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CtmBeH Cuc je 3ano4eo CBOjy
npodecroHanHy Kapujepy kao XoHopapH#M
raymad, Koju je nytosao Mo 3emsbn nssogehn
1 pexxupajyhn nosopuiLlHe npejcrase
14 roAnHa npe Hero LUTO ce 3anocIno y
KonoHwujan Bunnjemcbypry. Mpegasao
je Mo30pVILLHY YMETHOCT MIaguma gyxe
04 jeAHe JieLieHnje 1 NpoBeo jeceT
roAVHa y CBeTy rnyme, pexuje, CLieHcKor
yrnpaB/baha, yripas/baka MPon3BoAH0M
1 MPOjeKToBarbeM OCBeT/berba y OKBUPY
nosopuLuHe Tpyre My3eja Hayke y
BupumnHnjn. 3anocano ce y PoHaaumjn
KonoHwujan Bunnjemcbypr npe BuLle
0/, ceflam rofjMHa, Hajnpe Kao raymat,

- TyMau; KacHvje je Tpun roguHe paano

Kao CynepBur30p ojesberba, a 3aTUM

nocTao ANpeKTop 3a passoj [porpama 3a
AdpoamepuKaHLie 1 Penrnjcko Tymadere

1 TPEHYTHO Ce Hanasn Ha Nnosnuujn BuLLer
MeHallepa Mporpama 3a AppoamepuikaHLey
okBuMpy PoHAaumje.

Stephen started off his professional
career as a freelance actor traveling the
country performing and directing theatre
for 14 years before being hired at Colonial
Williamsburg. Stephen taught theatre to
youth for over a decade and spent ten
years acting, directing, stage managing,
production managing and lighting design for
the Science Museum of Virginia's Carpenter
Science Theatre Company. Stephen started
his time at Colonial Williamsburg over seven
years ago as a first person Actor Interpreter
and was also a Supervisor of the unit for
three years before becoming the Manager
of Program Development for African
American and Religion Interpretation for the
Foundation. Stephen is currently the Senior
Manager of African American Programs for
the Foundation.
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AncrpakTt

Kakse cy npuye AdppurkaHaua y AMepuupm Tokom 17. 1 18. Beka? Kaga jegHom
AofeMo A0 HbUX, KaKo VX MOAENNTI Ca OCTAaTKOM CBeTa Ha HauuH Koju 1X
noBesyje ca uctopujom? Ha oBa NTara HUje 1ako OAroBOPUTH, anu TO jecTe
3ajaTak 3a My3eje. OBaj pag he ykasaTu Ha JOKYMeHTOBaHy Npu4yy cnoboAHMX
1 NOpob/beHNX LpHaL,a y TOM BpeMeHCKOM nepuogy. LLita moxemo Hayuntn o
cebu 13 BNXoBUX NMcama? Kako Ha Hajbos/by HaunH NOAeNUTI 0BY UCTOPUjY Ca
jaBHOLINY? 3amke y Koje ynazamo nokyLlasajyhu Aa Mcnpmyamo CHaxHy npudy
0 poncTey Yy BputaHuju n AmMepuum cy Benvike, anv UCTO je 1 ca Harpajama koje
3aCNyXXMMO KaAa npuye OHVX Ynju Faac TONVKO AYyro Huje Morao Aa ce vyje
noBeXeMmo ca ApyLUTBOM.

Abstract

What are the stories of Africans in America during the 17t and 18 centuries?
And once these stories are found how does one share them with the rest of
the world in a way that connects them to the history? These questions are not
easily answered, but it is a job for Museums to answer them. This paper will
highlight a documented story of the free and enslaved Blacks during this time
period. What can we learn about ourselves from their writings? And how do
we best share this history with the public? The pitfalls of trying to tell a robust
story of British American slavery are considerable, but so too are the rewards
of connecting society to the stories of those who for so long could not speak
openly with their own voices.
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CTHUBEH CHUAC
XyMaHM3oBAH€ HEXYMAHUX:
AdpukaHum y Amepuum n tbuxose npuye

»BoAco OHX A2 ce yaaln 3a HeKOr AOOpOr YOBeKa jep CBaKH IyT Kaaa
A0bHjeM HcMO 04 Tebe, cplLie MU ce Lielta Ha KoMaae. Pasaor samro i Beh
AYTO He ITHIIEM jECTeE Taj LITO Me TBOja IIHCMa BEOMA y3HEMHUPABajy. 3HaII
Aa BOAUM CBOjy Aelly. Mucanm um A06po Kao LITO OTaL] MOXXE MUCAUTH
CB0jOj ACLIH; UCTO SKEAUM U tebu. XKao mu je mrTo uyjem Aa je AeBeAnH,
jAAHH MOj MaAM CHH, TAKO AOLLCET 3APaBaa. AOIIA0 OMX A2 T¢ BUAUM, AU
3HAM A2 TO He 6u Moraa A2 mopHecenr. JKeAuM Aa Te BUAMM M He KEAUM
Aa Te BUAUM. BoAnM Te 6alll Kao U MOCACAH T KaAa CaM T€ BUACO, aAU
uehe 6utu A06po Hu Tebu HU MeHU ako ce BUANMO. OKeeH caM 1 Moja
CYIIpyra HMa ABOje ACLiE, @ aKO OMCMO ce TH U ja CACTaAH, HOpOAULA b1
01AQ jaKO HE32A0BOSHA.

[Tomasu Mu IpaMeHOBe Acdje Koce y moceGHuM maxetmhmma ca
IUXOBUM MMEHHMMa Ha manupy. MoAuM Te, YAQj c€ AOK CaM ja OXKEHEH.
Apara moja, Tu 3Ham Aa Tocrop mosHaje Hamra cprja. 3HaI Aa HUKaAd
HIUCMO >KEAEAH Ad OYAEMO OABOjEHH M AQ TO HMKAKO HHje Hallla IPELlKa.
O, BUAHMM Te TaKO jaCHO, y CBAKOM TPEHYTKY; BHUILE OUX BOACO AQ MH CE
OHAO IITA APYTO AOTOAMAO HETO IUTO CaM OABOjeH oA Tebe u aeue. He
3HaM Kora Buiue BoAnM, Tebe nan Any. Axo 6HX yMpO AQHAC HAH CYTpa,
He 6nx OMO CIIOKOjaH AOK MH He Kakell Aa hemr moxymaru aa ce yaam
3a HEKOI' AOOpOT, MaMETHOT 9oBeKa Koju he OpunyTn 0 Tebu u Acuu; u
YPaAH TO 3aTO IITO ME BOAMIL, 4 HE 3aTO LITO MUCAMII A BHIIEC BOAUM
CBOjy CaAQLLIby CYIPYTY OA Tebe.

He nocroju sena ca xojom 6ux ocerno 6auckoct kaksy occham mpema
1ebu. Occham ce ncro xao u Tu. Penn Acnu A2 3amamte A2 uMajy Ao6por
o2 Koju OpHHE O IPUMA U MUCAH Ha BHX cBakora AaHa. CaMo cprie Me jako
60OAN KaAa 9UTaM TBOja AyOasHa M 3aHMMAHBA HcMa. Aaypa, He MHCAUM
Ad CAM C€ U HAjMambe MPOMCHHO OA KaAd CaM T€ BUACO ITOCACAHGH IYT.
CBaxora AaHa MECAMM Ha Tebe 1 CBOjy AcLly.

Aaypa, jaTe BoanM ucro. Moja A,y6aB npema TeOU ce HUKaAa HUj€ CMAFbUAQ.
Aaypa, ja IMaM APYTY JKEHY M 3aHCTa MU je BEOMa 5kao 1mto je Tako. [ Ipema
Tebu nmam occhama Kao mpema BoACHO] CYNpysH, Kao LITO caM OAyBEK
1Mao, Aaypa. 3HaII KaKaB caM IIPEMa >KCHH U 3HAII KAKAB CaM ITPEMa CBOjOj
Aeli. 3HAII A2 caM YOBEK KOjU MCKPEHO BOAU CBOJy A€Ly... !

1 H. L. Swint, ed., Dear Ones at Home: Letters from the Contraband Camps (1966) 123-
24,
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OBo je ayTeHTUYHO MHMCMO jEAHOT po6a ynyheHo JKEHH KOja je 33jeAHO Ca HHXOBOM
ACLIOM IIPOAATA M OABEACHA AAACKO OA Ibera 3a BpeMe muxosor porcrsa. Ilra nam
rosopu oBo nucmo? Kako oBe unmenule yrpaputs y npuday o ponctsy y CesepHoj
Amepuun? Moran 61 ce HamucaTu 9UTABU TOMOBH Y IOKYILIAjy Ad Ce OATOBOPU Ha
OB2 IUTama. JeAHO IOIAaBA>C OM MOIAO OutH O 320AyAaMa APYIUTBEHHX CTCPCOTHIIA
[0 muTamy LpHana. Apyro moraaBse OM MOTAO ONMCHBATH IICHXOAOLIKE TPAayMe
BHUILIE TEHEPAllMja U3a3BaHE OABAJAEEM OA IIOPOAUYHHX BE3a Y OKBUPY KOjUX CE HETYjy
eMnaruja u pasymesate. duras jeaar oco 6u morao 6urn nocschen acaarnocruma koje
Cy LpHIH 06aBAAAM TOKOM OBOT IIEPHOAL AMEPHYKE UCTOPU)C.

Aan 3amto 61 uKora op Hac 6uao bpura?

Bepyjem Aa je 0BO OHO mTO MpOCeyaH AMEpPHUKAHALL MOMUCAH KaAd aobe y My3ej u
BUAHM IIpHYe OHMX Koju cy 6uan nopobsenn. Oruhu hy xopax pame u pehu aa Muoru
OA IBHX 9K U HE 3Hajy AA Cy TO BbHX0Be pedn. Aa He Oyac sabyHe, CBaku IIyT KaAa HEKO
oAballyje puYy 0 PONCTBY Kao ,,TO HHUje Hallla NpHYa“ HAU ,HEMaMO HHKaKBe Bese ca
HCTOPHjOM BUXOBE IOPOAHULIC”, HAH YaK ,TOAUKO CMO AAACKO OA TOT'Q, 3AIUTO HAC TCPAjy
Aa ce ocehamo 0ATOBOPHHM® — TO €y CBe CHOMALIFH 3HALM YHYTPALIBUX MUCAH. Y
My3€jUMa M MY3€jUMa KMBE HCTOPHjE nmoce6HO MOpaMo OHUTH CBECHU OBAKBHX MHUCAM.
OcuM TOra, MOpaMoO 3HaTH Kako Aa c¢ 6OPHUMO IIPOTUB TAKBOI HAYMHA PASMUIIAAIbA.
Hajresxe oa cBera je T0 mro Mopamo 6urH y cTamy Aa ce 60pHUMO IIPOTUB TAKBOT HAYKHA
pasMuLIASaEba, @ AQ CE IIPUTOM HallM roctd occhajy A06poaowmao, Aa ce mojeanHuy
ocehajy IPUjaTHO AOK NPHU3HAjy AA Pa3MHUIIAA/k])y HA OBAj HAYMH, TOBOPE O TOME M Ha
KPajy, HIAAMO Ce, IPEUCIUTY]y corcTBeHe Mucau. Huemo oBae Aa 6ruemo um pexan mra
AQ MHCAE, AAH XEAUMO AQ UX CTABUMO Y KOHTEKCT, AQ UX IOMEPUMO, UCIIPOBOLIUPAMO.
TuaseH BpAO jacHO Kaxe: ,, [yMademe je OTKpUBambe 3aCHOBaHO Ha MHpOpMariyjama.’ >
Haum roctu sxyae Aa Hayde mwro Buwe o ucropuju. 3amro? Huje an to Aa 6u casnaan
BuuIc 0 cebu? AKO jecTe, MOPaMO OYCKMBATH A2 OHH Beh jecy moBesann ca AcA0OBUMa
CBOj€ HCTOpPHjE, Ad ocehajy u 3Hajy. Huje Hu 4ya0 IITO HaCTyIa KpH3a yYera Y TPEHYTKY
Kapa ce nHPOPMALHja TECTUPA. YKOAMKO HX BOAMMO Ha NPaBH HAYHMH, OBU H3a30BU
MOTY AOBECTH TOCTE 32 CTO 32 KOJUM C€ AUCKYTYje. AKO HX IaK BOAMMO ITOIPEIIHO, TOCT
he ce normyno sarBoput, Hehe 6utu cipeman A2 OTBOpH CBOj yM YaKk HU A0 HUBOA Ha
KOjEM Ce AOBOAH Y TIUTAaIbE PEAAHOCT HHGOPMALIHjA. 3ap TO HUjE 3HCTA IIPABH PA3AOT
3bor KOjer ce nocehyjy My3eju? Y HacTaBKy, HOAeAI/Ihy Ca BaMa HajBa)kKHUj€ YUIbEHUIIE Y
BE3HM Ca BOlereM IT0ceTHAALA KOje MMA 32 [IHAd AQ OCTAHY OTBOPCHHU 32 HOBA orkpuha o
HCTOPHjH, 12 9aK 1 O cebu.

A03BOAUTE MU A BaM MOCTaBUM nuTame: I1lta je MOhHI/IjC: AOTHKA HAHU eMoIHje?
Aoruxka je mohna. Tpausucropu, set, kopuuheme ¢ACKTPUYHE CHEPIUje, UCTPKUBADA
— CBE TO IIOACTAKHYTO j€ AOTHKOM ASYACKOT yMa. MoaepHE HOrOAHOCTH Y KOjHMa Y)KHBAMO
AQHAC M OHE Y KOjUMa Cy HAIIH IIPELIU Y)KUBAAH Y CBOJUM BPEMEHUMA IIPOUCTEKAE CY U3
ACTIOTE U CAOXKEHOCTH AYACKOT yMa. AAH, MOXKeTe AM MU pehn rae cTe Guan kapa cte
IPBH IIyT casHaAH Ad je 2 + 2 = 42 OBaj OCHOBHH yBOA y CBET MATEMATHKE HAC je AOBEO

2 Freeman Tilden, Interpreting Our Heritage (1977), 18.
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A0 wetbe 1o Meceny. Hacynpor Tome, MoxeTe An 0ATOBOpHTH Kako cTe ce occhaan
KaAa CTe IPBU Iy T 9YAH CBOjy OMUAeHY mecMy ? He Mory aa ce cetum xaxo cam ce ocehao
KaAa CaM CasHao Aa je 2 + 2 = 4, aAM MOr'y Ta4HO A2 BaM KaXeM Kakpa Cy Me oceharma
IIPENAABHAA KaAA CaM IPBU Iy T uyo necmy I lyprypra xuma (Purple Rain) y ussobemwy
Ipunca (Prince) n 6ensa Pesoayumja (Revolution). Fimao cam ocaM roAMHA M TACAQO Taj
¢$uAM IpBU IyT. JeABa caM padyMeo O YEMY CE PAAU, AAH CY MU Cy3€ HABPAE HA OUH KaAd
cam uyo necmy. Oa Tasa mMu je omuncHa. Muorn he pehnu aa je Mysuxa maremarnxa y
CBOM HajA€MIIEM 06Am<y, AOTHKA y €BOjOj HajcaoxkeHH]joj popmu. Caraacan cam. Y oBUM
aKOPAMMA, Y THUM IIPOTPECHjaMa, y TOj MaTEMATHYKOj ACTIOTH ITOCTOjH EMOTHBHA BE3a.
Yeyhyjem ce aa kaxeM Aa je eMOTHBHA Be3a Ta KOja YMHU AOTUKY TAKO ACIIOM.

Hcropuja je ouBHa.

M maaa nMa Marbe MaTeMaTHKE y ceOu, HAUMH Ha KOjU HAC HALIA ITPOLIAOCT IIOBE3yje ca
capammomhy Hyje HUIITa Mambe AeIL Y CBETY MY3¢ja, T2 ACIIOTa, IOHEKAA 9aK M IpybocT
uau rah)eme jecy ynpaso oHo wro Hac nosesyje. Mexopucruhy nperxopann npumep aa
IOCHTUPAM: EMOLIMOHAAHA Be3a je Ayboxa. OHa craja syae, OHa Hac oTBapa. Y CBakoM
[pOrpaMy MAHM TyMadcky IIOMaXKeM Ad CE OHA pasBHje, YBEK NOCTaBUM muTame: Kako
IIOBE3Yj€MO HCTOPH)Y Ca HALIUM IIOCETHOLIIMA? 3amro 6u ux HMHTEpECBaAa’? OAI‘OBOP je
JEAHOCTaBaH: 3aTO IITO j€ TO HUXOBA UCTOPHjd, OHA MIPHUIIAAA HUMA, OHA je¢ YKOPEHEeHa
y BHMa 1 oHa oppebyje ko cy onn. ITocernonn tpeba aa aobyy oBae u cxBare Aa je 0BO
MECTO ACO BHX caMux. 1peba Aa Buac Iporpam, 4yjy Tymaucwa M IpoHaly acaose
cebe Y CBUM AMKOBHMMa Ca KOjUMa Ce cycpehy u Koje yrnosHajy. Kao y cBojoj omumenoj
necmy, Tpeba Aa ce sanurajy, Kao wro Tuaaen ucrude: ,Illra 6ux ja ypapuo y oBum
yCAosuma?“3 INpencnuruBame je MpOBOKaIMja KOja, HAAAM CE, AOBOAH AO Pas3yMeBamba
U [TOBE3AHOCTH.

ITamTiM cBoja occhara kapa caM y IIKOAM 10 IPBU IyT 4y0 32 porncTBo. buao je To
y mpBoM paspeay. Moja yuutesuria, rocriof)a Osenc, Koja je 6uaa Adpoamepukanka,
MPUYAAA HAM j€ O SYAMMA KOJH CY 06pahnBasn 3eMmy M CAYKHAY Ha IIAAHTAKAMA, [IPOTHB
cBoje Bone. Takobe Ham je pexaa pa ce rpabancku par (AMepanH rpabancku par) Boano
KaKo 6u ce po6oBu 0cA060AMAM (HEMaM IPOCTOPA A2 HCTPAXKYjeM HEeCTAOMAHOCT OBOT
KOMeHTapa) u A2 cy cBu nocTasn cao6oaHn Kapa je Cesep nobeano. OBo je pedcHo Ha
BEOMa jeAHOCTAaBaH HAaYMH, AU PasyMeM — Ha Kpajy KpajeBa, MU cMO OHAH npBanu. AAu
4aK M TaAd CaM 3HAO, Ca CBOJHUX IIECT TOAMHA, AA HAM HHje peKaa AOBOSHO. Aa AU cMO
cBH 3ancTa cA060aHN? CaMo rOAUHY AQHA paHUje, Ha UrpasHITy, Moj Apyr Uejc Bore
Me TOKOM pacIpaBe Ha3Bao pedjy Koja mouumwe caooM H.

U aa, a0 sanammer aana ce ceham kako cam ce ocehao Tor Tpenyrxa.

buao me je cpamora. Hucam ucTHHCKH HM 3HAO INTA 3HAYM Ta PeY, 4 UIAK CaM
610 nocpammeH 360r mwe. CasHame Aa ¢y poOOBH GHAM LPHH KA0 U ja U A2 CY TOAHKO
AYTO MYYEHH YYHHHAO je A2 M€ TaKO MAAAOT Oyae cpamorta cBoje mpomaoctd. Hakon
HEKOT BPEMCHA, YMOPHO CaM Ce OA TOT Aower occhama 1 jeAHOCTaBHO caM ce 3aTBOPHO.
Hucam 5keAeo A2 3HAM IIYHO O KOAOHUjaAHO] HCTOPHjH HUTH O rpabaHckoM pary, 61uao

3 Freeman Tilden, Interpreting Our Heritage (1977), 15.
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je cyBue 60aHO. bro caM 1pHari Koju ce cTHAHM cBOje ucTopHje. Aakae, 1ITa TO TOBOPU
0 MeHH? AKO HaM Hallla IPOLIAOCT IIOMaXke Ad CA3HAMO KO CMO, IIITA CAM ja OHAQ MHCAHO
0 cebu? CBaKu AQH AOAASHM Ha [IOCA0 €A XKEHOM AA CC HHKAAA HUJCAAH MAAAH LIPHAIL He
oceha Tako o nuramy Haue ucropuje. Hamn syan cy npexxusean. Fbuxosu rocrioaapu
U APYILITBO Cy IIOKYIIAAH AQ UM OAY3MY MAGHTHTET, a OHH Cy Hak npexusean. M aame
Cy BOACAH, PaAMAH, UMaAn nopoaute u Bese. Onu cy ucrpajasu! Ceu mu 6u tpebano
Aa TIOAHTHEMO TAABE Ca MOHOCOM, Ad CE AMBHMO CIOCOOHOCTH AYACKOI AyXa IOA
IPHCHAOM - HE CAMO Ad CMO IIPEKUBEAH, AOKUBEAH CMO IIPOLBAT. 3HAM TO CaAQ, AAU
61140 je moTpebHO BpeMe.

Xajae A2 mompuyaMo U 0 APYroj crpaHu Mepase. Kako eBporcku AMepukaHiy,
YMjU CY NIPELU AOBEAH OBAE BehnHy MOjUX IPeAAKA H HOPO6I/IAI/I UX, TAEAQjy Ha CBE
oBo? ITonosuhy ono wro cam Beh pexao. MHOrH 0A BHX CMaTpajy A2 HUCY IIOBE3aHU
Ca OBHM ACAOM HCTOPHj€E, Ad TO HEMA HUKAKBE Bede ca huMa. 3amro? Aa AH je To 3aT0
TO poOOBU He USTACAR]Y Ka0 OHH? Aa AH je TO 3aTO LITO Cy MOPOOASEHH AYAU AOLIAK
ca apyror koHTHHeHTa? Kapa 61 npusHasu Aa cy poOOBH BHXOBU AYAH, AA AU OH TO
3HAYMAO AQ MOPAjy AQ CE CYOUE ca PY)KHOM UCTHHOM A je YCIIeX OBe 3eMae usrpahen Ha
Aehuma poboBa, a A2 onu jow yBek youpajy maoaose muxosor pasa? Aa GyaeM uckpes,
HM CaM He 3HaM. JaCHO MU je U3 KOT IIPaBLIa ja AOAa3UM. SHaM OBO: aKO OHX PEKao Aa
Cy IIOCACAMLIC POIICTBA HECTaAe, TO 61 61ao HeoprosopHo. Y Cjeaumenum Aprxasama,
nopo0saBare Koje je OMAO AO3BOAECHO 3aKOHOM 3aBPLICHO je Ipe Buile oA 150 roauHa.
Capammsy XXUBOTHH BeK y AMmepuiiu je oko 75 ropuHa. Aakae, caMo ABa XKHUBOTA.
To Huje Ayro y ucropujckom cmucay. Koanko Buanm, nmamo aBa usbopa. Moxxemo
A2 HACTABHMO Ca TIOACAOM M AQ OBO IHTAambE M Adne HA3UBAMO Tyhum mpobaemom —
€BPONICKH AMCPUKAHIIU CMaTPajy A2 LPHUU Tpeba Aa Ce MBAMTHY HAA COIICTBCHOM
UcTOpUjoM AOK AdpoaMepUKaHI TBpAE Aa OeALi Tpeba Aa ce HCKyIIe 3a AeAd CBOjJUX
npepaka. OBaj u300p je Aakmu nyT. 3aXxTeBa MaAO TPYAR, AAHU je 3aTO M HArpasa Marba.
CBeT Koju 0CTaB&»aMO CBOjOj Acliu he HacTaBUTH A2 MMa HcTe IPOBACME KOjUMaA CC MU
TpeHyTHO 6aBUMO. F1An MOXeMO GUTH caraacHu Aa aMepUuKa HCTOPHU]ja, Ca CBUM CBOjUM
nobeaama 1 MopasuMa, PHUIAAA CBUM HeHUM rpahanuma. Adppoamepukanuu Mopajy
6utn CIIPEMHM AQ AOBEAY 33 CTO /YA€ KOjH jOII HE CXBaTajy Ad CY ACO PasroBopa H
yuauHe A2 ce oHu occhajy A0BosHO A06pO A2 pu3HAjy OHO wTo 3ancTa occhajy n Mucae
y AyOuHu cBoje ayme. EBporickn AMeprkaHIM MOpajy Aa ce IOMHUPE Ca YHEBCHULIOM
A2 IBHXOBA HCTOPHja UMa MHOTO ITACAMIITA M A2 CIIpcuaBambe 6uao Kor rpalanuna aa
HCKaXKE CBOj CTaB IIPEACTABAA OAY3UMAILE IIPABOT OOrATCTBA IHXOBE HCTOPU)C... ICHE
HUCTUHCKE AEIOTE,

3aparax MY3€ja je AQ KpEHE OBUM CMEAMjUM, TEKHM ITyTEM, IIyTEM KOjH 3aCAYXYje
Behy Harpaay.

A kako ce To papu? Tako IITO IMOCETHAAL AOKHBSABA EMOTHBHY MOBE3AHOCT €A
HCTOPHjOM; IIPUYA CBAKOT YOBEKA Ha OBOj JeMmH je aparorena. OHa npumapa cBuMa
Hama. Bparumo ce mucMy kojum cam mmodeo oaj paa. Ilocroju nemro y rom muemy mro
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ce 0AHOCH Ha OMAO Kora oA Hac. Aa an nman xxery? Mmam au aenyy? Aa au cy Te ukasa
IPUMOpAAH A2 ypaaum HewTo? Aa AM cn MKaaa Boaco u uarybuo? Behuna myau he
HMAaTH [OTBPAAH OATOBOP Ha GapeM jeAHO 0A OBUX IUTaba, a oHAa he Mohu Aa mocBepoue
KaKo cy ce ocehaan y saatnm okoaHoctma. [raBuine, oMM MOTY IPETIIOCTABUTH | IUTA
6u YYMHUAH Y HCTOj CUTYALHjH. To je Besa. OHa ce He MOXKE I'YPHYTH ITOA CTO, OAATHATH
HuTH MapruHasnsoBatu. CBaku IyT Kaaa OTal IOracaa cBojy aeny, occhaj mra 6u
Ce ACCHAO A2 Cy HX OABOJUAM OA Hcra he nmsasparty, y HajMamy PyKy, MaAH IIAQMCH y
HETOBOM CpIIy, & CBAKH IIOKap MPOMEHE OYHEE MAAUM IIAAMEHOM.

[ToexxuTe mMoceTHOLE IIPBO Ca #ux08uM IpHdama. 1o je s 6poj jeaan. Tako here
ux yeyhu yayrpa. Menposouupahere nx. Harepahere ux Ha axuujy, yak u axo je to
CaMo AQ APIKE CBOjY ACITY MAAO 6AmKE 1 pasroBapajy ca BHMA O CBOjOj HCTOPHjH.
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STEPHEN SEALS
Humanizing the Dehumanized:
The African in America and Telling their Story

I would much rather you get married to some good man, for every time
I gits a letter from you it tears me all to pieces. The reason why I have
not written you before, in a long time, is because your letters disturbed
me so very much. You know I love my children. I treats them good as
a Father can treat his children; and I do a good deal of it for you. I am
sorry to hear that Lewellyn, my poor little son, have had such bad health.
I would come and see you, but I know you could not bear it. I want to
see you and I don’t want to sce you. I love you just as well as I did the last
day I saw you, and it will not do for you and I to meet. I am married, and
my wife have two children, and if you and I meets it would make a very
dissatisfied family.

Send me some of the children’s hair in a separate paper with their names
on the paper. Will you please git married as long as I am married. My
dear, you know the Lord know both of our hearts. You know it never was
our wishes to be separated from cach other and it never was our fault.
Oh, I can see you so plain, at any- time, T had rather anything to have hap-
pened to me most than ever have been parted from you and the children.
As T am, I do not know which I love best, you or Anna. If I was to die,
today or tomorrow, I do not think I would die satisfied till you tell me
you will try to marry some good, smart man that will take care of you and
the children; and do it because you love me; not because I think more of
the wife I have got than I do of you.

The woman is not born that feels as near to me as you do. You feel this day
like myself. Tell them they must remember that they have a good father
and one that cares for them and one that thinks of them every day-My
very heart did ache when reading your very kind and interesting letter.
Laura I do not think I have change any at all since I saw you last.-I think
of you and my children every day of my life.

Laura I do love you the same. My love to you never have failed. Laura,
truly, I have got another wife, and I am very sorry, that Tam. You feels and
seems to me as much like any dear loving wife, as you ever did Laura. You
know my treatment to a wife and you know how I am about my children.
You know I am one man that do love my children....!

1 H.L. Swint, ed., Dear Ones at Home: Letters from the Contraband Camps (1966) 123-24
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This is an actual letter from a previously enslaved husband to his wife, whom with his
children had been sold away from him during the time of their enslavement. What can
we gleam from this letter? And how do those facts build upon telling the stories of North
American Slavery? One could write volumes trying to answer those questions. One chap-
ter alone could be on the misconceptions of black societal stereotypes. Another chapter
could be on the psychological damaged caused over many generations of being separated
from the familial bonds that nurture the development of empathetic understanding. Yet
another could be written on the agency of blacks during this period in American History.

But why should any of us care?

I believe this is what the average American asks themselves when they come to a muse-
um and see stories of the enslaved. I will go even further and say that many of them don’t
even know that that’s what they are saying. But make no mistake, any time someone dis-
misses the story of the slave as “not their story” or ‘having nothing to do with their family’s
history’ or even “we are so far removed from this, why are we being made to feel responsi-
ble for it” those are all the outward signs of those inward thoughts. In museums and living
history museums in particular we need to be aware of these thoughts. Furthermore, we
have to be able to know how to combat that way of thinking. And hardest of all, we have
to be able to combat that way of thinking in a way that makes our guests feel welcome, that
makes those individuals feel comfortable admitting those thoughts, talking about those
thoughts, and hopefully, in the end, questioning those thoughts. We're not here to tell
them what to think, but to contextualize, to move them towards provocation. Tilden says
it very plainly, “Interpretation is revelation based upon information.”” Our guests yearn
to learn more about history. Why? Is it not to learn more about themselves? And with
that being the case, we must expect that they will already have an attachment to the parts
of their history that they already feel they know. No wonder there is a learning crisis once
that information is tested. Handled correctly, these challenges can bring these guests to
the table of discussion. Handled incorrectly, the guest will completely shut down, unwill-
ing to even open their minds up to the idea of questioning their reality. But isn’t that truly
why they come to museums? Below, I share with you the most important facet of keeping
your guests open to new discoveries about history and even about themselves.

Allow me to place a question before you: What is more powerful: a memory of logic
or a memory of emotion? Logic is powerful. Transistors, flight, harnessing electricity,
exploration all were fueled by the logic of the human mind. The modern conveniences
we enjoy today and that our ancestors enjoyed in their times all came from the beauty
and complexity of the human mind. But can you tell me where you were the first time
you learned 2+2 = 4? This basic introduction to the world of mathematics led us to
walking on the moon. In contrast, can you tell me how you fe/# the first time you heard
your favorite song? I can’t remember what it was like to find out that 242= 4, but I
can tell you how emotional I got the first time I heard the song Purple Rain by Prince
and the Revolution. I was eight years old, watching the movie for the first time. I could

2 Freeman Tilden, Interpreting Our Heritage (1977) 18
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barely understand what was going on, but I was still moved to near tears the first time I
heard it. It’s been my favorite song since. Many will say music is mathematics in its most
beautiful form, logic in its most visceral form. I agree. But in those chords, in those pro-
gressions, in that mathematical beauty there is an emotional connection. I venture to say
that it is that emotional connection that makes the logic of it so beautiful.

History is beautiful.

And though it is less mathematic, the way in which our past connects us to our
present is no less beautiful. In the museum world, it is that beautiful, sometimes even
harsh and disgusting, that connects us. I use the above example to make a point: emo-
tional connection is deep. It brings people together, it opens us up. In every program or
interpretation I help to develop, I always ask the question: How are you connecting the
history to our guests? Why should they care? The answer is simple: because it is their
history, it belongs to them, it is engrained into them, and it makes them who they are.
Guests need to come into a site and feel that it is a part of them. Guests need to see an
interpretive program and see parts of themselves in all of the characters they meet and
learn about. Like their favorite song, it needs to beg the question that Tilden again puts
forth, “Under like conditions what would (I) have done?”® Questioning is provocation,
hopefully it leads to understanding, connection.

I do remember, however, my feclings on hearing about slavery for the first time in
school. It was in the first grade. My first grade teacher, Mrs. Owens, who happens to be
African American, told us about people who worked the land and served on planta-
tions, against their will. She also told us that the Civil War was fought in order to free
those slaves (for the sake of brevity I'm not even going to explore the volatility of that
comment) and that when the north won everyone was free. That’s a simple way to put
it, but I understand-we were first graders, after all. But even then I knew, at six years
old, that she wasn’t telling us enough. Were we all truly free? Just a year earlier, on the
playground, my classmate Chase Boggs had called me the N-word during an argument.

And yes, to this day I still remember how that moment made me feel.

It made me feel shame. I didn’t even truly know what the word meant, but I still
felt shamed by it. To know that those slaves were black like me and had been kept in
depredation for so long made my young self feel ashamed by my history. After a while,
I got tired of feeling bad about it and just shut down. I didn’t want to know about co-
lonial history or civil war history, it was too painful. I was a black man ashamed of his
own history. So what did that say about me? If our history helps us to know who we are,
then what did I think of myself? Every day of my life I come to work with the thought
of never wanting another young black person to feel that way about our history. Our
people survived. Their masters and society tried to take away their identities and they
still survived. They still loved and worked and had families and connections. They per-
severed! We should all hold up our heads up with pride at the capabilities of the human

spirit under duress-it not only survived, it flourished. I know that now, but it took time.

3 Freeman Tilden, Interpreting Our Heritage (1977) 15
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But let’s talk about the other side of the coin. European Americans, whose ancestors
brought most of my ancestors over here to be enslaved, how do they view this time? I'll
repeat what I said above. Many of them feel that they are not related to this history, it
has nothing to do with them. Why? Is it because those enslaved people don’t look like
them? Is it because those enslaved people came from a different Continent? Is it even
because to acknowledge that these enslaved people are also their people mean that they
have to come face to face with the ugly truth that the success of this country was built
on the backs of these people and that they are still reaping the benefits of that work? To
be honest, I have no idea. I've already made it clear which direction I come from. I do
know this: to say we are far removed from the repercussions of slavery is irresponsible.
In the United States, legalized enslavement ended a mere 150 years ago. The current
American life expectancy is around 75 years. That’s only two lifetimes away. That is not
along time in the historical sense. As I 'see it we have two choices. We could continue on
the road of factionalism and continue to call the issue someone else’s problem, whether
it’s European Americans saying that blacks need to get over their own history or African
Americans saying that whites need to have a reckoning over their ancestors’ actions.
This choice is the easier road. It requires little effort and therefore reaps little reward.
The world we will leave for our children will continue to have the same problems with
which we currently deal. Or, we could come to an agreement that American History
with all its victories and defeats belong to every American Citizen. African Americans
have to be willing to bring people to the table who don’t yet see how they are a part of
the conversation and make them feel comfortable enough to admit what they are truly
feeling and thinking inside. European Americans have to come to terms with the fact
that their history has many points of view and to discount any citizen’s point of view is
to rob the history of its true richness...its true beauty.

It is the job of Museums to take this more daring, more difficult, more rewarding road.

And how is that done? By connecting the history emotionally to the guest; the story
of every citizen on this earth is valuable. It belongs to us all. Let’s go back to the letter
that started off this article. There is something in that letter that can speak to just about
any person. Do you have a wife? Do you have children? Have you ever been forcibly
made to do something? Have you ever loved and lost? Most people will say yes to at least
one of these and can then be able to say how this circumstance would have made them
feel. Even further, they could figure out what they would have done in the same situa-
tion. That is connection. It cannot be swept under the table, or dismissed or marginal-
ized. Every time a father looks at his children, the feelings of what might have happened
were they ripped away from him will be, at the least, a tiny flame in his core. And all fires
of change start off as a tiny flame.

Connect your guests to their stories first. That’s goal number one. You will move
them inside. You will provoke them. You will move them outside to action, even if that
action is to just hold their children a little closer and talk to them about their history.






MEBYHAPOOHU YTULAIU
HA KOHLLENT EKO-MY3EJA
XXOPXA AHPUJA PUBUIJEPA

INTERNATIONAL ORIGINS
OF GEORGE HENRI RIVIERE’S
ECOMUSEUM CONCEPT

Ap Pemon Ae aa Pomra Mua

McTpaxumBay
IpaAckn YHusep3utet

Dr De la Rocha Mille Raymond

Researcher
City University




3BOPHUK / 26 / YEARBOOK

1993-1998: NcTpaxunsay 1 opraHmsaTop
forahaja y Mysejy Ha oTBOpeHOM y YunTepHy
(YjeanreHo KpameBcTBO).

1998-2011: lMpegaBay Ha pasnnNyunTM
6pUTaHCKMM yHMBep3uTeTma (Okcdopa,
lpaackn YHnsepsuter, bbykacn, MpuHmNY) -
Ynpas/bake My3ejrma 1 ranepujama.

From 1993-1998 Researcher and Events
Organiser Officer at the

Chiltern Open-Air Museum (UK) .

From 1998-2011 Freelance Lecturer on
Museums and Galleries Management in
various British Universities ( Oxford, City
University, New Castle, Greenwich).



/27/

Ancrpakr

OBaj paj VIMa 3a UW/b @ OCBET/IN pasnnymnTa Mysejcka UCKyCTBa Koja Cy TOKOM
20. Beka gonpuHena popmMmmparsy Nojma ekoMyseja, My3eja Ha OTBOPEHOM
KOju roBOpe O JIOKa/IHOj 3ajeJHULN 1 KOjUMa JI0KaiHa 3ajeHMLa ypaB/ba, U
TO Ha Ha4VH Ha KOju VX je JOXMBeO jeflaH O/ Herosux TBopaLia - dpaHLyCckn
Mmy3eonor XXopx AHpu Pusujep.

Abstract

This contribution intends to throw some light on the variety of museological
experiences that in the course of the 20th Century contributed to formation
of the notion of Ecomuseums, Community Aware and Managed Open Airs
museums, as experienced by one of his creators French museologist George
Henri Riviere.
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AP PEMOH AE AA POIIA MHA

MEBYHAPOAHU YTULLAJN HA KOHLENT
EKO-MY3EJA XKXOP>XA AHPUJA PUBUIJEPA

KO JE BUO XXOPXX AHPU PUBUIJEP
(GEORGE HENRI RIVIERE, 1897-1985)?

Kopx Aupu Pusunjep pober je y MoHMapTpy Kao CHH APKABHOT CAyXOCHHKa
3aIIOCACHOT Y YIIpaBH jaBHUX IapKoBa u BproBa rpasa Ilapusa. Kao mysejcxu pasnuk,
Pusujep je ynmamhen mo cBom GpuASAHTHOM BHIICTOAHMIIIEM aHIKOBAIGY HA MECTY
nomohuuka anpexropa Ernorpadexor myseja na Tpokaaepy (Musée Ethnographie du
Trocadero) oa 1928. a0 1937. roausne, xao u AupexTopa Myseja HapOAHE YMETHOCTH
u tpasunuje (Musée National des Arts et Tradition Populaires) y [Tapusy oa 1937.
A0 1968. roanne. Kao pAupexrop n AooknBoTHH oAcTpekad YHeckoBor Mebynapoasor
caBeTa My3eja (ICOM), 6uo j€ BakaH aKTep y CBETCKOj EKCIIAH3UjU T3B. ,,I IpBe Mysejcke
pesoaynuje”. Toanre 1980, Pusujep je mocTao HapaACKO MO3HAT IO CBOM KOHLIENITY €KO-
My3€eja — €KOAOIIKHX U APYLITBEHO CBECHHMX PErMOHAAHHX My3€ja UHja je IPOMOIMja,
BOl)CTBO 1 TyMaucHe IOBCPEHO AOKAAHOM CTAHOBHHILTBY.

Haxon wro ra je IToa Puse (Paul Rivet) umenoBao sa nomohnuka aupexropa
Ernorpackor myseja na Tpokasepy 1928. roaune, Pusnjep ce ykmydno y xypcese
u3 obaactu eTHOAOTHje KOje je Boano Mapcea Moc (Marcel Mauss) na Mucruryry
sa etHoAoryjy (ITapus) u 3amoduco cBoje LEAOKMBOTHO myToBame oko cBera. Cacae
H3BOAH U3 Tese ,Myseju 6e3 supoBa: Myseoaoruja XKopska Aupuja Pusujepa (2011)¢ y
KOjOj OH aHAAM3MpPA PA3HE MY3€jCKE TPAAUIIUj€ U TTPaKCe Ca KOjUMa Ce CYCPETao.

»MPAUCTOPUIJA” NAEJE EKO-MY3EJA

...Haxon npsor nyrosamwa y CAA 1929, Pusnjep ce nonoso Bpaha Tamo 1939. ropune
rae npeacraBsa Ppanycky Ha Ceerckoj usaox6u y Ebyjopky (PI/IBI/Iij, 1938/¢). Yunu
ce Aa je oa mocera Fbyjopky akTHBHpaAa BETOBO AYTO IPOMHILLAAE O HAYHMHIMA A CE
IIHMPOj jABHOCTH IIPHKAXKY AKTHBHOCTH IIPHPOAE M TPATOBU AYACKOT A€AOBamba. MHOro
KacHHje NPUCETHO ce MmoceTe amepudkoM Mysejy uctopuje u npupoae y Ebyjopxy,
TAC je IBCTOBO HHTEPECOBAbE 320CACKCHO HU30M AMOpPaMa KOj¢ MAYCTPYjy Y3aCTOIHE
MEPUOAC HACEAHABAMA UCTE TepUTOpHje Y Apkau Ibyjopk...: ,3a MeHe je 0BO cuHTE3a
reorpadCKUX, COLMjAAHMX W KYATYPHHUX YHIbCHHUIA, KOje IMOTHYy M3 HajpaHHjer
A0ba 1 TPajy AO AQHAC; OTYAQ j€ HACTAO M MOj KOHLICIT €KO-My3cja’ (PI/IBI/Iij, 1978).
Eaabopupao je oBo y jeaHOM 0A cBojux OpojHux HeoGjaBmyeHHX pasosa: ,Op Taaa,
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ABC TE3€ y BE3U Ca MY3€jHMa Cy IIOYEAE AQ CE PA3BHjajy Y MOjOj IAABH: IPEACTABASAMBE
oapehene Tepuropuje oko nojMoBa BpeMeHa M IIPOCTOPa, TAC je¢ IpHUKasaH Mchycobuu
OAHOC 4OBEKa H IIPUPOAEL” (PI/IBI/Iij, 1978/6).

AMEPUYKUN HALLUOHAJTHU NAPKOBMU

Tpena Mucau M3asBaHUX auopamaMa y Mysejy ucropuje u npupoac y Ibyjopky he
HPEACTaBAATH KOPAK Aane Y OAHOCY Ha Beh moctojehy amepuuky naejy HamoHaaHOT
mapKa.

PI/IBI/Iij moaceha: ,,My3corpac1>c1<a IIPE3EHTALIUja EBOAYIIMjE TEPUTOPHjE ¥ APKABU
Ibyjopx u mckycrsa ca mapxosuma y CAA-y xoja umam, nomoraa cy Mu A2 6ose
PpasyMeM IOjMOBE IIPHPOAHOT U SYACKOT IPOCTOPA U BpeMeHa“ (PI/IBI/Iij, 1978, um).

I/IsMeby 1950. u 1953. ropune, xao aupekrop MKOM-a, Pusnjep aame paspabyje
CBOjy MAEjy y HM3y YAaHAKA O6jaBA:CHI/IX y Becmuma HKOM-a y xojuma objammasa
CBOjy TEXIbY Ad Pa3BUje MHTETPUCAHHU MY3€j IPUPOAHE U SYACKE UCTOPHjE, Y KOME he
OAHOC YOBEKA U IIPUPOAC OUTH YOKBUPEH IIEPHOAMMA — OA HajpaHHjer A00a A0 AaHAC.

Y cBojum Geacerukama, Koje ce uyBajy y Apxusy JK. A. Pusujepa y Mysejy Hapoane
YMETHOCTH M TPaAMLyje, 3a CICLHjaAHO H3Aamke ,Myseju U BUXOBO OKpyxeme"
(PHBHjep, 1973/6) 3a wacomuc Mysej y nspamy Yuecka, Pusmjep je mucao o
HAI[HOHAAHUM mHapkoBuMa JesoycToH u Kunrc MayHTHH Kao O NPHBHACTOBAHUM
HMHCTUTYIMjaMa KOj€ LITUTE I€OAONIKO M 300AOIIKO 60raTcTBO CBOjUX AOKAalHja M
(asopusyjy mpeacTaBaarbe CBOr okpysxkema'. 3a Pusmjepa, nacja moxpera 3a ocHuBabE
HAIIMOHAAHHUX TIAPKOBA Y AMEPHIM MPEACTABAHAAL je CBPUICHO HCITYHCHE MHOTHX
pewema koja je Ppannycka Toxom Tpehe penybanke moxymasasa aa crposeae
y IIPaKCH: HOBH OAHOC IIpeMa 3CMAM, YIIO3HABame ca pypasHoM PpanryckoMm u
TYPHCTUYKH Pa3BOj 3EMME.

TYMAYEHE U HALUOHAJIHU NAPKOBU

YMecTo odyBaka M TYPHCTHYKOT YIPaBAalkha OLPOMHHM OOAACTHMA HETAKHYTE
HpUPOAE, TpUMapHH uHTepec PuBujepa je 61o BesaH 3a tA06aAHy KOTHUTUBHY CHHTE3Y
U ,,CBEYKYIIHY PEAAHOCT 5 OH MOPa Ad je HAIIAO jaKy Bedy ca THAACHOBUM NPHHIIUIIOM
O KOME TyMaucme Tpeba A YKoydM CICLUjAAM30BAHO 3HABE U ,Cy0jeKTHBHO®
pasymeBame. HoBe TexHuke Tymauema, pasBHjeHE Yy HAIJHOHAAHHUM MapKOBHMA
Cjeanmennx Amepuuxux Apxasa u Kanaae, xao cpeactBo 3a noschame cBectn u
pasyMeBara IIOCETHAALIA M YBAKABAE IIPHPOAHE CPCAHMHE, APTUKYAUCAHE CY Y ACAY
Opumana Tuspena Tymauewe name bammune (Tuaaen, 1957). Osu [PUHLIUIH
TYMaueHha yKAYdyjy OTBAPAkbe LIEHTAPA 34 IOCETHOLIE, My3¢ja IPHPOAE M PA3HOBPCHHX

1 Buan Dossier ‘Musee et Environment: Mr Trivich’, ATP Archives, Box 84.
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AKTHBHOCTH Kao LITO Cy Bol)cHe Type, yKimyunBame IAyMaLa y TyMaducbe, UIpe, SHALY,
IIPUIIOBEAAISE, CA2JAOBU M GHAMOBH.

Ientpu Tymadema He camo aa obGesbelyjy sapoBomeme mpakTuuHHX moTpeba
noceruaana, Beh ce ,Mopajy Gasutu objammaBameM 3HAYaja IPEACAA, NIPHPOAHE
LICAMHE HAH CIIOMCHHKA U IIOACTULIATH PasyMEBAEbE U CBECT O TOME KAKO €€ IIOAPYYje
IPOMECHHAO U 3aIUTO AAQHAC M3IAeA2 Tako Kako jecre” (Pusumjep, 1978/6). Taxobe,
onnu tpeba Aa ynyhyjy xa aokanumju, 06esbeac OpHjEHTALUjy U IIPETACA, TIOACTAKHY
IIOCETHOLC AA IIPOLIMPE CBOja HCKYCTBA KPO3 APYIE aKTUBHOCTH KO IITO j¢ CAMOCTAAHO
00HAQKEHE MECTA.

CBETJ1O CA CEBEPA: CKAHAUHABCKU YTULIAJ

Besa Pusmjepa ca ckaHAMHABCKUM M OaATHYKHM My3ejUMa, a IIOceOHO ca MysejuMa Ha
OTBOpEHOM, GHAa je KnvyuHa 32 GOPMUPaEbE MHOTHX aclleKaTa HheroBor nojma Hacaeha
u Myseorpadcke npesenTanuje. Tokom cBor xxuBoTa, PuBHjep je yecTo moMumao ,3pax
CBETAOCTH KOja AOAA3H Ca ceBepa“: »loaune 1929, Ha caMoM ITOYETKY MOje My3€OAOIIKE
Kapujepe, nocetno cam Ernorpadexu mysej y TereGopry u mo npsu myT oceTno T3j
3pak” (PI/IBI/Iij, 1978/, cTp. 2).Y nucmy Iloay Pusey paxao je caeache: »YIckpeHoct
U YPEAHOCT CKAHAMHABCKUX My3€ja, HU Tpara oA MHCEKATa, TAKO YECTHX y My3ejuMa
y ITapuay, jecte jeaan oa MHoOrux mpumepa koju Tpeba cacauru”. ITocae MHOTO catn
nposeseHux y [ere6opry ca gupexropom myseja Epaanaom Hopaenckeaaom, moxsasuno
j€ »IYAECHY HayKy U CTpnA,C}be“ KOj€ je 3aImasuo Ha HU3A0XKOU: »Mopam pa mpusHam Aa
HHKaAd HHCAM BHUACO HUINTA CAUYHO HH Y JEAHOM OA My3eja KOje caM IoceTno. TakBa
TeHHjaAHOCT IO HMCKOj IIeHH je epHKACHHja OA CBE PACKONIM KOja Ce YECTO MOXKE
Buaetd. OBO je OAAMYHA AeKLMja KOjy Tpeba HayuuTH (PI/IBI/Iij, 1929, crp. 22).
Topune 1937, Pusuep je mossao Hopaujcku Mysej aa nmpuxaxe u3a0x0y ,Poakaop y
I_HBC,A,CKoj“ y IpocTopHjaMa AHTpOMoAOIIKOT Mys3€ja; OBy 1/13Ao>x<6y j€ IPEACTABHO KA0
npumep xoju 6yayhu Ernosomku mysej @pannycke tpeba aa cacan. Haxon Tere6opra,
Puswujep je mposeo Tpu pAana y Crokxoamy rae je mocerro Hopanjcku mysej u Mysej Ha
orBopenom CkaHceH, koju cy ocHoBasu Apryp Xaseaujyc u Curypp Epuxcon 1891.
roAuHe.”

Topune 1936, aupexrop Myseja aenmx ymersoctu JKopx YucMa ra mase Ha
CTyAHjcKO myTOBame y AaHCKYy, rae je mocetno Mysej Ha orBopeHoM y Coprendpujy u
Hapoauu mysej Aancke. Pusnep je xacuuje sabeaexno: ,Coprendpu u ceocka coba 'y
Hapoanom mysejy y Konenxareny cy melyy mectuma xoja cy Me nucrmpucasa u jom ysex
UX [TAMTUM Ka0 HajTPajHUj€ yTHCKE MOT HALIHOHAAHOT M HHTEPHALIMOHAAHOT HCKyCTBa"

(Puswujep, 1979, crp. 3). Io cxBaramwy Pusujepa, Coprendpu je:

2 3a BuLwe NHPopMaLMja 0 ofHOCY n3Mely ckaHAMHaBCKOr $ponkaopa 1
Pusunjeposux Arts et Traditions Populaires, Buan: Rogan, Bjarne, 2008, Une alliance
fragile, Sigurd Erixon, George Henri Riviere et I'erhnologie européenne d'avant-
guerre, Ethnologie francaise, vol 38, no 4, 2008, pp.701-710.
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»Jocmopap rocnoaapa y yMeTHOCTH H3MelnTamwa objekara... Ca apXUTeKTOM KOju je
Ty 3aIlOCACH Ca CTAAHMM aHTQXMAHOM, HeMa My3eja Ha OTBOPEHOM Y CBETY ca 6omuM
3HAEM A2 PAasMOHTHPA, [ONpPaBH, OOHOBH 3rpasy, 6aaBaH 1o GaABaH, MAOYHMILY IO
[IAOYMLLY, LIUTAY 1O LIUIAY, [PEAY IIO TPEAY (Pmsujep, 1978/u, c1p. 6).

XA3EJINJYCOBA HYAPOJIUIA:
HAPOAHA N MATEPUJAJTHA KYJITYPA
KAO HAUMOHAJTHN UOEHTUTET

OHo Ha mTa je PI/IBI/ijtP HAMAA3MO Ha cBOjuM myToBamuma no Iseackoj, Hopsemmkoj,
Punckoj, Aanckoj m XoAaHAMjM jecTe MEACCET TOAMHA pasBoja eTHOrpadcke
My3€OAOTH]€, TPEACTABAEHE HACAAUMA IIBEACKOT My3eosora ApTypa Xaseaujyca. Aok cy
y P pannyckoj Myseju acnux ymerHOCTH M Hacacha IOCTaB&»aAK TeME s HOBOT KYATYPHOT
HACHTUTETA (Hon, 1997), y CKaHAMHABCKHM 3cMmaMa je HAllHOHAAHHM HAECHTHUTET,
KOjH CE OTAEAA Y MATEPHUjAAHO] KYATYPH, IPOMOBHCAH Y eTHOrpadCKUM mysejuma. Mop
je IPOKOMEHTAPHUCAO: ,,Y OBUM 3€MAAMA, 32 PA3AUKY OA APYIHX E€BPOICKHX APIXKaBa,
TPAaAULIMOHAAHA PYPaAHA KYATYpPa MMa BE3UBHY YAOTY Y (OPMUpPaEy HAIHOHAAHOT
uaenturera’ (Mop, 1993). Oa 1938. roaune, Pusnjep je Beh npenopyunsao csojum
cTyAcHTHMa YHUBeEp3uTeray AyBpy Aa mmocete HapoaHe My3eje y Tapryy, Purn, Taauny,
Ocay u XeAcHHKH]Y, »4Hje je CTBAPAIbE MPETXOAMAO HE3ABUCHOCTH OBHX HalfHja“
(Pusujep, 1938, crp. 8).

QacrpHaIMja OBOM BPCTOM MY3€OAOTHje KOjy je umao Pusnmjep 6naa je AeaoM
INPUCYTHA KOA YMTABE TeHepanuje. My3eOAOMIKH YAAHIIM, YIUTHUIM U H3BEIITajU
06jaBACHM  TOKOM  ABAACCETHX M TPHUACCCTHX TOAMHA IIOKasyjy MchyHapoann
IPECTIK CKaHAMHaBcKe Myseorpaduje. IToTpeba Aa ce peroOHaAHH M AOKAAHU
eTHOrpadCcKU My3¢jH IPOMOBHILY ITO YTACAY Ha OBE My3cje Ha OTBOPEHOM Ouaa je mehy
Ipenopykama Koje je AA0 4acoIuc My3€j0H (Moméz'on) nmuyhn O MYATUIIAMKALIUjU U
MOAEPHH3ALUjU Myscja4. Haxon MbeHapOAHC KOH(EpPEHIUje HAPOAHUX YMETHOCTU
u etHorpaduje oppxane y Ilpary y oktobpy 1928. roaune, Mysejon (Mouséion) je
onncao nocrojche myseje nomyaapuux ymernoctu. Fbuxosn npocropu u nnosatnsHe
METOAC MPUKA3HBAha, CKAAAMIITEHA U TEXHUKE OCBETACHA MOXBAAUAO je YAPYKEHe
myseja Beanke bpuranuje 1938. rosune (Crenpan, 1938).

y CDpaHuyCKoj je umcropuyap Mapxk Baok Haj601»e H3PA3HO MEPILENIHU)y
CKaHAMHABCKOT (OAKAOpa M (eHOMEHa Myseja Ha OTBOPEHOM. Y CKAaAy ca

3 Mapk Mop je Hapo4nTO 610 3aHTepecoBaH Aa ce nHTepec PuBmjepa 1 Apyrmux
CBETCKUX My3ejCcKVX CTPyUHsaka 3a CKaHAVHaBCKe yTuuaje oapxu. Bugu: Marc
Maure, La naissance des musées d'ethnographie dans les pays scandinaves (1870-1904),
and Marc Maure, Nation, paysan et musée, On-line URL: http://terrain.revues.org/
document3065.html, Terrain, no. 20, July 2005.

4 3Ha4aj yaconuca Mouséion, Hapo4MTO y NPBOj AeKaAW HEroBor paga, Harnacumo je
Anbept C. AHpo (Albert S. Henraux) y cBom pagy Musées et Expositions section of the
1937 Paris Exposition Internationale: ‘In 1926 the Institute of Intellectual Cooperaton
started the publication of the revue Mouseion... It is to this date we can trace back
the official birth of the science of Museography with its rules and laws.’
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npeoBaabyyjyhom koHuennmjom macosoruje MpUMUTHBHSMA, a HAKOH IIyTOBamba IO
Hopgerukoj, Aanckoj u IlIseackoj, baox je 1930. ropune Hanucao:

»Ay060K, roToBo nararcku ocehaj 3a mpUpPoOAY ce y OBHM 3eMndaMa 4ECTO MOjaBaoyje
ucroa xpuurhaHCKOT U IIPOTECTAHTCKOT CAOja, KA0 Ad j€ OIICTAO0 Y CBUM BPEMCHHMA... OH
OBAC HHUjC IPOU3BOA pOoMaHTH3MA... CKOPO CBYA Cy 3aAPXKAHM APCBHU CCOCKH 00HM4ajHy,
ca ayrenTuanowhy u uncrohom xaxsy He Moxemo Hahu y @pannyckoj, y Bperamu, any
naannHama Lenrpasnor macusa. OBae TpapuIIHja HHjE AAACKO, OHA j€ jOIII YBEK XKUBA, Y
CBOM O0AHKY, Ca COIICTBEHHM TEXHOAOTHjOM, CIIPEMHA A2 CE Y My3ejy MONPaBH U cadyBa
sa motomcto” (Baok, 1930, crp. 251).

OHo 17O je mpeACcTaBA~AA0 HOBHHY y Hanmopuma Xaseaujyca o 1880. ma nasane
0uA0 je ykmyuuBame objexara pypasHe MaTepujaAHE KyAType y 30upke xoje je
npuKynsao. AOK je pOMaHTHYHA HapoaHa Tpaauuuja y BehuHm eBpomckux semama
01Aa KOHLICHTPHCAHA YTAABHOM Ha OCACKCHE YCMEHE KYATYPE CaKyILoamheM HAPOAHHX
npuda U U3peKa, Xa3eAHjycC je IPUKYIAA0 H ,CTape HOLIbE, HaMewTaj, noxyhcrso,
AAaT, CAMKE, MYSHKY M UIPe KaKO OM ce KyATypa MOIAQ O4yBaTH, IIPOyYaBaTH U
pasymeru® (Aaekcanaep, 1995, ctp. 233). 3ajeAHO ca CBOjUM KOACraMa y OKBHPY
I'TaHckaHAMHABCKOT TOKPETA, II0YEO je IPUKYILAARE MATEPUjaAa H IPOYYABAbE YCMEHE
kyarype Aancke, Hopsemke, ®urcke u [lIBescke. Y KOHILIENT HAPOAHOT HHjE YKAYIHO
camo pypasHo, Beh u ,yp6ano u naemuhko, Tprosue n npodecnonaaue, saHaranje u
cemaxe” (AAeKcaHAep, 1995, cTp. 233). XaseAHjyc je OTBOPHO CBOj IOCEA 32 jABHOCT
okTobpa 1873. xao ,Mysej ckanauHaBcKe eTHOrpaduje”.

HOPOWUJCKU MY3EJ N MY3EJ HA OTBOPEHOM CKAHCEH

Kaaaje mocerrno Csercky usaox0y y [Tapusy 1889. roanne, Xaseanjyc je buo nucnupucan
oHuM WTO he KacHHje MocTaTy yobHdajeHa Ipakca Ha OBAKBHM CBETCKUM H3AOKOaMa:
H3AAralbe PENMAMKA HAPOAHHMX CTAHOBA M MPHUCYCTBO adPUUKHX M OPHjEHTAAHUX
AOMOpPOAAIIA KOjU 06aBA>ajy CBOje CBAKOAHEBHE asomahe mocaose. Maraeaa pa je oBO
HCKYCTBO AaA0 Xa3eAHjyCy HAEjy 3a MPOLIMPERHE CBOje KOAEKIIHje IPEAMETA U MOYETAK
npukymmana ccockux kyha. Kapa ce Bpatno y Crokxoam, oAAydHO je A2 peopranusyje
cBOj ,Myscj cxaHAMHaBcke cTHOrpadujc’ M yMECTO Iera OCHyje ABa MehycobHo
KOMIIAEMEHTApHA MY3€ja, JEAAH Y 3aTBOPEHOM HPOCTOPY — Hopaujcku mysej u jeAAH Ha
OTBOPEHOM I10A Ha3HBOM ,, CKaHCeH “ koju 61 paano kao Aco oBor rpsor Myseja. Hopaujexu
Myagj, umju je craaHu objexar 6uo 3aBpuicH u oTBOpeH 1907. rosuHe, IpPEACTaBUO je
30MPKy CKAHAMHABCKHX IIPCAMETA y Cjajy Xa3eAHjycOBE BEIUTHHE KOjy je¢ IIPUMCIUBAO Y
paHujuM H3A0K0aMa, 2 KOja c¢ OKa3aAa Kao IIOTIIYHO HOBH HAYMH H3AATAba:

»ABaaccet jeana npocropuja nocsehena sxusory cemaxa y Ilseackoj, ceaam coba o
Duncxkoj, Aancxkoj, [llaesury, Aanonuju u IpeHaanay, et npocTopuja ¥ MaraluHu y
KOj1Ma Ce HAAA3€ 3AHATCKU MIPEAMETH MPOUSBEACHHU OA CTPaHe KOpIIOpalitja i ecHada;
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ABapeceT coba ca GOKyCOM Ha IpeAMETe MaTepHjaAHe KYATYpE BHIUHX APYIITBEHHX
kaaca“ (Aaekcanaep, 1995, ctp. 247).

Mysej Ha oTBOpeHOM ,,CraHceH” oTBOpeH je 3a jaBHOCT 1891. roamue u mcror
MOMEHTA [IOCTHTA0 je¢ YCIIeX Y CMHCAY Opoja mocernaana. 36upka mpeaMera Koju cy
OHMAM PasBPCTAHU U UBAOKCHH Y 3aTBOPCHOM IPOCTOPY IIOCTABACHA je HA OTBOPCHOM
Ca HAMEPOM A2 CE OHU TyMade y CBOM OPHIMHAAHOM KOHTEKCTY.

KJNTACUOUKALMUNIA MY3EJA HA OTBOPEHOM

Pusnjep je y cBojoj xaacudpuKanuju Myseja Ha OTBOPEHOM OIHCAO HHXOBY €BOAYIIH)Y
0A obmuHe KoaeKuuje objexara A0 LieHTapa 3a OOHOBY M OYyBabC SKUBOTHE CPCAHHC.
ITpBoGuTHA HAEja OMAa je caMO AOTIpEMatbe HAIYIITCHUX 3rPaAa Ha U3a0paHy AOKaLHjy
0e3 mokAamama MOCeOHE MAXbE MTOAYAAPAlY CTHAOBA, MIEPHOAA UAH PEIPOAYKLIHjH
OPHUIMHAAHOI OKPY)XCHa M3 KoOr mortudy. To je O6HO cAydaj ca TPapAMIMOHAAHUM
objexrrma IpBo6HUTHO npeceseHuM y CraHceH:

»3rpaae cy mopehane y mpocropy 6es MKAaKBOI CMHCAQ, HHCY OPIaHHM3OBAHE IIO
PETHOHMMA M3 KOjUX NOTHYY HHUTH INPEACTABAAjY UCTHHCKO CEAO. YHYTPAIIHOCT je
OIPEMACHA U yKPAILICHA ca BEAUKHM IIOIITOBabeM 3a ayTeHTHIHOCT. Menpea xyha, naxo
II0CTOje ayTOXTOHE OMAKe, HeMa IIOKYIUaja A C€ TaYHO PENPOAYKY)Y YCEBH U BPTOBU
KAKBH CY [IOCTOjaAH HA OPUTHHAAHMM AOKALMjaMa’ (AAeKcaH,A.ep, 1995, crp. 251).

PI/IBI/Iij j€ OBy IPBY reHepalMjy My3eja HA OTBOPEHOM 3BAaHMYHO OIIMCAO KAO ,,THII
A®: ,HacTara M3 KOHBCHLIHOHAAHE KyAType ypebema: Aena u arpakrusHa y Haj6oseM 1
HepeaaHa y Hajropem cay4ajy” (Pusnjep, 1978/6, crp. 4). OBaxse nocraske cy cMarpase
MIOTOAHHM AQ TIPE3EHTYjy PErMOHAAHE UAHM HAIMOHAAHE KOAEKIIHjEe HA PEAATUBHO MaAOM
npocropy. Etndku saxres oBe npakce Hukaaa Huje OHO A2 ce AMPajy aKTHBHE papMe HAU
3TPaAE, HUTH Ad CE YHHUILTH HEIITO LITO je GHAO ACO KUBOTA AOKAAHTETA (PI/IBI/Ij ep, 1978/6,
cTp. 3). Taxse 361/1p1<e oGjeKaTa ca npunaAajyhnM HAMEIITajeEM U OIPEMOM OATOBAPajy
AcuHULMjHI My3eja Ha OTBOpeHOM KOjy je 06jasuo JCOM News 1957. ropusne:

a. Myseju oTBOpeHu 3a jaBHOCT

b. Myseju cacraBseHH, IO IPABUAY, OA CACMCHATA HONYAAPHE U IIPCHHAYCTPHUjCKE
apxuTextype: Kyhe dpapmepa, mactupa, pubapa, saHaTAHja, TPropaLa 1 papHHUKa
ca okyhHuIama, paanoHHIIaMa, paAbaMa U YOIIITE BEAUKUM 6pojeM IpuMepa
pypaaHne, ypbane, rpabarcke, IpKBeHe, IPUBATHE HAU jaBHE apXUTCKTYpE OBE

spcre (ICOM News, 1957).

OBa Acdununmja 06yXBaTa IIPBy TEHEpALUjy HAPOAHHX My3¢ja. MebyTI/IM,
€KCIIaH3Uja MHAYCTPHjCKE APXEOAOTHj€ IIHMPOM 3aIAAHOT CBETA TOKOM CEAAMAECETHX
ropuna 20. Beka Huje y3era y 0631v1p: MY3€jud HHAYCTPMjCKE HCTOPHj€ KOjU Cy HOYEAH
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AQ Ce TOjaBAYjy IIE3ACCETHX M CEAAMACCETHX TOAMHA ABAACCETOr BEKA, KAO LITO CY
Ajponbpun (Ironbridge) y Enraeckoj u Le Creusot- Montceau-les mines y ®panuyckoj,
Hucy obyxsahenu oBom aepurnLjOM.

CDHAO(SO(l)I/Ija My3€ja Ha OTBOPEHOM, Ca HArAACKOM Ha O6jCKTI/IMa U MaTEpPHUjaAHO]
KYATYPH, jeCTe yTHLIaAa Ha TO Aa ce PuBujep mosabasu npuposHnM okpyxemeM. 1o
FCTOBOM CXBATalby, My3¢jH Ha OTBOPCHOM ,,Tull b cy 6uan oHU ,KOju Cy CTBOpCHH
in situ, y CBOJUM OPUTMHAAHUM F€OAOLIKHM, KAUMATCKUM, OOTAHUYKHUM, 300AOIIKHM
U CKOAOLIKUM ycAoBUMA. To ce oraeaa y saksyunuma Cummnosujyma oapxkanor 1972,
FOAMHE II0A HA3UBOM ,My3eju H OKpyskeme”“ peaAH3OBAHOM II0A IIOKPOBHTEACTBOM
¢paniyckor MuHHCTapcTBa 32 3AINTUTY >KUBOTHE cpeAuHe y3 moapmky MIKOM-a.
LlnseBn Myseja Ha OTBOPEHOM Cy:

¢ MHTEPAMCLHMIAMHAPHO NPOYYaBaEe IPHPOAHOT OKPYXKCHa Y CBUM HETOBUM
acrekTHMa HacAeha, Kao M KyATYypHOI M HNPHPOAHOT pasBoja, Haraamasajyhu
TpaHCOpMALIHje CHCTEMA H OAHOCE KOjH YHHE OKPYKCHE;

e  uyBame AOKYMCHTALHjC Y BE3H Ca AATUM OKPYKCEeM; OHa Moxke Ourtn nspahenay
MY3¢jy HAM I1033jMACHA U3 APYTHX KOPUCHHX U3BOPA, AAM MOPa OUTH AOCTYIIHA
CBUMa;

e  YCIIOCTaBMbatbe MOAMTHKE HabaBKe THIIOAOIIKUX CEPHja U IIPEAMETA U y30PKa 3a
€KOAOLIKY 30HPKY KOjH CY PElPE3EHTATHBHHU 32 AATO OKPYKEIbe;

e  CaoOMIITaBare jABHOCTH KYATYPHHX AOOpa MPUKYIHEHUX AMPEKTHO Y OOAMKY
CTaAHHX, NPUBPEMEHNX MAM yTyjyhux nsaox6u mam npeko ,nakera xoju,
aKo je MOTpeGHO, CaApKe ayAMO-BUSYEAHA CPEACTBA, TAaKO Ad CE OKPYXKCHbe
IPEACTABH y BPEMEHY M IIPOCTOPY; IIPOMOBHCAEbE aKTUBHOr ydemha OHHX
KOjH Cy 3aHHTEpPECOBAHH 32 U3A0KOY, TOCPEAHO NPEKO MUCAHUX UAH YCMEHHUX
TEKCTOBA, PaAUja HAHM TEACBH3HjE U APYTHX MACOBHUX MEAM]a;

e IOACTHI[alb¢ AOKAAHOT CTAHOBHHILTBA Ad Pearyje Ha cBe My3ejcKe ACAATHOCTH,
Ka0 1 A2 [IOMOTHE Y KOHTHHYHPAHOM PasBojy AQTOT OKPYKCHba;

e AABabE OBUM PasAMMMTHM aKTUBHOCTHMA Hajiumpu Moryhu obum y oksupy
MY3€jCKOT IIPOCTOPA y MHTEPAKLMjH ca Ty GAMKOM, AN M U3BaH My3€ja y KOHTAKTY
ca aokaauuM cranoBauiteoM (ICOM News, vol. 25, 1972, ctp. 174-6).

O oBaxBOM My3¢jy je pasmunisao PuBHjep — Mpojekar y L[EAOCTH CAOXKEHHJH OA
IyKOI PEKOHCTUTyUCaa objekara. IbuxoBa samTura je HHTCPAMCLMIIAMHAPHA U
MYATH-TIPO$ECHOHAAHA, YKAYdyjyhu odyBame nan 0OHaBAdAE NPBOOUTHOT IIEj3aKa,
opurunasHe ¢paope u payHe. 360r IOTCHUUjAAHO BEAUKOT IPOCTOPA KOjU 3ay3UMajy,
OBH MY3€jH TPake >KAHUBO [IAAHHPAbE, Y3 IPELU3HY IPOLIEHY BUXOBE TOAOOHOCTH,
PENpPE3EHTATUBHOCTU U PACIIOACAC.

5 3a BuLLe nHGopMaLmja o ogHocy usmMehy ckaHAMHaBCKOr Gponkaopa 1
Pusunjeposux Arts et Traditions Populaires, Buan: Rogan, Bjarne, 2008, Une alliance
fragile, Sigurd Erixon, George Henri Riviere et I'erhnologie européenne d'avant-
guerre, Ethnologie francaise, vol 38, no 4, 2008, pp.701-710.
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XXUBA NCTOPUJA U XXNBO TYMAYEHE

Op mouerka cBor papa xpajeM 19. Bexa, XaseAHjyc je IPOMOBHCAO >KUBO TYMAuCH:E
HA4YHHA )KMBOTA U BELITHHA U3 IPOIIAOCTH. BOAMYH 1 3aII0CACHH Ha OAPIKABAIY My3eja
Cy HOCHAM KOCTHMe u3 oppeheHOr mepuoaa, a saHatH Cy npukasuBaHd y ofjekTuMa
penpoaykyjhu TpasumoHasHHE BeTHHE (Kao M IHXOBE 3BYKE H apOME), Ha IPUMEp:
IeUCHE, MPEACHE, TKAEhE, Bes, IPaBACHhE cBeha U callyHa, IPOM3BOAA CHPA, U APYTC
akruBHOCTH. OTBOPEHO je HEKOAMKO PECTOPAHA KOJH Cy CAY)KHAU TPAAULMOHAAHY
LIBEACKY XPaHy; HapOAHA My3uKa je oxuBeaa crape kyhe; aetu cy ce oapxkasase
[O30PHUILHE IPEACTABE HE OTBOPCHOM; BAXHU UCTOPHjCKH TPEeHyLH OOeAC:KaBaHU
CE30HCKHM CBEYAaHOCTHMA, KAO IITO Cy HALIMOHAAHM TPAAULMOHAAHHM (eCTHBAAA
Hoh semruna (30. anpuaa) u Vsamaan (24. jyHa 1o jyAujaHckoM KaAcHARpY), @ YOUH
Bosxuha, ,Aedanu cy obyuenn y 6eao ca ymasennm csehama y pykama“ (Aaexanaep,
1992, crp. 252). Haxon mocere MysejuMa Ha OTBOpeHOM, PuBHjep je Hamucao u caeache:

»>MoxeMo y BHMa [HOBUM MysejuMa JKMBE MCTOPHje] BHACTH CTape MAHHOBE,
3aHATCKE PAAMOHMIIC W IIpaBe LPKBE y KojuMa ce Moxere Bexuatu. JKene y
TpaauLnoHaAHOj oachu OpuHy 0 oapyKaBary yHyTpammbOCTH Kyha, aeTy u TKajy mpea
ny6anxom. ITopoanna Aanonana oxuBs>aBa HOMAACKH KaMIl. Y GAMSHHM c¢ HaAa3H
300AOLIKH BPT U PECTOPAH KOjU HYAH CIICLIUjaAUTETE U3 pasanduTux AeaoBa [IBeacke”
(Pusujep, 1936, cTp. 64).

OBakBe aKTHBHOCTH Cy 4eCTO OHAC KPUTHKOBaHE OA CTPaHE APYLITBEHO
[OAMTHYKHX KOMCHTATOPA, Y CMUCAY AA Cy CKAOHE AQ IIPOLIAOCT IPEACTABE IIPCBHILC
ACTIOM, YPEAHOM H YHCTOM, A2 TAOPHUKYjY BEAUKE AMMHOCTH M BAKHA ACLIABAIA U
Ad M3a30BY IPEBHUIIE HOCTAATHje KOA moceThAara. OHe Cy 4ecTO M30CTaBSAAC HAM
HETHPaAAC CBE OHO LITO je GHAO PY>KHO Y IIEPHOANMA KOjE CY IIPEACTABAAAC — TEKAK PaA,
CHPOMAILTBO, HEIPABAY, POIICTBO, TEKAK MOAOXKA] PAAHIYKE KAAce U OlacHe 60AeCTH.
Taxole, nocT0ja0 je pobacM 3amMp3aBarba TPCHYTKA HAH KPaTKOT BPEMCHCKOT IEPHOAR
Y HPOLIAOCTH, YMECTO A2 Ce IPUKaXKe pasBoj U Tok ucropuje (Aaexanaep, 1995).

Aasue 1944. ropnse, nspasno je cBOje CyMIbe y BE3H Ca TPETBAPAHEM CTAHOBHUIITBA
y TYPHCTHYKY aTPakiujy: ,OHO IITO HE MOXE Ad CE OAPXKH jECTE YKAoYIHBAME CCoAKA
U BHXOBOI HAYMHA JKUBOTA Y S3OOAOIIKM BPT caMO Aa OU 33A0BOAHAH MOCCTHOLC U
npomosucasn typusam” (Pusujep u Masxe, 1944, ctp .7). Mehytum, Bpemenom je
AOILIAO AO jACHE IIPOMEHE y cTaBY PuBHjepa Kaaa je ped o cTBapary HAMAUYHE APYIITBEHE
cauke ceaa. Beh 1978. roaune, craBosu Pusujepa mpema mpeAcTaBsaEby OBAKBE CAMKE
U MCTULIAY CCTETCKOI HACHPAaM CYPOBOCTH CBAKOAHEBHOI CCOCKOI SKMBOTA, HHCY
OuAm TaKo crporu: ,AaHac, Kapa cam 6one napopmucan o passojy Hapoasor mysejay
AAHCKOj, TIOYHIEM AA TIPEUCITHTYjEM ACTHTUMHOCT OBHX KpI/ITI/IKa“ (PI/IBI/Iij, 1978/,
ctp. 7). Eberos cras A2 mpuopuTeT Tpeba AATH PearaHOM NPEACTABAAILY APYLITBECHOT
U CKOHOMCKOI CTama 3aAMCHMO j€ YCTadCHY My3coAouiKy mpakcy. Ilomro je Bupco
MHOTO IIPUMEpPA KMBOT TyMadeha, YHHHAO Ce Ad je PuBHjep MMIIpecnoHnpan masxmom
nocseheHOM AeTamUMa y PEKOHCTPYKLMjU cHTepujepa, ayTeHTHYHOuNy TexHHKA
HOHOBHOT IIOAM3AEba 3IPaAd U 3aHATA, KO U NMPOPECHOHAAMSMOM H cTpyunouhy y
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TyMademy ncropujckux sorabaja. Kocrumu xoju ce kopucte He Mopajy 6utu opurnnaamy,
OHH Ce YyBajy Ka0 MY3€jCKU €KCIIOHATH. (PI/IBI/Iij, 1978/m).

NMOHOBHO YCBAJAKE TEXHOJIOTNJA N3 NMPOLLJTIOCTU

Kao nocsehenu caeabennnn Mapceaa Moca, Pusunjep u ocTaau us merose reHepanuje
Cy HOCBETHAH CBOjE KapHjepe TPAKCHY MY3COAOIIKOI OKBHPA 32 OUYBAbC M IOHOBHO
yCBajambe TPAAUL[MOHAAHMX M3Pas3a KAKBH Cy OHAU INPEACTABASCHH Y IIACCY, HECMaMa,
HMHCTUTYLIHOHAAHUM PUTYAAMMA, BEIUTHHAMA 3 H3PAAY PYKOTBOPUHA U TEXHOAOLIKUM
3HABCEM, 2 KOjU HecTajy Opxe Hero camu o6jexTH man uepeMoHmje. Y IOTpasu 3a
»CTPYKTYpaAHOM Myacororujom’, Pusmjep usasaja ABe obaacTu: cUMOOAMYHH AOMEH
y xome ¢opmasHO mopeheme ofjekaTa NpPOHAAA3H CBOj¢ YHHBEP3AAHO 3HAYCHE
(Aepu-IlItpayc, 1975) 1 peHOMEHOAOTH]y TeCTOBa U MOKPETA KOjH HaAa3e CBOj U3Pa3
y erHomysuxosoruju Anapea Illedpnepa u erHoTexHosoruju Anppea Aepoa-I'ypana
(Llenep, 1936; Aepoa-Typan, 1936, 1943, 1945, 1964).

Aok cucreMaTcko roMHAare npeaMeTa, koje npeasake Aesu Hlrpayc, nponasasu
CBOj AOM Y MaraljiHHMa U IIOCTaBKAMa TPAAUIIMOHAAHOT MY3€ja, My3€jH Ha OTBOPCHOM
HYA€ CaBpIICH OKBHP 32 My3COAOTHjy H3Pa3a y KOME OBC aKTHBHOCTH MOT'Y GHTH IIOHOBO
AOHECEHE:

»A\a AL Cy IIPENOpyYsHBH TEXHHMYKH [OCAOBH K20 LITO je 00pasa 3eMae, yarajame
CTOKe, IPOUSBOAIA, U3PaAa TOCyha, AeTerbe U TKatbe, MeLIehe U Medere xaeba? Aa,
AIICOAYTHO, HAPOUYUTO aKO Y3MEMO y 063Up ycIex OBaKBUX aHHUMaLHja, mocebHo Mehy

Maaanm syauma” (Pusnjep, 1978, c1p. 5).

ANBJBE N AOMARE XKUBOTUIHE

O camor moderka y CxaceHny HOCTOjU 300AOIIKH BPT. Xa3€AHjyC je Y CBOM My3ejy Ha
OTBOPCHOM MMa0 He caMo AoMahie SKHBOTHIbE K20 ITO Cy KO3¢, TOBCAR, OBALlE, HPBACH,
TycKe, [TaTKe, KOKOLIKE U CAMYHO, Beh 1 KaBese u kyhe ca AMBAUM XHBOTHIAMA TIOIYT
AOCOBA, MEABEAQ, PHCOBA, BYKOBA, POAA, CBE Ca IMneM Aa mpeAcTau dayHy IlIBeacke
(Aacexanaep, 1995, crp. 252). Pusujep he y cBom Mysejy Ha oTBOopeHOM Taxole nmarn
JKUBHHY 1 AoMahe XUBOTHEbE Y SKEAU AQ TIPY>KU SAIUTHTY YTPOKEHUM pacama pomahux
xuBorusba. [ Toysopy Ha nmpupoane mapxose y Aarckoj, Pusujep npemnopyuyje Kopnmhcmc
»O0ArOBapajyhux Meroaa sa mpuBaademe AuBsSUX 1 A0MahMX ITHIIA CCAHIA, KAO INTO CY
OTBOPCHU HUHOBCKHU KaBesu Kako Ou ce nsberao occhaj sapobaseHuintsa, a xoju 6u 6nan
IIOCTaBACHHU IIOPEA CTa32 U OCMATPAdHMUIIA 32 [ITHLIE" (PHBHjep, 1978, ctp. 6).

Kapa je TOKOM cepaMAECETHX TOAMHA IPOIIAOr Beka ¢urozoduja Myseja Ha
OTBOPECHOM YCBOjeHA U IIPUAArOl)eHa AQ IOCAY)KH KA0 KOHLIEIT eKo-My3eja y PpaHiyckoj,
Pusnjep je sacTymao cras Aa 6u poomahe u AuBae xxuBoTHIE TPe6aAO A2 OyAY ACO BPUXOBE
HOAUTHKE O4yBatba )XHBOTHE CPEAHHE, 3aIITUTE U y3roja dayHe. Tako je y exo-mysejy
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Ha OCTpPBY YecaH (Ouessant) PAasBHjEH IPOTPaM CIIacaBara TPAAHLIMOHAAHE YTPOXKCHE
BpCTE — OBLE U3 TOT MOAHEOMSA; OBa MHCH]A je ycIeaa U yOP30 je CTBOPEHA IeHETCKa
6anka oBe Bpcre. Ha neru HaunH, y 3eMascKoM eK0-My3ejy, yrpOsKeHa BPCTa OBalla Koje
cy brae BeoMa BasKHE 32 IIPUBPEAY 3¢MdE IIOCTAAQ j€ ACO YKYIIHOT My3¢jCKOT IPOrpama,
a TEHETCKM CajT je IMPEACTABAEH KA0 »aHTEHA'" myseja. OpraHusoBaH je u mporpam sa
SALITUTY TMAAAY M KHBUHE Y3 nomoh Hay4HnX opranusanmja k2o wro cy Haunonaanu
LICHTAp 3a Hay4YHa MCTpakKuBama U HalmoHaAHHM arpOHOMCKM HMHCTHUTYT. (Pmsnjcp,

1976/6), (Bupaeru u Pusnjep, 1978, ITpuaor I).

LLEHTPU 3A MNOCETUOLIE U TYMAYEHA,
CTA3E U PYTE HA OTBOPEHOM NMPOCTOPY

Toaune 1978, Pusujep je onucao HoBu IlenTap 3a moceruone Myseja Ha OTBOPEHOM
Coprendpu y oxsupy Hapoanor myseja Aancke; Llenrap je ocnosan 1897. roause,
Ka0 A0Gap IpUMEp OHOra LITO CE CMATPAAO IIPHKA30M CTAIba Y MY3COAOTUjH; Y MY CY
nocetHouy MOrau npoHahu Tekcrose, Mare, rpaduKe 1 MOACAC PASAHMUTHX CTAHOBA U
nomohnux objexara Koju ce MOy BHACTH Ha OTBOpeHOM npoctopy. Komenrapumyhn
HAjHOBHjU Pa3Boj, OH j€ HAIHCAO:
»My3eju Ha OTOBpEHOM, NMAPKOBH M €KO-MY3€jH OCHHBAjy LICHTPE 3a TyMaucme
Y KOJHMa CHCTEMAaTCKH IIPE3CHTYjy NOAOIPHUBpEAy, 3aHaTe, aoMahe mau obpeaHe
IIPEAMETE KOjU Cy UBAOXKEHH HAa OTBOPEHOM. Apyru uay jOII AdMmE U Y JEAHO] 3TpaAu
IIPUKA3Yjy YUTABY EBOAYIIH]Y Y KOjOj KPO3 CHHXPOHH3OBaHY IIPE3EHTALUjy TEPUTOPH]je
AQjy AMjaXpOHM IIPHCTYI: IIOCETHOLM MOTY AA IIpaTe II€0 Pas3BOj TEPUTOPHUjE OA
Hajctapujux Bpemena’ (Pusujep, 1978/6, ctp. 6-8).
[ToTpe6GHO je 0OApEAUTH pyTe U CTa3e ¥ O3HAYMTH UX CKOAOLIKUM HHPOPMATHBHUM
TabAaMa; y3 CBE OBO, HEOIIXOAHO j€ M ACAHTH ACTKE.

TELUKORE Y YCBAJAHKY HOBUX UAEJA Y ®PAHLYCKOJ

I'Ipema peunma Pusnjepa, Xyrnceman ra je 1936. roause nocaaoy Coprendpu Ha cTyAHjCKO
HyTOBame Ad IPOy4u MoryhHoOCT ,cTBapama candHe nHcTHTynHje y Ppariyckoj, y mapxy
ITam6op, Ha obaan Aoape:’ Msraepa aa je Pusnjep yckopo cxsaruo temkohe ysobemwa
CKaHAMHABCKOT THIIA MY3€ja Ha OTBOPEHOM Y (I)paHuycxy. Mapx Baox je jomr panuje
NPUMETHO Ad CY ,cByAa ¥ CraHAMHABHjH (ocum y ,A,aHCKoj) 00jexTH 3a CTaHOBarbe
usrpal)cHu 0A APBCETa, Tako Aa BUXOBO PyILICHC M OOHOBA HE IIPCACTABAA TAKO TCKAK
saparax” (Baok, 1930, crp.251 ). HajBChI/I 6pojsrpasay Cxanaunasuju 1 obaactu baarnka
AODPO Cy OdyBaHeE y CYBOj M XAQAHO]j KAMIMH U PEAATHBHO HX je Aako ykaoHuTH. Hacynpor
ToMe, y Ppaniyckoj cy objekty pypasHe apXMTEKType HAIIPABACHH OA PASHOBPCHUX
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MaTepHjaAa y 3aBUCHOCTH OA AOKAAHTETA U3 KOT IIOTHYY: KAMCH, L{HIAd, 3€Mda M CAAMA,
WTA.; 360r OBUX MaTepujaaa, MHore rpaljeBuHe 61A0 je aricoayTHO Hemoryhe aeMoHTHpaTH,
TPaHCIIOPTOBATH HAM pekoHcTpyHcaTH. I Topea Tora, ekcTpeMHO BearkH 6poj nocrojehnx
BPCTa U CTUAOBA LIMPOM q)paHuyCKe YHUHHO j€ HAEJY O CTBAPaky HALIHOHAAHOT My3€ja Ha
oTBOpeHOM HemsBopsuBOM. Ha kpajy cBoje mucuje y Aanckoj 1936. roaune, Pusujep
je MPEnopy4Ho Aa ,uAcja He 6u 6raa norosna 3a Opanuycky” (Pusuep, 1978/, c1p.3).
YMecTo Tora, OH Kao Aa je II0Ye0 A PaAH Ha HACjH ,,Myseja HApOAHE U TPAAHIIHOHAAHE
YMETHOCTH, Koju je Tpebaao aa mocrane MHATTI, a sa xora je oH BepoBao aa he 6uTu
CHHTE3a U CCAHILTE MPEXKE PErHOHAAHHX My3eja Ha oTBOpeHoM mrpom Ppanrrycke:
»Pa3MHUIILSA0 caM O CTBapamby jeAHOr cBeoOyxBaTHOT Myseja y ITapusy, koju 6u 6uo
LICHTap, ca IPOrPaMCKUM aKTHBHOCTHMA KOMIIACMEHTAPHIM OHHMMA KOje C€ PeaAUsyjy
y PECTHOHAAHHM My3€jUMa: CBAKH OA HHX MOpa Ad CE PasBHje IMPeMa COICTBEHUM
METOAAMA, CBOjOj TOIOrpaduju, pecypcuMa M CHEHUPHIHOCTHMA. 3a OBy CHHTE3Y
hemo aobutn mucnmpaunjy cacachu npumep Myseja Basonckor xusora u Myseja
Pajucka. OBaj nentpasnu Mysej he nmarn pookymenTarmonn nenrap xoju he nspasaru
cnenuduyHe 3aparke pernonasnum mysejuma’ (Pusnjep, 1936, ctp. 68 - 69).

OYAJIHE OPTAHU3ALMIJE

HMako j€ HAEja O IpecEmEmY $paHITyCKHUX CEOCKHX oGjeKaTa, aKo je CYAUTH 110 Pusujepy,
61AQ HEU3BOA AUBA, OHO ILTO U3TACAQ jecTe IPUBYKAO HETOBY MaKHbY 6uo je Xaseanjycos
KOHIIENT KOMITAGMEHTAPHUX YAOra UM OPraHM3allUje CIOAHE M YHYTPAIImbE CEKIIHje
HapoaHor myacja. ¥ Croxxoamy je Hopanjcku mysej Bpino o6paay, ckaapumrene u
ouyBame 00jekara, MO Ha yCAy3H Hay IHULIMMA 3a BbHXOBa HCPTAXKUBAmba U 1Ty bAMKanuje,
A0K je CKaHCeH, BEroB CIIOMALIBH ACO, HATAAIIABAO IIONIYAAPHO 00pasoBatbe, yMHOTOME
ce ocaamajyhu Ha uyane cniosnaje (Aaekcanpep, 1995, ctp. 249).

Y Hapoanom mysejy y Konenxareny, Pusnjep ce ,ausuo 6oraroj 36upiu npeamera,
MYAPO 0Aa0paHMM, ACMOHTHPAHUM M pPEKOHCTPYHCAHHM COOHHM cHTepujepuma’
(Pumjep, 1978u, ctp. 7). Y Mysejy na otBopenom Coprendpu (1897) 6uo je
OAYLIECBASCH 30MPKOM CaAallla, BUKEHAMIA, CEOCKUX CTAHOBA U IOAOINPHUBPEAHUX
nomohHuX o6jekara Koju Cy AOHNPEMACHH €a CBOJUX OPHIMHAAHHMX AOKaldja M
ONpeMACHU TPAAULIMOHAAHMM HaMeTajeM, nocyhem u opyhem. Kao mro je Pusnjep
KaCHHUje IPUMETHO, OBU My3eju Cy ce MehycobHo ponymasaau:

»OBa ABa IIPOjeKTa CY y CTBAPH jEAQH, KOjU moaceha Ha ABa OABOjEHA OTAEAAAA KOja
OApaXaBajy jeAHO APYro Ao becxonaunocrh... Cobe msnoxene y Hapoanom mysejy
y Komenxareny npeacraBmajy marepujasny xyarypy craHosa y Coprendpujy... Ose
cobe cy pekoHCTpyncaHe y3 moMoh ocTaTaka OpHIMHAAHOI CHTCPHjcpa, KOCTHMA,
PENpPE3eHTATUBHUX IIPEAMETA TPAAULIMOHAAHUX TEXHUKA AOBa U prb0AOBa, 0614Yaja U
npomeHsuBor HaunHa xusota’ (Pusnjep, 1978/1, crp. 3).
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PUBUEP N HEMAYKW CBET

Hemauxa xyarypHa criena Beoma je npusaaursa Pusnjepa. IIpsu nyT je nocerro oy
seMay 32 Boxxuh 1931. roanHe, HABOAHO y IPaTHK MUHHUCTPA 32 koaonuje IToaa Pejroa
Ha IErOBOM TAKO3BAHOM ,TypucTHukoM myrtoBawy  y Bepamn. Oxpabpen cBojum
napuckum Besama (Aasua Baja, XKopx Buasenmraju u Xenpu Kansajaep), Pusnjep
je CTeKao MO3HAHHKE y HeKUM (UHAHCHjCKMM KPYrOBHUMa, Kao WTO cy buau Aadpes
Daexrajm u 6anxap bapon Easapa Ppajxep pon aep Xajr. Daexrajm je 610 npeacTaBHUK
Xenpuja Kansajacpa y Hemaukoj u ,MeanjaTop y mpoljeaypaMa AaBama KpeAuTa GaHKke
y Baacuuury Pon aep Xajra“ (Topryc, 2003; Tonsaaec Aosepa, 2002). Bapon Pon acp
XajT je 6uo axtuBaH y AMcreppamy 1 AOHAOHY U ITACHOHUPAHU KOACKLIMOHAP CAHMKA
MOAEPHOT CAUKAPCTBA, AAH M [TPEAMETA KHHECKE, HHAMjCKe U adpuuke KyaType. MHora
HHTEpeCcoBamba Cy UM O1Aa 3ajcAHMYKA M yckopo PuBujep 61Ba 103BaH y BEAMYAHCTBEHY
Don aep XajroBy BuAY Y x0AaHACKH rpap 3aHaBopt. Kako Geaexxu Huma Toprye,
0apOHOBE CKAOHOCTH Cy CE€ MOTAE CMATPAaTH ,HEOKOH3EPBATUBHHUM', 4 HBETOB OAHOC
[peMa HAIIMOHAA-COLHjAAU3MY »,ABOCMHCACHUM . Y OBAKBOM APYIITBEHOM OKPYIKCHY,
Pusnjep je mucao Bepu byp, cBojoj mpmjaresunu us Ilapusa, ncxasyjyhn cBOje
OAYIIEBASCHE HEMAYKOM OAHTAPXUjOM:

»OBAE CaM OKPY’>KEH BEOMa 3aHUMAUBHUM U PAa3AMYHTHM ASYAMMA. 1y ¢y HeMauku
0apoHH, 3BAHMYHUIU U AyOasHe AMIIAOMATE, AUKOBHH KPHTHYapH U YMETHHIU U3
Hemauxe u XosaHanje, GaHKapu U KPaseBCKa BUCOYAHCTBA... BOAMM Ayre moAnTHYKE
pasroBope ca AMIIAOMATaMa KOjH Me 11031Bajy Aa Aohem y Bepaun y asrycry. He 6punu,
HE IIpeTBapaM € y XMTACPOBLA [H3a OBOI' PeAA CTOjH LIPTEX HALUCTHYKE CBACTUKE], a
MOje 3Hatbe HEMaUKOT jesuka je cBe 6ome” (Pushjep, 1932).

bapon ®on acp Xajr ce takofe 3abaBmao y CBOjOj IIBajljapckoj BUAM ,MoHTe
Bepura“ y AckoHH, TAC Ce MOT20 CPeCTH BEAUKH OpOj MHCAMAALA M yMEeTHHKA: BehuHa
npumapHuKa nokpera bayxayc, uaanosu Aaaa mokpera, ncuxujarpu Oto Ipoc u Kapa
JyHr; canxapu, ymeTHuHM, aHapxucTi Kao mro je Aas Tpouku, Epacr @pux u Menpopa
Aankan (FOHsaAcc-AOBepa, 2002, crp. 551). TTocae nyroBama y Ackony 1933. roause,
TA€ j€ Y)KUBAO Y APYIUTBY OBUX TOCTH]Y, PI/IBI/Iij je omucuBao Pusey HATyPaAMCTHYKE
aKTMBHOCTH Ha OTBOPEHOM y KOjI/IMa CY /oYAH ,BEOMA AATAaHO O6y‘ICHI/I“ (PI/IBI/IjCP, 1933).

[Topea 6auckux AnuHUX Beda Koje je PuBujep oaprkaBao ca syarMa 13 UHAHCH]CKHX,
APHUCTOKPATCKUX M Mysejckux Kpyroma, y Hemaukoj je mocTtojao u Beauku 6p0j
KYATYPHHUX TPaAULIHja Koje Cy O1Ae GANCKE BECTOBUM KYATYPOAOIIKHUM CXBATAMbHMA.

HAUUWOHAJIHU UOEHTUTET U ®OJIKJIOP

»Y nouetky 6eme Hamoaeon, a satum Aomosuna®

(Humepaej, 1983, ctp. 11).
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Beh cmo Bupcanm nepuenumjy Pusnmjepa y moracay yaore ¢oakaopa y Gopbu sa
HE3aBHCHOCT Y MHOTMM 3eMaaMa 0a baatuka poo baskana. Hurae oBo Huje ucTunuryje
Hero y Hemaukoj, rae je peakiuja Ha HAIOACOHCKO HCKYCTBO — CKOPO HEIPEBOAMBH
mojam ,,xajMaT“ (AOMOBI/IHa, HOCTOj6I/IHa, MPUM. npeB) — A0 AOKAAHOj TEPUTOPHUjU
1 GOAKAOPY KAYYHM 3HAYAj y M3rpaAmU Hemadukor umpcHrurera. Ilpema Pusnjepy,
y Hemaukoj je $poAKAOp IOCTAO IAQBHM OCAOHAL] y OAOPAHH ,MHCTCPHOSHE CHAC
repMaHcke pace” (PI/IBI/Ijep, 1938, ctp. 8). I1Ita roa je PuBujep uMao Ha ymy 1o II0jMOM
MHCTCPHO3HHX CHAA, GHAO30PCKM M MCTOPUjCKH IIOjaM ,Xajmam’ HUje MOrao Guru
CYNPOTCTaBA>EHUH jaKO6I/IHCKOM nojmy ,,rpabaHI/I“ y dpaniyckoj TPaAULHjH. (Y CBOM
paay Essai sur ['Individualisme, Ayj Anmon (1983) je cynporcraBuo HeMauKy HACjy
HAIIMOHAAHOT 3aCHOBaHY Ha Tesama Xepacpa u Puxre paHIyCKOM KOHIENTY KOju
je 6a3npaH Ha jaK06MHc1<oj TPaAI/ILII/IjI/I) OBo mpotuBsceHE PPaHIIYCKOj TPAAUIIIH je
AOOpO ydaypeHo 6UTHOM pasauKoM u3Mel)y 1ojMoBa ,KyaType 1 ,iuBHAM3anujc, KOja
je HarpaBscHa ynpaso y Hemauxoj. 3a HeMauky moKpajuHCKy 6yp>1<oa31/1jy, HCTOpPHja Ha
KOjy TIOMHCAUMO KaAa 4yjeMo pey ,,LII/IBI/IAI/ISaLII/Ija“ je MOAUTHYKA HCTOPHja, UCTOPHja
MOhH U, )KHBOT y CKAAAY Ca HCTOPHjOM PasMHILLSAESA', K K0 TAKBA CE CMATPa CYMIbHBOM
(Pot, 1989, crp. 133). Hacynpor tome, ucropuja moa mojmom ,kyarypa“ y Hemauxkoj je
CMaTpaHa UCTOPHjOM HAYMHA KHMBOTA, CA CBOjHM j€3MKOM, BEIITUHAMA U IOHAIIABEM,
yKoydyjyhu n KyATypy TpasMLIMOHAAHMX aKTHBHOCTH, KAO IUTO j¢ IIACTCHC, HAYMH
HCXpaHe, UTA,. (Toceaunn, 1988, cTp. 200).

M pox je mpau apxasmanun Penybanke Ppannycke 6uao oxpabpusaH aa
opbanu cBaku ocehaj AOKaAHe NPUIAAHOCTH M PasBUje HALMOHAAHH MACHTHTCT Ha
OCHOBY HAIIPETKA AYACKOT AyXa, y Hemaukoj ce jagame AokaAHOT, 33jeAHUIIE, HCTOPH]jE
U je3dMKa, IPOMOBHCAAO KA0 jEAQH OA MHOTHMX HAYMHA Ad CE AOKAXKE NMPHITAAHOCT
Hanuju. AIATEJT je TO M3pasno oBako: ,Aa Ppaniycka Huje mocrojasa, MOKpET
XajMaT OU MOXAQ MOPAO Ad je HBMUCAH (AnAerejT, 1990, ctp. 87), uan Kaxo Pusujep
peue: ,ayryjemo Hemaukoj mosuBame Ha (QOAKAOP y MOAp)KABAKY MATPUOTCKE
OIPABAAHOCTH CBAaKe CYMPOTCTaBAEHE AU MoApeheHe HamoHaaHOCTH (PuBHjepe,

1938, ctp. 8).

dOJIKJIOP U HEMAYKA ®PUTO3O0ODCKA TPAAULINIA

3ajCAHO Ca MMOAMTHUYKOM MOTHBALIMjOM, poaxaop jey HeMa‘{KOj HMAao jaK APYIITBEHH,
QUAO30PCKH M CIMCTEMOAOMIKH KapakTep, Aocexyhu aame 0a ,Taa U KpBH® Kako
ra AcUHMINE AHTPOITOAOTHja HAIIMOHAA-COIIMJAAMCTA. AITATET je KOMEHTapHCAO:
»®oakaop je 3a cranoBHuke Pajucke (Pajucke 06AacTH) MOCTA0 PUSHHLA YEKHBE,
aAM HE 32 JKUBOTOM 3CMAOPAAHMKA, CCAHAKAa MAH CPCABOBCKOBHHX 3aHarauja, Bch
Yexmbe 3a HeoTyhenum, HemoaemenuM xusorom” (Amnarejt, 1990, crp. 86). ITpema
peunma Huxoa BeamoHT, nHTepecoBame 3a pOAKAOP ce MOPA IIOCMATPATH Y OAHOCY
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Ha ,TCPMAHCKy QUKCALHjy OjMOBHMA ,,OPUTHHAA" U ,IIPUMUTHBAH KOju cy yrpaenu
y npeduxc ,yp* (Beamont, 1973). Oa Terea KOjH je HCTPaKuBaO yp-PeHOMEH y
HasuBuMa 60ja, paope u dayHe, npexo XepACPOBOI IIOUMAmA ,AyXa HApOAA“ AO
Huueose AMOHM3HjCKE Kpealldje Yp-4YOBEYAHCTBA, OBAj I10jaM IIPUMOPAMjaAHE
KPEATUBHOCTH MMAO0 je AUPEKTAH YTHIIAj HA POMAHTHYHO CXBATAHE PEAAHOCTH, KAO
U Ha ACQUHHIMjE AMACPCTBA U yHPaBMdaa AYACKHMM mnocaoBuma. Ilomyaaproct
Huuea mchy dpanuyckom ymernumdxoM aBaHrapaoM u nmcame bBaraja y wacommcy
Aoxymenmu xoju je ypebHBao 3ajeAHO ca PusmjepoM, A0BeAO je A0 AMpEKTHE Bese ca
0BOM PHAO30PCKOM TPAAHIIHjOM.

Takobe, Tpeba HaraacuTu Aa Cy W QpaHIyCcKAa U HEMAYKa LIKOAA COLIUOAOTH)E
pasmarpasc IpUpPOAY AYACKHX 0AHOCA. O6¢ MKOAC MHUILACHHA CY IOAASHAE OA TOIA Ad
je HeKaaa IIOCTOjaA0 XOMOICHO APYLITBO KOj€ je IIOAPUBAHO OA CTpaHe ypbaHusauuje,
HHAYCTPHjaAH3aLUjc M IOACAC pasd. Ayra pacmpaBa o MCIPaBHOM OAHOcy msmely
AOKAAWTETa U HallWje, YHUBEP3AAHOI M AOKAAHOL, KOje je M OOAHMKOBaAO MOjaM
SXajmama”, BOAMAQ Ce TAPAACAHO Ca GPUIOM O IPUPOAU AYACKUX OAHOCa y 06 mocTojehe
IIKOAE COLIOAOTHje — (PAHIYCKOj M HEMAadykoj. TeHus (1887) je MCTaKao pasAHMKy
usmeby sajeanuue u apywrsa (Gesellschaft and Gemeinschaft) mro cy mapaseanu
TEPMUHM ca AMPKEMOBUM IOjMOBHMMA MEXaHHMYKE M OpraHcke coanpapHocta. OHu
HYCY HACHTUPUKOBAHHU Ka0 ABe $pasze HEAMHEAPHOT UCTOPHjCKOT PasBoja, Beh kao mro
je AnarejT npuMeTHO ,ABa Ioaa usMcly xojux 6u cBM OOAHLIU AYACKOT YAPYXKMBarba
morau Bapuparu” (Anarejt, 1990, ctp. 6).

NMOKPET BAYXAYC

PomanTnyna Tpapuuuja y ¢QoAakaopy Huje 6uaa JEAUHM HEMayKM YTHUILj Y
myseosoruju Pusujepa. Paa HeMauke kpeaTHBHe aBaHTrapAe, a IOCeOHO MCKyCTBa
Be3aHa 3a MMoKpeT bayxayc y AooMeHy IpojeKToBama 3rpasa, IPOCTOPHUX MHOBAIIH]A
Y ApPXUTEKTYpH U M3Aaramy Takobe ce Mopajy ysetu y o63up. Bayxayc je caaBwen y
ITapusy Kao ,,jeAnHAa INKOAA MOAEPHE YMETHOCTH KOja y CBAKOM CMHCAY OAPAXKaBa AyYX
nawer Bpemena” (Ipoxman, 1930, ctp.273). ,,Meradusuuka apxurexrypa“ Hemaukor
naBusoHa y bapceaoHu Ha usaox6u 1928. roauHe y cBOjoj ,jeAHOCTAaBHOCTH U
npocsehenoM kopumhemny cpeacTaBa 1 HaMepa“ IPeACTaBAAAA j€ ,IIPABH AYX HOBE
Hemauke, Hemauke KOja je OTBOPEHA 3a CBAKY CTPYjy Koja nahe YT AO HaIIUX cpua“
(Py6buo Tyaypu, 1929, ctp. 410). IIpectmk xoju je bayxayc yxusao y mapuckum
KpyroBuMa Huje 6o moBesaH ca mpucycTBoM Bopchmx caBpemeHnx ymerHmka y
Hemauxoj, Huru 360r 06nuMa 1 IAOAHOCTH CBOT MCTpaxkuBama, Beh 36or Tora mro
j€ y CBMMa HbHUMa IOCTOjaAl ,33j€AHUYKA HAEja KOja IIOBE3Yje€ YMETHOCT U XKUBOT Y
CKAAAHY M HEACHHBY LIEAHHY Ha HAYHMH Ha KOjU TO CBET jOII HHjE BUACO" (TPOXMaH,

1930, ctp. 274).
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NOKPET , XAJMAT” N YIPABJbAKE JIOKAJIHUM HACNIEBEM

Aa 6ucmo pame pasyMeAd CHMIIATHj€ KOje je PI/IBI/Iij umao mpema IToxpery XajMar,
MOpaMo ce [103a0aBUTH yIpaBryambeM AOKAAHHM HacaeheM koje je crpoBoano oBaj
MOKPET Y PA3AMYUTUM HEMAYKHM CaBe3HUM apskaBama. CaM MOKPET ce MOXKE IPATUTH
yHa3aA A0 Apyre mosoBuHe 19. Bexa, MAaKo je MPOIIMPEH M MYATHIIAMKOBAH Y IpBE
ABe AcneHHje Koje cy mperxoauae IIpBom cBeTckom pary. Hberosa momyaaproct
M AMHAMHYHOCT Cy OAPa3 CBECTH O BaKHOCTH raobasnor Hacacha koja je y
Hemauxoj HsrpabeHa BeoMa paHo. Y HCMa‘{KOj je mocrojasa Ao6po yTeMesEHA moh
ACLICHTPAAU30BAHHX OIIIITHHA, IITO j¢ OMAO Y IOTIYHO] CYIIPOTHOCTH €4 CHPOMAIUTBOM
MOKPajHHA ¥ HEAOCTATKOM HHTEpPECa 3a CBE IITO je AoKaAHO y Ppaniyckoj y 19. Bexy
(Opwu, 1996). Anarejr (1990) cxsara [Tokper xajMar Kao IPOU3BOA CTAAHOT LIMPEHA
ITOKPAjUHCKHUX YAPYKEHa KYATYype KOja Ce CIajajy Y 3ajeAHHYKOM LIUAY M3HAAKEHA
HoBHX o0anka Beamyama Hacacha. Toannama, yapyskema GoTaHuuapa u 300Aa0ra Cy
BPILHAA CHUMAIbE AOKaAHE GAOpe U payHe, HCTOPHjcKa APYIITBA ¢y buaa yepeacpehena
HA 0KUB/S>ABAKSE IIECAMA, ITAECOBA M KOCTHMA M3 MPOIIAOCTH, AOK Cy MHOTH €HTY3HjaCTH
MPOMOBHCAAH MHTEPECOBAE 32 CBE TPaHE POAKAOPA, OA AHJAACKATA AO PABAMIHTHX
06AMHKa ITOE3Hje U HAPOAHUX IIPHYA.

Ipyme AOKaAHOr CTaHOBHMITBA IIOA HAsUBOM Verschonerungsvereine’ (socaoBHO
»YAPYKEma 32 YACHIHaBaI-bC“) HOYEAE CY Ad Ce KOHLICHTPHINY Ha OOHABAAkbe TIej3axa 1
HCTOPHUjCKUX PYLIEBUHA; IIPUPOAQ je Oraa MyHa cTasa, KoAnba U PyMHHPaHHUX 3aMaKa
KOjU Cy jadaAH A;y62lB npema 3eMsH U beHoj ucropuju. Ilopea ocnaxupama ocehaja
rpabasckor moHoca, nus OBHX YAPYXema je OHO Aa ce HOAUTHE YracA M OOHOBE
o6jexrn y pernju, mro he umatn 6aaroTBopan yruuaj Ha AOKaAHy IIPUBPEAY, TOCEOHO
y MecTnMa caabujer eKOHOMCKOT mpocreputeTa. Aa 61 ce CynpOTCTaBHAH HETaTHBHOM
MOPaAHOM YTHIQjy MOAEPHOI TPaAd, YAAHOBH (POAKAOPHHMX APYIITAaBA CY IIOYEAH
Ad CTBApajy PasAMYHTE KOCTUME H IIAECOBE jEAHOCTABHHMX CTHAOBA, HMCTOBPEMEHO
npukynsajyhn mecMe u TpasuuuoHaAsHe 6ajke M3 PASAHYUTHX ACAOBA DPETHOHA.
OCHOBHH Lis BUXOBOT ACAOBaBA je 610 Aa poHal)y 3HAKe KOACKTHBHOI MACHTHUTETA.
Hcropujcke crpanune ca cehamuma, ycmoMeHaMa 1 aHETAOTAMA Y BESH €2 AOKAAHUM
MECTHMa, apTePaKTH U IOHATH AYAU €Y OMAH TeMa ITHCatba MHOTHX AOKAAHHX HOBHHA.
ITojaBuaa ce KapaKTepHCTHYHA PErMOHAAHA HOIIbA U3 C€Ad M MAAHX IPasOBa Koja
Huje HolIeHa jour oA 18. Beka, a 4AaHOBHU ApyIuTaBa HCTOpHYapa Cy ce Hapaau aa he
IHXOBO OXXUBAABAIGE MOACTANH ,TOPH-E CAOjEBE APYIITBA® AQ CC CATAACE €A HUXOBUM
MHUILLACEHEM A2 je ,TIaTpHoTcKa 0Acha HajbosU IPOTUBOTPOB 32 caBpPEMEHY MOAY U HbeH
peaykTuHE Kapakrep (Anarejr, 1990).

Xajmam HUje A€AOBAO CAMO Ha MCTOPHjCKOM HAHM apXEOAOIIKOM HHBOY; ITOKPET
je uMao 3a umad Aa mobomma kuBOT 3ajeanuiie. OpraHusoBaHe €y ApyLUTBEHE
BeYepH Ha KOjUMa OU YAQHOBHU IIEBAAM AOKAaAHE IecMe, OOAAYMAU Ce y pEerHOHAAHE
KOCTUME, ACTYCTHpaAH AoMaha BMHA M CAYIIAAH YHTAE HA AOKAAHOM AHMjAACKTY.
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Jom Bue cy OTKpHBaAe Mmapase MCTOPHjCKUX AHKOBA Y HAPOAHMM HOIIbAMa, BHILE
XPOHOAOIIKH XaOTHYHE HErO y KOHBEHIIMOHAAHOM OKBHPY HCTOPHjCKE Hapalyje, Koje
Cy IIpe3eHTOBAAC HCTOPH]Y 3ajeAHHIIe HAU pernoHa. [Tapaae cy HajBume nmopcehae Ha
pasHOGOjHE TPeHYTKe U3 IPOIIAOCTH peruoHa mpukasyjyhu Hus moprpera cchama,
CBounpajyhn HMA€AAM30BaHY IIPUYY O IPOLIAOCTH Y KOjUMA j€ PABHOIPABHO MEIIAbE
KPaseBa U CEAAKa MOKYIIABAAO A2 BPATH U3ryOseHY XapMOHHjy Mehy cBuM caojeBuMa
APYLITBA.

XAJMAT MY3EIN

Xajmam je y noxaanom wmysejy (Heimatmusenm) NpoHAmWA0 HAjIOTIYHUjH H3pa3
HCTOPHjCKHUX Aorabaja, a 0a yjeaumerma Hemauxe 1871. ao IlpBor cetckor para 1914.
TOAMHE, OTBOPEHO je Ha XHmaAe OBakBHX Myseja mupom Hemauke. OBaj ,MoaepHH
Mysej*, kako je cmarpao Aabepr Bekep (1915), ,Tpe6aro 61 Aa 6yac HaumoHasHa
LIKOAQ, OTBOPCHA 3a CBAKOI 4oBeka. Hammm Myseju cy op npusarHux, maemuhkux
MeCTa HaMEHECHHUX CaMO 33 Y4YCHE, AAHAC IIOCTAAH ACMOKpaTcKe HHCTUTYyLHje . Dekep
Hpenopydyje A2 KpO3 My3ej myAu Tpeba A2 CACAC jacaH IIYT y H3AAramy KOACKLHja
»0A TIPHPOAHE U KYATYPHE HUCTOPHjE y CBAKOAHEBHOM SKHBOTY, IIPEKO E€KOHOMCKE U
IIOAUTHYKE AO BOjHE H IIPaBHE UCTOpHje" (BeKep, 1915, crp. 24).3a Pa3AMKy 0A My3eja
y IPOLIAOCTH, OBAC IIPEAMETH HUCY OMAM IPHUKYILSCHH IIPEMa CBOjOj BakHOCTH, Beh ca
IIHASEM AQ IIOMOTHY AQ CE YYHHH OIMIIASHBUM OHO IITO je HEMAYKH aHTPOIOAOT AA0AQ
Bactuan HasBao, ,logoi spermatikoi, ,OpeMeHHTE MHCAM® HAU ,CeMe MUCAH® KOje,
HaKO HUK2AQ AUPCKTHO IIOCMATPAHO, jecTe A0 y Bean ca 00MACM HAPOAHMX HAC)a U
omoryhaBaao cBUM nojeAMHIMMA U 3ajeAHHIIAMa A2 peue cBoje npobaeme (Kummmr,
1983).

Xajmar Myseje crora Tpeba CXBATUTH K0 U3Pa3 YHYTPAIUILET UMITYACA 32 KOJH Cy
HPUNAAHULIE OBOT IIOKPETA CMATPAAU AQ j€ TEMEd SKUBOTA M CAMOTr YoBeKoBor Ouha.
Ilpema Aexmany, oBu MY3€ju, KOjH Cy HACTABUAHU AQ CE Pa3BHUjajy KAO ACO 3BAHMYHOT
[AQHA HAIIMOHAAHO-COIIMjaAUCTHYKOT OKPETA, HMAAH CY IIHAd A IPUKAXKY YHY TPAILIEBH
U MOPAAHHM KOHLICHT IIPUXBATaiba 3¢MAC M YOBEKA Ca CBUM IHXOBHM IPHIAA3jyhum
ocobunama. OHH cy OMAH Ty A2 IPEACTaBe IIOCETHOLMMA YHYTpAIUby BHU3H)jY
OKpPYIKEHba, BHXOBOT MH/AEA, TAKO A OHM MOTY MHTHMHO PasyMETH YOBEKA, 3eMAY U
eHy ekoHoMujy (Aexman, 1935).

XajMar Myseju HHCY KOPUCTHAH CaMO OPUIHMHAAHE mpeamere, Beh u Makere n
PCIPOAYKLIHje, Malle M PCACBAHTHY AOKYMCHTAUHWjy Kako Ou 0GjacHHAM KOHUemTe
reorpaduje, €KOHOMHjE, HAIIMOHAAHOCTH, pace, POPMHpame U YTHIAj 3EMAHUIITA.
Hacynpor Tome, opurnnasuu o6jexty, ykmydyjyhu neropujcke aABopue, apxeosomxa
HAAA3HINTA, YYAQ IPUPOAE, UTA., OCTAjaAU CY Y CBOM OPUTHHAAHOM OKPYXKEHY KaAa je
10 61A0 MOryhe; ymecTo Aa ce HcupTaBajy Mare, pyTe HTA., GHAO je 3aMHILLSCHO AQ OBA
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Mecra 6yAy QUSHUKH AOCTYIHA, A2 ce Hal)y y IIOHyAM K20 jeAHOAHCBHH M3ACTH 32 CBC
OHe Koju uMajy noTpeby Aa ce, U3BaH Myacja, YIO3Hajy ca pernoHoM y neannn (Bekep,
1915). 3axBanyjyhu moanTuim caBesHe Hemadke BAAAC, OBU My3¢ju Cy GUAH HE3aBUCHH
0A 6HAO KOT CIIOASHOT yTHLAja M GUHAHCHPAHU OA CTPAHE AOKAAHOI CTAHOBHHUILTBA.
Taxo je Xajmar mysej y Hojmrary 6uo npojexat [ IpuBpepHe KOMOpe, MUHUCTPA, jeAHOT
YIUTEAHA H, KAKO j¢ TPAAOHAYICAHHK TOBOPHO, »CapaAlbe CBUX rpahana Hamer rpapa’”

(Anarejr, 1990, ctp. 93).

MY3EOIPA®PUIA Y HEMAYKOJ

Oa 1933. roaune xajmam myseju 6p30 mapajy MOA KOHTPOAY HALUCTHYKE HAPTHjC U
mbeHe AOKaAHe ynpase. Ha npuwmep, Kyhy Pajucke mocroj6une (XajMaT My3ej HapoAa
apesre Kuexxesune Pajucke — aco moaepror ®anauxor Hopaj}ba) orBopuo je 1936.
roaute Josed [ebeac 1 IpeTBOPHO ra y MECTO 32 IOAUTUUKY IIPOIIATAHAY TAC j€ 3BAHUYHA
HCTOpHja IPEACTABASEHA OHAKO KAaKO jy j€ CXBAaTao HAIlMOHAAHO-COLUjaAHCTHYKH
noxpet. Joanne 1936, Kaepu je npeacraBro HoBu Pajancku xajmar Mysej crpydmarma
u3 BpxyHckor Mehynapoanor wacormca Mysejou (Mouséion). Etnorpaduja u ncropuja
Cy GHAC IIPEACTABACHE 3ajCAHO KPO3 IIET LICAMHA: HCTOPH)CKA M IIOAUTHYKA CBOAYLIH]a;
LIPKBa; IPaAOBU U OYpk0asHja; CEOCKO CTAHOBHMIITBO, IPUBPEAA U FCHH PAAHUIIA.
Ca MyseoAOIIKE TaYKe TACAMINTA, H3AOKOA je y BEAHKOj MEpPU KOPHCTHAA KOIHje,
PEIPOAYKLIHje M MOACAC y KOMOMHALMjM Ca OPUTMHAAHUM IIPEAMETHMA, KapTaMa,
MamaMa ¥ CTaTHCTHKOM.

Cacache roaune, penanke HEKHX HBETOBHX IIPOCTOPHjA Cy IIPUKA3AHE y OKBHPY
cexumje ,,Myseorpaduja“ y ITasarn Toxno na Yausepsaanoj nsaox6u y I[Tapusy 1937.
TOAMHE, Tac cy Mehy mupoxom nybaukom BuljeHe K20 KOpak Hampes y MY3COAOLIKO]
MPe3eHTAllUjU M KAO PEaKI1ja Ha HajCaBPEMEHHja IIPABUAA Hy6AI/IKOBaH)a U IPOMOIIH]€.
Y cBom ocBpTy Ha Msaoxby Mysejcke ymernoctu us 1937. roausne, Pusujep je nocebro
noxsasno Mysej Pajucka semma kao rpananosny cunresy Pajucke o6aacth, 0 Apxase
U ICHUX IPUHLHUIA IIPEKO AOPAOBA, LPKBCHUX CAYXKOeHUKa, Oypkoasuje U 3aHaTAHja
A0 ckpoMHor cesaka (Pusnjep, 1937/9).

Hurepecoarme Pusnjepa 3a pasBoj caBpeMeHUX AOKaAHUX My3eja y Hemaukoj 61ao
j€ My3€OAOLIKOT, a HE MACOAOLIKOI KAPAaKTepa — 3aHUMAO Ia je MPHUCTYI MYy3€jCKOM
TyMayery ¥ KOMYHHKAIIHja.

Tako je mpuarKOM IpeacTaBaama 3aBuyajHor Myseja y Ceockom nentpy, Pusujep
KOPHCTHO CAMYHE My3€jCKe TEXHHKE Kao 1 HeMadku Mysej Pajucke o6aactu. Msaox6a,
y $paHIyCKOj IITAMITH [IPEACTABACHA KAO ,CCH3ALHOHAAHA HOBOCT , HABEAA je jEAHOT
nocetrona u3 Hemauke aa mpuMeTH A2 je MHCIIHpaIiyja 32 OBaj My3¢j 6uo Xajmar My3ej
Pajancke 06aacTy 1WTO, 10 HETOBOM MHUILACHY, IIOTBPl)yje yTHLaj HEMaKOT HCKYCTBa
ca AOKaAHNM My3cjuma Ha ppaniycky myscorpadujy (Topryc, 2003).
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PUBWUJEP, COBJETCKW CABE3 U KYJITYPHA NMNOJIUTUKA

Yecro je Temko pasymern dacumuanujy durase renepanuje ®pannysa Cosjerckum
Casesom 6e3 mosuBama Ha OpaHIycKy PEBOAYLH]Y U yTEMEASHE MUTOBE O ,KYATYpPH
HIDKE KAace“: cxXBaTame PEBOAYILIHje KAO IPOMETEjCKOI YMHA KOjHUM Cy HEAOCTAIH
HPOLIAOCTH IIPEBasul)cHU M3HCHAAHMM M HACHAHUM IIPEOKPETOM KOjUM j¢ OTBOPCHA
HOBA €pa HAAC U HANPETKA, KA0 U YBEPCHEM Ad HATIPEAAK ITOTAAYCHHX TEUE IIPUPOAHO
nop BolcTBOM MHTeAeKkTyasHe M noauTHuke Acsuue (Apon, 1957). V mebhyparnum
roauHama, anaepu Pycke pepoaynmje cy decto nopehern ca nxonama QPpanuycke
pesoaynuje: Aemu ca Po6ecnjcp0M, Tpouxu ca Aanronowm, uta. Cras aa ce nucropuja
ACILLIABA KPO3 ACAOBAIE PYCKUX GOMLICBHKA 4€CTO je GHO OCHOBHO YBEPCIbE jEAHE LICAC
reHepanuje ¢pannyckux uHTesekryasana. Pusosod Emanmyea AeBumac maycrpyje
OBO XEIEAHjAHCKO HMAOAOIOKAOHCTBO Ka0 pedepeHIly H HEOINXOAHOCT CTBaparba
TPAHCLICHACHTAAHOT 3HAYCH:a; OH j€ IHCAO:

»Kaaa cam orumao us Pycuje 1920. roausne, ocehao cam ce kao Aa cam HamycTHO
MECTO Ha KOME je HCTOPHja HCIHCAHA.. Tpakuo caM YAOOHOCT, XHBOT KOjU YHHE
CBAKOAHEBHE MaA€ CTBApH, NPHUjaTaH >KUBOT y KOME CTBAPH TEKYy HOPMAAHO, aAM
ucropuja je ocraaa tamo” (Aesn, 1991, ctp. 105).

Haxon nyroBamwa no Keany, bepauny, Kaynacy, Puu, Taauny, Xeacunkujy u
Aemwunrpaay, Pusuep je Pusery onmcao cBoje yTHcKe 0 AclIaBambuMa y CBETY KOja Cy ce
OABHjaAa TIPEA HETOBHM OYHMa:

,Kao mro cre npeaBupeam, Hema mnotpebe Aa Bam mpuuam koamko cam
nmnpecnonupan CCCP-om, To ce He Moxe omucaru peunma. He Mucanm oBae camo
Ha BUXOBEC My3¢je KOJH Cy ASYACKH, CTBAPHU U IAOAHY, Beh 1 Ha Tamommse ApymTBeHO
ypeheme n Haunn xuBota. He 6ux pexao aa cam nsabpao, 0BO Cy yMeCTO MCHE YPaAUAH
APYTH ASYAH, AAM MOTY A2 KaKeM Aa caM pasymeo” (Pusnjep, 1936/6, crp. 26).

Y cAMYHOM TOHY, TOAHAMA IIPE TOT4, OAYLIEBACHE HEMAYKUM KOMYHH3MOM Ia je
IOHEAO Aa ruie u3 bepanna (6. jaHyapa 1932) o ,,paCTyhoj noTpebu 3a Halle APYIITBO
Ad KpEHe y IpaBlLy KOMyHHU3Ma" (PPIBI/IjCP, 1932). Pusujeposo cxBatame ncropuje
[EPHUOAA TPUACCETHX TOAMHA ABaAcceTor Beka he Gurm morspheno meaecer roamxa
KaCHHj€ Y IIOTACAY 3HA4aja KOjH je IPUAABAO COBjETCKOM MOAEAY Y CBOjUM IIPEAABABHMA
U3 My3eoAoruje Ha Yuusepsurery y Ilapusy:

Topauna 1917, roapuHa OKToGapcx(e PEBOAyILIMjE, IPEACTABSA KAYUYHH AATYM Y
ucropuju csera. Couujasusam he 6uTH ycIOCTaBACH Ha €BPOASHJCKOM HPOCTOPY
Ha Mecty Crapor napersa, cyouasajyhu ce ca xarmuraansmonm, xoju he Maao mo mano
npeosaasatu y CAA-y" (Pusnjep, 1989, ctp. 57).

Puswujep ce y mwuxoBoj npenucru mosepuo Pusery aa je y Cosjerckom Casesy
IIPOHAIIA0 HACAAAH MY3ej:

»KakBa papoCT, OBA€ caM NpOHAIIA0 My3eje O KOjuMa caM camao! PasBujenu cy
HPELI3HUM jE3HKOM TEOPHje KOjy CKULIMPAM IIOCACABUX HEKOAUKO MECEIH: MOje TeMe
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Ccy objeanbeHe, U3BPILCHA je BUXOBA CEACKLIMja M CHHTE3a, 4 ja CaM MO 32A0BOACTBO Ad
To cBe nponahem” (Pusujep, 1936, ctp. 26).

Y Aewunrpaay je oapxao mpeseHtanujy Ha MHcTuTyTy 3a aHTpomoaorujy u
CTHorpa<1>1/ij AKa,A,eMuje HAYKa TA€ je ca OA,O6paBaH>CM IIPUMAEHA HETOBA HAEja CUHTE3E
Ka0 HCXOAQ HCTOPM)CKOT IIPOLIECca aKyMyAalHje, KAacncl)nKaunjc, 1/1360pa U CHUHTE3E:
»~AKaAeMHja HayKa je TpaKnaa A03BOAy Aa o6jaBu Moje uacje” (Pusnjep, 1936, crp. 26).

[Toryt kyATypHOTr Iporpama Koju €y ¢paHIlyCKH PEBOAYLIMOHAPHU ITOCTABHAM Ha
CBOje MecTo, ¥ npBobuTHU nporpam Pycke peoaynuje 61O je IMyH Haae U OYEKHBakba.
YmerHHuKO Hacaehe HaLyje je MOCTaAO BAACHHINTBO ApykaBe. PuBuep kaxe:

»loanne 1917, AemuH je 0cHOBAO ,,KOACLL 32 My3€je U 3ALITUTY CIIOMEHHKA YMETHOCTH
n anTuksurera. Y HoBoM Cosjerckom Casesy TO 3HAYH Ad AP)KABA IPEY3UMA MY3Eje... OBO
je M AQHAC jeAQH OA OpPraHM3aLMOHHUX NPUHLMIIA y Toj 3eMar” (Pusnjep, 1989, crp. 61).

MsBpiena je KOMIACTHA PEOPraHHU3AINja YMETHHYKUX LIKOAQ, 4 TPAAUIIMOHAAHA
OUpOKpaTHja, KOja je Ap)KaAa IIOA KOHTPOAOM YMETHHYKO OOpasoBame YKHHYTa
je n samemwena Haxpomnpocom (ckpahenmua oa: Haposun Komecapujar sa
npocsetuTenctso). [lpucyctso Ipoaserkyar mpexe (ckpahenuna oa: mposerepeka
KyaTypa) u popmupane Mukxyka (ckpahennua op: MacTuTyT y™MeTHOCTH M KYATYpE),
Aaje yMeTHHUmMa MOryhHOCTH KakBe mpe Tora HHMCy MMaAM — A2 Kopucte Moh
AAMUHHCTpALHje U 61/1p01<paT1/1je U A3 TIPOIIATHPAjy AUYHA yBepema. bepuap Anpu AeBu
je KOMEHTApHCAO0 AQ je PEeKUM Koju je Ha modeTky umao Ilarasa sa MunncTpa KyaType
U ACTIMX YMETHOCTH IOCTa0 ocTBapeme cHa Ppaniycke nnreaurenuuje. (Aesn, 1991).

Jeana oa mocaepuIa eKCIIPOIPHjaLIHje MMOBHHE PyCKHX MMUTPAHATA jecTe TpaHcpep
OrPOMHHUX KOAEKI[Hja MOAEPHOT H caBpeMeHOT cankapcrsa y Myseje Cosjerckor Casesa,
KOje y TOM HEPUOAY NOTIYHO HECTAjy M3 (PPaHIyCKHUX 361/Ip1<1/1. Taxo je Ilymxunos
Mysej ymeTHOCTH Y MockBu uMao Hajsehy koAcKLMjy Aeaa aBaHrapAHUX CAMKapa,
»u3BaHpeAHo borarcTBo Cesana, Penoapa, Torena, Ban Tora u Maruca, u cBaku oa wux
y moce6Hoj npocropuju’ (AnTaa, 1932), sox je yacomuc Cahiers dart nucao:

»Hajausuuje cauke Maruca, I'lukaca, bpaka, Ipuca, Aerepa, Illarasa, Aepena u
APYTHX. AKO KEAHTE Ad HMATE NPEIH3HY IIPEACTABY O TOME IITA je PPAHI[YCKH ITOKPET
sHauno npe 1914. roanne, mopare otuhu y Mocksy* (Cabiers dart, 1930, ctp. 338).

OBo IPHCYCTBO ACAQ XKHBHX yMETHHKA, HE CAMO y COBjeTCKUM My3scjuma, Bch u y
MHOTUM APyruM seMsama ocuM Ppannycke, 6uao je Bubeno xao nornyHo onpaspame
3a PuBmjepa 1 meroBy reHepaiijy My3ejCKHX CTPyImbaKa:

»3aurro Ppanirycka, Koja je y IPOTEKAUX [I0AA BEKA IPOU3BEAA HAH IIPHBYKAA HAj0OME
CBETCKE CAMKAape M Bajape, HeMa Myaej caBpemene ymerHoctu? Myseju y AonaoHny,
Crokxoawmy, TeT660pry, bepanny, Keany, XaM6ypry, Bponaasy, IIpary, Ebyjopky, uxary
u Punrapeaduju noceayjy aeaa ne camo Kopoa, Kyp6ea, Acraa u Aomujea seh u nsyseran
omyc xuBux caukapa I Tapucke mkoae. Cjeanmene Apxase, Pycuja, Hemauka, Enraccka,
[Iseacka 1 YexocaoBauka MMajy Haj0OHE PAAOBE OBUX CAMKApa KOjH YHHE AOKYMEHTAPHY

36upky kaxsy je Hemoryhe nahu y @panuycxoj* (Cabiers dart, 1930, crp. 337).
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MY3EOIPA®UIA Y COBJETCKOM CABE3Y

Kao mro cmo BuAeAH, HeMauku KpUTHYApH Cy Myseosorujy Pusmjepa mosesasu ca
METOAAMA XajMaT Myseja. y CDpaHuycxoj, MCI’)yTI/IM, KOH3€PBaTUBHU KPUTHYAPU CY
CMaTpaAM Ad Cy OBE HCTE METOAE AMpeKkTHO yBeaeHe us CosjerTckor Casesa.’ Puswujep
je decTo KOpHCTHO HMAeHTH(HKAnHUjy ca HaunmHOM H3aarama y Cosjerckom Casesy
Aa IIPOMOBHILIC CBoje IpojexTe Mchy aoHOcmonmma opayka y mokpery Hapoanor
¢ponTa. 3a1<myqyjyhn U3 IpEMucKe Kojy je Bopano PuBujep, oHO mITO je MPHUBYKAO
HETOBY ITAXIY KOA COBJETCKUX MY3€ja jeCTE TyMAY€He TEMA U IUXOBO M3AATAME, IITO
je oaroBapaso merooj uaeju cunrese. Topune 1930. waconnc Mysejon (Mouséion)
06jaBHO je YAAHAK O ,, HOBHM IIPaBLUMA" Y COBjCTCKUM MyscjuMa, objammasajyhu xaxo
Cy OHM peAcPUHHCAAN CBOjy MHCH)Y U peopraHuzoBasn Koaeknuje. Kao mrro je Ijep
Tayaubep mpumeTHo, HOBe HMAgje 3a ,MOHTAXY" CTAAHHX M NPHBPEMEHHX IOCTABKU
npeacraBuaa je H. Kpymcka, Aemnnosa cynpyra, y yaaHky mop HacaoBoM ,Myseju
ucrnipep, kaacHe 6opbe u Cosjercka pekoHCTpyKIHja® Koju je objaBmen y [Ipasan, 24.
AcueM6pa 1934. Msaoxba 3a nus nMa A Ha JEAHOM MECTY IPUKAKE ACAQ CAUKAPCTBA,
BajapCcTBa M YMETHHUKY IIPAKCY jEAHOT mepuoAa (rpaduka, MPHHTOBH, NPUMCHCHA
YMETHOCT, ACKOpAlHja, apXUTEKTYpPa, YaK U My3HKa U KIMKCBHOCT) Y CBOjOj YKYIIHO]
cunresn. CBaKH MPEAMET CE CTaBhdA Y UCTOPHjCKU KOHTEKCT IMPOUSBOAC M KAACHE
Gop6e (Tayanbep, 1978).7

[Tpuxas s6upke y Epmuraxy y AemuHrpapy NIpeacTaBma TEXHUKY H3AArarba
YMETHHYKUX HpeAMeTa 3a wupy nybanky. Peopranusosane usmehy 1930. u 1934.
roause, u3aox6e y Epmurasky ce mory cmarparu npumepuma ,,Beauke Tpancopmanyje’
KOjOj je HCTOPHjCKO TyMadeHEC ITOABPTHYTO y COBjeTcKUM Mysejuma. Teopop IImur,
aupexrop MHcturyTy 3a ymeTHOCT y ActhuHrpaasy, onucao je 1o Ha cacachn Haunn:

»Koaekuuje npukasane y mysejuma op Oxrobapcke peBoAyLije UMajy 3a LUs Ad
YMETHHYKA A€AA IIOCTABE Y OKPY>KEHE Y KOME Cy OHA HACTAAA M O KOME HajBHIIIE FOBOPE,

6 ,Pexvipan” nnn NoANTUYKN MOTUBUCAH KapakTep CoBjeTcke My3eonorunje cy
ANV N HEMAYKW 1 UTaNMnjaHCKK ,yCMepeHn” HauHW NpriKasmBatkba Koju cy

ce noknananu ca ,eAykaTBHOM y/I0roM My3eja y MOAEePHUM ApYLUTBMMA” KakKo
npomosuLLe HapoaHu GpoHT. Tako, No peyrma PeHea Wra, noceTunat, He cme
6UTV OCTaB/beH Ha Mupy. M3n1ox6a ra Mmopa ,MpUMaMmnTK, 3aBecTu, HaTepaTu

1 yCMepuTH Heroso Aenosarne” (Ur, 1937, cTp. 778). Bpanehn ce og onTyx6u

Aa cy ,nponaraHaa“, dpaHLycku My3eon03u Cy HanpaBuUaW pPasnuky namehy
MHdOpMMCcatba 1 HacTaBe. Y Npakcy oBa pasanka Huje buna jacHa; Hpopmmcarbe
noApasymeBa cenekuujy YiHeHunLa Koje CBOjUM ,yCMePEHUM" JUCKYPCOM 0BAKKYjY
VAe00LKY Napaanrmy Hayke. M3a werose ,Hay4He" ngeonoruje ctoju npojexkar
MoZepHWM3aLvje eTHOMOLLIKOT My3eja y Lin/by MOHOBHe efykaLuje rpafjaHa o
BPeAHOCTUMA jeHaKOCTV 1 MpaBje 3anajHor XxyMaHun3ma. Npomouwja 3aBrnyajHmnx
My3eja he, kao WTo hemo BUaeTW, 6T NprnarofeHa cneLneuUHUM HaunHUMa
JeLieHTpanmsaLmje Koje NpomoBuLLe ppaHLYycKa jakobrHcka ngeonoruja, a kacHuje
VI MOCNIOBHY NPUOPUTETN TPXMULLIHOT NpuBpeRunBatba.

7 HoBa cTpaTteruja je ycsojeHa oj cTpaHe CaBe3a KOMYHUCTUYKMX NapTuja Koju je
noctojao og 1926-1938. roguHe. Y CosjeTckom CaBe3y je TO 6110 y4MHEHO KPO3
npuTBOPE 1 MPOrOH , 1 COBjeTCKM My3eji hie 3aBpLUNTY Kao y3BULLEHW XPaMOBH
obpasoBatba”. Mocne pesonyuumje, Mucmnja obpasoBatksa 1 0dyBatba je ncnpea
6vn1a noBepeHa yMeTHULMMa (NocebHo JlyHa4apckom), anu Ao Kpaja ABajeceTmx
YMETHULIM Cy YK/TOHE€HW 11 3aMeHseH KpUTUYaprimMa 1 COLMON031NMa YMETHOCTH,

a MoINTLKaA je LpeHa oj cTpaHe My3ejckor 0cob/ba 611MCKO NoBe3aHor ca
Cosjetckum MponetkynTtom. (Fayanbept, 1978, ctp. 17).
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A4 IIX KOPHCTE 32 IPOIIATAHAY, A2 00jacHe CBOAYLIH]y YMCTHHYKHX CTHAOBA KpO3 Aoralyaje
KAacHe 6op0e... TO je OHO LITO MU KEAHMO M HAMEPABAMO A2 YPAAUMO" (Imut, 1931,
crp. 220).

I'lo npunLUIy mpocTOpHja Y KOjHMA Cy PEACTABACHU PA3AUYHUTH IIEPUOAU KOJH je
y Hemaukoj monyaapusosao Boae, canke cy 6nae n3a0oeHe OpeA CKYANITypa, LpPTEKa,
rpaBypa, MOPIIEAAHA, OPYKja, TAIIMCEPH)a M TKAHHMHA.

IMus je 6o A2 ce HpHKaKe Kako Cy yMCTHHUKA ACAQ HACTaAa U3 OAHOCA
IPOU3BOAKE U KAACHE HACOAOTHjE M CBH OOAMIIM YMETHOCTH CY IPEACTABACHH Y
TOM KOHTeKCTY. Peaocaes mpocropuja y Epmuraxy je aar xponosomku op 16. a0
20. Bexa, ca CIjcHAMA CBAaKOAHEBHOI >KHBOTA HMAYCTPOBAHUX CAHMKAMA, LIPTEKUMA U
npeamernMa aenux ymerHoctH. CAMKe Cy IPyHHCaHE TAKO Ad HAYCTPY)y CTBapame U
HAIIPEAOBAE PA3AHMHTHX APYIITBCHHX KAaca. CBaka HOBa pocTopuja nMaaa je Tabay
Ca IPOIPATHUM YBOAHHM TEKCTOM KOjU CAAPXKH ITOAATKE O HAjBAXHUJHM AATYMHMA
BC3aHUM 32 CKOHOMCKY HCTOPH]Y, IIPETACA CTATHCTHKE IIPOU3BOAIC U 0AHOCa namehy
exoHOMHje U HAcosoruje. JecTo je y caMmM mpocTopHjamMa IIOCTOjaAO KPAaTKO U
jacHo 06jaI_I_IH>€H)C YMETHHYKE HACOAOTHE. Aane peTamHO O6jaLLIH)CH>C je 61Ar0 AaTO y
KaTaaory. Aa 61 ce CXBaTHO CTHA Y LIEAOCTH, KA0 H CBE HEIOBE MAHU(ECTALI)E, CAUKE
Cy GHAC H3AOXKCHE 33jCAHO Ca CKYANITYpPaMa, LPTEXUMA U IIPUHTOBUMA, ACKOPATHBHUM
YMETHMYKHMM IIPEAMETHMA, OPY)KjeM, TKAHMHAMA, TAIMCEpPHjaMa, A APXUTEKTypa je

npeacTaBseHa poTorpadujama.

OBPA3OBAHME U 3ABUYAJHU MY3EJN

ITopea 0BUX MpOMEHA y HAYMHY HM3AArama, CBpPXa U MUCHja HOBUX COBjETCKUX My3€ja O
K0joj je mucao yaconuc Mysejon (Mouséion) 1930. ropnne, Takohe ce moxkaonuaa ca
penybAHKaHCKOM HACjoM 06pasoBara Kao IPECYAHOT y CTBAPAlby HACHTHTETA rpahaHa:

»I IpHCYCTBYjeMO rAOGAAHOM IIOKPETY KOjU MMa 32 LM/, HA IIPBOM MECTY, AQ OA
Mys3eja Hampasu 06p8.30BHC HMHCTUTYLIHj€ KOje IPEACTABAAjy CABPEMEHH CBET, A OHAQ
Aa OA IHX CTBOPH >KUBC, AMHAMUYHCE U CMIIATHYHE OPraHU3ME y CAyXKOM 90BedaHcTBa”
(Mouséion, 1930, ctp. 159).

Myseju, Aakae, Tpeba Aa MOCTaHY , KMBU OPraHH3MU  AOCTYIIHH MacaMa,
pAeKCHOMAHM M CHAXHM MHCTPyMeHTH obpasoBama (Mouséion, 1930, crp. 150).
PI/IBI/Iij j€ OBaKO pasMHUINAA0 O HOBUM IIPaBLIUMA:

»Y OBUM Tpchcl)opmaunjaMa Mambe je BaKaH CTHA CaMe€ IPE3EHTALUje OA
$uro3odcxor ayxa u opujeHTanuje Myseosoruje. Hosu mysej je cTBopeH, ,,opjeHTHCaH
Ka myAuMa', 33CHOBaH Ha colMjaancTHIknuM Bpeanoctuma’ (Pusujep, 1989, ctp. 61).

OBo je HapounTO BaxknAo 3a 3aBuyajue myseje. Ha Kongepennuju myseja (Mockaa,
1920) aoHeTa je 0OAAyKa AQ TAABHH LiAd AOKAAHOT My3cja Oyac Aa Ha Hay4HOj OCHOBU
HPUKAKE AOKAAUTET KOME j¢ IIPUIIAAA0 H Ad AOIPUHECE OOHOBH AOKAAHE IIPHBPEAC.
Toaune 1921, ocnopau je Llentpasnn saBos sa mpoydaame asokaamtera (TcBK)
Ca LUACM Ad IIPOMOBHILE AOKAAHE CTYAHj¢ M KOOpAMHHpa u capabyje ca AokaaHUM



3BOPHMUK _50 _ YEARBOOK

_3BOPHUK _YEARBOOK _HEYYJHU [1ACOBU
_UNHEARD VOICES

Apywteuma. [ Ipuopurer je 610 HCTpakuBabe AOKAAHUX IPHPOAHHX pecypca (BasAyx,
BOAQ, 3EMMAHIITE, KAUMA, pAopa, payHa U MHHepaAn), aAM M AOKAAHHUX YMETHOCTH,
obuuaja 1 Bepe. 3aBuyajHU My3ej je TpebaAO AQ NIPHKYILbA, KOH3EPBHUPA U IPOyYaBa
O6jCKTC KOjU HAYCTPYjy HMCTOPHjy HPHPOAE, HCTOPHjy HAYMHA >KUBOTA U COLIMO-
€KOHOMCKY HCTOPH]Y. TpcGaAo je OPraHH30BaTH AA MY3€jU CIIPOBEAY UCTPAXKHUBAKA HA
CBOjOj TEPUTOPHUjHU H, KPO3 u3A0K0e 1 mybankanuje, Aajy cBOj AOIIPUHOC y 06pasoBarby
IHMPOKHUX HAPOAHHUX Maca O MAPKCUCTHIKO-ACEHUHUCTHIKOM ypehemy cBeta. (Toceaun,

1993, crp. 50).°

3AKJbYYHAK

Ogaj pay je pao mperaea PuBujeposux aguHHTETA KOjE je CTEKAO TOKOM CBOJUX PAHHX
IyTOBaka IO CBETY. W3zaoxbe HeMauKux U COBJETCKHUX MY3€ja KOj€ je MOCETHO MOKa3yjy
nocrojame GppoHTa Myseorpadcke KyAType IO IMHUTAHHMA MPE3EHTALMje U H3AArama,
npema kojuma je PuBujep, MHaYE OAPACTA0 y MUACY ABAHTAPAHE YMETHOCTH, KPUTHYAPA
U KOACKLIMOHAPA, CHIYPHO OCETHO OAHMCKY HpuBAauHOCT. Fberosa myroBama cy
HOTBPAMAQ M/ HAH 0jadaAa HEKE OA IETOBUX HACjA, K20 LITO je Kopuiuheme npuBpeMeHe
[IOCTABKE KA0 CPEACTBA Ad CE AOMPE AO IHpe jaBHOCTH. Mysej ymerHoctr Toaeao y
Oxajy, A2 HABEAEMO CaMO jeAaH, CBOjUM HHM30M IPUBPEMEHMX ITOCTABKH M CTAAHUM
UHTCPAKTUBHUM OOPa3OBHUM aKTUBHOCTHMA, IIPEACTABAA A0DAp IpHMep Myseja Koju
je cxahen kao popym.

HarAamaBajyhn Ba)KHOCT BAAOPH3ALHje o6jeKaTa CBAaKOAHEBHOT JKHMBOTA, 3HAY3j
KOjH je AAT MaTEPHjaAHOj KYATYPH Y CKAHAMHABCKOj POAKAOPHO] TPAAUIIM)H jOII jeAaH
je apunurer PuBnjepa, MocoBor yyeHunka, Koju He CMe OCTAaTH HE3aNasKeH.

My3eju Ha OTBOPEHOM KOj€ je AOXKHBEO Y CKAHAMHABCKUM 3€MAdaMa H Y AMEPHYKOM
HAI[HOHAAHOM IMAPKy M3TAEAA CY TPAjHO OCTAAH Y HETOBOM cchamwy. Fbuxos xonuenr,
mebyTuym, Huje 610 yeBojen y PpaHiyyckoj Ao KacHuX mespaeceTnx roanta 20. Bexa, kapa
je IodYeAa Aa ce pasMaTpa peoOpraHU3alfja AAMHHUCTPATHBHHUX TEPUTOPH)A.

Yuemhe CTaHOBHMIITBA y HEMAIKUM XAjMA MY3€jUMA TIPEACTABAAAO j¢ LIPEMEP
JKHBOTA 3ajCAHHULIC Y OpOUTH 3ajeAHMIKOr IpojekTa Kyarype. Mebytum, npupoaa Baaae
Casesne Hemauke Ouaa je Hecrojua ca (paHLyCKHM CHCTEMOM aAMHHHUCTpaLyje
TPHUAECETUX TOAMHA IIPOIIAOT BEKA.

ITocrojame MOACPHE YMETHOCTH y COBjETCKUM U aMEPUYKUM My3e¢juMa Takobe
jaga PI/IBI/IjCPOBO yBEpEmE Ad CY (DpaHuycxoj nyGAHun XUTHO HOTpe6He KOAEKIIHje
CaBpEMEHE YMETHOCTH.

8Y neto 1936. rognHe, Prsurjep 041a3n Ha LECTOHee/bHY CTYAN]CKY MUCK]Y, TOKOM
Koje nocehyje ABageceT YeTnpw My3eja y JlerbnHrpagy, y 6nvsnHu Metposr ABopua
- neThe pesngeHumje Metpa Benvikor, Mocksu, KenHy, bepanHy, 6antnukum
3em/bama, XencuHkujy, Kpakosy, Bapwasw, bygumnewTw, beuy n Hc6pyky. (Arc-
hive of the Musée de I'Homme: Voyage de Georges Henri Riviére aout-septembre 1936
quoted by Gorgus, 2003).
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DR DE LA ROCHA MILLE RAYMOND

INTERNATIONAL ORIGINS OF GEORGE HENRI
RIVIERE’'S ECOMUSEUM CONCEPT

WHO WAS GEORGE HENRI RIVIERE? (1897-1985)

George Henri Riviere (GHR) was born in Montmartre the son of a civil servant work-
ing in the management of public parks and gardens of the City of Paris. As a museol-
ogist GHR is remembered for his brilliant years as Assistant director of the de Musée
Ethnographie du Trocadero (1928-1937) (MET) and as Director of the Museum of
Popular Arts and Traditions (1937-1968) (Musée National des Arts et Tradition Pop-
ulaires) (MNATP) in Paris. As Director and lifelong inspirer of UNESCOS’s Interna-
tional Council of Museums (ICOM) he was also an important actor in the worldwide
expansion of the so called ‘First Museological Revolution’ In the 1980s Riviere became
widely known for his concept of ecomuseums, environmental and socially aware region-
al museums promoted, run and interpreted by the local population.

After Rivitre was appointed by Paul Rivet Assistant Director of the MET in 1928
he followed the object-based ethnology courses of Marcel Mauss at the Institute of
Ethnology of Paris and started his lifelong travelling around the world. The following
are extracts from the thesis ‘Museums without walls: The Museology of George Henri
Rivi¢re’ (2011) analysing the variety of museum traditions and museological practices
he came into contact.

‘PREHISTORY’ OF THE IDEA OF THE ECOMUSEE

..After his first trip to the United States in 1929, Riviere returned in 1939, representing
France as Joint Commissioner at the 1939 World Fair in New York (Riviere, 1938e). This
visit to New York secemed to have triggered his long reflection on the best way to displays
to the general public the activity of nature and the traces of human activity. Much later
he recalled his visit to the American Museum of Natural History in New York, where his
interest was caught by a series of dioramas illustrating successive periods of human occupa-
tion of the same territory in the State of New York: ‘I consider this synthesis of geograph-
ical, social and cultural facts, starting in geological times and ending in the present day, as
the origin of my concept of Ecomusée’ (Riviere, 1978). He was to elaborate on this in one
of his many unpublished papers: ‘Since then, two notions in relation to museums started
to grow in my mind: the interpretation of a given territory around the notions of time and
space showing the inter-relationship of man and nature’ (Rivi¢re, 1978b).
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AMERICAN NATIONAL PARKS

The trend of thought triggered by the dioramas in the New York Museum of Natural
History would be taken a further step with the already long-established American idea
of the National Park:

As Rivitre recalled “The museographical presentation of the evolution of a territory
in the State of New York, and the parckological experiences I have witnessed in the
USA, helped me to improve these notions of natural and human space and time’ (Riv-
itre, 1978, np).

Between the years 1950 and 1953, as Director of ICOM, Riviere further elaborated
on this notion in a series of editorials published in JCOM News aiming at the develop-
ment of integrated museums of natural and human history, in which the relation of man
and nature from geological time was to be framed by periods.

In his notes, held in the G.H. Rivi¢re Archives in the MNATTP, for the special issue
‘Museums and the Environment’ (Rivi¢re 1973b) for the UNESCO journal Museum,
Riviere put forward the Yellowstone National Park and the King’s Mountain National
Park as privileged institutions that protected the geological and zoological wealth of
these sites and favoured the interpretation of the environment.! The idea behind the
American National Park movement may have scemed to Rivi¢re to be an accomplished
fulfilment of many of the solutions that the France of the Third Republic was trying to
put into practice: a new attitude to the land, acquaintance with rural France, and the
tourist development of the country.

INTERPRETATION AND NATIONAL PARKS

Rather than the conservation and tourist management of vast areas of unspoilt natural
areas, Riviere’s permanent interest in global cognitive synthesis and ‘total realities’ must
have found a strong affinity with Tilden’s principle by which interpretation should in-
volve both specialized knowledge and ‘subjective’ understanding . The new techniques
of interpretation, developed in National Parks in the United States and Canada as
means to increase visitor’s awareness, understanding and appreciation of the natural en-
vironment, were articulated in Freeman Tilden’s classic book Interpreting our Heritage
(Tilden, 1957). These principles of interpretation involved the creation of visitor cen-
tres, trailside museums and diverse activities such as guides, actors, games, signs, story
telling, slide shows and films.

The interpretation centres not only provided the more practical needs of the visitor
but ‘must have as its main concern to explain the significance of a landscape, natural site
or monument, and foster an understanding and awareness of how the area has changed
and why it looks as it does today’ (Riviere, 1978b). It was also to act as a link to a site,

1 See Dossier ‘Musee et Environment: Mr Trivich’, ATP Archives, Box 84.
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to provide orientation and an overview, to encourage visitors to widen their experience
through other activities such as self-guided trails.

THE LIGHT OF THE NORTH:
THE SCANDINAVIAN INFLUENCE

Riviere’s connection with Scandinavian and Baltic muscums and particularly with
open-air museology was key in the formation of many aspects of his notion of heritage
and museographical presentations. Throughout his life, Riviere would recall what he
called the ‘beam of light coming from the North’: ‘It was in 1929 with my visit to the
Museum of general ethnography in Goteborg, at the dawn of my museum career, that
I first experienced this beam of light’ (Rivitre, 1978c, p.2). As he reported in a letter to
Paul Rivet: “The honesty and scrupulous cleanliness of Scandinavians museums, with
not a trace of the insects so frequent in Paris museums, is one of many examples to fol-
low.” After long hours in the Goteborg museum with director Erland Nordenskiold, he
praised the ‘marvels of sciences and of patience” on display: ‘T must confess I have never
seen anything alike in the many museums I have visited. Such ingeniosity at small cost
is more efficient than all the splendours that can often be seen. It is an excellent lesson to
learn’ (Riviere, 1929, p.22). In 1937 Rivicre invited the Nordiska Museet to display the
exhibition “The Folklore in Sweden’ in the premises of the Musée de 'Homme, which
he presented as an example to follow by the future museum of ethnology of France.
After Goteborg, Riviere spent three days in Stockholm where he visited the Nordiska
Museet and the Open-Air Museum at Skansen founded in 1891 by Artur Hazelius and
Sigurd Erixon.?

In 1936 he was sent on a fact-finding mission to Denmark by the director of Beaux-
Arts Georges Huisman, where he visited the Frielands Open-air museum in Sorgenfri
and the National Museum of Denmark. Riviere later remarked ‘Sorgenfri and the peas-
ant culture rooms in the National Museum of Copenhagen are among the places which
inspired me and I still remember as the most enduring of my National and International
experience’ (Riviere, 1979, p.3). According to Rivitre Sorgenfri was:

“The master of the master in the art of relocating buildings... With an appointed
permanent architect, there is no Open-air museum in the world with better knowledge
to dismount, repair, rebuild a building, wood log by wood log, tile after tile, brick by
brick, mullion by mullion” (Rivi¢re, 1978c¢, p.6).>

2 For more on the relationship between the Scandinavian folklore of Erixon and the
Arts et Traditions Populaires of Riviere see Rogan, Bjarne, 2008, Une alliance fragile,
Sigurd Erixon, George Henri Riviére et I'erhnologie européenne d'avant-guerre,
Ethnologie francaise, vol 38, no 4, 2008, pp.701-710.

3 Marc Maure has been particularly interested in the continuing Scandinavian
influences on Riviere and the wider museum world. See Marc Maure, La naissance
des musées d'ethnographie dans les pays scandinaves (1870-1904), and Marc Maure,
Nation, paysan et musée, On-line URL: http://terrain.revues.org/document3065.html,
Terrain, no. 20, July 2005.
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UNDER THE SPELL OF HAZELIUS:
FOLKLORE AND MATERIAL CULTURE AS NATIONAL IDENTITY

What Riviere came across in his trips to Sweden, Norway, Finland, Denmark and Hol-
land was fifty years of development of ethnographical museology, as represented by the
ideals of Swedish museologist Artur Hazelius. While in France, Fine Art museums and
heritage had become the foundation of a new cultural identity (Poulot, 1997), in Scan-
dinavian countries national identity, as manifested in its material culture, was promoted
by museums of ethnography. As Maure has commented: ‘In these countries, in contrast
with other European countries, it is traditional rural culture that had a bonding role in
the formation of their national identities’ (Maure, 1993). By 1938 Rivi¢re was already
recommending his students in the Ecole du Louvre to visit the folklore museums in Tar-
tu, Riga, Tallinn, Oslo, Helsinki, ‘whose creation preceded the independence of these
nations’ (Rivitre, 1938, p.8).

The fascination this kind of museology had on Rivi¢re was shared in part by his
whole generation. Museological articles, enquiries and reports published in the 20s and
30s show the international prestige of Scandinavian museography. The need to promote
regional and local ethnographical museums on the lines of its open-air museology was
amongst the reccommendations made by the journal Mouséion on the multiplication and
modernization of museums . After the International Conference of Popular Arts and
Ethnography held in Prague in October 1928, Mouséion also published a description
of existing museums of popular arts. Their spatial arrangements and innovative methods
of displaying, storage and techniques of lightning were praised by the Museums Associ-
ation of Great Britain in 1938 (Stendall, 1938).

In France it would be the historian Marc Bloch who expressed best the perception
of Scandinavian folklore and phenomenon of open-air museums. In tune with the prev-
alent conception of the Primitivist ideology, and after a trip through Norway, Denmark
and Sweden Bloch wrote in 1930:

“The deep, almost heathen, sense for nature, that in these countries, under its Chris-
tian and protestant layer, often appears as a survival of old ages... is not in these coun-
tries the product of romanticism... Almost everywhere, ancient peasant customs have
survived, with an authenticity and a purity that we could not find in France, not even in
Bretagne and the Massif Central. Tradition there is not only not far off, but still alive,
with its own technology and ancestral decoration, ready to be fixed for posterity in a
museum’ (Bloch, 1930, p.251).

What was new in Hazelius’s efforts from the 1880s onwards had been the inclusion,
in his collecting, of object-based collections of rural material culture. While the roman-
tic folklore tradition in most European countries concentrated mainly on the recording

4 The significance of Mouséion, particularly in its first decade, was stressed by Albert
S. Henraux in his introduction to the Musées et Expositions section of the 1937 Paris
Exposition Internationale: 'In 1926 the Institute of Intellectual Cooperaton started the
publication of the revue Mouseion... It is to this date we can trace back the official
birth of the science of Museography with its rules and laws.’
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of oral culture embedded in folktales and sayings, Hazelius also included the collection
of ‘old costumes, furniture, furnishing, tools, paintings, music, dances, so that the cul-
ture they represented could be preserved, studied and understood’ (Alexander, 1995,
p- 233). Along with his colleagues in the Pan-Scandinavian movement, he started col-
lecting materials and studying the oral cultures of Denmark, Norway, Finland and Swe-
den. He included in the concept of folk not only the rural, but: ‘the urban, the noble,
the merchant and the professional man, the craft workers and the peasant’ (Alexander,
1995, p.233). Hazelius opened his holdings to the public on October 1873 as the ‘Mu-

seum of Scandinavian Ethnography’.

THE NORDISKA MUSEET AND SKANSEN OPEN-AIR MUSEUM

Visiting Paris for the 1889 World Exhibition, Hazelius had been inspired by what was
to become common practice in these kinds of World Exhibitions: the display of replicas
of vernacular dwellings and the presence of the African and Oriental natives performing
their daily domestic tasks. The experience seemed to have given Hazelius the idea of
expanding his collection of objects and start collecting rural dwellings. Back in Stock-
holm, he decided to reorganize his ‘Museum of Scandinavian Ethnography” and create
instead two complementary museums, an indoors museum - the Nordiska Muscet - and
an outdoor site called ‘Skansen’ which would act a section of the former. The Nordiska
Museet, of which the permanent building was completed and opened in 1907, present-
ed the Scandinavian collection in the splendour of Hazelius’s former exhibition skills,
and in what proved so be groundbreaking display:

‘Twenty one rooms devoted to peasant life in Sweden, seven rooms to Finland,
Denmark, Schleswig, Lapland and Greenland, Five rooms and storerooms gathering
the crafts produced by corporations and guilds; twenty rooms focusing on the material
culture of higher classes of society. (Alexander, 1995, p.247).

The open-air museum ‘Skansen’ opened to the public in 1891, and its success in
terms of number of visitors was immediate. The collection of objects classified and ex-
hibited in cases and in an enclosed environment was superseded by open spaces that
intended to interpret the collection in its original context.

CLASSIFICATION OF OPEN-AIR MUSEUMS

Riviere, in his classification of Open-air museums, described their evolution from a
bare collection of buildings to centres of environmental conservation and regeneration.
The initial idea was just the displacement of disused buildings to a chosen site without
giving particular attention to matching styles or periods or reproducing the original
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natural environment they came from. This was the case of the traditional buildings
originally removed to Skansen:

‘Placed around the tract in no meaningful order, not arranged by province or con-
stituting a true village. The interior was furnished and decorated with great respect for
authenticity. The exterior setting, while composed of native plants, did not try to re-
produce exactly the crops and gardens that would have been found on the original sites’
(Alexander, 1995, p.251).

This first generation of Open-air museums were formally described by Rivitre as
‘type A’: the ‘offspring of conventional landscaping culture: pretty and attractive in the
best of cases, unrealistic at its worst’ (Rivitre, 1978b, p.4). These arrangements were
considered suitable to present regional or national collections of dwellings in relatively
small spaces. The ethical requirement of this practice was never to touch or interfere on
an active farm or building, never to destroy something that was part of the agricultural
life of the locality (Rivitre, 1978b, p.3). Such collections of buildings with their ap-
propriate furniture and equipment correspond to the definition of Open-air museums

published by ICOM News in 1957:

a. Museums open to the public

b. Composed, as a rule, of elements of popular and pre-industrial architecture:
the dwelling of farmers, shepherds, fishermen, craftsmen, shopkeepers and la-
bourers, with their outhouses, places of business, shops and, in general, a variety
of examples of rural, urban, secular, ecclesiastic, private or public architecture of

this kind. (ICOM News, 1957).

This definition covers the first generation of folk museums. However, the expansion
of industrial archacology all over the Western world since the 1970s was not taken into
account: site museums of industrial history which began to emerge in the 1960s and
1970s, such as Ironbridge in England and Le Creusot- Montceau-les mines in France,
are not covered by this definition.’

However, the open-air museum philosophy, with its emphasis on buildings and ma-
terial culture, was overtaken by Riviere’s concerns on the natural environment. Riviére’s
“Type B Open-air museums’” were those created in situ and with their original geolog-
ical, climatic, botanic, zoological and environmental conditions. This was reflected in
the conclusions of the ICOM-supported ‘Museum and the Environment’ symposium
0f 1972, sponsored by the French Ministry of the Environment. The aim of an Open-air
museum would be:

5 The 1957 definition of Open-air museums considered future developments: ‘Will
eventually consist of examples of architecture, which has not been possible to pre-
serve in situ, along with architectural examples dating from the industrial era. The
open-air museum normally also provide facilities for the education and amenities of
the visitor’ (ICOM News, 1957).
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e To bring about an inter-disciplinary study of that natural environment in all its
aspects of heritage, and of cultural and natural development, stressing the tran-
sformations of the systems and relationships that constitute the environment;

e Establishing documentation concerning that environment, either created by the
museum or borrowed from other useful sources, but accessible to all;

e To establish an acquisition policy for typological series and an ecological colle-
ction of objects and specimens representative of that environment;

e To communicate to the public the cultural assets thus collected directly in the
form of permanent, temporary or travelling exhibitions or through ‘kits’ comple-
ted if necessary by audio-visual means, so as to present the environment in time
and space, and to promote active participation on the part of those touched by
the exhibitions, indirectly through written or verbal texts, radio or television and
other mass media;

o To encourage the population of that environment to react to all these museum
activities, and to assist in the continuous development of that environment;

o To give these various activities the widest possible scope within the museum pre-
mises, with the public, and outside the museum premises through contact with

the local people. (ICOM News, vol. 25, 1972, p.174-6).

This kind of project was considered by Riviere altogether more complex than the
mere reconstitution of buildings. Their preservation was interdisciplinary and mul-
ti-professional, involving the conservation or restoration of the original landscape, ver-
nacular flora and fauna. Because of their potentially large sites they also need much
more careful planning, with a close evaluation of their suitability, representativeness
and distribution.

LIVING HISTORY & LIVE INTERPRETATION

From the beginning of his work in the late 19th century, Hazelius encouraged the live
interpretation of the past ways of life and skills. Guides and caretakers wore period cos-
tumes and domestic crafts were demonstrated in the buildings, reproducing the sounds,
skills and aromas of traditional trades, e.g. baking, spinning, weaving, needlework,
candle and soap making, cheese production and other activities. Several restaurants
were set up and served traditional Swedish food; folk music enlivened the old houses;
open-air theatre was performed in the summer; seasonal festivities marked moments
of history, such as the national traditional festivals of Walpurgis Night (April 30) and
Midsummer Eve (June 23); and, before Christmas, ‘Boys were clothed in white with
illuminated candles” (Alexander, 1992, p.252). As Riviere recalled from his visits to
Open-air museums:
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“We can see in them [the new living history museums] old mills, crafesmen’s work-
shops and a real church in which anyone can get married. Women in regional costumes
look after the houses and its furnished interiors, and spin and weave in front of the
public. A family of Lapps brings to life a nomad camp. Nearby a zoo and a restaurant
that offers gastronomic specialities from the different Swedish provinces’ (Rivicre,
1936, p.64).

These kinds of activities have often being criticized by social and political commen-
tators as inclined to present too beautiful, too neat and clean a picture of the past, to
romanticize its great personages and important happenings and to appeal too much to
the nostalgia of the present day visitor. They often omitted or played down the ugly fea-
tures of the age they presented, the grinding hard work, pervading poverty, injustice of
serfdom, slavery of working class and the ravages of diseases. They also had the problem
of freezing a moment or a short time period of the past, of failing to show the develop-
ment and the flow of history. (Alexander, 1995).

Back in 1944 he had doubts about turning the population into a tourist attrac-
tion: “What cannot be sustained is to turn peasants and their way of life into a zoo
just to please the traveller and to promote tourism’ (Riviere & Maget, 1944, p.7).
With the years, however, there was a clear change in Riviere’s attitude toward the
recreation of an idyllic view of peasant society. By 1978, Rivitre's reservations about
presenting an idyllic view of peasant society and highlighting the aesthetic criteria
over the harshness of everyday rural life were not so strict: “Today, better informed on
the condition of development of National Museum of Denmark, I start to doubt the
legitimacy of these criticisms’ (Riviere, 1978c¢, p.7). His concerns on the priority to be
given to a realistic representation of social and economic condition gave way to mu-
secographical sound practices. Having witnessed many examples of live interpretation,
Rivi¢re seemed to be impressed by the attention to details in reconstruction of inte-
riors, the realism of the re-enactment of techniques and crafts, and the professional
competence of performances of historical events. The costumes used were, however,
not to be originals, which were to be kept and preserved as museum objects. (Riviére,

1978c).

RE-ENACTMENT OF PAST TECHNOLOGIES

As dedicated followers of Marcel Mauss, Rivi¢re and his generation tried all their lives
to find a museological framework for the conservation and re-enactment of tradition-
al gestures as represented in dancing, songs, institutional rituals, craftsmen’s skills and
technological knowhow, which were disappearing at a faster rate than the objects and
ceremonies they produced. In the search for a ‘structural museology’ Riviere highlight-
ed two domains: a symbolic domain in which the formal comparisons of object would
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find their universal meaning (Lévi-Strauss, 1975) and the phenomenology of gesture
and movement that found their expression in the ethno-musicology of André Schaeff-
nerand the ethno-technology of André Leroi-Gourhan (Schaeffner, 1936; Leroi-Gour-
han, 1936, 1943, 1945, 1964).

While the systematic accumulation of objects, proposed by Lévi-Strauss, secemed to
find its home in the storerooms and displays of a traditional museum, Open-air muse-
ums offered a perfect framework for a museology of gesture in which these activities
could be re-enacted:

“Technical activities such as field cultivation, animal stock breeding, forge activities,
pottering turning, spin and weaving, bread making and baking recommendable? Yes,
absolutely, if we take into consideration the success of these sorts of animation, especial-

ly on the young’ (Rivi¢re, 1978, p.5).

WILD AND DOMESTIC ANIMALS

From the beginning Skansen contained a zoo. Hazelius stocked his open-air museum
not only with domestic animals, goats, cattle, sheep, reindeer, geese, ducks, chickens
and the like, but with cages and enclosures with wild animals such as elks, bears, lynxes,
wolves, storks, representing the Swedish fauna (Alexander, 1995, p.252). The presence
of poultry and domestic animals such as cows, sheep and horses would be incorporated
by Riviére in his open-air museum museography as a form of protection of endangered
races’ domestic animals. Following the example of the Danish Natural Parks, Riviere
recommended using ‘the appropriate methods to attract wild local and migratory birds,
such as open giant cages that avoid the sense of captivity, and set up alongside trails and
bird observation posts’ (Riviere, 1978, p.6).

When, in the 1970s, the museography of Open-air museums was adapted in France
to serve the concept of the Ecomusée, Riviere argued that wild and domestic life were
to be part of their policy of environmental conservation and breed production. Thus,
in the Ecomuseum of the Island of the Ouessant, a programme to save the threatened
traditional local sheep was one of one of the missions of the Ecomuseum which soon
became a genetic bank of certain species. In the same way, in the Ecomusée des Landes,
endangered species of sheep which had been very important for the economy of the
country became part of the overall museological programme, and a genetic site was
presented as a museological ‘antenna’. A programme for the protection of chicken and
poultry was organized, with the assistance of scientific organizations such as the Nation-
al Centre for Scientific Research and the National Agronomic Institute. (Riviere, 1976b).
(See also Riviere, 1978, Appendix I).
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VISITORS AND INTERPRETATIVE CENTRES,
OUTDOOR TRAILS AND PATHS

In 1978 Riviere’s described the new visitor centre of the Danish National Museum’s
Sorgenfri Open-air museum, founded in 1897, as a good example of what he considered
a state-of-the-art muscography, introducing with texts, maps, graphics and models of
the various dwellings and outbuildings to be seen in the open-air visit. Commenting on
recent developments, he wrote:

‘Open-air museums, parks and Ecomuseums set up interpretation centres in which
the systematic exhibitions of agro-pastoral, crafts, domestic or ritual objects are pre-
sented alongside the living activities performed in the open air. Others go even further,
and in one single building display the whole evolution in which the synchronic pres-
entation of the territory is given a diachronic approach: the visitor can follow the whole
evolution of the territory from geological times’ (Rivi¢re, 1978b, p.6-8).

Trails and paths were to be laid out, signposted with environmentally friendly infor-
mation boards and complemented with the distribution leaflets.

DIFFICULTIES OF IMPORTING THESE IDEAS TO FRANCE

According to Riviere, Huisman sent him in 1936 to Sorgenfri in a fact-finding mis-
sion to study the possibility of ‘creating a similar institution in France, in the Park of
Chambord, in the heart of the Loire country’ Rivi¢re seemed to have soon realized the
difficulties of importing the Scandinavian Open-air museum idea to France. As Marc
Bloch had remarked before, ‘Everywhere in Scandinavia (except Denmark) vernacular
dwellings are in wood: to dismount them and reconstruct it is not such a difficult task’
(Bloch, 1930, p.251). Most vernacular buildings of Scandinavia and the Baltic were well
preserved in the dry cold climate, and comparatively easy to remove. In contrast, in
France rural architecture is made of extremely diverse materials coming from the locali-
ty: stone, brick, earth and straw walls, etc. To dismantle, transport and reconstruct many
of these kinds of materials could not be considered. In addition, the extreme number
of existing types and styles across France made the idea of national Open-air museum
impracticable. Rivi¢re’s recommendation at the end of his 1936 mission to Denmark
was that ’the idea would not be suitable for France’ (Riviere, 1978c, p.3). Instead he
seemed to have started to work on the idea of a ‘Museum of Popular and Traditonal Art’
which was to become the MNATDP, and which he envisaged serving as a synthesis and
headquarters for a network of regional Open-air museums across France:

‘Thave thought of creating in Paris a museum of synthesis, a centre with a programme
of activities complementary to those of regional museums: each one must develop ac-
cording to its own methods, its topography, its resources and genius. For this synthesis
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we will get inspiration on the example of the Museum of the Walloon Life and the Mu-
seum of Rhenania. This museum of synthesis will have a documentation centre that will

direct the specialist to the provinces’ (Riviere, 1936, p.68 - 69).

DUAL ORGANIZATIONS

Although the idea of moving French rural buildings was judged by Rivi¢re impractica-
ble, what seems to have caught his early attention was Hazelius’s concept of the comple-
mentary role and organization of the outdoor and the indoor sections of folk museums.
In Stockholm, the Nordiska Museet provided proper processing, storage and conserva-
tion of objects, broad service to scholars, and scientific research and publication, while
Skansen, its outdoor counterpart, stressed popular education, with much reliance on
sensory perception. (Alexander, 1995, p. 249).

In the National Museum of Copenhagen, Rivi¢re ‘admired the rich collection of
objects, the room interiors wisely selected, dismounted and reconstructed” (Riviere,
1978c, p.7). In the Frilands open-air museum in Sorgenfri (1897) he admired the col-
lection of farmsteads, cottages, rural dwellings and farm outbuildings which had been
brought from their original sites and equipped with traditional furniture, utensils and
implements. As Riviere later remarked, both museums complemented each other:

“The two projects are in fact one, which like twin mirrors reflect one another to in-
finity... the rooms in display in the National Museum of Copenhagen presented the ma-
terial culture of the dwellings in Sorgentri... these rooms have been reconstituted with
rescued houschold interiors, costumes, representative objects of traditional hunting and
fishing techniques, customs and changing ways of life’ (Riviere, 1978c, p.3).

RIVIERE AND THE GERMAN WORLD

The German cultural scene seemed to hold a strong attraction on Rivitre. He first
went to Germany in Christmas 1931, apparently escorting the Minister for the Colo-
nies Paul Reynaud on his so-called ‘tourist trip’ to Berlin. Encouraged by his Parisian
connections (e.g. David David-Weil, Georges Wildenstein and Henry Kahnweiller),
Riviére became close to certain financial circles, such as Alfred Flechtheim and the
banker Baron Eduard Freiherr von der Heydt. Flechtein was the representative of Hen-
ry Kahnweiller in Germany and ‘the mediator in the loans given to the MET through
the von der Heydt Bank’ (Gorgus, 2003; Gonzalez Lovera, 2002). The Baron von der
Heydt was active in Amsterdam and London, and a keen collector of both modern
painting and Chinese, African and Indian objects. Both men shared many interests,
and soon Riviere was invited to the magnificent von der Heydt mansion in the Dutch



65

AP PEMOH AE AA POIIA MMA DR DE LA ROCHA MILLERAYMOND
AHU YTULLAIV HA INTERNATIONAL ORIGINS OF GEORGE
EKO-MY3EJA XXOPXXA AHPUJA PUBUJEPA HENRI RIVIERE'S ECOMUSEUM CONCEPT

city of Zaandvoort. According to Nina Gorgus, the baron’s inclinations could be con-
sidered ‘neo-conservative’ and his relations with National Socialism ‘ambiguous. In
this social setting, Riviere wrote to a Parisian friend Vera Bour reporting his fascina-
tion for the German oligarchy:

‘T am surrounded here by a very interesting and varied company. German Barons,
formal and polite diplomats, art critics and artists from Germany and Holland, bankers
and Royal highnesses... I also have long political conversations with diplomats who are
inviting me to Berlin in August. Do not worry, [ am not turning into a Hitlerian [this
line was followed by a sketch of the Nazi swastika] and my German is improving’ (Riv-
iere, 1932).

Baron von der Heydt also entertained in his Swiss ‘Monte Verita’ mansion in As-
cona, where a string of thinkers and artists could be seen: most of the members of the
Bauhaus; members of the Dada movement; the psychiatrists Otto Gross and Karl Jung;
painters; artists; anarchists such as Leon Trotsky; Ernst Frick and Isadora Duncan
(Gonzalez-Llovera, 2002, p.551). After a trip to Ascona in 1933, where he appreciated
the wonderful collections of his guest, Rivi¢re described to Rivet the naturist and open-
air activities in which people were lightly dressed’ (Riviere, 1933).

However, besides the close personal connections that Riviere held with financial,
aristocratic and muscological circles, there were in Germany a number of cultural tradi-
tions that were close to his cultural concerns.

NATIONAL IDENTITY AND FOLKLORE
‘In the beginning was Napoleon, then it was Heimat’ (Nipperday, 1983, p.11).

We have already seen Rivitre’s perception of the role of folklore in the struggle for inde-
pendence in many countries from the Baltic to the Balkans. Nowhere was this truer than
in Germany, where a reaction against the Napoleonic experience - the almost untrans-
latable noton of ‘Heimat™ - gave to the local territory and folklore a major importance
as key building blocks of German identity. According to Riviere, in Germany folklore
became a key support vindicating ‘the mysterious forces of the Germanic race’ (Riviere,
1938, p.8). Whatever mysterious forces Rivi¢re had in mind, philosophically and his-
torically the notion of ‘Heimat’ could not be more antagonistic to the Jacobin notion of
the ‘citizens’ in the French tradition. (In his Essai sur I'Individualisme, Louis Dumont
(1983) contrasted the German idea of national identity based on Herder and Fichte
with the French concept based on the Jacobin tradition.) This opposition to the French
tradition is well encapsulated by the important distinction made in Germany between
‘culture’ and ‘civilization’ For the German provincial bourgeoisie, the history evoked
by the word ‘civilization’ was ‘political history, the history of power and “life according
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to the history of thinking,” and as such was considered as suspect’ (Roth, 1989, p.133).
In contrast, the history represented by ‘culture’ was regarded in Germany as the history
of the ways of life, with its language, skills and gestures, including in culture traditional
activities such as knitting, eating, etc. (Gosselin, 1988, p.200).

While the true citizen of the French Republic was encouraged to leave behind all
sense of local belonging and develop a national identity based on the progress of hu-
man spirit, in Germany the reinforcement of the local, community, history and lan-
guage, was to be promoted as one of the many ways of being a German. As Applegate
expressed it ‘Had France not existed, the Heimat movement may well have had to be
invented’ (Applegate, 1990, p.87), or as Rivitre put it ‘we owe to Germany the reference
to folklore in supporting the patriotic vindication of every contested or conquering na-

tionality’ (Riviere, 1938, p.8).

FOLKLORE AND GERMAN PHILOSOPHICAL TRADITIONS

Along with the political motivation, folklore in Germany had a strong social, philo-
sophical and epistemological character, reaching beyond the character of ‘soil and
blood’ imprinted on it by National Socialist anthropology. As Applegate commented,
‘Folklore for the inhabitants of Rhenania (the Rhineland) became the repository of a
widespread longing, not for the life of the farmer, peasant, or medieval artisan, but for a
non alienated, undivided life’ (Applegate, 1990, p.86). In the words of Nicole Belmont
the interest in folklore must be seen in reference to the ‘Germanic fixation with the
“original” and the “primitive” inbuilt in the prefix “ur”” (Belmont, 1973). From Goethe
in his search of the Ur-phenomenon in colours, flora and fauna, to Herder’s notion of
‘spirit of the people’ through to Nietzsche’s Dionysian creativity of the Ur-Mench, the
notion of primordial creativity had a direct incidence on the romantic apprehension of
reality, and on notions of leadership and management of human affairs. The popularity
of Nietzsche with the French artistic avant-garde and the writings of Bataille in the
journal Documents which Rivitre co-edited, drew a direct connection with this philo-
sophical tradition.

The community of concern about the nature of human relations existing between
the French and German school of sociology also needs to be stressed. Both schools of
thought assumed the existence of a prior homogeneous society that has been subvert-
ed by urbanization, industrialization and division of labour. The long debate about the
proper relation between locality and nation, the universal and the local that shaped the
notion of Heimat, ran in parallel with concerns about the nature of human relations
in both the prevailing French and German schools of sociology. Tonnies’s (1887) dis-
tinction between community and society (Gesellschaft and Gemeinschaft) are parallel
notions to Durkheim’s mechanical and organic solidarity. These came to be identified as
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not two stages with a unilinear and dichotomising historical development, but rather,
in the words of Applegate, ‘the two poles between which all forms of human association

could fluctuate’ (Applegate, 1990, p.6).

THE BAUHAUS MOVEMENT

The romantic tradition in folklore was not the only German affinity in Riviére’s museol-
ogy. The work of the German creative avant-garde, and particularly the Bauhaus experi-
ences in the domain of object design, spatial innovation in architecture and exhibition
must also be considered. The Bauhaus was celebrated in Paris as ‘the only school of mod-
ern art that reflects in every sense the spirit of our time’ (Grohmann, 1930, p.273). The
‘metaphysical architecture’ of the German Pavilion in the 1928 Barcelona Exhibition in
its ‘simplicity and enlightened use of means and intentions’ represented ‘the true spirit
of the new Germany, a Germany that was opened to ‘every current that have access to
our hearts” (Rubio Tuduri, 1929, p. 410). The prestige accorded to the Bauhaus in the
Parisian circles was not, according again to Cahiers d’Art, because of the presence of
the leading contemporary artists in Germany, or because of the scope and fertility of
its research, but because of the existence in all of them of ‘a common idea bonding art
to life in a harmonious and indivisible whole in a way the world has never scen before’

(Grohmann, 1930, p.274).

THE HEIMAT MOVEMENT AND
THE MANAGEMENT OF LOCAL HERITAGE

To further understand Rivi¢re’s sympathy for the Heimat movement, we should focus
on the management of the local heritage practised by the movement in the different
German Federal states. The origins of the movement can be traced to the second half of
the 19th century, though it expanded and multiplied in the first two decades preceding
the First World War. Its popularity and dynamism are a reflection of an carly aware-
ness in Germany of the importance of global heritage. The existence in Germany of a
well-grounded and decentralized municipal power was in stark contrast with the pro-
vincial poverty and lack of interest for the everyday local of 19th Century France (Ory,
1996). Applegate (1990) regards the Heimat movement as the outcome of an unprec-
edented proliferation of provincial cultural associations that merged into the common
goal of finding new forms of celebrating local heritage. For years, botanical and zoolog-
ical associations had been recording local flora and fauna, historical societies focusing
on the revival of past songs, dances and costumes, while folklore enthusiasts promoted
interest in all branches of folklore, from dialects to all forms of poetry and popular tales.
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Groups of local citizens called “Verschénerungsvereine’ (literally ‘beautification
societies’) started concentrating on restoring landscapes and historic ruins; nature was
filled with paths, huts and castle ruins to reinforce the love for the land and its history.
Besides strengthening civic pride, the aim of these societies was to improve the reputa-
tion and recreational facilities of the area, with a beneficial influence on local business,
especially in areas of declining economic prosperity. To counteract the perceived nega-
tive moral influence of the modern city, members of folk societies started to produce a
variety of simple styles of dress and dance, along with songs and traditional fables from
the various parts of the region. At the core of their preoccupation was to find signs of
collective identity. Historical pages, with recollections, memories and anecdoctes refer-
ring to local sites, artefacts and famous people, appeared as supplements to many local
newspapers. Distinctive regional costume of the peasantry and small towns that had
not been worn since the 18th century appeared, and the historical association members
hoped that their revival would induce ‘the upper levels of society’ to rally around their
view that ‘patriotic’ clothing was the best antidote to the reductive character of modern
fashion. (Applegate, 1990).

The concerns of the Heimat movement were not only historical or archacological
but also aimed to improve community life. There were social evenings in which members
would sing local songs, dress up in local costumes, sample local wines and listen to read-
ings in local dialect. More revealing still were the historical parades involving elaborate
costumes and parade floats, typically chronologically chaotic rather than in a conventional
historical narrative, telling the history of the community or region. Parades were strung
together focusing on the most evocative and colourful moments from the region’s past asa
series of evocative portraits, evoking an idealized story of the past, in which the egalitarian
mixing of kings and peasants tried to re-enact a lost harmony among all classes.

THE HEIMATMUSEUM

The Heimat Movement found in the local museum (Heimatmuseum) the fullest expres-
sion of these historical concerns, and from German unification in 1871 to the World
War in 1914 they multiplied by the thousand across Germany. This ‘modern museum),
according to Albert Becker (1915), ‘should be a people’s school, opened to every man.
Our museums, from being the creations of a private, aristocratic places of pure learn-
ing, have today become democratic institutions. Becker recommended that through
the museum people should follow a clear path in the display of collections ‘from natural
history to everyday life and cultural history, then to economic and political, military
and juridical history’ (Becker, 1915, p.24). In contrast with museums of the past, ob-
jects were not collected on their own merit, but instead were to help make tangible
what the German anthropologist Adolph Bastian called Togoi spermatikoi), ‘pregnant



69

AP PEMOH AE AA POIIA MMA DR DE LA ROCHA MILLERAYMOND
AHU YTULLAIV HA INTERNATIONAL ORIGINS OF GEORGE
EKO-MY3EJA XXOPXXA AHPUJA PUBUJEPA HENRI RIVIERE'S ECOMUSEUM CONCEPT

thoughts’ or ‘thought-seeds’ which, though never directly observable, were deducible
from the plethora of folk ideas, and enabled all individuals and communities to solve
their problems. (Keeping, 1983).

The Heimatmuseums were thus to be understood as an expression of that inner im-
pulse that the Heimat considered to be the foundation of life and the human self. Ac-
cording to Lehmann, these museums, which continued to be developed as part of the
National Socialist agenda, aimed at displaying an inner and moral concept embracing
the totality of the soil and the totality of man. They were to introduce the visitor to the
inner vision of his environment, of its milicu, so he could come to intimately under-
stand man, the land and its economy. (Lehmann, 1935).

The Heimatmuseum used not just original objects, but equally casts and reproduc-
tions, maps and relevant documentation to explain concepts of geography, economy,
ethnicity, race, the formation and the influence of the soil. In contrast, genuine objects
including historic castles, archaeological sites and the natural wonders, etc, when possi-
ble were to be left in their original setting; instead, through the creation of maps, trails
etc, these should be made physically accessible to the day-trippers, who need no longer
depend solely on museums to become acquainted with the region as a whole. (Becker,
1915). In accordance with the Federal nature of German government, these museums
were independent from any outside interference and funded by the local population.
Thus the Heimatmuseum in Neustadt was a project of the Chamber of Commerce, a
minister, and a teacher, and according to the major ‘in conjunction with the entire citi-

zenry of our town’ (Applegate, 1990, p.93).

MUSEOGRAPHY IN GERMANY

From 1933 the Heimatmuseums were quickly brought under the control of the Nazi
party and its local administration. For example, the Haus der Rhenischen Heimat (Hei-
mat Museum of the people of the ancient princedom of Renania - part of the modern
Rheinland-Pfalz) was inaugurated by Joseph Goebbels in 1936 and conceived specif-
ically as a site for political propaganda, teaching the official history as understood by
the National Socialist movement. Klersch (1936) introduced the new Rhenischen
Heimatmuseum to the professional in the leading international journal Mouséion. Eth-
nography and history were presented together in five sections: historical and political
evolution; the Church; the towns and the bourgeoisie; the rural population; and the
economy and its workers. From a museographical point of view, the exhibition made
extensive use of copies, reproductions and models in combination with original objects,
charts, maps and statistics.

The next year replicas of some of its rooms were displayed within the section ‘Mu-

seography’ in the Palais de Tokyo at the 1937 Universal Exhibition in Paris, where they
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were widely seen as the way forward in museographical presentation, and responding to
the most modern rules of publicity and promotion. In his revue on the 1937 Exhibition
on museography, Riviere praised in particular the ‘Musée du Pays rhenan’ as a grandiose
synthesis of the Rhenania, from the State and its principles to the humble peasant, pass-
ing through the lords, clericals, bourgeois and craftsmen’ (Riviere, 1937f).

Riviere’s interest in contemporary local German museum developments was essen-
tially muscographical — about the approach to museum interpretation and communica-
tion - rather than ideological.

Thus for the occasion Rivitre presented, in the Rural Centre, the ‘Musée de Terroir’
(Local Museum) of Romenay-en-Bresse, using similar museographical techniques to its
German counterpart in Rhenania. The exhibit, presented in the French press as ‘sensa-
tional novelty, prompted a German visitor to the Fair to point out that its inspiration
was the Hauss der Rheinishchen Heimat and confirming, in his view, the influence of
the German experience in local museum on French muscography. (Gorgus, 2003).

RIVIERE, THE SOVIET UNION AND ITS CULTURAL POLICY

It is often difficult to understand the fascination that a whole generation of Frenchmen
had for the Soviet Union without reference to the French Revolution and foundational
myths of the ‘culture des sans-culottes: the myth of the revolution as Promethean gesture
by which the shortcoming of the past are overcome by a sudden and violent break that
inaugurates a new era of hope and progress, and the belief that progress flows naturally
through the oppressed of this world under the leadership of the intellectual and political
left. (See, Aron, 1957). In the inter-war years, the leaders of the Russian Revolution were
frequently twinned with the iconic names of the French Revolution: Lenin with Robe-
spierre, Trotsky with Danton, etc. The view that history was flowing through the actions
of the Russian Bolsheviks was often an underlying belief for a whole generation of French
intellectuals. The philosopher Emmanuel Levinas illustrated this Hegelian idolatry of his-
tory as reference and as necessity to create transcendental meaning in writing:

“When I left Russia in 1920, I felt that I was leaving the place where history was been
written...I was heading for comfort, to a life made of everyday things, a charming life
where thing pass normally, but history was in the making back there’ (Lévy, 1991, p. 105).

After the journey that led him from Cologne, Berlin, Kaunas, Rifa, Tallinn, Helsinki
and Leningrad, Rivi¢re described to Rivet his empathetic impressions about the world
unfolding to his eyes:

‘As you had predicted, no need to tell you that I have been seduced by the USSR be-
yond any word. I am not only referring to its museums that are human, substantial and
fertile, but to its social conception and way of life. I would not say I have chosen, this was

done for me by other people, but I can say I have understood’ (Riviere, 1936b, p.26).
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In similar terms, years before, his enthusiasm for German Communism had led him
to write from Berlin (6 January 1932) ‘on the growing necessity to my eyes for our soci-
ety to walk towards communism’ (Riviere, 1932). Riviere’s historical assumption of the
1930s would be reasserted fifty years later in the importance he gave to the Soviet model
in his lessons on museology in the University of Paris VI:

“The year 1917, year of the October Revolution, is a crucial date in the history of the
world. The socialist world is going to be organized in the Euro-Asiatic space of the old
Empire of the Tsars, facing the capitalistic world, which little by little will be dominated
by the United States’ (Riviere, 1989, p.57).

As he confided in his correspondence with Rivet, Riviere seemed to have found in
the Soviet Union the ideal museum:

“What a joy to find here the museums I have dreamed and finding developed in a pre-
cise language the theories I have been sketching these last few months: my themes on ac-
cumulation, selection and synthesis I have the pleasure of finding’ (Rivi¢re, 1936, p.26).

In Leningrad he gave a presentation at the Institute of Anthropology and Ethnogra-
phy of the Academy of Sciences where his idea of synthesis as the outcome of an histori-
cal process of accumulation, classification, selection and synthesis was appreciated: “The
Academy of Sciences that asked me to publish my ideas” (Rivi¢re, 1936, p.26).

Like the cultural programme put into place by the French Revolutionaries, the ini-
tial programme of the Rusian Revolution was full of hope and enlightened expectations.
The artistic patrimony of the nation became property of the State. As Rivitre put it:

‘In 1917 a “College” was instituted by Lenin for museums and the protection of
monuments of art and antiquities. In the new Soviet Union this meant the take over of
museums by the State...which is still today one of the organizational principles in that
country’ (Rivi¢re, 1989, p.61).

A complete reorganization of art schools was made, and the traditional bureaucracy,
which had controlled art education, was abolished and replaced by the Nakrompros
(an abbreviation of People’s Commissariat of Enlightenment). The presence of the Pro-
letkult network (abbreviation for Proletarian Culture) and the formation of Inkhuk
(abbreviation of institute of Artistic Culture) afforded the artists unprecedented op-
portunities to wield administrative and bureaucratic power and to propagate personal
beliefs. As Bernard-Henry Lévy has commented, a regime that initially had Chagall as
Minister of Fine Arts was bound to be a dream become true for the café and teaching
culture of the French intelligentsia. (Lévy, 1991).

One of the consequences of the expropriation of the property of Russian emigrées
was the transfer to the museums of the Soviet Union of vast collections of modern and
contemporary painting, totally absent at the time from French public collections. Thus
the Pushkin Museum of Art in Moscow had the most extensive collection of avant-garde
painters, an ‘extraordinary wealth of Cézanne, Renoir, Gauguin, Van Gogh and Matisse,
each of them in their own individual rooms’ (Antal, 1932), while Cahiers d’art referred to:
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“The most admirable set of paintings by Matisse, Picasso, Braque, Gris, Leger,
Chagall, Derrain etc. If today we want to have a precise idea of what that French move-
ment meant before 1914 it is to Moscow you must go’ (Cahiers d’Art, 1930, p.338).

This presence of work of living artists, not only in Soviet Museums but also in many
other countries except France, was seen as a complete vindication of Riviere and his
generation of museum professionals:

“Why does France, which in the last half a century has produced or attracted the
best painters and sculptors in the world, not have a muscum of contemporary art?
The museums of London, Stockholm, Goteborg, Berlin, Cologne, Hamburg, Breslau,
Prague, New York, Chicago and Philadelphia not only have Corots, Courbets, Degas
and Daumiers but a remarkable selection of the living painters of the School of Paris.
The United States, Russia, Germany, England, Sweden and Czechoslovakia have works
of the best of these painters which form a documentary collection that will be impossi-

ble to find in France’ (Cahiers d’Art, 1930, p.337).

MUSEOGRAPHY IN THE SOVIET UNION

As we have seen, Riviere’s muscography was associated by German observers to the
methods developed by the heimatmuseums. In France, however, conservative critics
identified these methods as directly imported from the Soviet Union.® Rivitre often
used this identification with the methods of display in the Soviet Union to promote his
projects with the Popular Front decision makers. According to Rivi¢re’s correspond-
ence, what seemed to have caught his attention in the Soviet museums was the inter-
pretation of themes and discourse, which conformed to his idea of synthesis. In 1930
Mouséion published an article on the ‘new directions’ in Soviet museums, explain-
ing how museums had their mission redefined and their collections reorganized. As
Pierre Gaudibert has pointed out, the new ideas for the ‘montage’ of permanent and
temporary displays were presented by Lenin’s partner, V.N. Kroupskaia in her article
“The museum in the front of class struggle and the Soviet reconstruction’ published in
Pravda, 24 December 1934. The display intended to bring together painting, sculpture
and any other artistic practice of one period (graphics, stamped-prints, applied arts,

6 The ‘directed’ or politically motivated character of Soviet museology was shared by
German, Italian ‘directed’ modes of displaying and coincides with the ‘educational
role of museum in modern societies’ promoted by the Popular Front. Thus, in the
words of Rene Hughes, the visitor must not be left alone. The display must ‘allure
him, seduce him, and force and direct his/her actions’ (Hughes, 1937, p.778). Against
the accusations of ‘propaganda,’ French museologists made the distinction between
informing and teaching. In practice the distinction was not clear cut; information
implied a selection of facts which in itself was a ‘directed’ discourse shaped by the
ideological paradigm of science. Beyond its ‘scientific’ ideology, the very project of
modernization of ethnological museums aimed at re-educating the citizen in the
values of equality and justice of Westen humanism. The promotion of local muse-
ums, as we shall see, would be tailored to the specific modes of decentralization
promoted by French Jacobine ideology and later by the business priorities imposed
by market economy.
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decoration, architecture and even music and literature) into the global synthesis. Each
object-witness was inserted in the historical conditions of production and class strug-
gle (Gaudibert, 1978).

The display of the collection at the State Hermitage in Leningrad epitomized the
exhibition techniques of presenting objects of art to the greater public. Reorganized
between 1930 and 1934, the displays of the Hermitage could be regarded as examples
of the ‘great mutation’ that historical interpretation underwent in Soviet museums. As
described by Theodor Schmit, Director of the Art Institute of Leningrad:

‘Collections displayed in museums since the October Revolution aimed to place
the works of art in the environment where they were created and in which they became
most eloquent and instructive, to use them as propaganda, to explain the evolution of
the artistic styles through the events of the class struggle ... this is what we want and we
intend to do’ (Schmit, 1931, p.220).

Following the principle of the period rooms popularized in Germany by Bode,
paintings were displayed alongside sculpture, engravings, drawings, porcelains, weap-
ons, tapestry and fabrics.

The aim was to show how works of art are born from the relationship of production
and the ideology of class, and include in this context all the forms of art. The sequence
of rooms in the Hermitage was ordered chronologically from the 16th to 20th Centu-
ries, with scenes of everyday life illustrated with paintings, drawings and objects of dec-
orative arts. Paintings were divided to illustrate the formation and advancements of the
various social classes. The rooms introducing each new period had introductory boards
showing the most important dates of economic history, with statistics of production
alongside the relationships between economy and ideology. Often in each room there
was a short and clear explanation explaining the artistic ideology. Further detailed ex-
planation was given in the catalogue. To help to understand the style in its totality and
through all its manifestations, pictures were exposed with sculptures, stamps, drawings
and decorative art objects, porcelains, weapons, tissues, tapisseries, etc and architecture

with photography.

EDUCATION AND LOCAL MUSEUMS

Alongside these changes in display, the purpose and mission of the new Soviet museums
as published by Mouséion in 1930 also coincided with the Republican idea of education
as a preliminary step to citizens’ identity:

7 A new strategy was adopted by the totality of communist parties from 1926-38. In
the Soviet Union it was through detention and persecution ‘and Soviet museums will
end up being the solemn and educational temples.’ After the Revolution the mission
of education and conservation was initially given to artists (notably Lounacharsky),
but by the end of the 1920s artists had been removed and replaced by critics and
sociologists of art, and the policy was disseminated by a museum staff close to the
Soviet Proletkult.(Gaudibert, 1978, p.17).
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“We are in the presence of a global movement that aims, in the first place, at mak-
ing museums educational tools in the presentation of contemporary world and then to
make of collections a living, dynamic and empathic organism in the service of human-
ity’ (Mouséion, 1930, p.159).

Museums were thus to be ‘living organisms’ accessible to the masses, and flexible and
powerful instruments of education (Mouséion, 1930, p.150). Riviere reflected on these
new directions:

“What is important in these transformations is less the presentational style than the
philosophical spirit and orientation of museology. A new museum has been created,
with “vocation populaire,” attached to the expression of socialist values” (Riviere, 1989,
p.61).

This was particularly true for local museums. In the Conference of the Department
of Museums (Moscow, 1920) it had been decided that the main objective of a local
museum was to depict on a scientific basis the locality to which it belonged and to
contribute to the restoration of the local economy. In 1921 a Central Burcau for the
Study of the Region (‘'TsBK) was created to promote local studies and to coordinate and
cooperate with local societies. The priority was the research of local natural resources
(air, water, soil, climate, flora, fauna and minerals), together with local art, customs and
religion. The local museum was to collect, conserve and study objects that illustrate
the history of nature, the history of the ways of living and socio-economic history. It
was to be organized to carry out research on its territory and, through exhibitions and
publications, contributed to education of the masses according to the Marxist Leninist

conception of the world. (Gosselin, 1993, p.50).%

CONCLUSIONS

This chapter has reviewed the affinities Riviere must have found in his early Inter-
national trips. The German and Soviet museographical displays visited by Riviere show
the existence of a frontline museographical culture in matters of presentation and dis-
play, to which Rivitre, brought up in an avant-garde milieu of arts critics and collectors,
must have felt close affinities. His international trips confirmed and/or strengthened
some of his ideas, as well as the use of temporary exhibitions as a means to reach a wider
public. The Museum of Art of Toledo of Ohio, to name but one, with its string of tem-
porary exhibitions and continious hands-on educational activities, must have been a
good eatly example of a museum understood as a forum.

8 In the summer of 1936 Riviére carried out a six week study mission, visiting twen-
ty-four museums in Leningrad, the nearby Peterhof Palace - the summer residence
of Peter the Great - Moscow, Cologne, Berlin, the Baltic Countries, Helsinki, Kracow,
Warsaw, Budapest, Vienna and Innsbruck. (Archive of the Musée de 'Homme: Voyage
de Georges Henri Riviére aout-septembre 1936 quoted by Gorgus, 2003).
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As student of Mauss, with his emphasis on the valorization of objects of everyday
life, the importance given to material culture by the Scandinavian folklore tradition as
displayed was another affinity Rivi¢re must have not failed to notice.

The open-air museology he experienced in Scandinavian countries and in the Amer-
ican National Park seems to have stayed permanently in his mind. It was, however, not
to be adopted in France until the late 1960s, when moves for a reorganization of the
administration of the territory started to be considered.

The participation of the population in the German Heimat was an example of com-
munity life orbiting around a shared cultural project. However, the Federal nature of
German governance made it incompatible with the French system of administration in
the 1930s.

The existence of modern art in Soviet and American museums also strengthens Riv-
itre’s concern for the urgent need in France of public contemporary collections of art.
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AncrpakTt
Exomysej je HOBM 06/11K My3eja Ha OTBOPEHOM KOj1M YrpaB/ba OpraH nam
areHuuja nokanHe 3ajeAHuLe Koja je 3aAy>KeHa 3a HeroBo MniaHvpare un
n3rpaamy. TauHuje, OH NpejCcTaB/ba HOBY NAEjY XONUCTUYKON TyMaYeha
KynTypHOT Hacneha y by OAPXMBOr pa3goja HacTany y ®paHLycKoj
cefamgeceTnx rognHa NpoLunor seka. Ekomyseju ce gaHac oTsapajy LWMpom
cseTa. Y KnHu, ekomyseju cy narpafeHun y Bennmkom 6pojy cena eTHUYKNX
MatblHa Kako 61 ce o4yBana MarbMHCKa KylTypa 1 MOMOrao HeH Jabn
pa3Boj. OBaj paj Mourkse NpernejoM TpeHyTHe CuTyauumje, uctnye npobaeme
1 OTKPMBA jacHy MoTpeby Ja ce MPOoLLeHN ycnex oBakBux My3eja. KOHTponHa
nncTa nHankatopa he 61T nsBegeHa 13 peneBaHTHUX gedrHULMja, ncTopuje
eKoMy3eja 1 CTpaHe nuTepaType Koja 3a TeMy MMa HIUX0BY eBanyauujy.
Kao pesyntaT TOra, npejsiaxe ce ja ce KMHeCK/ eKoMy3eju npoLeHe npemMa
cneaehrm oapeaHuLama:

1) Yuelwwhe, ocHaxuBahe 1 yK/byUlBake 10KaHe 3ajeHNLLE;

2) KoH3epBaLja, ovyBakbe 1 TyMayehe pecypca balutiHe;

3) CTpaternje n ynpas/bare Y L/by IOKaJHOT OAPXMBOr pas3Boja.

Abstract
The ecomuseum is a new form of open-air museum envisaged, built, and
managed by the authority and agency of local communities. In particular
it refers to a new idea of holistically interpreting cultural heritage for a
sustainable development which originated in France in the 1970s. Ecomuseums
are now widely established around the world. In China, ecomuseums have
been constructed in a number of villages of ethnic minorities to help conserve
minority culture and assist their future development. This paper starts with
an overview of the current situation, highlights the problems and reveals a
clear need to evaluate the success of these museums. A checklist of indicators
will be extracted from relevant definitions, the history of ecomuseums and
the international literature on their evaluation. As a result, it is suggested that
Chinese ecomuseums should be evaluated in the following terms:
1) The participation, empowerment and involvement of local community;
2) The conservation, preservation and interpretation of heritage resources;
3) The strategies and governance for local sustainable development.
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CABPHMHA XOHT JU

MPOLLEHA YCINEXA EKOMY3EJA
NMPUMEHA MEBYHAPOAHOI OKBUPA HA
MPOLLEHY EKOMY3EJA Y KUHU

YBOA

Mys3eju urpajy BaxkHy yAOTy y IPUKa3UBamby U OUYBAEbY Hacaeha u wuxose Aed}nﬁnuuje
ce KOHCTAHTHO pa3BHjajy. KOHBEHIIMOHAAHM CTATHYKM My3eju Cy 3rpasc MAH MeCTa
KOja 4yBajy U U3AQXKY YMETHUYKA ACAQ, HAYYHE Y30PKE UAU APYTe IPEAMETE U3Y3ETHE
BPEAHOCTH (Mysej, 2010). [le3apeceTHX TOAMHA ABAAECETOT BEKa, »AA\pyra peBoaynuja
Myseja“ je Io3Basa Myseje Aa ce IIOBEXY Ca 3ajeAHHILIOM (Ban Menm & JA, 1995). V
OIIITEM CMHCAY, €KOMy3¢j, Kao 06ank HoBe Myscororuje (ITap, 2005), npeacraBaa
OITUITAUBY BPCTY My3€ja Ha OTBOPEHOM. Y IIOCACAHHX HEKOAMKO ACIICHHjA, KOHLIEIT
€KOMYy3€ja je YHHUBEP3aAHO IPU3HAT KAO HOBA ITAPAAMIMA XOAMCTHUYKOT TyMaderma
KYATYPHOT Hacaeha Yy KOME 33jeAHHIIEe 4yBajy, HHTEPIPETUPAjy H YIIPaBsajy CBOJUM
HacaeheM y sy oAp>KuBOr pasBoja.

Topune 1986, y Kunu je yBeaeH KoHIENT eKoMyseja (Cy, 2006). I'lpBu exomysej y
Kunu je, y3 cnonsopcerso us Hopserke, orsopen 1998. roaune y noxpajunu I'yusxoy,
y ceay Cora. 3ose ce Cora Muao Exomysej. Oa Tapa ce KOHIIENT eKOMYy3€ja CHAKHO
pasBHja y KHHECKHM CEAMMA Ca LHACM AA CC OYyBa KyATYPHA GaIITHHA MambMHCKUX
HApPOAA U IOMOTHE H>EH AASH PA3BO).

Toxom 13 roamHa mocrojama exomyseja y Kunu, A0mmao je Ao pacrpasa y Besu ca
BUXOBUM ycrexoM. Hekn tBpac A2 exoMyseju Hucy ycnean Aa npesasuby cyko6 usmeby
PYPaAHOT pa3Boja U OUyBaka KYATYPHOT I1€j3axa, AOK APYTH HMajy IIO3UTHBHE CTABOBE
M CMaTpajy Aa €KOMY3ejH MOTY HaIlPeAOBaTH KPO3 IPOLIEC AOKAAH3AIIHje (Cy, 2008).
MebyTnM, He ITOCTOjH MPaKCca eBaAyaltje Koja 6u mpoueHnAa wbuxoB ycnex. Crora ce
OBaj PaA 3aAaKE 32 HOBU IIPOIIEC €BAAYALIHje U ITOKYIIABA AQ TOHYAU CYTECTHjE Y BE3H
ca BOM.

IToyeBmn mperaeAOM KHMHECKHMX €KOMY3€ja M HCTAKHYTHUX ITHTalka O HHXOBO]
KOHTPOBEP3H, 0Baj Paj M3ABaja HUMIAMKaLMje U3 AePUHHUIIMjA U HCTOPHje eKOMy3eja
U CTpaHEe AHTEpAType O HHXOBOj IPOLCHU. 3aBPIIHU ACO pasa GOpPMyAMINE AHCTY
HMHAUKATOPA KOjU IPOLIERY]Y YCIIeX KHHECKHX EKOMY3€ja.
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AEOUHULIUNIA EKOMY3EJA

Mysej, mpema aeduHHLIUjH Mebynapoasor xomwutera My3eja (MKOM-a), jecte
»HEIIPOUTHA, TPajHa MHCTUTYLMjA Y CAy>K6I/I APYLITBA U HETOBOI Pa3Boja, OTBOPEHA
32 jaBHOCT, KOja TPaXH, KOH3EPBHUPA, HCTPaXKyje, KOMYHHUIUPA U HBAKE y LIULY
npoydaBama, 00pasoBama U YXKUBaba MATCPUjAAHUX U HCMATCPUjAAHUX CTBApU KOje
roBope 0 myAuMa u buxosoM okpyxkemwy” (MKOM, 2006).

ExoMmysej 06jeputbyje TpaAULIMOHAAHE MY3€jCKe TEXHUKE IPUKYILAAA, TyMaucHa,
IpoyYaBana, u3aarama u odysama (Baarep, 1989). Ocum Tora, exomysej ka0 HOBH TUIT
My3¢ja, YHjH HA3UB IIOTHYC OA IPUKE Peur ‘OUKOC IUTO 3HAYM ,Kyha® MAM ,)KMBOTHH
HPOCTop“, AchuHHUIIE My3€ej KOjU je nocsehen /SYAUMA M TOBOPH O IbMMa U IBMXOBOM
oxpyxewy (Kenec, 1992). Exomysej ce pasamkyje 0p TPaAMLMOHAAHOI My3eja Ha
otBopenoM. XaacoH (1992) je onucao Tpu pazaora 360r Kojux cy My3eju Ha OTBOPEHOM
u3abpaau Aa cebe HA3HBAJy KOMY3ejHMA - TEKHbA 32 HAAOTPAAOM 00MMa POU3BOAR,
Xeda Ad HHCTHTYIIMjA IIOCTAHE MOACPHA M ACMOKpATCKa U moTpeba Aa 6yAy mpusHatu
ka0 Myseju. Y MelyyBpeMery, My3eju Ha OTBOPEHOM CY CE 3aAPKAAH CAMO Ha GOPMUPALLY
361/1p1<1/1 U [IPECEsCHY o6jeKaTa, AOK €KOMY3€jU YyBajy MOCTABKE Y CBOM OPUIMHAAHOM
oxpysxemy (ITep, 1986).

Konuenr exomyseja cy 1971. roaune ocmucauan Ieoprec-Xenpu Pusuepe u
Xyryec ae Bapunama, Tokom Bedepe ca PpaHIlyCKUM MHHHCTPOM 3allTHTE )KUBOTHE
CpeAMHe, ca HAMEPOM Aa TIOBEXKy 3aLUTHTY KYATYPHOT Hacaeha ca okpysxkemem (Bapune,
1985). ®paniycko MUHHCTAPCTBO 3alITUTE XKUBOTHE CPEAMHE HUje OMAO 3aA0BOSHO
CTApOMOAHOM pedu ‘Myaej’ M XKEAEAO je Aa HanpaBu HeKy nHoBanujy. Caydajuo, Xyryec
Ae Bapune je pexao: ,,Hexo roBopu 0 eKOAOIIKMM My3ejiMa, 3€ACHUM MY3€jUMa, U TaKO
Aase, IPU YeMy MHCAC Ha PETHOHaAHe mapk Myseje y Ppaniryckoj, kao exomyseje”.
»Y3UMaM OBaj Ha3UB', PEKAO j¢ MUHHCTAp, U TaKo je poben Tepmun exomysej. Pusuepe
je peAedUHMCAO OBaj ITOjaM TPH MyTa Y TOKY jEAHE ACLIEHHje (PI/IBI/ICPC, 2001). Y CBOjOj
»CBOAYTHBHOj ACPUHHLINH " M3 OCAMACCETHX FOAHMHA IIPOILAOT BEKa, ACQHHICAO Ia je Kao:

. MHCTPYMCHT OCMHIUACH, OIPEMACH H BODCH 3ajeAHHYKH OA CTPaHE aKTyCAHE
BAACTU ¥ AOKAAHOT CTAHOBHHUINTBA ... U3Pa3 YOBEKA U IPHPOAE ... U3Pa3 BPEMEHA ...
TyMaderbe IPOCTOPA .. AAGOPATOpPHja ... KOH3EPBATOPCKH LICHTAP ... IIKOAQ ... (PuBHepe,
1985).

Ae Bapune, ko-TBOpal] KOHIIENTA, OCTaje HE3AAOBOMAH TEPMUHOAOTHjOM, jep je
ped MOCTAQ ABOCMHCACHA (BapI/IHC, 2010). Toaune 1985, on je M3jaBHO A HE IOCTOjH
aIICOAYTHO TauHa HAM morpeina Acpununuja (Bapune, 1985). 1988. ropune je nsneo
MUIIASEHE AQ j€ PEY EKOMY3€] HEAACKBATHO PEIIEHhE YKOAMKO MY3€jH TEXE 06H8.BA>aH>y
(Bapune, 1988).

Aejsuc (2005) u Kopcane u ap. (2009) cy usBpmman nperacs HOBHjer pasBoja
exomysejay Mraauju, Jamany u Kunun n aepunncasu ekomysej Kao ,,Mysej KOjUM YIIpaBsa
3ajeAHMIIA MAM IIPOjEeKAT KYATYpHe OallTHHE KOjH BOAH OAPKHMBOM pasBojy”. fopune



87

CABPHMHA XOHT J1 SABRINA HONG YI
MPOLIEHA YCMEXA EKOMY3EJA THE EVLUATIONS OF ECOMUSEUM SUCCESS
MPUMEHA MEBYHAPOJHOT OKBUPA HA IMPLICATION OF INTERNATIONAL
MPOLEHY EKOMY3EJA Y KUHU TO CHINESE

ASSESSMENT

2005, Toxom MebyHapoAHor popyma exomyseja y I'yusxoy y Kunu, Cy saksyuyje aa
»He IIOCTOjU CTaHAApAHA AePHUHHUIIH]a eKoMy3eja’ (Cy 2005).

Kao m1ro ce Moxxe BHAETH M3 TOMEHYTUX Pa3roBopa, AcPUHHUIIM]a EKOMY3eja je YBeK
KOHTPOBEP3HA TEMa CaBPEMCHE MY3€OAOTHje. YIIPKOC OBHM pPacrpaBaMa, IIOCTOje ABA
KOHCEH3yca y Beau ca ekoMysejuma. [ IpBu aexu y pasaunn nsmelyy konBenunonaanor
Myseja = srpapsa + 30upKe + eKCIepTH + IOCCTHOLM M €KOMy3cja = Tepuropuja +
nacaehe + memopuja + cranosunmrso (Kopcane, 2005; Tjectpym, 1992). Apyra ctap
¥ KOjOj ce cAaXKy je Aa IpePUKC ,eKO" O3HaYaBa CYIUTHHCKY AYACKY HAHM COLIHjaAHY
€KOAOTH]y KOja ce OAHOCH Ha APYIUTBEHY, KYATYPHY U IIPHUPOAHY CPEAHMHY KOJy ACAH
3ajeAHMIIA (,A,ejBI/Ic, 2005; Pusapa, 1988; Bapune, 2005).

ITocToje n ABa KopucHa Mopeaa exomyseja. Kopcanos mopea (2005) ommucyje
ekoMyseje kao yrpabeHe y sajeaHnuy m mocraBscHe y Okpyxkeme. Hacympor Tome,
AejBrcoB MoaeA (2008) ,,OFPAI/IHC“ TPETHPA EKOMY3€j KO HHUT KOja II0BE3Yje Pa3AHIUTE
CAEMEHTE.

UCTOPUJA EKOMY3EJA

Acjsuc (1999) je ucnutusao ucropmjcky n PuAO3OPCKYy MO3AAMHY EKOMYy3eja.
3abeaexkHO je KOHTHHYHpPAHH HHTEPEC 34 UCTPAKHUBAE MPHUPOAHOT OKPYXKEHa OA
16. Beka, 3alITUTY XHBOTHE cpeanHe TOKOM 1960-uX, IIOKpET 3alITHTE KYATYpHE
Gaurrune u npeosaabyyjyhe Tymaderme samruTe >xuBoTHe cpeaunHe ¢ kpaja 20. Beka Koje
je OMOFth/IAa »Apyra pesoaynuja Myseja“ TOKOM IIE3AECETHX T'OAMHA KOja j€ IT03BaAa
My3eje AQ CAY>KE APYLITBCHUM M IMOAMTHYKHM IIOTpebaMa M A2 ce IPOLIUPE HA CBOjC
okpysxeme. Exomysej, kao obanx HoBe Myseosornje (ITap 2005), je macrao 1960.
TOAMHE M3 PETMOHAAHHX HALMOHaAHUX mapkoBa PpaHIiycke U MMao je ABOCTPYKy
YAOTY - IIOBE3HBAIbE My3€ja ca OKpYXemeM U 3ajearnuiom. Ha moyeTky cy ce mojaBuae
ABE BPCTE €KOMY3€ja — CKOMY3€j orxkpuha n €KOMYy3ej 3ajeAHHIIE (,A,ejBMc, 1999).

Exomysej orkpuha je mpBOGHTHO OCHOBAaH y pPErHOHAAHOM IIAPKY IIPHPOAC
Apmopuxa (Parc naturel régional d’Armorique). ITop pyxoBoacTBoM M 3axBasyjyhu
entysujasmy leoprec-Xenpu Pusuepe, aa exomyseja (Ecomusée des Monts d’Arrée
and Ecomusée de I'lle d’Ouessant) cy ocnoBana y oBoM napky, npuxasyjyhu npumopcke
U IAQHUHCKe Ipeaeae. XybepT (1985) je oBaj IMoveTak AepHHHCAO KAO IPBY TEHEPALIH)Y
paHIyCKOTr eKOMy3eja, HAKO CAMH MY3€jH HUCY HOCHAU TaKaB HA3HB.

Apyra ¢asa Pppaniryckor ekomyseja je 3armoueaa ekomysejom sajeannie y Ae Kpyco
Monrtko-acc-Munecy 1974. roause ca nusem Aa pexabUAUTYje ITOCT-MHAYCTPHjCKH
nejsax. OcHoBan je yqemheM 32jeAHHIIC Y IErOBO]j IIPOLICHH, PAAY U TAAHHPALSY. 36or
CBOJUX BHIICCTPYKUX $YHKIIHjA Y OAPIKABAMY KYATYPHOT HACHTUTETA U 3aAOBOACHGY
AOKaAHUX MOTpe6a, yKaydyjyhu exoHOMH)y, MOAUTHKY 1 0OGHOBY, IOCTAO je MOAEA 32
MHOTE APyTe eKOMY3€ja IHPOM CBETA.
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EKOMY3EJU Y KUHU

KonrenT exomyseja MocToju y KMHECKHM HAlIMOHAAHHUM CeAMMa Ipeko 13 ropuna.
Haunonasno ceao je jeaumncrena Bpcra ceaa y Kunn. Kuna mma 56 ernmuxumx
MambUHCKUX IPYIIa KOj€ 33j€AHO YHHE CBEra 8,41% cTAaHOBHUIITBA, A OCTATAK YUHU HapoA
Xan ka0 soomunanTHa Behnna. OHY yrAaBHOM JKHBE y HALIMOHAAHHM CCAUMA Y CCBCPHUM,
3aItaAHMM U jyrosamasHuMm AcaoBuma Kune. OBa HallmOHaAHA ceAd IIPEACTABAAJY AOM
3a 56 MaBUHCKUX IPyINa KOje UMAjy CBOje KAPAKTEPUCTHIHE CTUAOBE XXHBOTA. AAH, OHA
Ce YIAQBHOM HAAa3¢ Y YAASCHHM MECTHMA U HMAjy CAaby KOMYHHKALU)Y ca ypOaHUM
CpeAMHAaMa; MABHHCKH HAPOAH SKUBE Y AOLIMM YCAOBHMA, Ha puMep, Oes Texyhe Boae
uau crpyje. ITurame xako 06e3beAnTH A2 OBE MABUHE UMAjy IIPUCTYI 60ACM HAIHHY
XKHBOTa 0e3 yrpoxkaBarma BpEAHE KYATYPE Y OBUM CEAMMA je IIPEACTABASAAO H3a30B 32
APXKaBHE M NTOKPajHHCKE BAapse KuHe TOKOM ocaMAcceTHX TOAMHA ABAACCETOT BEKa.
Aa 6u ce pemno oBaj mpobaeM, otBopeH je mpBu ekomysej 1998. ropune y Cora
HAL[MOHAAHOM CeAy Y IoKpajunu ['yusxoy, ys consoperso u3 Hopaenike. Ocobenocr
Muao myau je BbUXOBa HEMATEPUjaAHA KYATYPHA GamrTuHa - TPaAUIIMja JEAUHCTBEHE
MyBHKE H TIAECA, K40 M AYTadKHX BOAOBCKUX POrOBa KOje HOCE JKEHE.

Aanac nocroju 14 exomyseja y Kunn. Kao npomorep kuneckux exomyseja, Cy
(2008) ux cBpcTaBa y ABe renepanyje. Maraeaa Aa je y cB0joj AMCKycHjU HaMepHO
3aHEMapHO €KOMY3¢j y IpOBUHIUjHU JyHaH, ocHOBaH 2005, MOXAQ 3aTO IITO Taj EKOMY3€]
HMa APYTauMjy aAMHHHCTPaTHBHY BAACT (Cy, 2005). Cy je oTyaa 3aKkmydHo A2 OBaj
APYTauMjH HaYMH yIIpaBraba 3axTeBa Aany aHaansy (Cy, 2006).

KJbYYHA MUTABA U MPOBJIEMU EKOMY3EJA Y KUHU

Toxom 13 ropuna nocrojaray Kunu, ekoMyseju cy Hanaasuau Ha otemxohe, HapouuTo
y IpBOj reHepanuji. Myseju oBe reHepanuje ce Haaase y npoBuHLuju I'ynsxoy, y kojoj cy
OIICTAAH HAPOAM eTHHYKHX MambuHa byn, Xan u Aour. [enepaano, oBa rpyma exomyseja
HMa 33jEAHHYKY CTPYKTYPY - TPAAUIIMOHAAHU MY3€j ITOA HA3HUBOM ,AOKYMEHTALHOHH
ueHTap“ NPUKAa3yje BUAMSUBE KYATYPHE PEAHKBHje H OKOAHA ceaa. foaune 2009, Jun u
By cy ckpenyau naxisy Ha Tpu Hajeche noremkohe oBux exomyseja. Ilpso, uBop koju
OBe3yje AOKYMCHTALIMOHU LICHTAp M IEroBO OKpyxeme je caab. Cemann cMarpajy
CaM I[EHTap EKOMY3€jOM YMECTO Ad CEAO Y KOME JKUBE CXBaTe Kao BEroB Aco. Apyro, He
IIOCTOJH AOBOASHO chmhc MalmHHCKHX HAPOAA. JeABA AA MTOCTOjE CAYYajeBU y KOjUMA
Cy KaMITambe ¢KOMy3¢ja IIPCABOlCHE AOKAAHMM CTAaHOBHHIITBOM Ka0 LITO je TO CAYY3j
y ®pannyckoj. Ha npumep, mamuncu Hapoas y Cora Muao ekomysejy )XHBH y AOIIHM
YCAOBHMA, TAKO A2 OHO O YeMy OHH 3auCTa OPUHY jecTe Kako A2 HaIlycTe OBy 00AaCT U
OACEAE CE Y MOACPHE TPAAOBE, A HE KAKO Ad OYYBajy IIPU30P H OKPY>KEHE Y KOME JKHBE.
Tpehe, Typusam je mpexomepro passujer. Topure 1999, HOpBELWIKH IIPEACTABHUK
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IpojexTa exoMy3seja y npousuHIMju I'yusxoy IjecTpym (1999) HaBoAu aa SYAH He 6u
Tpebano Aa Gyay OABOjCHH 0A CBOT KyATYpHOT Hacacha; ymecTo Tora, onn 61 tpe6aso aa
uMajy MoryhHoct aa kpenpajy cBojy byayhHoct sacHoBany Ha mwemy. OBo je Hapoauma
CTHHYKUX MAabUHA OMOI'YRHAO A2 KOPHCTE CBOje KYATYpPHE pecypce Kako 61 ce OAp>KUBU
pasBoj HacTaBHO Kpo3 TypusaM. HaBoAu ce Aa cy KuHeckH eKOMyseju OCHOBaHH IIpe
cBera 360r jagama Typusma (Aonr & 3xam, 2007; Any, Auy, & Baa, 2005). Osakas
QOKyC KMHECKHX €KOMY3¢ja je CBCO IIPCHOLICHE KYATYPe Ha HHBO H3AOKOH 4MME je
AyTCHTUYHOCT HEMATEPUjaAHUX KyATypa nperpreaa ryburax (Aejsuc, 2006).

Kaaa ce roopu o Temxohama y npBoj reHepanju KHHECKHX €KOMY3¢ja, HABOAH Ce
A4 je CaM IbHXOB KOHLCHT I0CeOaH HyC-IIPOUSBOA IOCT-UHAYCTPUJCKOT A00a 3amasHe
UMBHAHM3ALMjE, U CTOra Ce He MOXKE IIPUMEHHTH Y HEAOBOSHO PA3BHjCHUM KHHECKHM

ceanma (3xanr & Hoy, 2009). Mebhyrum, Cy Haraamasa aa

»KOHIIENT eKOMy3eja MOXE HAIPEAOBATH CaMO KpO3 IIpoIieC
sokaausanuje. CBaKku eKOMy3ej MOXKE HAIIPEAOBATH CAMO K40 OATOBOP
Ha CBOje rmocebHO OKPY>KEHE, KOj€ j€ MOBE3AHO Ca HALIMOHAAHOM,
APYWITBEHOM H AOKAaAHOM IIPaKCOM H Mopa uhu yrmopeao ca
pasBojuum noayxsaruma“ (Cy, 2008, ctp. 38).

On HaBoAM Aa je mpBa $asa AOKaAU3aLHje eKOMy3eja ,KyATYpHA NOLIMAKA® KOja
omoryhasa A2 BAaAa M caBeTHHIHN OYAY ,3aCTYITHHIIM KYATYPE KOjH IIPEABOAE OCHHBAIbE
eKoMy3eja (Cy 2005). Y HEPA3BUjECHUM CEAHMMA, BAa,A,ajyhc CTPYKType U CaBETHHIH CY
jeAmrHE ocobe KOje 3Hajy IITA je EKOMY3€j AOK MAIUHCKU HAPOAU HEMAjy CBECT O CBOjOj
KYATYPH, TAKO A2 OCHHBAIbC CKOMY3¢ja HE MOXKE OMTH H3BOANSHBO 0c3 KOOpAMHALIHjC
BaacTu u caBeTHHKA. Cy Takobe cmMatpa A2 cBe AOK cemaliy He CXBaTe KOHLCIIT CKOMY3cja
U 3HA4aj CBOje KYATYPE, OAHOCHO TEK KaAd MOCTAaHY HHH CTBAPHH BAACHMIIH, HAEja
exomyseja Moxke roctati oapskusa (Cy 2006). OH cMatpa Aa je IIPOLEC O ,KYATYpHE
HOIIMAKE AO ,KYATYPHE ay TOHOMHjE“ HOPMAAaH IIPOLIEC OCHHUBAbA KHHECKUX CKOMY3Cja.

Y Besu ca OBUM IIPOIIECOM AOKAAUBALIU]j€E, APYTa TEHEPAIIHja EKOMY3€ja Y Ay TOHOMHO)]
noxpajunu ['yarrku 3xyaHr je Bucoko ouemena y Kunu. OBo je koMOHHOBaHH cHcTeM
jEAHOT TPAaAHIIHOHAAHOTI My3eja - [yaHrkum Myseja HAIIMOHAAHMX MAmbHHA U ACCET
okoAHMX ckomyseja. C jeAHE CTpaHe, HABEACHO je Ad CE OKOAHHX ACCET €KOMYy3cja
KOPHCTH Ka0 UCTPAKUBAUKA Aaboparopuja 3a LieHTpasHH [yaHIKH Mysej HALIMOHAAHHX
mawuna (Jun u By, 2009). Cy (2008) je TBpaHO Aa je OBa capasma je OCHaKHAQ
['yanrku Mysej HAI[HOHAAHHX MamMHA AQ TOMOTHE M3IPAAKY ACCET HOBHX CKOMY3Eja,
IPBEHCTBCHO A2 OH Ce IIOCIICINNAA HCTPAKUBAIGA U 3AIUITUTA Ay TOXTOHE KYATYPE IIOLITO
Ce OTBOPHAQA IIPEMa CHOMHOM cBeTy. Ilopea Tora, ypOaHHCTHYKM IICj35KHHM MacTep
naaH ['yanrku exomyseja je 6onu 0a onux y ['yusxoy (Jun u By, 2009).

IToMenyTH IpOOAEMH OTKPHBAjY HEKe CAAGOCTH IPBE M ITOOOMSIIAMA APYTE ICHEPALIHje
exomyseja y Kunn; unak, 1 aame mocroju morpeba Aa ce KPUTHUKH IIPOLICHU HHXOB
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YUMHAK y BE3H Ca TUM AQ AU H KOAHKO 33A0BOAaBajy MchyHapOAHE CTaHAAPAC CKOMy3cja
L A2 AML MM Ce YCIIELIHO IPUCTYIIA Y YIIPaBAalby U OApyKaBatsy OaiutuHe nejsaxa y Kuun.
Mebyrum, He mocToju HalMOHAAHA CMepHHULA 3a Bolere, OCHUBABE M YIPABAAME
eKOMy3€ej1Ma, Kao HU 3a porjeHy wuxosor ycrexa. 2008. roaune, Knneckn Harponasnu
OHpO 32 KyATYpYy je 3amoduco uspasy HaumoHaaHHX cMepHHLIA 32 MECTOTOAMIIEY MAAH
exomyseja y Kunu (CY, 2008). OBaj AOKyMeHT HHKaAa HHje 3aBpILICH 360T HEAOCTATKA
¢unancujckux cpeacrasa (CY 2010). [llrasuiue, oa Mehyrapoornoz cumnosujyma o Iyusxoy
exomysejy oApxanoM y nokpajunu I'ymsxoy 2005. roaune, Huje 61a0 nHPopmaLHja o
KMHECKHM CKOMY3¢jUMa Ha CHIACCKOM TOBOPHOM moApydjy (Bapure 2010.). Crora je oa
BCAUKOT 3Ha4aja [IPEAAOSKUTH OAroBapajyhiy HadnH mpoLieHe ycrexa KHHECKUX eKOMY3eja

KaKo 6u ce M0HOMIIANO BPUXOBO OCHUBALE U YIPABASALE IHMA.

EBAJNTYALUUJA: HUBO 3HAA

Exomyseju ce y6p3aHo Pa3Bujajy MHPOM CBETA. Tpenyrno nocroju 500 opranusanuja
KOj€ KOPHCTE OBaj HA3UB (,A,ejBI/Ic, 2010). Ceu orn CY OCHOBAHH Y CKA3AY Ca COIICTBEHUM
KyaTypHUM HacacheM, oAHOCe ce Ha pasamdute pecypce GAIUTUHE U UMajy PasAHYHTE
CTHAOBE YIIPaBAAKHA.

Xepon (1991) je IPEAAOXKHO TPU TAABHE KaPaKTEPUCTUKE EKOMY3€ja — ,jaK ocehaj
AOKAAHOT IIOHOCA Y TIOTACAY TPaAULHje, 00MYaja B HAPOAHOT TPAAUTEACTBA', TOBE3AH
Ca CKOHOMCKOM OOHOBOM M IIOKYIUAjeM Ad Ce cadyBa yrpokeHa kyarypa. JKy6ep
(2005) je caxeo yeTnpu npuHLMNA $PAHIYCKOT CKOMY3Eja - TEPUTOPHja, COICTBECHO
Hacache, cranoBHMIITBO M O6GpasoBame. Agjsuc (2005) je MCTaKao IMOHOC AOKAAHOT
CTAaHOBHHIITBA KA0 KAYYHY KapEeKTEPHCTHUKY 33j€AHHUKY 32 CBE EKOMY3¢je.

Wnak, Hexn eKoMy3eju Cy HOTPENIHO O3HAYEHH KA0 TAKBH, IITO je AAAEKO OA
OPHUIMHAAHHX HAaueAd TEOPHja O €KOMY3ejHMa (KopcaHe U AP, 2007a). Tepau ce aa cy
Baxce ocobune Ae Kpeycoa norpemno nporymauene (Bapune, 1988). Aejpuc (2005a)
j€ 3aK/iyYHO AA IOCTOjE ABA MHTA O €KOMY3€jUMA. JeAAH je IIHPOKO PaCIpPOCTPaEHA
HACja Ad CBU €KOMY3ejH Tpeba Aa ce IIPHUAATOAC MYATHQYHKIMOHAAHO] AeUHULIUjH
Pusuepe us 1980. ropune. Apyru je Aa pacresamem $praozoduje ekoMmyseja, rpaHUIIA
usmchy mera u Apyrux opranusanuja Koje ce 6ase Kyarypuum Hacachem nmocraje HejacHa.
Ycaea 0BaKBHX OKOAHOCTH, 00aBAoCHA CY HeKa HCTpaskuBamba Ha IIPOLICHU eKOMy3eja y
LHAy 6OSET YIIPaBAaEba OBOM OPraHU3ALMjOM.

AejBrc (2005 6) HaBOAH AR HHAMKATOPH 32 MEPEHhE YIHMHKA KOjU CE MPUM]jEHYjy
Ha BehuHy TpasnmnmoHasHux Myseja, xao wTo Ccy 6poj mocerHaana, s6upku u
€AYKATHBHE aKTHBHOCTH KOje CE PpEaAu3yjy, MMajy Mame 3HAueHe Y KOHTEKCTY
exomyseja. Heycnex kopumhema rpapunnonasHux nokasarema 3a IPOLICHy EKOMy3eja
je Pe3yATAaT pasAMYHTOCTH €KOMYy3eja y IOTAEAY HAYMHA KAKO Ce HHMA YIPaBasa, KAKo
ce pUHAHCHPA)y, KAAPOBA KOje 3aIIONIAABA)Y, KAKO CE MPHUKYIIAAJy HPEAMETH M KOje
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yeayre Tpeba 06esbeantu sa nocernoue. OBe Bapujaunje Takohe A0Boae A0 Temxoha y
IPUMEHH CTAHAAPAA KOjH 01 Tpebar0 Aa HCITYHH jeAaH eKOMY3ej.

Toaune 1992, Bonaan (1992) je HaBeo meT acrekara KOjH PasAHKYjy KAQCHYHH
My3€j OA EKOMY3€ja - TEPUTOPHUjA, LIEHTPAAHU POKyC HCTpaKUBamA U KOMYHHKAIIH]eE,
OPraHM3AIMOHH MPHOPHUTET, KOH3YMEHTH M KOHTPOAA BAACTU. AOK je KAACHYHU MYS3E]
CMCILTEH Y 3rpaAH, 0aBu ce sbupkama, 6asupan je Ha oppehennm cnenuguanocTuma,
HMa II0CCTHOLE K0 TAABHE KOH3YMCHTE a CTPYIHO 0cobme ra konTpoauue u ypebyie,
€KOMY3€j MMa IIHPOK CIEKTap reorpadcke TEPUTOPHje OA jEAHOT CeAd AO YHTABHX
pErHoHa y KOjUMa ce HAaAasd KyATYpHO HacAehe, xopucTn HHTEpAHCLUIIAHHAPHU
HPUCTYII, BUAU AOKAAHO CTAHOBHHILTBO U TYPHUCTE U HUXOBE MAahe renepanuje xao

HOTpOMIAYE, 3 KOHTPOAHCAH j€ OA CTPAHE MPEACTABHUKA AOKAAHE 33jeAHHIIC.
2007. ropune, Kopecan u Ap. ¢y H3ABOJHAH IIET HHAUKATOPA EKOMY3¢ja:

,,YCBaja}bC TEPUTOPHj€ KOja HHjE HY)KHO AeduHHCaHA

KOHBCHIJMOHAAHHUM I'paHHIAMA,

YcBajarbe MOAUTHKE ,TIOACHEHE-TEPUTOPHjE” KOja je II0Be3aHa ca #H

cumy O1yBabEM M TYMAICHCM

KOHB@HHHOH&AHI/I TIOTACAH Ha BAACHHIITBO CY O,A,6a‘lCHI/I; OvyBambC U
TyMa4iCHhC MCCTA - BH3a 33 BC3Y U CapaAiba

OCH&}KI/IBaH)C AOKAaAHHUX SQjCAHI/IHa; YK/oYyIHUBAKHE AOKAAHOT
CTAaHOBHHMIITBA 'y MYSCjCKC ACAATHOCTH U KPeI/IPaH)C KyATyPHOI‘

HUACHTUTCTA
HOTCHLII/IjaA 3a HHTCPAUCITUIIAMHAPHO U XOAUCTHYIKO TyMa‘ICH:(?“

Ha ocnoBy oBux mer acriexara, Kopecane u Ap. cy pasBuan AHCTy nuTama Koja Cy
KOPHCTHUAH 33 TeCTHpame IeppopmaHcH mer ekomyseja y Iljemonry u Anrypnjn, y
HMraauju. ToxoM ncrpaxusarma, yTpreHo je Ad je AOIIAO AO 3HAYAJHUX BapHjaLUja y
HajIIPEITO3HATAHBUJUM KapaKTepHcTUKaMa puaozoduje ekomyseja - chmha 3ajeAHMIIE
u AokaaHe AeMmokparuje. Ha npumep, exomysej [epmaracka cAMYHO 6pOjHUM AOKAAHUM
YAPYXKEHHMa, AKTHBHO aHraxyje camo 10% CTaHOBHUINTBA AOKAAHE 33jEAHHUIIE Y
O4yBasy IPUPOAHOT U KYATYpHOT Hacacha. Apyru BakaH sakmydaK OBOI HCTPaXKUBarba
IIOKa3yje AQ HEKH €KOMY3€jH, KOjHU CY CE U3jaCHUAU KA0 AEMOKPATCKE MAU MHUIMjaTHBE
$oxycupaHe Ha 3ajeaHHIly, MOry epHKACHHjE A M3MEPE YCIIEX CBOI Pajd y IIOTACAY
00AMKa KaluTaAa KOjH HACTje TAKO IUTO AOKAAHO CTAHOBHHIUTBO KOPUCTH METOAE
€KOMYy3eja PAAH O4yBakba CBOjE GamrtuHe (KopcaHe u Ap, 2007 6). Ha HpUMeEp, EKOMY3€]
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Aeaa Kanana je nmao Maau 6poj moceTuaana, aAu eHTy3Hja3aM U IIOAPLIKA AOKAAHOT
CTAaHOBHHIITBA FAPAHTY]y MPOPECHOHAAHH Paj OBOT €KOMy3eja (KopecaHe u Ap, 2007
6). Aane ce objammaBa A2 y OBOM IIPOjeKTy OpraHU3aLHja BPIIM CAMOBPCAHOBAME H
Ad HajMame OYEKHMBAHU HCXOA PaAad OBOT €KOMY3€ja U oArosapajth KPUTEPHjyM 3a
HETOB YCIIEX TPEACTABIAjY KOPUCTH KOj€ CY CTEKAM BOAOHTEPH, Ha IPUMEP, CABAAAAHE
BEIITHHE, CTEYCHO IIOBEPEHE H IIHPEHE XOPH30HTA 3Hama. OHO INTO je HajsHAYajHHje
je Aa je Kopcane (2007 6) IIPEAAOKHO AQ KMHECKH E€KOMY3€jH, KA0 MHTPOCIEKTHBHE
OpraHusalyje Koje Cy eBOAYHpaAe Kako OU M3alllAe y CYcpeT AOKaAHHM moTpebama, a
HE PETMOHAAHMM AW HALIMOHAAHUM IPOTrpaMuMa, Tpeba Aa OyAy IpOLermheHH mpeMa

AKTHBHOCTHMA CKOMY3€ja yCMEPEHHUM Ha AOKAAHY 33jCAHHILY U [I0jCAUHAYHE YIeCHUKE.
MEBYHAPOAHU NOKA3ATE/bU PAOA EKOMY3EJA

Ha OCHOBY MbeHapOAHI/IX IIponcHa CKOMyBCja u CI/ITyaLII/IjC C¢a KHHCCKHUM CKOMyBCjI/IMa
Y HaJMOHAAHHM CCAHMA, ITOYCTHA ANCTA HHAUKATOpa CKOMy3€ja ce paSBI/Ija HpaTChI/I TpU

aCIICKTa Ha CAeAﬁhI/I Ha4YMH:

1) Kpurepujymu y moraeay napTHUIMIALIN]E, OCHAXKHUBAKA U YKoy IEHOCTH AOKAAHOT
CTAaHOBHUILTBA

e AOKaAHO CTAaHOBHUIUTBO, CTPY4HalLid, OCOOmE YIpaBe U AAMHHHCTPATHBHU
PAAHMIIU PAA€ 33j€AHO Ha IIPOjEKTY EKOMY3€ja.

o ITocroju pyKOBOACTBO — IPyIIa 3a AOHOLICH:E OAAYKA Y Be3u ca ekoMyaejoM. Oabop
YKmoydyje IPEACTABHUKE AOKAAHOT CTAHOBHMINTBA.

¢ A\OKAaAHO CTAaHOBHHIITBO UMa cAOGOAY A2 M3pasH CBOje xene / Gpure.

o Mumnere AOKaAHOT CTAHOBHHUIITBA CE Y3HMA Y 003UP y IIPOLIECY AOHOLIEHA OAAYKA.
IbuxoBu craBoBU MOry yTUIIATH Ha CTpATErHje, MPOrpaMe HAU IIOAUTHKE EKOMY3eja.

o McrpaskuBaun 13 06AaCTH AHTPOIIOAOTH]C, Hacacha, kyarype, HCTOpH]j€e, EKOHOMH]E,
APXUTEKTYPE, MTA. PAAE 33jEAHO €A AOKAAHUM CTAHOBHHUIITBOM HA CTBApaIby
MPOAYKaTa Kao IITO Cy KEbUIE, AOKYMEHTAPHU (UAMOBH U PAAHOHHIE. Y OBOM
HPOLECy, AOKAAHO CTAHOBHUIITBO IIPCACTABAA BPCTY HCTPAXXKUBAIKe Aaboparopuje
3a MpodecHOHAALE.

e ITocroju AocTa AOKaAHHX aKTHBHOCTH Koje 06es6elyyjy npaso yuemhe aokasnor
cranoBHumTBA. Ha mpumep, AOKaAHO CTAHOBHHUINTBO C€ MOACTHYE AQ BOAU IIEIITAYKE
Type U IIpUYa IIPHYe O CBOjOj KYATYPHO] OAITHHU IIOCCTHOLMMA, KA0 U Ad IIACIIC
ca TYpUCTHMA.

e ITocroju capaamwa nsmely AOKaAHHMX CKyANTOpa, yMETHMKA, IIMCAL, TAYMAL,
3aHATAMjA, My3HW4apa M IIACCaYa HA OPTraHM30Balky AKTHBHOCTH CKOMY3€ja U
npomosucarmy poomahux npoussoaa

¢ Kpos yuemhe y akrusnocTHMa, MemTaHy IPaBUAHO pasyMcjy 3HAYCIHE CKOMY3Cja U
MOCTajy MOHOCHH Ha CBOjy KyATYpY. Ha Taj HaunH AOKaAHO CTAaHOBHHUIIITBO MOAP>KaBa
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AKTHBHOCTH €KOMy3cja 1 A0OpoBosHO Hyan nomoh. Ha npumep, Memranu ce caaxy
ca nporpamom ckomyscja. OHHU Cy CIPEMHH A2 AOHHPajy IIPEAMETE 32 U3AOXKOC 1
HyAE Aa 0CCIIAATHO OpraHU3yjy LICTIHE 3a IOCETHOLIE.

Exomysej omoryhasa Memrannma Aa ce 3ajeAHO y4e AOKAAHNUM BeIITHHAMA. AOKAAHO
CTAaHOBHHIITBO AOOHja 00yKy y OKBHpY IIpOrpama cKoMyscja.

s AOKaAHO CTAaHOBHMILUTBO j¢ PEAOBHO MH(POPMHCAHO O HOBOCTHMA y CBOM
CKOMY3¢jy AUCTPUOYLIMjOM ACTAKA HAM OPTaHU3ALIHjOM CACTAHAKA.

[ToacTrye ce OpraHM3OBame APYTHX AKTHBHOCTH 32 AOKAAHO CTaHOBHHILTBO.
Ha npumep, pykoBOACTBO eKOMy3eja paAH Ha IPUBAQYCHY CTPAHUX CTPYUHaKa,
YAPYK€Ha HAH APYIUTABa, IIKOAQ H 0OPa3OBHUX MHCTUTYLIHjA AQ TOCETHTE CKOMY3E).
AOKAAHO CTAHOBHUIUTBO MOXKC MMATH YBHA y CMCPHHLC CKOMY3Cja, HEroBe
HPOIIHCE UAH APYTC AAMHHUCTPATUBHE AOKyMeHTe. OBU AOKYMEHTH Cy IPCBEACHH

Ha AOKaAHC AI/Ij AACKTC.

2) Kpurepujymu y moracay odyBama, 3alUTHTC M TyMaucha Pecypca KyATYPHOT
nacaeha

Exomysej je aepuHMCcaH PpparMEHTHPAHOM IOAMTHKOM a HE KOHBEHIMOHAAHHM
rpaHMI]aMa — HCrOBAa TEPUTOPHja IIOKPUBA LIEAUHY KOja ACAH HCTE BPEAHOCTH
Hacaeha.

ITocroje 3aje AHUIKE KAPAaKTEPUCTHUKE Y reorpaCKOM ITOAPY Y)Yy €KOMY3eja. EKOMysej
uMa HasuB M Hacache sa TeMy, KOju Cy pasyMAHBH KAKO HOCETHOLMMA TaKO U
AOKaAHOM CTAHOBHHILTBY.

36upxe u n3r0x6e y exomysejy cy GoKycHpaHe Ha KOACKTHBHO IamMherbe AOKaAHOT
CTAaHOBHHINTBA. TAaKO CE EKOMY3Ej CACTOjU OA CEAMINTA My3€ja U FbETOBHX HCIIOCTABA
y BHAy objekata M AokaauTeTa. [1OCTOjM AOKYMEHTALIMjCKH LiCHTap 3a IIPHKas3
marepujasHe KyaType. OKOAHHA 1 OKPYXKEIbE Cy TAKONE YKy YeHH Kao ACO CKOMY3cja
- KOACKTHBHA MEMOpHja ce IIpuKasyje y Kyhama, Ha yAuIjaMa 1 KpO3 Ha4HH )KMBOTA
AOKAAHOT CTAHOBHUIITBA.

Hose srpaae y okBupy exomyseja Tpeba Aa 3aapike CTHA U OyAy HAIPABACHE OA UCTOT
MaTepujasa Kao u opuruHaaHe srpaae / kyhe y peruju. Ha npumep, Hoousrpalern
AOKYMCHTALIMOHH LICHTap j€ YCaraallcH ca OKOAHUM rpal)eBuHama.

Oarosapajyha o6HoBa nau nonpaska je yuumbcHa Ha HCKHM AOKAAHHMM 3IpasaMa
KOje HMajy BEAUKY BpeAHOCT KyarypHor Hacacha. Takee akuuje sasprkaBajy
TPAAUIIMOHAAHHU CTHA CTAPUX 3IPaAa.

YAy ce HAOpU 32 PEAOBHO OApXKaBame ObjeKaTa HAPOAHOI IPAAMTCACTBA M
I¢j3aka, Ha IpuMep, Kyha AOKaAHOT CTaHOBHHIITBA.

MHTepAMCIMITAUHAPHY TIPUCTYI C€ KOPHUCTH 32 XOAHMCTHYKO TyMademe pecypca
Gawrruse. Ha mpumep, ncropuyapy, €KOAO3H U KYATYPHU aKTUBUCTH CY YKAYUCHHU Y
KpeUpame NOAUTHKA U IPOrpaMa eKOMys3eja.
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Komnacran acopruman pecypca Hacacha oppelene repuropuje je acuTHHKOBAH.
[Taxma je nocsehena u marepujasnHoj M HemarepujasHOj GawmTHHH (ycMeHa
HpeAarba, CBCAOYUCH:A, jE3HIM, OOPeAM, My3HKa, [ECMa, HMIPE, TPAAULHOHAAHE
3aHATCKeE BEIITUHE).

CrpoBoAHM ce HCTpaXKUBaEbe pecypca KyATypHe GamruHe n AookyMeHTanuje. Fexoau
YK;oydyjy TPOU3BOAKY BHAEO MaTEpPHjaAa, 06jaB1bI/IBaH-;C KIbUIa U OPraHU3aLUjy
€AYKATUBHUX aKTHBHOCTH.

[Tocroje 6pojuu HadnHU Tymadena Gamrine. Ha mpumep, ynmotpe6a Meauja, AMIHO
objammaBare, NPUKA3 KYATYPHHUX HPAKCH yKny4dyjyhn AOKasHe KyATypHE HAH
je3UYKe TPAAHIIH]eE.

Aunjasor msmely moceTmaana u AOKAaAHOr CTAaHOBHHIITBA c¢ mpomosuure. Ha
npuMep, TOKOM BODCHHX Typa, IOCETHOLY UMajy IPUAHKY AQ IOCTABAA]y MUTAEbA
Y BE3U Ca AOKAAHOM KYATYPOM.

OaHoc I/ISMeby TypH3Ma 1 pa3Boja eKoMyseja je ypaBHoTexeH. [ TocToje mpormcn koju
KOHTPOAHILY TYPHCTHIKE AKTHBHOCTH, Ha IIPHMEp, KOHTPOAHCabe Opoja moceTnaan.
Csu yuecHuLu pasyMejy cykobe usMely A0kaAHOT eKOHOMCKOT pasBoja u ryburka
ayrenTumasoctd Gamrude. Ha mpumep, mocroju xoHTHHYHpanu aujasor usmeby
3AMHTCPECOBAHUX 3a OYyBabe OAIITHHE M TyPUCTHUKE HHAYCTpHjC.

IToctoju cucrem ecBaayauuje 3a npaheme epuxacnoctn objexara Hacacha.
Owmoryheno je npaheme nexopa.

3) Kputepujymu y moraeay crpareruja i ynpabaamba y IHsY AOKAAHOT OAPSKHBOT
pasBoja

Ilpe ocHuBama ekomyseja mocrtojase cy GpopMasHe CMEPHHIE 32 NMAAHUPAE U
MMEHOBaH 0ADOp ca penusHuM naaHoBuMa. CTpaTelKy IAAH je YCBOjeH OA CTpaHe
AOKaAHOT cTaHOBHUINTBA. OBaj MAAH MOACTHYE YKAYYHBAhe CBUX TAABHHUX aKTEpa
HA TEPUTOPUjU (yApyme}ba, opraHusanyje, npeayseha u pusnuxa AHIIA).

Oa ocHuBama eKOMy3eja AOKAAHA IIPHBPeAa je mpomosucana. Ha npumep, ocHuBame
€KOMY3€ja je CTBOPHAO MoryhHocTH 3a 3amommaBambe AOKAAHOT CTAHOBHHIUTBA U
IIPOMOBHCA0 AOKAAHE HHAYCTpH]E.

[Tocroju nmenoBan u usabpan Oa00p ekoMy3eja KOjH AOHOCH KAYYHE OAAYKE U
peurasa mpobaeme. Oabop ce peAOBHO cacTaje.

[TocToju 3BAaHMYHM AOKYMEHT KOjU PpEryAHIIE OAHOCE CapaAme usmeby
ApXaBe, IOKpajuHe M AOKaAHe camoympase. OBaj AOKYMEHT takole mpennsupa
OATOBOPHOCTH HA CBAKOM HHUBOY €KOMY3€ja.

[Tocroju 6Au3ak KOHTaKT nsmehy osor IIPOjeKTa M APYTHX HAIIMOHAAHHUX HAU
MHOCTPaHUX €KOMy3eja y BHAY pasMeHa 1 o0yka

AoBonHO cpeacTaBa ce MOXke 00€30€AUTH U3 PASAUYUTUX M3BOPA - BOAOHTEPCKE
AOHAIIMj€, MEPE 3alOllbaBarba, OyleT MoBesaHor IIPOjeKTa - OHa Ce MOTY A0buTH
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aNAMIMPAKEM KOA Beher 6poja YHPaBHHUX OKPYTa, PA3AUYUTUX OPTaHH3AIMja UAU
npeAyseha. ITocroju ychabeHa capaama H3Meby AP>KaBHMX OpraHa, BAAAMHHX
areHIyja, IPUBaTHUX YAPYXKEHma U IOjeAMHALIA. Typusaum je Takohe 6utan HU3BOP

$uHaHCHpaa.

Exomysej He 3aMp3aBa jepaH IEj3axx y o,A,pel’)eHOM HCTOPHUjCKOM HEPHOAY Beh
AO3BOMaBa IpoMeHe U Gomy GyayhHOCT, KaKo 3a caMO MECTO, TAKO U 32 AOKAAHO

CTAaHOBHHUIIITBO.

Exomysej momake akymyaalujy APYIITBCHOI KAallUTaAd y PETHOHY. 32 AOKAAHO

CTAHOBHMIITBO, APYIITBEHHM KAITUTAA 3HAYM IUXOBO PasdyMeBalbe €KOMYy3eja U

comncTBeHOr HacAeha, 6OSHM KMBOTHM CTAHAAPA U CMalbCHhe CHPOMAIITBA. 3a caM

PCIHOH, KAIIUTAA IOAPA3yMeBa CKOHOMCKH Pas3Boj u yHanpeleme samrure xusorne

CpeAuHe.

e O6pasoBHu mporpaMu ce peasusyjy y $OpMH PCAOBHHX CCMHMHApa M PaAHOHHILIA
3a 3aHATAHje, My3H4Yape U APYIe AYAC, Ca LIUAEM Ad OHH CTEKHY CIIOCOOHOCT U
CaMOTIOY3AAhE AA KOHTPOAHIILY U YIIPaBAajy EKOMY3€jOM Ha AYTe CTase.

o Kako 6u ce momMorao pasBoj ekoMyaeja, CIIPOBEACHO j€ HCTPAKUBAGE O KOHKPETHUM

acIeKTHUMa reoaoruje, 6uoaoruje, ucropuje, aoomahe xpane, apXUTEKType, AOKAAHE

HHAYCTPH]E, HTA,.

IIporpamu ekomyseja IpPEACTaB&Ajy HpPUYY O IPOINAOCTH, CAAAIIKOCTH U
6YAthOCTI/I. Ha npumep, onu Texke A2 MOACTAKHY €HTY3Hja3aM maahux re’epanuja
U Aa ce usberHe npo6AeM AETIONyAQAIHj€ Y PETHOHY.

3AKJbYYHAK

Ogaj pap pasmarpa pAepUHHIINjE EKOMY3€ja, BUXOBY HCTOPH]Y, CTPAHY AUTEPATYPY BE3aHy
3a IUXOBY IIPOLICHY, M KOHAYHO IIOCTABAA [IMTAha KUHECKUX eKOMy3eja y MehyHapoase
okBupe. [ako mocroje Heke KPUTHKe KOje TOBOPE 0 CAAGOCTH IpBe U I0O0M ALY APYTE
reHepanuje ekomyseja y Kunu, He nocroje HarjonasHe cMepHuIie Koje 6u ocurypaase
wuxoB ycrex. Crora j€ OA BEAHKOT 3HAYaja MPEAAOKUTU oArOBapajyhn Ha4YMH IPOLEHE
U CMEpHHUIIEC 32 OCHHBambe U 0One yIpaBaarme Koje O BOAHMAE Ka YCIEXy KHHECKHX
exomyscja. Hanpea nsnern Mehyynapoan noxasaremu npeactaBayajy asar Koju ce MOXe
KOPUCTHTH OA CTPaHE ASYAU KOjU OCHMBAjy M yIIpaBamajy ekoMysejuma y Kunu; onn he
uM omoryhutn A2 M3BpIIC NIPOLICHY KOAUKO HHXOBH MY3CjH 3aA0BOMSABAjy OIILITE

KPHTEPHjyMe EKOMY3€ja.

3AXBAJTHOCT

Aonrxau Cy, Mapx Maype u Xyryec ae Bapune.
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SABRINA HONG YI
THE EVALUATIONS OF

ECOMUSEUM SUCCESS

-- IMPLICATION OF INTERNATIONAL
FRAMEWORK TO CHINESE ECOMUSEUMS
ASSESSMENT

INTRODUCTION

Museums play an important role in heritage exhibition and conservation and their
definitions are constantly evolving. Conventional static museums are buildings or
places to keep and exhibit works of art, scientific specimens, or other objects of
outstanding value (museum., 2010). In 1960s, “The Second Revolution of Museum”
called upon museum to be linked with community (Van Mensch & J.A, 1995). In
general, ecomuseum, as a form of new museology (Par, 2005), is a tangible kind of
open-air museum. In the recent decades, the ecomuseum concept has been universally
acknowledged as a new paradigm for the holistic interpretation of cultural heritage,
in which communities conserve, interpret, and manage their heritage for sustainable
development.

In 1986, ecomuseum concept was introduced to China (Su, 2006). The first
ecomuseum in China was opened in 1998 in Soga nationality village of Guizhou
Province, with sponsorship from Norway. It is called Soga Miao’s Ecomuseum. Since
then, ecomuseum concept has been undergoing vigorous development in Chinese Na-
tionality villages to conserve cultural heritage of minority people and to aid their future
development.

During the 13 years of ecomuseum implementation in China, there has been an
argument regarding its success. Some people stated that the ecomuseums failed to ne-
gotiate the conflict between rural development and cultural landscape conservation,
whilst others hold positive views that ecomuseums can flourish through a process of
localization (Su, 2008). However, there is no evaluation practice to assess their success.
This paper therefore argues for a new evaluation process and tries to give some sugges-
tions regarding this assessment.

Beginning with an overview of Chinese ecomuseums and the highlighted issues
about their controversy, this paper extracts implications from the definitionsm and
history of ecomuseum and international literatures of its evaluation. The final sec-
tion of this paper formulates a list of indicators to evaluate Chinese ecomuseums

success.
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ECOMUSEUM DEFINITION
Museum, as defined by ICOM, is

‘a non-profit making permanent institution in the service of society
and its development, open to the public, which requires, conserves,
rescarches, communicates and exhibits, for purpose of study, education
and enjoyment of the tangible and intangible evidences of people and
their environment’ (ICOM, 2006)

An ecomuseum incorporate traditional museum techniques of collecting,
interpretation, studying, exhibiting and preserving (Walter, 1989). Furthermore, as a
new type of museum, ecomuseum comes from the Greek root ‘oikos” meaning ‘house’
or ‘living space’ and defines a museum which is for, by and about people at home in
their environment (Keyes, 1992). Ecomuseums is different from traditional open-air
museum. Hudson (1992) described three reasons why open-air museums have chosen
to call themselves ecomuseum are due to three reasons -- the appeal to upgrade the
product file, a wish to be more modern and democratic and a need to be recognised as
a museum. Meanwhile, open-air museum is just collections and relocation of buildings
but ecomuseums keep collections in the original environment (Per, 1986).

The concept of ecomuseum was coined in 1971 by Georges-Henri Rivi¢re and
Hugues de Varine, during a dinner with the French Ministry of Environment, with
the intention of linking heritage protection with the environment (Varine, 1985).
The French Ministry of Environment was not very satisfied with old-fashioned word
‘museum;, and wanted to make some innovation. Accidentally, Hugues de Varine said
“Somebody is talking about ecological museums, green museums, and so on, related
to the regional park museums in France, and as ecomuseums”. “I take this one”, the
Minister said, then the term ecomuseum was born. Riviere re-defined this term three
times over a decade (Rivie're, 2001). In his 1980s ‘evolutive definition), he defined it as:

. an instrument conceived, fashioned and operated jointly by a public authority
and a local population ... an expression of man and nature ... an expression of time ...
an interpretation of space ... a laboratory ... a conservation centre ... a school ... (Riviere,
1985).

De Varine, the co-inventor of the concept, remains unsatisfied with the terminology,
because it has become an ambiguous word (Varine, pers. comm. 2010). In 1985, he
stated that there were no absolutely true or false definitions (Varine, 1985). In 1988, he
stated that the word ecomuseum was an inadequate solution for museums to achieve
new renovations (Varine, 1988).

Davis (2005) and Corsane ez. 4. (2009) reviewed recent developments of ecomu-
seums in Italy, Japan and China, and defined an ecomuseum as “a community-driven
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museum or heritage project that aids sustainable development”. In 2005, during the -
ternational Ecomuseum Forum, Guizhou, China, Su concluded that “there is no such
thing as a standard definition of the ecomuseum” (Su 2005).

As can be seen from the afore-mentioned discussions, the ecomuseum definition
is always a controversial matter for contemporary museology. Despite these debates,
these are two consensuses regarding ecomuseum. The first one lies in the difference that
conventional museum = building + collections + experts + visitors and ecomuseum =
territory + heritage + memory + population (Corsane, 2005; Gjestrum, 1992). The
second agreement is that the prefix “eco” means essentially human or social ecology
which embraces social, cultural and natural environments shared by community (Davis,
2005a; Rivard, 1988; Varine, 2005).

There are also two useful models of ecomuseums. Corsane’s model (2005) depicts
ecomuscums embedded within a community and placed within an environment. In
contrast, Davis’s (2008) ‘necklace’ model regards the ecomuseum as a thread to connect
varied elements.

ECOMUSEUMS HISTORY

Davis (1999) has examined the historical and philosophical background of ecomuseums.
He has recorded the continuing interest in exploring natural environment since the
16™ century, environmentalism in 1960s, the heritage movement, and the prevailing
environmental interpretation in late 20™ century that facilitated “the Second Revolution
of Museum” in 1960s which called upon museums to serve societal and political needs and
to extend to environments. Ecomuseum, as a form of new museology (Par 2005), emerged
in French Regional National Parks in 1960, with bilateral attributes of linking museums
with environments and communities. At the beginning, two types of ecomuseums
emerged - discovery ecomuseum and community ecomuseum (Davis, 1999).

The discovery ecomuseum was initially founded in the Armorica Regional Nature
Park (Parc naturel régional Armorique). With the guidance and enthusiasm of Georges-
Henri Riviére, two ecomuseums (Ecomusée des Monts d’Arrée and Ecomusée de I'lle
d’Ouessant) were founded this park, respectively displaying coastal and mountainous
landscape. This initial practice was defined by Hubert (1985) as the first generation of
French ecomuseum, although they were not under the name of ecomuseum.

The second phase of French ecomuseum began with community ecomuseum in Le
Creusot Montceau-les-Mines in 1974 to rehabilitate a post-industrial landscape. It was
established with community involvement in its evaluation, operation and planning.
Due to its multi-functions of maintaining cultural identity and satisfying local needs
including economics, politics and regeneration, it has become the model for many other
ecomuseums around the world.
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ECOMUSEUMS IN CHINA

The ecomuseum concept has been adopted in Chinese Nationality villages for over 13
years. Nationality village is a unique kind of village in China. Since China has some 56
ethnic minority groups which together account for a mere 8.41% of the population, the
remainder being the dominant majority Han people. They largely reside in nationality
villages of the northern, western and south-western parts of China. These nationality
villages are the homelands of 56 minority groups who have their distinctive living styles.
But they are mostly located in remote places and have little communication with urban
areas, the minority people are living in a poor condition, for instance, without running
water or electricity. How to make those minority people get access to a better way of life
without harming the valuable culture in these villages was a challenge for the state and
provincial government of China in 1980s. To solve this problem, the first ecomuseum
was opened in 1998 in Soga nationality village of Guizhou Province, with sponsorship
from Norway. The distinctiveness of the Miao people is their intangible cultural heritage
-- the unique music and dance traditions as well as long ox horns worn by the women.
Today there are 14 ecomuseums in China. Su (2008), as the promoter of ecomuseums
in China, has categorized them into two generations. He seems to have intentionally
neglected the ecomuseum in Yunnan Province, established in 2005, in his discussion
perhaps because this ecomuseum has different administrative power (Su, 2005). Su has
since concluded that this different administrative process needs further analysis (Su, 2006).

KEY ISSUES AND PROBLEMS OF ECOMUSEUMS IN CHINA

In the 13 yearsimplementation in China, ecomuseums present some difficulties, especially
in the first generation. This generation is located in Guizhou Province, preserving Buyi,
Han, and Dong ethnic minority people. Generally, this group of ecomuseums has a
common structure--a traditional museum which is named as “documentation centre”
displaying the visible cultural relics and surrounding villages. In 2009, Yin and Wu
addressed three main difficulties of these ecomuseums as follows. Firstly, the tie between
the documentation centre and the surrounding environments is weak. Villagers regard the
documentation centre as the ecomuseum rather than conceive their living village as part
of the museum. Secondly, there is not enough participation by minority people. There are
hardly any cases in which eco-museum campaigns are led by local residents as is the case
in France. For instance, the minority people in the Soga Miaos’ Ecomuseum are living in
a poor environment, so what they really care for is how to leave this poverty-stricken area
for modernized cities rather than to conserve this landscape. Thirdly, tourism is over-
developed. In 1999, the Norwegian representative of the ecomuseum project in Guizhou
Pronvince An and Gjestrum (1999) stated that people should not be separated from
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their cultural heritage; instead, they should have the opportunity to create their future
based on it. This entrusted the ethnic minority peoples to use their cultural resources to
pursue sustainable development via tourism. It is stated that Chinese ecomuseums are
initiated primarily to boost tourism (Dong & Zhai, 2007; Liu, Liu, & Wall, 2005). This
focus of Chinese ecomuseums transferred the culture to mere exhibition and brought the
loss of authenticity of intangible cultures (Davis, 2006).

Based the difficulties in the first generation of Chinese ecomuseums, it is argued that
the ecomuseum concept is a special by-product of the western post-industrial era, and
therefore cannot be applied in Chinese under-developed villages (Zhang & You, 2009).

However, Su emphasizes that

“The concept of the eco-museum can only flourish through a process of
localization. Each eco-museum can only prosper in response to its own par-
ticular surroundings, which are linked to national, societal and local practi-
calities and must co-exist with development endeavours”(Su, 2008, p. 38).

He states that the first stage of the ecomuseum localization is “cultural consign-
ment” which allows government and advisors to be the “agent” culture to lead the eco-
museum establishment (Su 2005). In the under-developed villages, the government and
the advisors are the only persons who know what an ecomuseum is whilst the minority
people have no awareness of their culture, so ecomuseum could not be feasible without
the coordination of government and advisors. Su also believes that until the villagers un-
derstand the concept of ecomuseums and the significance of their culture, namely when
they become the real owner of their culture, can an ecomuseum be firmly sustained (Su,
2006). He believes the process from “cultural consignment” to “cultural autonomy” to
be the normal process of Chinese ecomuseum establishment.

With regard to this process of localization, the second generation of ecomuseum
in Guangxi Zhuang Autonomous Region is highly appraised in China. This is a
combination system of one traditional museum--Guangxi Museum of National
Minorities and ten surrounding ecomuseums. On the one hand, it has been stated
that the surrounding 10 ecomuseums were used as research laboratories for the central
Guangxi Museum of National Minorities (Yin and Wu, 2009). Su (2008) argued that
this cooperation empowered the Guangxi Museum of National Minorities to assist in
building ten new ecomuseums, primarily to aid research and protect indigenous cultures
as they opened up to the outside world. In addition, the landscape architectural master
plan of the Guangxi ecomuseum is better than those in Guizhou (Yin and Wu, 2009).

The above-mentioned issues reveal some criticisms of the weaknesses of the first
generation and improvements of the second generation of ecomuseums in China,
there remains a need to critically evaluate their performance regarding if or how far
they satisfy the international ecomuseum philosophy and whether they are successful
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approached to manage continuing heritage landscape in China. However, there is
neither national guideline to guide the establishment and management of ecomuseums,
nor to judge their success. In 2008, China’s National Bureau of Culture was drawing up
a national guideline for a five-year plan for Chinese ecomuseums (Su, 2008). But this
guideline-writing failed due to the lack of funding (Su pers. comm. 2010). Moreover,
since International Symposium on the Guizhou Eco-museums held in Guizhou Province
in 2005, there has been no updating knowledge about Chinese ecomuseums to the
English-speaking world (Varine pers. comm. 2010). Thus, it is of great significance to
propose a suitable way to evaluate and guide the success of Chinese ecomuseums for
better management and establishment.

EVALUATION: THE STATE OF KNOWLEDGE

Ecomuseum is rapidly developing all around the world. Till now, there are 500 organ-
izations using this term (Davis, pers. comm., 2010). They are all established according
to their own cultural background for different heritage resources with different man-
agement styles.

Heron (1991) suggested three principal features of ecomuseums being “strong
sense of local pride in traditions, customs, and vernacular architecture”, a link with
their economic regeneration and their attempt to save threatened culture. Joubert
(2005)summarized four principles of French ecomusée -- the territory, its heritage, the
population and the education. Davis (2005) emphasized local people’s pride in their
place as key character to be common to all ecomuseums.

However, some ecomuseums were misused as marking devices, which is far away
from original tenets of ecomuseum theories (Corsane et al., 2007a). It was claimed
that the important features about Le Creusot were misunderstood (Varine, 1988).
Davis (2005a) concluded two myths of the ecomuseum. One is the widely-believed
notion that all ecomuseums should conform to the multi-functional definition Rivi¢re
developed in 1980. The other is that as the stretching of ecomuseum philosophy, the
boundaries between it and other heritage organizations became ambiguous. Under
these circumstances, some studies have been carried out on ecomuseum assessment for
better management of this organization.

Davis (2005b) stated the performance measurement indicators that applied to
most traditional museums, such as the number of visitors, collections and educational
activities delivered, have less meaning in ecomuseum context. The failure of using
traditional indicators to evaluate ecomuseum was resulted from the variation of
ecomuseums regarding how they are governed, managed, financed and staffed, how the
propertied are collected and what services should be provided for visitors. This variation
also results in the difficulty to apply a standard that ecomuseums should reach.
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In 1992, Boylan (1992) listed five aspects to distinguish a ‘classical’ museum and
an ecomuseum—territory, central focus of study and communication, organisational
priority, customers and control of power. While a ‘classical’ museum is a building,
deals with collections, based on specialists, holds visitors as the main consumer
and is controlled and determined by experts staff; a ecomuseum has a wide range of
geographical territory from a single village to heritage regions, uses interdisciplinary
approach, perceives local population and tourist and their younger generations as
consumers and is controlled by community representatives.

In 2007, Coresane et al. condensed five ecomuseums indicators:

“The adoption of a territory that is not necessarily defined by conven-
tional boundaries,

The adoption of a ‘fragmented-site’ policy which is linked to #7-situ con-
servation and interpretation

Conventional views of ownership are abandoned; conservation and in-
terpretation of sites visa liaison and co-operation

The empowerment of local communities; the involvement of local people
in museum activities and in the creation of their cultural identity

The potential for interdisciplinary and holistic interpretation”

Based upon these five aspects, Coresane et al. developed a list of questions and utilized
it to test the performance of 5 ecomuseums in Piemonte and Liguria, Italy. During
surveys, it was found there was significant variation in the most acknowledgeable features
of ecomusecum philosophy—community participation and local democracy. For example,
the Germanasca Ecomuseum similarly links to a number of local associations, only have
10% of the local community actively engaged in some way with the natural and cultural
heritage of the site. Another important conclusion of this research showed that some
ecosmuseums which declared themselves as democratic or community-focused initiatives,
the success of their performance could be measured more effectively in terms of the forms
of capital that resulted from local people’s use of ecomuseological methods to engage with
and conserve their heritage (Corsane et al., 2007b). For instance, Ecomuso della Canapa
had alow figure of visitors, but the enthusiasm and support of the local people guaranteed
the professional operation of this ecomuseum (Coresane et al., 2007b). It was further
explained that this project was a self-evaluation organization that the most unexpected
outcome of this ecomuseum and the correspondingcriterion for its success was the benefits
gained by the volunteers, for example, the learnt skill, confidence and knowledge horizon.
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What is most significant is that Corsane (2007b) suggested that Chinese ecomuseums, as
introspective organizations that have evolved to meet local needs rather than regional or

national agendas, the evaluation for them should be judged by the impact of ecomuseums

activities on the local community and individual participants.

INTERNATIONAL BENCHMARKS FOR ECOMUSEUMS

Based on international ecomuseum evaluations and situations of Chinese ecomuseums

in nationality villages, an initial list of ecomuseum indicators is developed following in

to three aspects as follows.

1) Criteria about the participation, empowerment and involvement of local people

Local people, experts, governmental staff and administrative personnel work to-
gether for the ecomuseum project.

There is leadership in decision-making group of the ecomuseum. The board contains
representatives of local people.

Local people have freedom to express their desires/concerns.

Local people’s opinions are taken into consideration in the decision-making process.
Their words can impact the ecomuseum strategies, programs or policies.
Researchers of anthropology, heritage, culture, history, economy, architecture and
so on work together with local people, to produce outcomes such as books, docu-
mentaries and workshops. In this process, local people act as research laboratories
for professionals.

There are plenty of local activities ensuring local people’s real participation. For ex-
ample, local people are encouraged to give guided-walks and tell stories about their
heritage/culture to visitors, as well as dance with the tourists.

There is collaboration between local sculptors, artists, writers, actors, craftsmen,
musicians and dancers, for organizing ecomuseum activities and promoting local
products.

Through the participation of ecomuseum activities, local people obtain an accurate
understanding of ecomuseum meanings and gain a pride in their culture. Therefore,
local people support ecomuseum activities and voluntarily offer help. For example,
local people agree with the ecomuseum program. They are willing to donate objects
for exhibitions and offer free guide-walks for visitors.

The ecomuseum provides opportunities for local people to learn local skills togeth-
er. Local people receive training from ecomuseum programs.

Local people can be regularly informed of the news of their ecomuseum, by the dis-
tribution of newsletters or the organization of meetings.
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e Outreach activities have been encouraged for local people. For example, eccomuseum
leaders work to attract external specialists, associations, or societies, schools and ed-
ucational institutions to visit the ecomuseum.

e Local people can get access to the ecomuseum guidelines, regulations or other ad-
ministrative documents. These documents are translated into local dialects.

2) Criteria about the conservation, preservation and interpretation of heritage re-

sources.

e The ecomuseum is defined by a fragmented-policy rather than a conventional
boundary--the territory covers the whole site sharing the same heritage values.

e There are shared characteristics within the geographical territory of the ecomuseum.
The ecomuseum has a name and the same heritage theme, which are understandable
to visitors and the local people.

e The collections and exhibitions of the ecomuseum focus on the collective memory
of the local population. Thus the ecomuseum is a fragmented museum with a hub
and antennae of buildings and sites. There is a documentation centre for the display
of material culture. The surrounding environments are also included as part of the
ecomuseum—the collective memory is displayed in houses, streets and the living
ways of the local people.

¢ New buildings in the ecomuseums should have the consistent style and same mate-
rial with the original buildings/houses of the region. For example, the newly-built
documentation centre harmonizes with the surrounding architectures.

e Proper restoration or repair has been done to some local buildings which have great
heritage value. And such actions keep the traditional style of the old buildings.

o Efforts are done for the regular maintenance of vernacular buildings and landscapes,
for example, the local peoples’ house.

e An interdisciplinary approach is used for the holistic interpretation of heritage re-
sources. For example, historians, environmentalists and cultural activists are all in-
volved in designing ecomuseum policies and programs.

e The full range of heritage resources of the territory has been indentified. Attentions
are paid to both tangible and intangible heritage (oral traditions, oral testimonies,
languages, ceremonies, music, songs, dances, traditional craft skills).

e Research is undertaken for heritage resources and documentation. The outcomes
include the production of videos, the publication of books and the organization of
educational activities.

e There are plenty of facilities for heritage interpretation. For example, the use of me-
dia, the personal explanation of heritage sites and the performance of cultural prac-
tices including local cultural or linguistic traditions.
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Dialogue between visitors and local people is promoted. For example, during guid-
ed-tours, visitors have opportunities to make enquiries regarding local culture.

The relationship between tourism and ecomuseum development is balanced. There
are regulations to control tourism activities, for example, controlling visitor numbers.
Conflicts between local economic development and the loss of heritage authenticity
are understood in the minds of every participant. For example, there is continuing
dialogue between conservation interests and tourism industries.

There is an evaluation system to monitor the effectiveness of heritage facilities.
Works have been done to monitor the outcomes of facilities.

3) Criteria about the strategies and governance for local sustainable development

Before the establishment of the ecomuseum, there was a formal guideline for its
planning and a nominated board with explicit agendas. The strategic plan was ap-
proved by the local people. This plan encourages the involvement of all the main
stakeholders in the territory (associations, organizations, companies and private in-
dividuals).

Since the establishment of the ecomuseum, the local economy has been promoted.
For example, the ecomuseum has created job opportunities for local people and pro-
moted the local industries.

There is a nominated elected Board for the ecomuseum to make key decisions and
resolve problems. The Board meets regularly.

There is a formal document articulating the co-operating relationship between state,
province and local government. This document also illustrates each level’s responsi-
bility for the ecomuseum.

There is close contact between the project and other national or international eco-
museums, in the form of exchange visits and training.

Enough funding can be sustained from various sources--volunteer donation,
job-creation measures, and some project-linked budgets -- which can be obtained
by application from related multi-administrative districts, different authorities or
businesses. There is a harmonious co-operation between public authorities, govern-
mental agencies, private associations and local individuals. Tourism is also an essen-
tial resource of funding.

The ecomuseum does not freeze landscape to a period of history, but allows for
change and a better future both for the site itself and local people.

The ecomuseum helps the accumulation of social capital in this region. For the local
people, the social capital means their understanding of the ecomuseum and their
heritage, their living standards and the alleviation of poverty. To the region, the cap-
ital means economic development and environmental improvement.
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e Educational programs are implemented in the forms of regular seminars and work-
shops for craftsmen, musicians and other people, to let them gain the ability and
confidence to control and manage the ecomuseum in the long run.

e Research has been carried out to aid the development of the ecomuseum, on specific
aspects of geology, biology, history, local food, architecture, local industries and so on.

e The ecomuseum programs present the story of the past, present and future. For ex-
ample, they make an effort to encourage the younger generations’ enthusiasm and
avoid depopulation problems in the region.

CONCLUSION

This paper reviews the ecomuseum definitions, history, international literature of
ecomuscum cvaluation, and finally places the issues of Chinese ecomuscums in the
international framework of ecomuseums. While there some criticisms of the weaknesses
of the first generation and improvements of the second generation of ecomuseums
in China, there are no national guidelines to ensure their success. Thus, it is of great
significance to propose a suitable way to evaluate and guide the success of Chinese
ecomuscums for better management and establishment. The international ecomuseums
benchmarks summarized above is a tool that can be used by people who set up and man-
age Chinese ecomuseums, to enable them to evaluate how closely their own ecomuseum
satisfies ecomuseum criteria.
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Ancrpakr

MocTojn oko 40 My3eja Ha OTBOpPeHOM Y JanaHy. CBM OHW 1MMajy CBOjy NCTOPUjY
OCHMBaHa - MOKPEHYTU Cy U3 Pa3INYNTUX Pas3aora, y pasanymTo Bpeme.
MeRyTum, CB OHW NMajy jeAaH 3aje AHNYKN b (KOjU je 3ajeHNYKIN CBUM
My3ejyMa Ha OTBOPEHOM Y CBeTY), a TO je 3aluTuTa KynTypHe baluTnHe og Beher
YHULLTEeHa TOKOM Mpece/berse ca OPUrMHaAHNX IoKaumja 1 npukas y mysejy y
L/by MpeHoLLEeHa OBOT BaXKHOT KyNTypHor Hacneha byayhum reHepaumjama.

My3ej Ha OTBOPeHOM Cy TeMa AOKTOpPCKOr paja HaHe Menapuwsunn.

Y jyny 2015, oHa je Aobuna opobperse HaumoHanHe poHaaLmje 3a Hayky
(Teunwncu, I'pysuja) Aa cnpoBeje NCTpaXnBake My3eja Ha OTBOPEHOM Y

JanaHy. HaumoHanHm yH1Bep3unTeT Jokoxama je 610 weH gomahuH. Ca cBojum
cynepsu3opoM, npodecopom Kasyokn Oxapom (oOCHMBaYeM 1 YnaHom pyLutsea
My3eosioruje JanaHa) n3abpana je net Hajsehrx My3eja Ha OTBOPEHOM 3a CBOje
NCTPaxvBare TOKOM MnoceTe.

Cymupajyhu maTepumjane nprKyrn/beHe TOKOM noceTe 1 aHanmsnpajyhu
noctojehy anTepaTtypy 0 My3ejiMa Ha OTBOPEHOM Y OBOj HEBEPOBAaTHOj 3eM/bM,
ayTopu roBope 0 TPEHYTHOj CUTYaLMj1 Y janaHCKMM My3ejlMa Ha OTBOPEHOM,
LUTa MOCETUOLM 3aXTeBajy 04 HUX 1 KakBUM pecypcrma pacrnonaxy myseju
3a CBOje OCHOBHe AeNaTHOCTU (MPUKyMN/bakse, MG, 3aLUTUTY, NCTPaXKBakba,
TymMauere 1 n3nararbe), ykbyuyjyhu 1 3abasy.

OBaj unaHak je nornes ns EBpone - ycmepeH Ha janaHcke My3eje Ha
OTBOPEHOM, Y MOKYLLAjy Aa OZ HUX Yyje rlacoBe Koju ce joLl HUCY Yyu.

Abstract

There are approximately 40 open air museums in Japan. All of them have their
own history of establishment - initiated for different reasons, at different times.
However, they all have one common goal (which is common with the Open

Air Museums from the rest of the world): protection of cultural heritage from
significant destruction through relocating them from their original sites and
displaying on the territory of museum in order to pass this important cultural
heritage to future generations.

Open Air Museums is the topic of Nana Meparishvili's PhD work. In July 2015,
she was granted by the National Science Foundation (Thilisi, Georgia) to study
Japanese Open Air Museums. Yokohama National University hosted the PhD
student. With her supervisor - Prof. Kazuoki Ohara (the founder of the Japan
Eomuseological Society and the member of Museological Society of Japan) - five
largest Open Air Museums have been selected for the research visit.

Summarizing the materials gathered during the visit and analyzing an
existed literature about Open Air Museums in this amazing country, authors are
talking about what is the current situation in Open-Air Museums of Japan, what
do the visitors require from them and what resources do the museums have for
their basic activities (collection, description, protection, research, interpretation
and exhibition), including entertainment.

This article is a gaze from Europe - focused on Japanese Open Air Museums,
a try to hear unheard voices of them.




1

Mnaau majctop u3 Kjota nonpas/ba
owTteheHn KpoB; HUXoH MuHKaeH. ®oTo:
Haxa Menapuwwsunn

2

[pyna BONIOHTEPa CeAn OKO BaTpe Kojy cy
caMu Hanoxunu, HWxoH MuHkaeH. ®oTo:
Hana Menapuwsunn

3
Mys3ej rpaguTe/bCTBa Ha oTBOPeHoM Ego-
Tokno. doto: HaHa Menapuwsuiun

Repairing of damaged roof by the young
craftsmen from Kyoto. Nikon Minkaen.
Photo by Nana Meparishvili

2

Volunteer's group sitting around fire set
by them, Nikon Minkaen. Photo by Nana
Meparishvili

3
Edo-Tokyo Open-air Architectural Museum.
Photo by Nana Meparishvili
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HAHA MEITAPUIIIBUAN
KA3YOKH OXAPA

Myszeju Ha oTBOpeHOM Yy JanaHy -
nornep us3 EBpone

CBu Myseju UMajy CBOjy HCTOPHjy OCHHBAHA — IIOKPEHYTH Cy U3 PA3AHYUTHX Pa3Aora,
Y PasSAHYUTHM BPEMCHHMA, Y PasAHIUTUM AprkaBama. MebyTum, cBu onu nmajy jeaan
3ajeAHMYKU LHd, 2 TO je 3aIUTHTA KyATypHe bamruHe op Beher yHuumrema Toxom
IpeceseHhe Ca OPUTHHAAHUX AOKAIMja M MPHKA3 y MY3Cjy y LHAY IPEHOINICHA OBOT
Ba)XHOT KyATypHOT Hacaeha Oyayhum renepanujama.

I'Tprya KOjoM XKEAUMO A OYHEMO HAIll PaA BE3aHA je 3a HCTOPH]Y jEAHOT jalaHCKOT

Myseja, Ta‘IHI/IjC — 3a Pa3Aore mCroBOr OCHUBAIbA. ITounumo OA ITOYCTKA.

NMPOYYABAHKE MUHKE (, MPUBATHA KYRA”, ,KYRA JbYAU")

TpapuioHaAHA jamaHCKa APXUTEKTYPa CE OAAMKYje NPePUECHHM MPOIOpLHjaMa
MHCTEPHOSHOI AyXa U BUXOBOI Melaka ca IPUPOAOM. Munxa je o06auK
TPAAMIIMOHAAHOT jAITAHCKOT HAYMHA CTAHOBAKA KOJH 3aBUCHU OA KAHUME U APYTHX
HPUPOAHHX KAPAKTEPUCTHKA, KA0 M OA COLUjAAHOT cTaTyca BAacHuKa Kyha. 360r oBux
akTOpa, WHPOK CreKTap Munka objexara ce Moxe Hahu y pasamdauTuM pernoHnMa
Jamana. Ilocroje 3 ocHOBHa KpuTepHjyMa 3a IPOLECHY MuHKe: TIAAH, CTPYKTypa H
o6auk (amsaju). Pacnopes mpocropuja je Beoma mpaktHdaH H A06po mpuaarohen
CBaKOAHEBHOM >KHBOTY. AM3ajH U3paskaBa HHTEPAKIIH)Y IIAAHA U CTPYKTYpe.

[AaBHA TajHA NPONOPIIMOHAAHOCTH MuHKE je Y 3ajeAHHYKOM CTAaHAAPAY KOju
OATOBapa BEAMYHHH 774mamuja. TaTaMy je HCTKaHa IPOCTUpPKA. ApeBHe TaraMu
npocrupke ce mory Hahu y munka xyhama koje aarupajy us 17. Bexa. Y Jamany ce
BCAMYUHA IIPOCTOPHjA U AAMSE YECTO MEPH OPOjeM TaTaMH IPOCTHPKH KOj€ Y By MOTY
craTu. 3aTo je YCIIOCTAaB&SCH CTAHAAPA HHXOBe AykuHe u mupune. OBaj cTaHAapA
BapHpa y PasSAMYUTUM perdoHuma. IIpema TpasMIIIOHAAHOM jalaHCKOM CHCTEMY
jeAMHMIIA Ay)KHHE, CTAHAAPAHA BeAndnHa TaTamuja y Haroju je 1,81818 M (5.9652
croma) X 0.90909 m (2.9826 crona). MehyTum, Bapujanuje nucy orpannaene. Cucrem
TaTaMHja je CAMO jEAAH OA ITOKa3aTesa UACHTUTETA. [ TocToje M MHOTH APpYTH 3aHUMASHBU
U JEAMHCTBEHH AETA/oHU Y jATAHCKUM Kyhama, AAM TO HHj€ IPEAMET OBOT PaAa.

Jamanou cy npoydaBasnm kyhe HapoAHOT TIpapMTEsSCTBA KAO ACO jaIlaHCKE
erHoAoruje Tammo mepuoaa (1912-1926). Llus HCTPaKUBAba CIPOBEACHUX OA
cTpane pasauuuTux Hayynuka (Bajupo Kou, Kewn Mumxapa, Moroxapy @yjura u
Apyru) 610 je aa ce nponalyy kapakrepuctuune MuHKa Kyhe y Jarmany u Aa ce moABpruy
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HCTpaKMBamy. lokujcku yHuBepsurter, llokoxama HAI[HOHAAHHM YHHBEP3HUTET,
Yuusepsurer y Ocaku 1 APYIH YHUBEP3UTETH Cy CIPOBEAH OOMMHA HCTPaXKHBaHba
U BPEMCHOM je IIOCTaA0 Moryhe MACHTHUKOBATH IIPOMEHE KOje Cy OBE CTape
kyhe nperprese. Kpajem meaecerux, mocae Apyror cBeTckor para, IOCTUTHYTH CY
3HavyajHu pesyataru. Ilapaseano ca mcrpaskuBadkum papom, Baapa Jamana npusnasa
j€ BOXKHOCT OBOT IUTama U caMa ce ykayanaa. Od 1966. do 1977. 200une, Aeenyuja
34 numarea Kyamype 00a6na snavajue padose y céum npedexmypamna, a 3a nocieduyy
uma 16 objasmwenux momosa Hemopujcxoz npeeneda, y xojuma ce pacnpasrona o dusajny
munxa objexama 00 16. sexa do mpenymxa objasmusarwa. Ao xpaja Apyzoe ceemckoe
pama, camo dse munxa xyhe (Kyha Jomumypa y npegexmypu Ocaxa u Kyha Ozasa y
Kjomy) cy npusname xao naynonasna xysmypua dobpa. Kao pesyimam nomenymoz
ucmpancusara, nexum Kyhama obehawu je osaj cmamyc. Kacnuje, one cy cmexae cmamyc
HAYUOHAAIHO02 braza.

Topaune 1955, cryaenr Hapoanor yuusepsurera Jokoxama, Kunja Cexuryun
HAIIHCao je paa o Kth/I nopoautie Mro moa MenTopcTBoM cBor mpodecopa Munopy
Oaxke. 3axsasyjyhu Hamopuma cTypscHTa u Ipodecopa, OTIIOYEAU Cy PasrOBOPU O
KYATYPHOM 3Ha4ajy oBor objexra. OaayueHo je Aa ce 0 kyhu moseae pauyHa u Aa ce oHa
oapkaBay A06pom cramy. Y npedexrypu Kanarasa, 1o je 6naa npsa xyha xoja je crexaa
CTaTyc HallHOHAAHE KYATYpHe BpeaHocTd. FlcToBpeMeHo, TO je Guaa mpBa npusarHa
Kyha [pU3HATA K20 KYATYPHO A06p0 0p Kanarasa npedexrype. foaune 1963, nopoanua
Hro opayunaa je aa usrpapu Hosy kyhy. [Tpodecop U BberoBu CTyACHTH Cy OAAYIHAH
Aa crapy xyhy npemecre y Canxenen', y rpaa Joxoxamy. Takobe, mocrojasa je nacja aa
ce Uto Kyha npuxaxe y Mxyra nmapky. IIpopecop Oaxa je mpeprosxro ocHHBaEE HOBOT
My3seja Ha oTBOpeHOM. Macja je moapkana oa ympase rpasa Kasacakuja. Kacuuje cy
Kyhe 13 pasHHX pernOHa HCTOYHOT JaliaHa IIPUKA3aHE Y OBOM MY3cjy.

U Taxo je Mro xyha nncnnpucasa ocuusamwe Huxon Munkaena — Myseja janancke
APXUTEKTYPE HA OTBOPCHOM.

MY3EJ HA OTBOPEHOM U EKO-M3EJ

Huxon Munxacn Huje 61o npsu Myacj oe Bpere y Janany. [Ipsu Myscj Ha oTBOpeHOM
ocnosat je y Ocaxu (1960). 360r exonomckor pacta nosehato je nHTEpecoBambe 32 0By
BpCTY Myaeja. Beanke KyATypHE H €KOHOMCKe IIPOMEHE CY AOBEAE AO TOTA AA CY Ce CTape
kyhe gecTo Memase HOBUM M Tako je HacTasa motpeba aa ce xyhe moceGue BpeaHoCTH
npeceAe Ha CUTYPHHja MECTa.

Kaxko je 1Bpano Cren PeHIIXOI?, TOYETKOM OCAMACCCTHX TOAMHA ABAACCETOT BEKA,
6140 je B 0a 20 My3cja Ha OTBOPEHOM y Jarany. ABaACCET IIET TAKBUX My3¢ja OIIMCAHO

1 JanaHckun BPT 1 My3ej Ha OTBOPEHOM Yy BAACHULLTBY jeJHOr 6M3HMCMEHa Y KoMe ce
Beh HaNasnao HeKONMKO UCTOPUJCKMX 3rpaja.

2 Open Air Museums. The history and future of a visionary idea”, Sten Rentzhog,
532pp, JamtliForlag 2007, published in cooperation with ALHFAM and The Associati-
on of European Open Air Museums.
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HAHA METAPHILIBUAM NANA MEPARISHVILI

KA3YOKH OXAPA KAZUOKI OHARA

MY3EJM HA OTBOPEHOM Y JAMAHY - OPEN AIR MUSEUMS IN JAPAN - GAZE
MOTNEA U3 EBPOME FROM EUROPE

je y xwu3u ,Myseju Ha orBopeHoM y Jamany“?, ayropa Ono Caromuja, npodecopa
Ap>xaBHor yHUBep3uTeTa Jokoxama. TpeHyTHO je muxoB 6poj HapacTao Ao 40. Hexu
OA HHX CY LICHTPAAHSOBAHH H Y BUMA Cy IPEACTABACHH TPAAULIMOHAAHN MOAeAH Kyha
M3 CBUX KpajeBa 3eMae. Hekur oA WHX NpeACTaBAajy TPAAULIMOHAAHY APXUTEKTYPY U
Ha4YUH XUBOTA Y oApcbeHOM peruony. IlocToju U jepaaH MOTIYHO Apyradyuju Mysej —
Maau cBeTckH Mysej YoBedaHCTBa, y 6ansunu Muyname (npedexrypa Audn), y kome
cy usaoxkeHe 33 arpaae U3 22 3eMae, H TO y CBOjUM OPUTHHAAHUM AuMeH3ujaMa. Hexu
0A EKCIIOHATA Cy OPUTHMHAAHH, AOK CY OcTaAM penauke. IToceTnaan uma npuauky aa
ykuBa ucnuTyjyhu pasanunte craMmOeHe LEAHHE — OA 43MjCKUX LIATOPA A0 6aBapCKUX
CceAa, Kao U Aa Mcpoba TpapuinoHasty osehy pasamanrux semasa. ITocrojame Taksor
Myseja y JamaHy ce MOXe OOjaCHUTH ICTOBUM IIOMAAO H30AOBAHHM IIOAOXKAjEM Ha
cBetckoj Manu. OBaj Mysej CBOjOM ITOCTABKOM II0jEAHOCTABAYjE ,IIyTOBaE " JamaHara
IO APYTHUM ACAOBHMA CBETA.

3a pasAHKy 0OA My3eja Ha OTBOpeHOM, 6poj eko-Myseja y Jarmany je Muoro Behu (oko
100). ITosHato je A2 eKO-My3eji HMajy HCTE LIUAEBE (npuKyImalbe U 3aITUTA KYATYPHE
GawTHHE), aAU OHH €y $OKYCHPAHH Ha CTHUYKE TPYIIe U IIOAPYYja y KOjHMA OBE IpyIIe
JKHBE U KA0 )KMBHU My3€jy IOMaXKy OAP>KHBH Pa3Boj IeAor perrona. Exo-myaej 06yXBaTa
TpU eAcMeHTa: 1) SaluTHTa PasAMYMTHX AeaoBa KyaTypHor Hacacha y oapebhenom
peruoHy, ykmydyjyhn npupoay n MHAYCTpHjCKe M KYATYPHE TPaAHLHje, 2) YIpaBsambe
u pas Ha oBoM Hacachy Kpos yKmy4nBarme AOKAaAHOT CTAHOBHHMIUTBA, 3) Kopumheme
noMeHyTe 3amTrheHe IpUPOAE U TpaAHILmje 3a My3ejcke cBpxe. Y Haj6omeM cAyUajy, OBa
TpH eAeMeHTa — H,0amTuHa", ,yderthe” u ,Mysej” cy Ao06po usbasancupana u Mebhycobxo
nosesana.t

Kyhe je Aakwme samruruTn y MyscjumMa Ha OTBOPCHOM HETO Y €KO-MyS3CjUMA.
Mebyrnm, sa pasanxy exo-Myscja, My3cju Ha OTBOPCHOM PYILCE IIPHUMCPE MATCPUjaAHE
KYATYpP€ Ha OPUTHHAAHUM AOKaLHjaMa U IIpeballyjy UX Y My3ej, TAC My3€jCKH CTPYdEbaliy
MPEACTaBAAjy BUIIE MY3€j HETO AOKAAHY 32jEAHHMITY, YECTO Y3 YOIIUTEHO TyMadeHe,
qmMe pUsHKYjy Aa Aohe A0 ryburka pasHuX cienuUIHOCTH TPaAULHjE.

360r OBHX HPECAHOCTH U HEAOCTATAKA, 9ECTO Ce NMOCTaBAa cacAche murame: mra
Tpe6a Aa papuMo? Aa AU A2 9yBaMO KyATYPHO Hacaehe Ha OPUTHHAAHOj AOKAIIMjH HAU
Aa ra MpHKa3yjeMo y My3ejuMa Ha orBopeHoM? He mocToju npenusan oAroBop Ha 0BO
nurame. [ToTpebHO je mocTojame U jeAHOT H APYTor. YKOAHKO cioMecHHUKE Huje Moryhe
CauyBaTH Ha IbHXOBHM OPHTHHAAHUM AOKALHjaMa, Tpeba MX IPUKA3ATH y OKBUPY My3¢ja.
Yumenuia j€ AQ CBH OHH — €KO-MY3€jU, My3€ju HA OTBOPEHOM, HAPOAHH MY3€jU, MYy3€ju
JKHMBE UCTOPH)E, UTA., UMy jEAQH 3QjEAHMYKH M/ — O9yBalbe U TYMAY€he IPOIIAOCTH
3a TeHepaluje Koje AOAa3e.

Aa an HOBe reHepannje nocehyjy myseje? Aanac ce 6poj moceTnaana y eAOM CBETY
cMamyje. Myseju IIHpOM cBeTa CIIPOBOAE HCTPAXKMBAMKA Y IIHAY H3HAAKEHA Y3POKa

3 Open Air Museums of Japan, Satoshi ONO, 1993, Printed in Japan, ISBN4-8099-
1028-5 C0052. INAX ALBUM 17 (Ha janaHCKOM je3uky).

4 "The Image of ‘Ecomuseum’ in Japan”, Kazuoki Ohara; pp.26-27, Pacific Friends,
Jijigaho-sha, 1998.4. Vol.25 no. 12.
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oBor onaaajyher TpeHAa M yA2Xy BeAHKe Hallope A2 BpaTe MOCETHOLE Y Myscje. Myscju
MOpajy OAIOBAapaTH MOACPHOM APYLITBY, @ 3AXTE€BU APyWITBA 21. Beka Cy MHOTO BHILH.
Aaxae, Myseje Tpeba MEHaTH Y CKAAAY €2 OBUM 3aXTEBHMA KakKo OH OHH 3aA0BOASHAU
caBpeMeHe usasose. Mebyruy, y mopebemy ca oApyrum mysejuma, Myseju Ha OTBOpEHOM
Ce Memajy PEAATUBHO CIIOPO.

Aa AM My3ej HAa OTBOPEHOM HMa IIOTEHIIMjaA Ad Ce NPOMEHM M HHoBHpa? Aa
A Ou Tpebaro A2 KOPHCTH HajHOBHja TEXHOAOLIKA AocTHrHyha xako 6u npusykao
noceruoue? Iae je rpanuna nsmelyy myseja u napxa ca moHoBHO noAUTHY THM 06jeKTHMA
OPHjEHTHCAHOr HA KOMEPLHjAAHY ACAATHOCT, KOjU OKYILvA BEAUKH Opoj moceTHAara
camo y crienjjasHuM npuarkama? OBo cy caMo HaKa IIMTamka KOja My3€jCKU CTPYUbalin
pasMarpajy aeachn CBOj€ MHCAHU U HCKYCTBA JEAHH Ca APYTHMA.

JeaHa cTBap je curypHa — Mysej Ha OTBOPCHOM MOXKE OUTH IAaTgopMa 32 yueme
o Apymrsy. Hajpaxxuuje je Aa ce mAeHTH(UKYje HAYMH NPEACTABAAKBA OCHOBHE HAgE)E
Koja he 6uTu an/IAarobeHa oApebeHOj I'Iy6AI/ILII/I, jep He MOCTOjH jeAHa omiuTa GOpMyAa
3a ycrema Mysej. [lopea 6pomypa, BoheHHX Typa M APyIHMX AOKa3aHHX CPEACTaBa
KOMYHHUKAIHj€ Ca MOCETHOLUMA, Y MOCACAHUX HEKOAMKO TOAMHA, MHOTH MY3€jH HA
OTBOPECHOM Cy H3a0paAd KOHLCNT JKMBE MCTOPHjE KAKO OM IIOCTAAM 3aHUMAHBH U
tpaxenu. [Tocernonn cy taxobe sapoBosnu. Ilta 6u ce accnao axo 6u cBu Myseju
IPUMEHBAAN OBy METOAY NPHUIIOBEAAba? Aa A ITOCTOjU PU3HUK AA CE OHH IIPETBOPE Y
MHCTUTYLIMje OpHjeHTHCaHe Ha OM3HUC U TypH3aM, a He Ha KyAaTypy? OBo je jeAHO oA
HAjBOKHUJUX UTakba.

Kaxsa je TpemyTHa curyanuja y moracAy Myseja Ha orBopeHoM y Jamamy? Illra
IIOCETHOLM 3aXTEBAjy OA HUX U KOJUM PECYPCHMa MY3€jH PAaCIOAAKY KaAa je ped o
BUXOBOj OCHOBHOJ ACAATHOCTH (IIPHKYILAAESE, OIUC, 3AIUTHTA, HCTPKUBAIE, TYMAUCHe
U TIOCTaBKa® ), yKIby‘{yjth/I u 3a6aBy, KOja je AOAATa OBUM aKTUBHOCTUMA, y 21. Beky?

nornen N3 eBPOME -
5 JANAHCKUX MY3EJA BUBEHUX OYUMA CTPAHALIA

V jyay 2015. roanne, Haunonaana gponsauuja sa nayky Illora Pycrasean (T6uaucw,
Ipysuja) ¢uHaHCHpasa je HMCTPakKMBAu4Ky IOCETy JamaHy AoKTopaHTKuibe Hane
MenapumBuan 4uju je nus 610 mpoydaBame Myaeja Ha orBopeHoM’. Fben pomahun
je 6uo Hannonasnu yHusepsurer Jokoxama, a 3a cynepsusopa oppehen je npodecop
Kasyoxu Oxapa, ocHuBad i uaan Myseosomkor aApymTsa JamaHa. 3a HCTPaXHBambeE je
usabpano 5 Hajeehnx Myseja Ha orBopenom. OCBPT Ha OBE My3¢je U BHXOBE AKTHBHOCTH
AAT je y HACTABKY PaAa.

5 LLlecT 0OCHOBHMX aKTMBHOCTW My3eja npema Gail Dexter Lord and Barry Lord. ,The
Manual of Museum Management”, Gail Dexter Lord and Barry Lord. 356 pages,
Altamira Press, 2009.

6 lMNoceTa je pHaHCMpPaHa 13 rpaHTa 3a NOAPLLKY AOKTOPCKUM cTyanjama (Grant
Agreement DO / 246 / 2-150 / 14), 3a nspagy Aoktopckor paga HaHe Menapuwsunn
Ha TeMy ,YnpaB/bake KyNTypHUM Hacnefiem y MysejriMa Ha OTBOpeHOM".



121

HAHA METAPHILIBUAM NANA MEPARISHVILI

KA3YOKH OXAPA KAZUOKI OHARA

MY3EJM HA OTBOPEHOM Y JAMAHY - OPEN AIR MUSEUMS IN JAPAN - GAZE
MOTNEA U3 EBPOME FROM EUROPE

HUXOH MUHKAEH

Huxon MuHKaeH, MOMEHYT Ha IIOYETKY OBOI paAa, oOyxBaTa MOBPLIMHY OA
3,2 xexrapa ITapka nmpupoae Hkyra (KaBacaKH)7 U TIpUKa3yje TPAAUIHMOHAAHY
ApXUTEKTYPYy U HA4MH XUBOTa EAO nepnoAaS. HMupopmanuje o 6pojy MTOCETHAAIIA CY
AOCTYIIHE AMPEKTHO Ha yAaasy y Mysej, 0oAHOCHO Ha 6aarajuu, koja je usrpabena 1991.
roauHe, kao u y Ientpy 3a noceruone. Ilpema oBum undpopmanujama, Mysej je oo
capa mocerrao 600 MUAHOHA AYAU.

Yum ce yhe ynyrpa, nocraje jacHo aa je raaBHM uus Myseja Aa IpeacTaBu MuHKY
Ha Haj60A>I/I MOI‘th/I HaynH. OBy TBPABY AOKasyje IIOCTABKA HAa CAMOM yAasy, Koja Aaje
AeTasHe HHGOPMAIMjE O TPAAUIIMOHAAHOM HAYMHY CTAaHOBAKA y JamaHy, AcTasuMa
KOjHU Cy Ia YMHHUAH, BPCTaMa, TPAAULMOHAAHMM aAQTHMa KOpUIIheHNM 32 H3rpasmy u
APyruM obnuajuMa y BE3U ca BHM. YMECTO IeorpadcKor SOHHpama, Mysej j¢ MOACHCH
Ha 30HC IpeMa TUIOAOTHjU murka Kyha. Y Mysejy ce Hasasu 25 eKcIoHaTa KOju €y
YTAABHOM OpUTHHAAHM npememreny u3 Kapacakuja u Apyrux persja HCTOYHOT JamaHa.

Mysej ce gpunancupa us Gypema dpwase u Ipadcke ynpase Kasacaxuja. Ilpema
Hajrosujum nodayuma, Mysej npuma oxo 100.000 nocemurana 200umwe. Behuna wux
¢y cmpanyn. Mysej maxohe nocehyje seauxn bpoj nocemusana wxoickoz y3pacma u3
Kasacaxuja u oxoaune. Toxom sema, anzaxcyje ce seauxu 6poj s010nmepa.

OBo Huje Mysej xuBe wHcTopHje. Ocobme He HOCH TPAAUIIMOHAAHY erhy
CBaKOAHEBHO, Beh camo y moce6GuuM npuankama/sanuma. Mebyrum, Barpa je ysex
HAAO)KCHA Ha OTIHINTY y Kyhw, IITO 3HAYH Aa je OHA OTBOPCHA U A2 IIOCCTHOLU MOTY
Aa yhy. TTopea crasHOr 0cobasa Myseja, BATpy AOKE M 9AAHOBH BOAOHTCPCKE rpyme’.
Ormuure uMa ¥ nocebaH NPaKTHYHU 3HAYaj — AMM LITUTH APBO OA LIPBa, 2 KPOB OA
naaaBuHa. Jamancke kyhe umajy cienuduane kpoose. OBae 6HCMO SKEACAH AQ YKPATKO
CIIOMEHEMO H APYIe 0COOCHOCTH KOje je TELIKO UTHOPUCATH.

Ilpsa mpumerHa pasauka usMely ypOaHHX, PypasHMX NMAQHMHCKUX M PyPAaAHHUX
HusHjckux Kyha jecre xpoB. Ipascke kyhe cy yraaBHOM noxpuBene nio0vuyama, AOK cy
KPOBOBH OA muHdpe u xaja demhu y ceockum noppydjuma. [Topea Matepujasa, nocroje
¥ PasAMYMTH TUIOBH O0AMKa KpOBa. Y MAQHMHCKHM IIPEACAHMA CE 9ECTO KOPHCTe
APBEHH KPOBOBH OA IIMHAPE 4nju Harub omoryhasa kumHuIM Aa ce aako canBa. Ha
BPXY KPOBA C€ HAAA3H KAMEHE KOje MPYKa 3AIUTUTY OA BETPA U KHIIIE.

Oga Texnuka je yo6nqajCHa Y LIEHTPAAHHM H J>KHUM AcAOBHUMa perrona Xuaa. Kaja
TEXHOAOTHja je mocebHO 3aHnMApUBA. Martepujaa 0A Kora ce IpaBe KpOBOBH YKiy4yje
HaMIIac TPaBy, TPCKY U LipBeHy Tpasy; oapelene Bpere mupunya ce Takobhe xopucre y
pernony Xuaa. OBo cy marepujasn Koju ce Aako mory Hahu y oxoannu. Munnmasna
AcOmHHA Kaja KpoBoBa je 50 LM, a BUXOBA IIOCTOJAHOCT je usmchy 40 u 50 roauna.

7 YkynHa nospunHa Mapka je 179 xektapa.
8 1603-1868.
9 M'pyna BonoHTepa nog meHom Robata no Kai, ocHoBaHa 1994.
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Mebytum, omrehenn acaoBu (yraaBHOM 360r MapaBuHA) ce MOpajy MONPaBmATH C
BpeMmeHa Ha Bpeme. Kyhe moxpusene xaja Texosorujom ce mory Hahu y obaactuma
upaxasu, Taxajamu, Hlokasu, Kamnoxa, Mujarasa u Kasan. Haxon Ilosa nepuoaa'’,
KPOBHE IIMHADPE Cy 3aMCH-CHE AUMCHUM KPOBOBHMMA PaAM 3ALUTHTE OA MOXKapa. Tako
CY TPAaAULIMOHAAHE KPOBHE TEXHUKE 3a60paBA>eHe. bpoj majcropa xaja Texnosoruje ce
HOCTEINEHO CMalbyje IHUPOM 3eMme. 360r Tora My3eju Ha OTBOPEHOM TPaKe MajcTope.
Toxom moje mocere, Ty je 610 MAAAU majctop u3 Kjora xojer cy mossaan ns Huxon
MunxkacH Myscja Aa tonpasu owreheHu Kpos.

Mugnka kyhe cy yraaBHOM npaBoyraoHor 06AMKa HAM 06AMKA AATHHUYHOT CAOBa /.
Ogaj Apyru 06AUK uMajy Kyhe Y YMjEM Ce CACTaBy HAAA3U CKAOHHIITE 3a )XUBOTHILE,
Kapa je 36or xammarckux ycaoBa Hemoryhe mycruru croxy nHamose. Ilpocrop je
ITOAMTHYT 32 HEKOAHMKO CTEIICHHKA H3HAA HUBOA TAQ Y LIUAY 3aIITUTE 0 BAare. [TopoBu
Cy HAIpaBmyCHU OA ApBeTa HAHM OamOyca. Tamamu IpOCTHPKA ¢ HAAMA3H Ha IIOAY.
Jananuu He HOce LuIeAe Kaaa x0Aajy no Taramujy. OBo npaBuao Takohe Baxu u 3a
IIOCETHOLIE MY3€ja. % Kth/I HOCTOjU nocebna IPOCTOpHja 3a MPHjEM FOCTH)Y. Toctuncka
AHEBHa coba je opBojeHa. TakosBaHa ,co6a 3a APyropaspesHe rocre” ce 4ecTo HaAasu
Ha ADPYIOM CIIPAaTy U HAMEHCHA j€ Malbe 3HAYajHUM ITOCeTHOLMMA. ToaaeTn 1 Kynaruaa
3a rocre cy rakobe pacriopehenn oaBojeHo ca comHe cTpane AHeBHUX coba. CBe 0BO
oKasyje IocebaH CTaB jallaHCKOT HAPOAA IipeMa rocTuMa. MecTa 3a 4AaHOBE IIOPOAHULIE
cy Takole crporo oapehena — y AHEBHOj cobu, y GAMBHHH OTEBHILITA, HOCTOjH MECTO
HaMCHCHO TAABH IOPOAMIIC, 4 TO j¢ OOMYHO H>CH HAjCTAPUjU YAAH.

OBa u MHOTe Apyre HHTEPECAHTHE TpaAuLuje cy A0OpO IpUKasaHe HA U3AOKOH Y
Huxon Munxaeny. ITopea munka xyha, Ty je u xa6yxu nosopnuya (jamancku teatap) u
HHAHIO PAAMOHHIIA, KOja pasd y okBUpY Myseja oa 2006. roanHe y Ay IPOMOBHCATbA
TpapuLyje 60jcx~ba oBoM 6uskom. OBo je jeAlHa papAMOHMIIA Ha TepuTopuju Myseja y
K0joj ce mpoaajy mpousBoau. CBakor BUKeHAA, My3ej opraHusyje AcMOHCTparuje 1 Aaje
MOCETHOLMMA TIPUAMKY A2 YYECTBY]jy Y IIpoLiecy 60jera HHAUTOM, Ka0 U Y NACTEHY U
U3PaAH PaSAMYHMTHX NIPeAMeTa 0A Gambyca.

IMopea Tora, oapxaajy ce ¥ ACMOHCTpAIMje APYTHX TPAAHIIMOHAAHHUX TEXHHKA
uspase pykoTBopHHA. TOKOM LieAe rOAHMHE OpraHuayjy ce pecTuBasn u obeacKaBajy
Tpasunuonasnu npasuuuu (Hosa roanna, ,Pectusas aevaxa’, ,Pectusas seBojunia’,
»>®ectnBaa nupnnua’, uta.). Oa 1997. roaune, Beoma cy nonyaapHe KabyKu HpeACTaBe
Koje usBoae raymiu us Kasacakuja.

[Iro ce Tide KOMepLHjaAHE ACAATHOCTH, MY3€jCKH ITPOCTOPH CE PETKO U3HAMAY]Y,
a ako Aobe A0 Tora, oHAQ je TO camo sa opranusoBame u3A0KOHU. [Toantuka Huxon
MuHKacHa je A2 CadyBa AOKAAHY KYATYPY KOAHKO oA je To Moryhe, Aa samrrutu u oApsxu
objexre u excrioHare y Hajbosem Moryhem cramy.

10 1926-1989 .
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MY3EJ CTAPUX JANMAHCKUX CEOCKUX KYRA

IMocToju caMo HEKOAHKO My3eja Ha OTBOPEHOM Y 3aIlaAHOM JamaHy. JeaaH oa BHX je
Mysej crapux janmaHCKHUX CEOCKHX Kyha y Ocakn. OBo je npBu Mysej Ha OTBOPEHOM
y Jamany, ocoBan 1960. roaune. ITonyt onor y Kasacakujy, Mysej Ocake ce Harasu
y IpasckoM mapky m saysuma nospmuHy oA 3,6 xexrapa. Apanaect ceocknx kyha
IIPHUKA3aHO je y Mysejy“, yraaBHoM u3 Eao mepuoaa. Hajcrapuju excrionar je Kyha cTapa
400 ropuHa. Mysej Hema jeanor ocHuBava. [IpBo je Xupa Illupaxasa (3rpa,A,a nu3 Xuaa
peruoHa) npukasaHa Ha Tepuropuju napka. [oanny saxa xacHuje, cranosaunu Ocake
CY OAAYYHAH AQ OCHY]Y MY3€j M TIOYEAU AA AOAQ]Y APYTe EKCIIOHATE.

I'ToroBuna Mysejajey BAACHHIITBY APKaBe, AOK j€ OCTATAK y IPUBATHOM BAACHHUIITBY
(qmnaﬂcnpaﬂ op crpane Ponpanuje 3a jaBHE HHTEpEC Ocaxe). ITopea cpeacraBa us
Oyiera u PoHaaLHje, IPHXOA OA YAASHHULIA C€ KOPUCTHU 32 00HOBY U oppikaBarbe Myseja
U BeroBux objexara. Mysej je nmao pekopaaH 6poj mocetnaana (80.000) 1984. roaune.
Ipomae roaune, mysej je mpumuo 40.000 LOYAHL. Behuna mux cy crpanuu. Kycroc
Myseja cMaTpa Aa je TAaBHH PasAOr 32 TAKBO CMakbCibe 6poja IoceTHAALA AeMOTPadCKH
npobAeM, aAM M OTBapame BCAHKOT OpOja CaBPEMCHUX My3eja Y IIOCACAIE BpEMC.
Kycroc Taxobe Haraamasa npupoay noceruaana — OHH yBek Texe A2 00ubyy HoBa MecTa
u objexre. Mysej uma Maan 6poj sanocaenux (8 cTaAHHX papHHKa). Y3 KyILbeHY KapTy,
noceTHoLu A06Hjajy bpourype Koje capapske nH$opManuje o cBuM nocrakama. Ocrase
un$opmarnje Aobujajy 0A BOAOHTEpa KOju Cy Takohe 3aAy>KeHH 32 OApIKaBarbe BaTpe
Ha orsumTumMa. Mo Tabae n nyrokasu cy pacriopehenn neaom repuropujom Myseja,
HEKH OA HHX Cy Ha CHTACCKOM jE3HKY.

ITopea cranoBa, y Mysejy nocroje ocTaBe y KojuMa ce 4yBa MUPUHAY U SKUTAPHUIIE,
aAM U ApyTe BpeaHe cTBapH (YKay4ayjyhu n kuMoHo); Ty cy jom u BeTpemade, nsaox6a
KaHya, OuHa 3a Kabyku IosopuiuTe  jeaan noceban objexar — kyha 4aja, rae ce cBake
cy60Te OpraHusyje LlepEMOHH]a HCIIHjarba Yaja. Y cay4ajy kymosuHe rocebHe YAQ3HHIIE,
MOCETHOLIU Ce YIIO3HAjy Ca TPAAHIIHOHAAHOM METOAOM IPaBAEHA Yaja, a OPEA TOra,
MOry po0aTy 4aj U CAATKHULIE.

Kpajem jyaa, oBae ce oppkaBa TpapMIMOHAAHM $ecTHBAA KOCTHMA — lenjun
Mamcypu; osa manudecranuja je crapa ckopo 1.000 roanna u cmarpa ce jeAHHM O
TpH HajsHavyajHuja ¢pectuBasa y Jamany. IToyeTkom aBrycra, Mysej TpasuionasHo
puMa rmoceruole o0yyeHe y jyxanzy (AeTHU KHMOHO), KOjH y3uMajy y4emthe y pasaum
AKTHBHOCTHMA, CAYLIajy MYSHKy Y>KMBO U ACTYCTHPajy XpaHy NpPUIPEMMACHY Ha

TPaAUIIMOHAAHN HAYHH.

11 Ha no4eTky je nnaHMpaHo Aa ce y My3ej npecenu 18 kyha, anu nnaH Huje
OCTBapeH jep je prHaHcMpaHe 0byCcTaB/bLEHO.
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MY3EJ MENWJU-MYPA

Toxom Meuju nepuoaa’?, Jaman je 0TBOPHO Bpara CBETY U IOCTEIICHO IIOYEO Ad
HCTPaXyje U IpUXBara sanapHy Kyarypy. OBo je Beoma 6uTHa pasa 3a jalraHCKy KYATYPY,
noce6HO 3a apxuTekTypy. PasHu matepujasn (KaMeH, LIMIAQ, UTA.) U TEXHOAOTHjC U3
EBpome cy aosaru usyseTHoj apseHoj apxurektypu Eao mepuopa. Muaycrpujcka
PCBOAYLIHja M IPOIPECHBHE HHOBALHM]E KOjE CY YCACAUAE, IIPOMOBHCaAc ¢y Kopuinheme
0eTOHa, CTaKAa M YeAHKa y IpasuTescTBy. Haxasoct, MHOIM mpuMepu apxuTekType
Meuju nepuopa cy ctpapasn y seMasotpecuma 1 parosuma. Hexu oa mwux cy yHumrrenu
36or HOBHUX IpojeKaTa KOjU Cy CE€ PEAAM30BAAM IMAPAAEAHO Ca PA3BOjEM HHAYCTPHjE.
Beanku pAco mpexxnBeanx arpasa je npukasan y Mysejy Meunju-Mypa.

Menju-Mypa je mapx-mysej Ha orBopeHoM y uyjamum, y 6amsunn Haroje,
npedexrypa Anan. OcHosaH je 18. mapra 1965. ropuHe, y iusy H3aarama ¥ O4yBarba
apxurextype Meju nepuoaa. 3rpape Tammo nepuoasa (1912-1926) u c mouerka
nepuoaa [osa (1926-1989) npukasane cy y Mysejy. Ou o6jextu cy carpabenn y
nepuoay oA 1860. a0 1930. ropune. OcHuBarbe OBOr My3eja je HHHIIMPAHO OA CTPaHe
apxurekte (KacHHWje mpBor aupekTopa Myseja) Jomupo Tanuryumja (1904-1979).
Tanurydu je oaayuHo aa cadyBa 3rpasy PokyMenkaH u 3aMOAMO je CBOT Apyra ca
¢axyarera, Moroa Tyuuxasy (1903-1974) pa ra HoApXH y ToMe. Tydnkasa je y
TO BpeMme 6uo motmpeaceaHuk JKeaesnuuke opranusanuje y Haroju. Munucrap
crosHUX mocaoBa Jamana Muoye Kaopya Hasoxmo je usrpasmy oBe ABOCIIpaTHe
srpape. Marpahena je 1883. roaune y Tokujy, a mpojexkroBao jy je 6purancku
apxutexta [Tomya Komaep xoju je pasuo y Jamamy. 3rpasa Poxymenxan cumboa
je mpuxsaTama yruuaja ca 3amapa Tokom Menju nepuoasa. Toaune 1941, srpasa je
PasMOHTHpaHa U pebadeHa, LITO je IPEACTABAAAO IOACTULI] 32 opMupame Meuju-
Mypa myseja. Toaune 1962, 16. jyaa, Tanuryun u Tyuukasa cy cTBOpuaH TeMes 3a
ocuuBame Myseja. JKeaesuunja Haroje npeyseaa je oaroBoproct 3a ¢puHaHCHpame
U Aame yrnpaBsase mume. Joaune 2003, ocHoBano je mpeaysche 3a Haaracaame
(l)I/IHaHCI/IjCKC AKTUBHOCTHU. TpeHyTHo, OBO je IPUBATHU MY3€j KOjU PaAU Y OKBUPY
Donpanuje Meuju-Mypa, asn npuma u ao6porBopre mpuaore. Mehyrum, s6or
HepaaBHE (QUHAHCHjCKE KPH3€E, ACO PECTaypaTOpPCKUX papoBa, mokpenyTux 2005.
FOAMHE, IPUBPEMEHO je 00yCTaBAEH.

Mysej ce mpoctupe Ha npeko 100 xexrapa Ha 06poHunMa jesepa Mpyka u moaesen
je'y S soHa, y ckaapy ca koHdurypanujom TepeHa. He mocroju apyru passor oBaksor
sonupama. Mnax, xkyhe npenecene ca obase pacniopelyene cy y 6ansunu Boae (jesepa).
Myaej je oTBOpeH ca 15 06jeKaTa. TpenyTtHo ce oBAe Harasu 67 UCTOPHjCKUX 3rpasa
KOje Cy IpeceseHe Ca JaTaHCKUX OCTPBa, u3 bpasuaa u Cujeraa. Ibux pccer uma craryc
CIIOMEHUKA KYATYpHe GamrtuHe oA moceOHor sHavaja. CBU 00jeKTH Cy OPUTHMHAAHH:
0aHKa, MPOAABHHUIIA, IIKOAZ, OOAHMIIA, LIPKBa, MOAHLMjCKe cTaHuue, pororpadcku
cTyAHO, masara, kyhe, uta. CBU eKCIOHATH Cy OTBOpEHM 3a MOceTHOLE (OCHM OHMX

121868-1912
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Koju ce peHoBupajy). Hexke srpaae cy npasne, aau sehuna je onpemmena creapuma xoje
NPUKA3yjy HUXOBY UCTOPH]Y; Ty j€ U HAMEIITAj U APYTU IPEAMETH 32 asomahunucTBO KOju
KapaKTEePUINY OBaj IIEPUOA.

Jeana oa najsHavajuujux srpapa Myseja je raaBuu yaas u xos Xoreaa Mmmepujaa
Koju je carpaano Ppenx Aoja Pajr, a koju ce Haaasno y Tokujy 0p 1923. o0 1967. Xorea
je cpyIeH Kako Ou ce H3rpapMAa HOBA 3rpaaa, a Behu Aco crapor xoreaa npebadcH je
y Mysej y nepuoay 1967-1985. Haxko je camo jepaan meros aco npukasad y Mysejy,
U Adme je TO HajBeha srpasa y Meuju-Mypu. OBaj Mysej mocroju aa 6u mpeacrasuo
apxuTeKTypy Meuju mepuoaa, Kao M MEIIaBUHY 3aIllaAHE H jaIlaHCKE APXHTEKTYpe,
aAu oH Takobe mpukasyje u srpape carpabene y jamamckom cruay. ITocaeama srpasa
je mpecemena y Mysej npe 8 roauna. Ynpasa cMaTpa Aa je U3TPaAsma 3aBPIICHA U AQ
ce HoBu ckcroHatn Hehe aopasaru jep je Mysej orpoman, HaAasu ce HA IPUAHMHO
npoOACMAaTHIHOM TePeHy M BeoMa je Temko obuhu cBe y Toky jeaHe mocere/y jeaHOM
Aaty. 3060r Tora ce MOCCTHOLM IPEBO3C BO3OBUMa Koje nokpehy mapre mammbe u
CACKTPHYHE AOKOMOTHBC, K0 M ayTOOYCHMA M TPAMBajUMA.

Mysej Meuju-Mypa npuma mosa MuauoHa rmoceruaana csake roause. Camo 3%
BUX Cy CTPaHIH, AOK OCTaTak oA 97% 4YMHM AOKAaAHO cTaHOBHHIITBO. Ilocernoru
IIKOACKOT y3pacTa uuHe 20% moceTHaana jep je OBO MECTO YKAYYEHO Y INKOACKH
HactaBHH nporpam. Y npoache u jecen, Hajuemhu nocetnonu cy nopoaunue. Ilpema
peynMa yaaHoBa ynpase Myseja, pe 20 roanHa 0poj moceTHAaLa je AOCTH320 UUPPY
0A MHAMOH myau roaumme. OHHM cMaTpajy Aa je KOHKYPEHTHO OKpPYXEHe IAABHU
pasAor OBOI cMamera Opoja mocernaana. TOKOM OCAMAECETHX OTBOPCH je¢ BEAUKH
6poj sabasrux mapkosa y Jamany (ykmydyjyhu n Ausanaena y Toxujy, 1983). Beanku
TPrOBUHCKH IICHTPU KOjU CYy OTBOPEHH Y IIOCACABUX HEKOAHUKO FOAMHA Cy MECTA TAC
HOPOAHLIE IIPOBOAE CBOje CAOOOAHO BpeMe y KAUMATH30BAHUM IIPOCTOPHUMA, IIOCCOHO
y AeTieM nepruopy. OBH LIeHTpH €y BeOMa IIPUCTYITAYHHU; [IOCTOjU MHOTO IIPOAABHHIIA,
pecTopana 1 6HOCKOIa, H3A0KOCHUX IIPOCTOPa, a Takohe ¢y U BeoMa OITyAapHH.

vy Mysejy Ce OpraHu3yje BEAUKHU 6p0j ,A,orabaja KOjU 3aA0BO/XABAjy HHTEpece
HOCETHAALA CBUX CTapOcHUX rpyma. [Toce6HO ce maaHHpajy mporpaMu sa ACTO M 32
Kpaj allpuAa U [PBY HEACAHY Maja, TOKOM HAIIMOHAAHOT NIPA3HHKA — ,3AATHA HEACHA'.
Toxom oBor mepuoaa, Mysej mpumu oxo 10.000 mocernaara pAHeBHO. Opranusyjy
ce mojeAMHAYHE Type 3a cBaky Kyhy; mocetmone aodekyje ocobme peuenuuje y
TpasuuuonasHoj oachu... Oun Hoce Tpapuumonaany oachy Toxom ueae roaune, sa
Pa3AMKY OA APYTHX 3aITOCAECHHX, KOjH HE MOTY Ad HOCE KUMOHO TOKOM TOIAUX AE€THHX
Aana. IToBpeMeHO, y HEKUM 0 €KCIIOHATA, AYAU Y TPAAULIHOHAAHO] oachu npumpemajy
TPAaAULIMOHAAHY XpaHy U OpraHusyjy aerycrauuje. ITocroje aBa pecropana y Mysejy
KOjU y IIOHYAM MMajy U jATAHCKH ¥ €BPOIICKU MEHH. Oxo 100 3arocaeHuX ce HaAa3u Ha
npocropy Myseja Tokom BukeHaa. IIporpamu 3a Aelfy ca TpaAUIIMOHAAHUM jalaHCKUM
urpama cy Beoma nonyaapuu. Ose nporpame Boae BoaoHTep. IToctoje u mporpamu 3a
OApAacCAE: TPAAUIIM]A IPEACH:A U IITAMIIAhE MUHHjaTYpa.
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ITopea mpuxopa oa IPOAATHX yAasHHUIlA, Mysej ocTBapyje U AOAATHY 3apasy M3
caeachux nsBopa: npoaasHuLe, cBaabe Koje ce opranusyjy y npoache u jecen y 3 upkse
y okBupy Myseja (aBe npxse cy npecesene us Kjora, a jeana us Haracaxuja), 6uockon
u dororpaducarme, AaBame IPOCTOPA Y 3aKyI 3a IPUBATHE 3a0aBe, H3HAJMAHUBAILE
TPAAULIMOHAAHE oache, urta,. Mysej je jacHO OpjeHTHCaH HA OCTBAPUBAME npocl)nTa.
Mebyrum, y Jamany Hucy A03BOsSEHE KOMEPLMjRAHE AKTHBHOCTH My3¢ja.

Pesyaratn kyarypHe pasmene usmehy Meroka n 3amapa cy npeacraBscun y Mysejy
Menju-Mypa. OBae mOCETHOLH jaCHO BUAE U PasyMejy 3ajeAHHYKe U IToceOHe acrekTe
OBHUX ABEjy KyATypa. Aakae, Mysej je oaroBapajyha ycranosa sa o6pasoBatbe ApyluTBa.

HAPOAHO CEJIO XUOA

Pey ,,yama” Ha jananckom 3Hauu naanuHa. Takajama je Maau naanuacky rpasuh. Myscj
Xupa HapoaHO ceao ce Haaasu Ha 10 MuHyTa BOXKIbe 04 cTaHuue y Takujamu. Behnna
arpaja Koje ce Haaase y Mysejy cy maanuncke Kyhc.

Mysaej je orBopen 1. jyaa, 1971. Ilpoctupe ce Ha nospmuHu 0oa 13 xekTapa oko
IIPEACIIOT je3epa. JeAHa 0A OMUAEHUX AKTHBHOCTH IIOCETHAAILA jecTe poTorpaducame y
TPAAUIOHAAHO] jaIlAHCKOj oachuumca CYHLIO6paHI/IMa KOjH1 ce MOTy nahu Ha CIIenMjasAHO
ypehenum mranposuma. Tpuaecer Tpapunmonasnux kyha us Xuaa peruona (yraasnom
us Eao mepuopa) mpukasano je y Mysejy; oHe Cy OIpeMmcHE TPaAULMOHAAHHM
CBAKOAHEBHUM OPyheM 1 IIpeAMeTHMA KOjU €€ KOPUCTE Y HOAOIIPHBPEAH Y IAAHUHCKUM
npeacauMa. ABaACceT ceAaM 3TpaAa MMa CTAaTyC CIIOMCHMKA KYATYpPHOT HacAcha seMne,
npedexType U rpaaa. 36np1<a cappxu 8.000 mpeamera. Baacuumrso Haa Mysejom
je KOMOMHOBaHO — E€KCIIOHATH M 3EMAUIITE Cy Y BAACHULITBY IPaAd, & PAAOM CaMor
Myseja ynpaBaa npusatHa komnanuja. Fima 18 samocaenux. Hexn oa wux cy cesoncku
paanunu. ITpoceuan roaummu 6poj nocernaarna je 140.000, o je o06ap 6poj 3a Mysej
y oBako MaroM rpaay. ITopea cranosa, Mysej usaaxe u Bepcke eKCIIOHATE Kao LITO CY
LIMHTOUCTHYKH XPaM, MaA€ KaMeHe crarye Byae, aan u ManHOBe 1 koaube ApBoceya 1
croaapa. [TocToju HEKOAMKO aKTHBHHX papnoHULA Y Mysejy (ApBO, KepaMuka, TAnHa)
TAC TIOCETHOIIM MOTY Ad ITOCMATPajy MPOIIEC U3PAAE U KYIyjy PyKOTBOPHHE MajCTOpA.
Y jeaHOj 0 3rpasa, My3ejcKH MajcTOp MPaBU MaKeTe APBEHHX ITPO30Pa IHHTO XpaMa.
3ajeAHO ca APYTHMM CYBEHHPHMA, OBAE CE NMPOAQJY M MOAEAH MOHTAXHUX APBEHHX
mposopa.

Y Xuaa HaApOAHOM cCeAy, IMUPHUHAY CE CBAKE TOAMHE JKarbe HA [MHPHHYAHUM
nosuMa Koja Cy y 06amky touka'’. ITopeA akTHBHOCTH BE3aHHX 32 CCTBY M JKCTBY
nupunya, y Mysejy ce opranusyjy n Apyru TpasunmonHasnu ¢pectusasu (Pectusan
Acuaka, PectuBas aeBojunia, PectuBas 3Be3pa, UTA.). CBH €KCIIOHATH Cy OTBOPEHH
3a IOCETHOLE, aAU YAQHOBE 0COOma U BoaoHTepe here perko BupeTH Tamo. Mysej

13 MprHYaHo nosbe y 061Ky ToYKa je cTapa Tpaauuuja y Janary. laHac oBa
TpazanLmja joL yBeK XMBW 3axBasbyjyh camo jeaHoj ocobu (r. XmpaHo Macao) n
npeHeTa je Ha cneaehy reHepauujy.
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HEMa YCAYTY BOAMYA, aAH TO He CIIpeyaBa IOCETHOLE A2 Aobujy uHpopmanmje. Xuaa
HapOAHO ceAO HHYOPMHIIIE IOCETHOLIE Ha BeoMa ePHKACaH HAYMH: CBU €KCITOHATH (wax
U [OKPCTHH) UMajy HATIHCE, ACTCHAC U O0jalliberba; Ha yAasy CBAKE MOCTABKE CTOjE
ITAQHOBM KOjH YKa3yjy Ha AOKallMje IIPOCTOPHja M HA3UBE HA jAlIAHCKOM M €HIAECKOM
jesHKy. 3HaLlM Ha IPOCTOPHjaMa YKasyjy Ha 3Ha4ajHa MecTa (Ha IpUMEp, MECTa YAAHOBA
IIOPOAMLIC OKO OTEUINTA, UTA. ).

MY3EJ TPAOUTEJLCTBA HA OTBOPEHOM EOO-TOKUO

OBo Huje jeAUHN My3ej Ha OTBOPECHOM Y TOKI/ij, aAM je AcQHHUTUBHO jEAHHHU KOjUM
pyxosoan Baapa rpasa Toxwja. OHa je m mHMUmpasa ocHHBame Myscja. Ilocebna
KOMHCH]ja je CIPOBEAa HCTPAXXKHBAkba U pasBuAa ypbaHUCTHYKY maaH. [Ipe oTBaparsa,
IPUIIPEMHH PAAOBH M HCTPAXHBAMA Cy Tpajaad Ayke oa 25 roausa. Mcropuja
excrioHara Koju he oBae 6utH npeceseHU U3 CBOjUX OPUTHHAAHHX AOKALIHja TEMEAHO je
npoydena. Panuje je Ha 0Bom MecTy Takobe 610 My3ej Koju je UMa0 6 KCIIOHATA Y CBOjOj
nocrasuu. Hosu excnionaru cy aopatu 1993. roaune. Behuna srpasa cy opurunaam,
CaMo CY jaBHE 3TPaA€ IPEACTABASEHE PEIAMKAMA.

Mysej yraaBHOM npHKasyje arpase u3 Tokuja n okoaHux mecta. Hasus rosopu sa
cebe (,,EAO“ je cTapo ume TOKI/Ija). 30H14paH>e My3€ja je U3BPIIEHO Y CKAAAY Ca TUM —
MOCTOjU LIEHTPAAHA 30HA (yp6aHo) U CEOCKa 30Ha (npupoAa). Kao mrro je mosnaro,
Toxuo je 6uo yaumTen y noxapy 1920. roaune, a 3aTum je rpaa MpeTPIIEO U 3HAYAJHY
IITETy TOKOM para. AaHac y rpaay IOCTOjH CaMO HEKOAMKO OYYBAHHX HCTOPH)CKHX
arpaaa. [Toa samrrurom Eao-Tokuo myseja je 80% rpapckor apxuTeKTOHCKOT Hacaeha u
CTOTa je BEroBa YAOTa OA BEAUKOT 3HaYaja.

Cacachy tnIoBH 3rpasa cy H3A0XKEHH Ha IIPOCTOPY 04 0KO 7 XekTapa: Kyhe u papme,
jaBHO KyHaTHAO (y 006AMKy OyAHCTHYKOT xpaMa), Maysoacj, kyha gaja, pororpadexu
CTYAMO, SKHTHHIIA, MANKPHUILA, IBehapa, Ko3MeTHIKA paamka, IPOU3BOAKA OHMdaKa U
Apyro. YTuiaj amepuuke, HEMauKe H XOAAHACKE KYATYPE Ce jaCHO occha Ha HOjEAMHUM
mecruma. Behuna excrionara HanpasmeHa je 0A ApBeTa; Lurae u semma Cy KopuumheHnu
32 3UAOBE CaMO Y IIOjEAUHHUM 3TPaAaMa.

Myz3ej cripoBOAH TOAUTHKY KOjOM TEXH AQ OUYBa €KCIIOHATE Y YCAOBHUMA Y KOjUMAa Cy
oHu nponalyeHn yak 1 ako UM je moTpebHa 00HOBA, 4 He AQ HX Bpahayycaosey KOjuMa Cy
Hactaau. Kao pesyarar Tora, nMaMo YnTaBe cAOjeBe IPAALE H AU3AjHA KOJH CY BUAMSUBH.
YHYTpaIBOCT 0OApaXkaBa HAYUH JKUBOTA IOCACAC IIOPOAMLIC KOja je KuBeaa y Kyhu.
Bepyjy Aa cBaxa Kyha HMa CBOjy UCTOPHjy U KPO3 OBaj IIPUCTYII, IIOKA3Yjy ITOIITOBAKE
IIpeMa TOj HCTOPHjH.

Mysej uma 30 3amocaeHux (ne padynajyhu BosoHTEpe TOKOM ce3oHe). I'lpoceyan
ropuimsu 6poj mocernaana je 250.000. Toanne 2014, 36or usaoxbe UHCIMpPHUCaHE
anuMme ¢puamom Toropo (anume — cTua LpTaHe aHMMAIHje TIOPEKAOM H3 Jamana), 6poj
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nocetuaana je yapocrpydet. Cakora oana y oapelyeHo BpeMe ce opranusyjy Type Kpos
Myasej y nparsu Boauda. TeXHOAOTH]ja IIPOM3BOAIE CBHAC, KOPAK 110 KOPAK, [IOYCB OA
rajema cBuAcHe 6y6e objammasa ce mocernonuma u3aoxkbe cuae y Mysejy. Onu mory
Aa Hayue KaKo Aa HallpaBe TPAAMLIMOHAAHE opuramu npeamere. IloHekas BoaroHTepU
IIPUKA3Yjy U HETPAAUIIMOHAAHE 3aHATE, AAH OHU TO PAAE Ca TAKBHM 3aA0BOSCTBOM AQ
ITOCETHOIU YBEK Y)KUBAjy rAeAajyhn uX.

Kumo6panu ca aoroom Myseja ce Haaase Ha yaasy cBake U3A0KOe — OHHI cAyKe 3a
3aIITUTY OA KMIIE U CYHLA, AAH CY M 3HAK NaJKH-€ IIPEMa IIOCETHOLIMMA.

OBo je kparak omuc Boachux jallaHCKUX My3€ja KOju Cy IIPOy4YaBaHH TOKOM
HOMEHyTe ucTpakuBauke mocere. Ha ocHOBY ncrpaxusarma, Moxe ce pehu aa cy cBu
OBH My3¢ju pasandHTH (y IOTACAY BEAHMHHE, IOPEKAA, CTAPOCTH, HHCTPYMEHATA KOje
KOPHCTE 32 KOMYHHKALHjy ca IIOCETHOLIMMA H TaKO Aane). AAM, CBU OHHU H A25€ UMAjy
HEIUTO 3ajeAHHYKO — HUCY IpeBule $OKYCHPaHH Ha 326aBy YHyTap Myseja U KOPHCTe
CBC PACIIOAOKMBE PECypce Aa IPyKe IIOCCTHOLMMA CBeobyxsaTHe MHoOpMalmje o
MHUTAKUMA 33 KOja Cy 3aMHTEPECOBAHU. AOKAAHO CTAHOBHHIITBO CE€ MOXE BHUACTHU Y
My3ejy — OHH PaAC Ha OAPIKABAKY 3TPAAd HAH BOAE IOCETHOLIE Kao BoAOHTepr. OBUM ce
cTBapa 6OraTo OKPYKCIE 32 YUCHHE KAKO 32 IOCCTHOLIE, TAKO U 32 BOAOHTECPE KOJH IHHE
JKHBY 32j€AHHITY.

OBo 1 jecTe jeAaH OA TAABHHX [IMACBA My3€ja KAO MHCTUTYIHja — [IPOMOILIMja jABHOT
obpasoBama.
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Open Air Museums in Japan -
Gaze from Europe

All museums have their own history of establishment - initiated for different reasons,
at different times, in different countries. However, they all have one common goal: pro-
tection of cultural heritage from significant destruction through relocating them from
their original sites and displaying on the territory of museum in order to pass this im-
portant cultural heritage to future generations.

The story, with which we want to start our article, is about the history of one Japane-
se museum, more precisely - about the reasons for its establishment. But let’s start with
beginning.

THE STUDY OF MINKA

Traditional Japanese architecture is distinguished by its refined proportions, mysterious
spirit and its mergence with nature. Minka is a form of traditional Japanese housing
dependent on climate and other natural characteristics, as well as on the social status of
its owner. Due to these factors, a wide variety of Minka is found in different regions of
Japan. There are 3 basic criteria for the assessment of Minka: plan, structure and shape
(design). The layout of rooms is very practical and well-adjusted to the daily life. Design
expresses interaction of the plan and structure.

The main secret of Minka’s proportionality is in a common standard, which corre-
sponds to the sizes of zatami. Tatami is a woven mat. The ancient tatami mats are found
in Minka houses dating back to the 17th century. In Japan, size of the rooms is still
often measured by the number of tatami mats. That’s why standard size of their length
and width has been established. This standard varies in different regions. According to
the traditional Japanese unit of length, standard size of Tatami in Nagoya is 1.81818 m
(5.9652 ft) x 0.90909 m (2.9826 ft). However, variations are not restricted. The system
of Tatami is only one of the indicators of identity. There are many other interesting and
unique details in Japanese house as well, but it is not the subject of this Article.

The Japanese have been studying their folk houses as a branch of Japanese ethnology
since Taisho period (1912-26 years). The aim of the researches conducted by various
scholars (Wajiro Kon, Kenji Ishihara, Motoharu Fujita and others) was to find distinctive
Minka houses in Japan and to study them. University of Tokyo, Yokohama National Uni-

versity, Osaka City University and other universities carried out large-scale surveys and
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gradually, it became possible to identify changes made to the old houses. At the end of
the 1950s, after World War I1, significant results have been achieved. In parallel with the
research works, the government of Japan acknowledged the importance of the issue and
got involved in it. From 1966 till 1977, Agency for Cultural Affairs carried out signifi-
cant works in all prefectures in consequence of which 16 volumes of Historical Review
were published, which discussed the design of Minka from XVI century up to the time of
its publication. By the end of World War II, Only two Minka houses (Yoshimura House
in Osaka Prefecture and the Ogawa House in Kyoto) were recognized as a national cul-
tural property. As a result of the above mentioned survey, some houses have been granted
the status of national cultural property. Later on, they gained the national treasure status.

In 1955 the student of Yokohama National University Kin’ya Sekiguchi wrote thesis
about Ito House under the supervision of his Professor Minoru Ooka. With the efforts
taken by the student and Professor a discussions took place on its cultural value. It was
decided to take care and maintain it in good condition. In Kanagawa Prefecture, it was
the first house, which gained the status of national cultural value. At the same time, it
was the first private house recognized as the cultural property of Kanagawa Prefecture.
In 1963, Ito family decided to build a new house. Professor and his students decided to
transfer the old house in Sankeien', in Yokohama City. Also, there was an idea of dis-
playing Ito House in Ikuta Park. Professor Ooka proposed an idea of establishing a new
open-air museum. The idea was approved by Kawasaki City Hall. Later on, houses from
various regions of eastern Japan have been displayed in this museum.

That’s how Ito House became the basis for the establishment of Nihon Minkaen —
Japan’s Open Air Museum of Architecture.

OPEN-AIR MUSEUM AND ECOMUSEUM

Nihon Minkaen was not the first in Japan. The first open-air museum is considered
Osaka (1960). Due to the economic growth, interest towards this type of museums has
been increased. The great cultural and economic changes led to the tendency of replac-
ing old houses with new ones and thus, it became necessary to transfer houses of special
value to safer places.

According to Sten Rentzhog?, in the early 1980s, there were more than 20 open-air
museums in Japan. 25 museums are discussed in “Open Air Museums of Japan™, the
book written by the Professor of Yokohama National University ONO Satoshi. Cur-
rently, their number is increased up to 40. Some of them are of the central type and the

1 Japanese garden and an open-air museum owned by one of the businessman,
which already included several historic buildings.

2 "Open Air Museums. The history and future of a visionary idea”, Sten Rentzhog,
532pp, JamtliForlag 2007, published in cooperation with ALHFAM and The Associati-
on of European Open Air Museums.

3 Open Air Museums of Japan, Satoshi ONO, 1993, Printed in Japan, ISBN4-8099-
1028-5 C0052. INAX ALBUM 17 (on Japanese language).
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traditional models of houses are represented from all over the country. Some of them
are representing traditional architecture and life style of a specific region. There is one
completely different museum - The Little World Museum of Man, near Inuyama (Aichi
Prefecture), in which 33 buildings from 22 countries are displayed in their original siz-
es. Some of the exhibits are original, while the rest exhibits are duplicates. The visitor
enjoys the opportunity to examine the different complexes from Asian tents to Bavarian
villages and hire traditional clothes of different countries. Existence of such a museum
in Japan may be explained by its somewhat isolated location in the world map. Exposi-
tion of the museum simplifies the Japanese “journey” in other countries.

Unlike the open-air museums, the number of ecomuseums in Japan is much higher
(approximately 100). It is known that the ecomuseums have the same objectives (col-
lection and protection of cultural heritage), but they are focused on ethnic groups, on
arcas where these groups live and support them in achieving sustainable development
of the whole region as a living Museum. An ecomuseum includes three elements: 1)
Protection of different types of heritage in a particular region, including nature and in-
dustrial and cultural traditions; 2) Management and operation of this heritage through
involving the local population; 3) Use of the above mentioned protected nature and
traditions for the museum purposes. In the best case, these three elements - “Heritage”,
“Involvement” and “Museum” are well balanced and integrated with each other.

Protection of the house is easier in open-air muscums, rather than in ecomuseums.
However, unlike ecomuseums, open-air museums demolish examples of material cul-
ture from the original context and transfer them into the museum, where museum pro-
fessionals represent the museum rather than the local community, frequently with gen-
eralized interpretation, which leads to the risk of losing various nuances of traditions.

Due to these advantages and disadvantages, following question is frequently raised:
what should we do? Should we keep the cultural heritage on the original location or
should we display it in the open air museum? There is no unequivocal answer to this ques-
tion. Existence of both of them is necessary. When the monuments could not be preserved
in their original locations, they should be displayed on the territory of the museum. The
fact is that the Ecomuseum, Open-Air Museum, Folk Museum, Living History Museum,
etc., have one common goal - preserving and interpreting the past for future generations.

But do the new generation visit museums? Nowadays, the number of visitors
throughout the whole world is decreasing. Museums of the world are carrying out re-
searches in order to find out the major reason of such downward trend and are making
all the efforts to return the visitors back to the museum. Museums should be relevant
to the modern society, as the demands of the society of XXI century are much higher.
Therefore, museums should be changed in accordance to these requirements and should
try to meet modern challenges. However, in comparison with other museums, open-Air
Museums change relatively slowly.

4 "The Image of ‘Ecomuseum’ in Japan”, Kazuoki Ohara; pp.26-27, Pacific Friends,
Jijigaho-sha, 1998.4. Vol.25 no.12
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Has the Open-Air Museum potential to change and innovate? Should it use the lat-
est technological achievements in order to reach out the visitors? Where is the boundary
between the museum and recreational park oriented on commercial activity, which is the
gathering place for only special occasions? - These are only the part of the issues discussed by
the museum professionals, who are sharing their thoughts and experiences with each other.

One thing is sure - Open-Air Museum may be the learning platform for the society.
The most important is to identify the way of delivering the main idea, which will be
tailored to a specific audience of the museum, as there is no one general formula for a
successful museum. In addition to the booklets, guiding tours and other proven means
of communication with visitors, in recent years, many of the Open-Air Museums have
chosen Living History in order to become interesting and visitor demanded. Visitors
are also satisfied. But what will happen if all the museums apply this storytelling meth-
0d? Is there any risk of turning into the institutions oriented on business and tourism,
rather than on culture? This is one of the most important issucs.

What is the current situation with regard to the Open-Air Museums in Japan? What
do the visitors require from them and what resources do the museums have for their
basic activities (collection, description, protection, research, interpretation and exhibi-
tion®), including entertainment, which was added to these activities in XXI Century?

GAZE FROM EUROPE -
5 JAPANESE MUSEUMS SEEN THROUGH THE EYES OF A STRANGER

In July 2015, Shota Rustaveli National Science Foundation (Thbilisi, Georgia) funded the
rescarch visit to Japan of the PhD candidate, Nana Meparishvili aimed at studying the open
air museums.® Yokohama National University hosted the PhD student. Her supervisor was
Prof. Kazuoki Ohara, the founder of the Japan EomuseologicalSociety and the member
of Museological Society of Japan. The largest 5 open-air museums have been selected for
research visit. Review of these museums are given in the remaining part of this Article.

NIKON MINKAEN

Nikon Minkaen, which was already mentioned in the beginning of the Article, covers
an area of 3.2 hectares of the Ikuta Natural Park in Kawasaki” and represents the tradi-
tional architecture and life style of Edo period®. Information on the number of museum

5 Main six activities of the museum, according to Gail Dexter Lord and Barry Lord.
,The Manual of Museum Management”, Gail Dexter Lord and Barry Lord. 356 pages,
Altamira Press, 2009

6 The visit was funded within the framework of PhD supporting grant (Grant Agree-
ment DO / 246 / 2-150 / 14), for the thesis of Nana Mefarishvili on the “Management
of Cultural Heritage in the Open Air Museums”.

7 Total area of the Park is 179 hectares.

8 Between 1603-1868 years.
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visitors is provided directly at the entrance of the museum, namely in the Ticket Office,
which was built in 1991 and in the Visitor Center. According to this information, the
museum had 600 million visitors so far.

Upon entering, it is felt that the major goal of the museum is to represent Minka
in the best possible way. This is evidenced by the exhibition in the introduction area,
which gives detailed information on the Japanese traditional housing, its constituent
details, types, traditional tools required for the construction and other related tradi-
tions. Instead of geographical zoning, museum is divided into zones according to the
typology of Minka houses. There are 25 exhibits in the museum, mostly originals and
relocated from Kawasaki and other regions of eastern Japan.

The museum is funded through the budget of the State and Kawasaki City Govern-
ment. According to the most recent data, the museum receives approximately 100 000
visitors a year. Most of them are foreigners. The museum also hosts many local school-age
visitors. In summer, many volunteers are recruited by the museum.

It is not a Living History museum. Staff does not even wear traditional clothes on a
daily basis, only - on special occasions/days. However, flame is always burning on hearth
in houses, which means that the house is open and visitors can enter. In addition to the
museum’s permanent staff; fire is also set by the members of volunteer group®. Hearth
has specific practical significance as well - smoke protects wood against worms and pro-
tects roofs against precipitation. Japanese houses have specific roofs. Here we would like
to briefly mention about other peculiarities of Japanese that are hard to ignore:

The first noticeable difference between the urban, highland rural and lowland rural
houses is the roof. Urban houses are mostly roofed with #/es, while the shingle roof and
Kaya are more common in rural areas. Besides the material, there are different types of
roof shapes. In mountainous regions, wooden shingle roofs are commonly used, which
are sloped allowing rainwater to flow off easily. Stones are put on the top in order to
protect roof against wind and rain.

This technique was common in the central and southern part of Hida Region. Kaya
technology is particularly interesting. Roofing material includes pampas grass, sedge
and cogon; certain varieties of rice are also used in Hida Region. These are casily ob-
tainable materials. The minimum thickness of Kaya roofs is 50 cm and last 40-50 years.
However, damaged parts (mostly by precipitation) should be periodically repaired.
Houses roofed with Kaya technology are found in Shirakawa, Takayama, Shokawa,
Kamioka Miyagawa and Kawai regions. After the Showa period', roof shingles were re-
placed by tin roofs for fire protection purposes. Consequently, traditional roofing tech-
niques were forgotten. The number of Kaya technology masters is gradually decreasing
throughout the country. Therefore, open-air museums invite masters. During my visit,
there was a young master from Kyoto, who was invited by Nikon Minkaen to repair the
damaged roof.

9 The volunteer group is called Robata no Kai, established in 1994.
10 1926-1989 years.
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The plan of Minka is mostly rectangular, or L-shaped. The latter is found in case
of houses with animal shelters, when, doe to the climatic conditions, it is impossible
to leave cattle outside. Living space is raised about a few steps above the ground level,
in order to protect against moisture. Floors are made of wood or bamboo. Tatami
mat is paved on the floor. Japanese do not wear shoes on tatami flooring. This rule
is also protected by the visitors of the museum. There is a separate room for meeting
the guests in the house. Guest sitting room is also allocated. So-called “second-class
guest-room” is frequently found on the second floor for less significant guests. Toilets
and bathrooms for guests are also separately arranged from the outside of the liv-
ing-rooms. All this demonstrates particular attitude of the Japanese people towards
their guests. Places are strictly defined for the family members as well — in the living
room, near the hearth, there is a place allocated for the head of the family, which is
usually the eldest member.

This and many other interesting traditions are well displayed in exhibits of Nikon
Minkaen. In addition to Minka houses, there is a Kabuki stage (Japanese theater) and
Indigo Workshop in the museum, which has been operation on the territory of the mu-
seum since 2006 in order to promote the tradition of dyeing with this plant. This is the
only workshop on the territory of the museum, in which the products are sold. Each
weckend, the museum is organizing a demonstrative show and gives its visitors the op-
portunity to take part in the process of dyeing with indigo, as well as in knitting and
making different things from bamboo. In addition, demonstrations of other traditional
handicrafts are also held. Traditional holidays and festivals are held during the year (the
New Year, boys’ festival, girls’ festival, rice festival, etc.). Since 1997, kabuki performanc-
es with participation of actors from Kawasaki city are very popular.

As for the commercial activity: Museum spaces are rarely rented, and if so - only for
exhibitions. Policy of Nihon Minkaen is to preserve local culture as much as possible
and to maintain and protect the buildings and exhibits in the best physical condition.

MUSEUM OF OLD JAPANESE FARM HOUSES

There are only a few Open Air Muscums in western Japan. Museum of Old Japanese
Farm House in Osaka. This is the first open-air museum in Japan, which has been es-
tablished in 1960. Like Kawasaki Museum, the Museum of Osaka is situated within
the City Park and covers the area of 3.6 hectares. 12 farmhouses are displayed in the
museum'!, mainly of Edo period. The oldest exhibit is 400 years old. Museum has no
one specific founder. First Hida shirakawa (building from Hida Region) was displayed
on the territory of the park. One year after, residents of Osaka decided to establish the
museum and added other exhibits.

11 Initially, it was planned to move 18 houses to the museum, but due to the termi-
nation of funding, the plan was not fulfilled.
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Half of the museum is owned by the state, while the rest half is privately owned
(it is funded by the Osaka Public Interest Foundation). In addition to the budget and
foundation funding, the revenue from the museum entrance fees are also used for the
restoration and maintenance of the museum and its exhibits. Museum hosted a record
number of visitors (80 000) in 1984. Last year, the museum received 40 000 visitors.
Most of them are foreigners. Curator of the museum believes that the major reason for
such decrease in visitor’s number is the demographic problem and the second reason
is recently established lots of modern museums. Curator also emphasizes the nature of
visitors — their aspiration towards new places and facilities. The museum has a small staff
(8 permanent employees). Booklets are given together with the tickets, which contain
information on each exhibit. The rest information is provided and fire in house-exhibits
is set by the volunteers. Information boards and signs are arranged on the territory of
the museum, some of which are in English as well.

Besides the dwellings, there are storage facilities of rice, other grains and valuable
items (including kimono); windmills, exhibition of canoes (boats), stage for Kabuki
Theater and a special building - #he tea house, where the ceremony of tea is held every
Saturday. In case of purchasing special ticket, visitors are introduced to the traditional
method of making tea and in addition, they can taste tea and light sweets.

At the end of July, traditional costume festival - Tenjin Matsuri is held in the muse-
um, which has almost 1000 years of history and is included in top 3 festivals of Japan. In
carly August, traditionally, the museum is hosting the visitors dressed in Yukata (sum-
mer kimono), who take participation in the various activities, listen to live music and
taste traditional cuisine.

MUSEUM MEUJI-MURA

During Meiji period'?, Japan opened the door to the world and gradually began to ex-
plore and share the western culture. This is a very essential phase for Japanese culture,
especially for architecture. Various materials (stone, bricks, etc.) and technologies
from the Europe were added to the extraordinary wooden architecture of Edo period.
Industrial revolution and its subsequent progressive innovations promoted concrete,
glass and steel architecture. Unfortunately, many examples of Meiji Period architec-
ture have been destructed due to the earthquakes and wars. Some of them have been
destroyed due to the new projects implemented in parallel with the development of
the industry. A large part of the survived buildings are displayed in Museum Mei-
ji-Mura.

Meiji-Mura is an open-air architectural museum-park in Inuyama, near Nagoya,
Aichi Prefecture. It was established on March 18, 1965, for the purpose of exhibiting
and preserving the architecture of Meiji period. Buildings of Zzisho (1912-1926) and

12 1868-1912 years
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carly Showa (1926-1989) periods are displayed in the museum. These building are built
during the period from 1860 to 1930 years. Establishment of this museum was initiat-
ed by the architect (subsequently the first director of the museum) Yoshirs Taniguchi
(1904-1979). Taniguchi decided to preserve the Rokumeikan building and appealed
to his college classmate Motoo Tsuchikawa (1903-1974) to support him. Tsuchikawa
was the vice-president of the Nagoya railway organization by that time. Construction of
this two-story building was ordered by the Minister of Foreign Affairs of Japan - Inoue
Kaoru. It was built in 1883 in Tokyo by British architect Josiah Conder working in
Japan. Rokumeikan building was a symbol of Westernization of Meiji period. In 1941,
the building was demolished and transferred, which laid the foundation for the estab-
lishment of Meiji-Mura museum. On July 16, 1962, Taniguchi and Tsuchikawa formed
a foundation for the establishment of the museum. Nagoya Railroad took the respon-
sibility for financing and still operates the museum. In 2003 a subsidiary company has
been established for overseeing its financial activities. Currently, it is a private museum
operated under Meiji Mura Foundation and it receives charitable contributions as well.
However, due to the recent financial crisis, part of the restoration works launched in
2005 have been temporarily suspended.

Museum stretches over 100 hectares on the slopes of Lake Iruka and it is divided
into 5 zones, according to the terrain. There is no other essential purpose for this zon-
ing. However, houses transferred from coastal area are arranged near water (lake). The
museum was opened with 15 buildings. Currently, 67 historical buildings are relocated
from Islands of Japan, Brazil and Seattle. Ten of them gained the status of cultural her-
itage monument of special importance. All buildings are original: bank office, shop,
school, hospital, church, police booths, photo studio, palace, house, etc. All exhibits are
open to visitors (except those that are under rehabilitation). Some of them are empty,
but most of the buildings are arranged with materials demonstrating the history of the
building and are furnished with furniture and other household items that are typical
for that period.

One of the most noteworthy buildings of the museum is the main entrance and
lobby of Imperial Hotel built by Frank Lloyd Wright, which originally stood in Tokyo
from 1923 to 1967. The Hotel was demolished in order to build a new larger building
and part of the old Hotel has been transferred to the museum in 1967-1985. Although,
only the part of it is displayed in the museum, it is still the largest building of Meiji-Mu-
ra. The museum is aimed at representing the architecture of Meiji era, as well as mixture
of Western and Japanese architecture, but the museum also displays some Japanese style
buildings. The last building was moved to the museum 8 years ago. Managers suppose
that the construction is completed and no more exhibits will be added, as the museum
is too large, with quite difficult terrain and it is very difficult to get through everything
in one visit/day. Therefore, visitors are served by steam engine and electric locomotive,
as well as by buses and street cars.



137

HAHA METAPHILIBUAM NANA MEPARISHVILI

KA3YOKH OXAPA KAZUOKI OHARA

MY3EJM HA OTBOPEHOM Y JAMAHY - OPEN AIR MUSEUMS IN JAPAN - GAZE
MOTNEA U3 EBPOME FROM EUROPE

Meiji-Mura Museum hosts half million visitors cach year. Only 3% of them are for-
eigners, while the rest 97 % are locals. 20% of the visitors are school-age children, as this
place is included in the school program. In spring and autumn, families are visiting the
museum. According to the managers of the museum, 20 years ago annual number of
visitors was 1 million. They believe that the major reason of such decline in number is a
competitive environment: In 1980s, a lot of amusement parks were opened in Japan (in-
cluding the Tokyo Disney Land, in 1983). Huge trade centers that have been opened in
recent years where families spend their free time in air conditioned spaces, especially in
summer. These centers are easy to access; there are lots of stores, restaurants and cinema,
as well as exhibition halls and they are also very popular.

A variety of events are held in the museum, which meet the interests of all age
groups of visitors. Particularly many programs are planned in summer and for the end of
April&the first week of May, during the national holiday - the “Golden Week”. During
this period, the Museum hosts about 10 000 visitors a day. Guided tours are organized
in cach house; visitors are met by the reception staff in traditional clothes... They wear
traditional clothes throughout the whole year, unlike other employees, who cannot
wear a kimono during the hot summer days. Periodically, in some exhibits, people in
traditional clothes are preparing traditional food and tastings are organized there. There
are 2 restaurants in the museum, which offer both Japanese and European menu. Ap-
proximately 100 employees are on the territory of the museum on weekends. Children’s
programs with traditional Japanese games are very popular. These programs are guided
by the volunteers. There are programs for adults as well: tradition of spinning thread
and printing of miniatures.

In addition to ticket revenues, the museum’s additional income sources are: shops,
weddings held in spring and autumn - in 3 Churches of the Museum (2 Churches
transferred from Kyoto, and 1 - from Nagasaki), cinema and photo shooting, rental of
the territories for Private Parties, rental of traditional clothes, ctc. The museum is clearly
focused on a high income. However, in Japan, commercial activities of museums are not
approved.

Results of cultural exchange between the East and West are represented in Mei-
ji-Mura Museum, which enables visitors to see and clearly understand the common and
distinctive aspects of these two cultures. Thus, the museum is a good institution for
social education.

HIDA FOLK VILLAGE

« » “« . » . . .
Yama” means “mountain” in Japanese. Takayama is a small mountain town. The mu-
seum of Hida Folk Village is 10 minute drive from Takayama Station. Majority of the

buildings of the museum are mountain houses.
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The museum was opened on July 1, 1971. It covers the area of 13 hectares around
the beautiful lake. One of the favorite activities of visitors is taking photos in traditional
Japanese clothes and umbrellas that are available on specially arranged stands. 30 tra-
ditional houses from Hida region (mostly of Edo period) are displayed in the museum,
which are equipped with traditional everyday tools and objects required for farming
in mountainous region. 27 buildings have the status of cultural heritage monuments
of the country, prefecture and city. The collection includes 8000 items. Management
of the museum is combined - exhibits and land are owned by the city, while its opera-
tion is headed by the private company. 18 people are employed. Some of them are part-
time employees. Average annual number of visitors is 140 000 people, which is a good
number for a museum in such a small town. In addition to the dwellings, the museum
exhibits religious buildings - Shinto Shrine, small Buddha stone statues, as well as mills,
loggers and carpenters huts. There are several active workshops in the museum (wood,
pottery clay), where visitors can observe the process and purchase the handmade of the
masters. In one of the buildings, the museum’s master is making scale models of wooden
windows of Shinto temple. Together with other souvenirs, models of a prefabricated
wooden window are also sold there.

In Hida folk village, rice is harvested annually in wheel-shaped rice fields®. In addi-
tion to the rice planting-harvesting activities, other traditional festivals are also held in
the museum (Boys’ Festival, Girls’ Festival, Stars’ Festival, etc.). All exhibits are open for
visitors, but staff members and volunteers are rarely met there. The museum does not
have a guide service, but it does not hinder the public from receiving information. Hida
folk village delivers information to the visitors in a very effective way: all exhibits (mov-
able as well) have captions, legends and explanations; at the entrance of each exhib-
it, there are plans indicating locations of premises and names in Japanese and English.
Signs of the rooms are indicating the significant places (for instance, places of family
members around the hearth, etc.).

EDO-TOKYO OPEN-AIR ARCHITECTURAL MUSEUM

This is not the only open-air muscum in Tokyo, but it is definitely the one man-
aged by Tokyo Metropolitan Government. Establishment of the museum was initiat-
ed by Tokyo Metropolitan Government. The special committee carried out researches
and developed master plan. Prior to the opening, preparatory works and surveys took
more than 25 years. History of the exhibits to be relocated from their original locations
has been thoroughly studied. Previously an old museum with 6 exhibits was operating
there. New exhibits were added in 1993. Majority of the buildings are original, only
public buildings are duplicates.

13 So called wheel-shaped rice field is an old tradition in Japan. Nowdays, this tradi-
tion is still alive due to one specific person (Mr. Hirano Masao) and it is passed on to
the next generation.
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The museum mainly exhibits buildings relocated from Tokyo and its surrounding
areas. The name speaks for itself (“Edo” is the old name of Tokyo). Zoning of the mu-
seum is carried out accordingly: downtown, the central zone (urban) and rural (coun-
try-side). As it is known, Tokyo was destroyed by fire in 1920s, and then the city suffered
significant damage during the war. Nowadays, only a few historical building are pre-
served in the city. 80% of the city’s architectural heritage is protected by the Edo-Tokyo
Open-air Architectural Museum and therefore, its role is of great significance.

Following types of buildings are exhibited within the area of about 7 hectares: hous-
es and farmhouses, public bath (in the shape of a Buddhist temple), mausoleum, house
for tea ceremony, photographic studio, granary, stationery and flower shop, cosmetics
production plant and others. Influence of American, German and Dutch culture is
clearly felt in some cases. Majority of the exhibits are made of wood; bricks and soil is
used for walls only in some of the buildings.

The museum has a policy: preserving exhibits in the conditions in which they have
been found and even if they require rehabilitation, not to restore them to their original/
former conditions. As a result, entire layers of architecture and design are visible. Inte-
rior reflects the life-style of the last family inhabiting the house. They believe that every
house has its own history and through this approach, they show respect to the history.

The museum has 30 employees (added by volunteers during the season). Average
annual number of visitors is 250 000 people. In 2014, due to the Totoro Anime-related
exhibition the number of visitors has been doubled. Guided tours are held every day, at
a particular time. The technology of silk production starting from the cultivation of the
silkworm is step-by step explained to the visitors in the Silk Exhibition of the museum.
Visitors can learn how to make traditional origami items. Sometimes volunteers are
making non-traditional handicrafts as well, but they are doing this with so much pleas-
ure that visitors always enjoy watching them.

Umbrellas bearing the logo of the museum are available at the entrance of each exhibit
~for both rain and sun protection, which is also a good expression of concern for visitors.

This is a brief description of leading Japanese museums which were studied during
this one research visit. Based on the research, we can say that all these 5 museums are
different (according to their sizes, origin, age, instruments used by the museums for
communication with visitors and so on). But all of them still have something in com-
mon — they are not too focused on entertainment inside museums and use all the avail-
able resources to provide visitors with comprehensive information on the issues they are
interested in. Local people are seen in the museum working to maintain buildings or
guide visitors voluntarily. It makes a rich learning-environment for both - visitors and
volunteers - as a living community.

This is one of the main objectives of these institutions — to promote public education.
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Hukona KpcroBuh je HauenHmnk
CtpyuyHe cnyx6e Myseja ,Ctapo ceno” n
BUMLLIN KYCTOC 3@ MehyHapoaHy capashy
1 opraHu3saumjy 1 passoj NporpaMcKmnx
AenaTHocTn Myseja. FocTyjyhu je npeaasay
Ha ®unosodpckom dakynteTy y beorpagy
(Osererse 3a NCTOPUWjy YMETHOCTH) Ha
ceMuHapumMa 13 06nacTu myseonoruje. Aytop
je MHOIVIX Hay4YHWX 1 CTPYYHUX pafoBa,

Kao 1 1310x6u 1 npojekata 13 obnactu
KyNTypHe 6aluTrHe. YnaH je ynpasHor
opbopa EvropaNostra Cpbuja, unaH MKOM-a,
NKOPOM-a, AEOM, CUE®P-a n nporpamckor
caseTa Myseja ncropuje Jyrocnasuje.

Nikola Krstovic is a head of curators
in,Old Village” museum and senior curator
in charge for international cooperation
and development of programme activities.
He s guest lecturer at the Faculty of
Philosophy (Department of Art history) on
the museology courses. Dr Krstovic is author
of many scientific and professional papers,
exhibitions and cultural heritage projects. He
is @ board member of EuropaNostra Serbia,
member of ICOM, ICOFOM, AEOM, SIEF and
Programme Council of Museum of Yugoslav
History.
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Ancrpakr

My3ej Ha oTBopeHoM ,CTapo ceno” cyoyasa ce ca MHOrO6pOjHNM 13a30BMMa Y
NHTepnpeTMpaky balluTHe KPOo3 napTuumnauunjy 1 ko-kpeauujy. Passnjajyhn
0Be Mogefie CTPN/bMBO 1 yNopHO, My3ej je ycneo ga obavkyje nporpame Koju y
CBOje cajpXaje yk/byuyjy rpyne unju ce rnacosu y ApyLUTBY He 4yjy HajjacHuje.
MpojekTn ,dectnBan mMy3suke - CeeT My3uke” (2010-2015), , TakTnaHa 6awTrHa"
(2015), ,Baw:Tn:Ha (Ha) Pady” (2015) 1 ,MpaHuLe y noBnavery” (2014)
npeACTaB/bajy He Camo MOZeN YK/byUunBarba MapriHaan3oBaHnx rpyna nimn
APyraunjux nHTepnpeTaumja CTBapHOCTL 1 CTBapanallTea, Beh 1 KpUTnyke
0CBpTE Ha NUTaka NapTuumnalmje n Ko-kpeauyje y epu geMokpaTtusaumje
My3ejCKUX MHCTUTYLMja, @ NOCeBHO HaulHa Ha Koje KOMYHULMPajy ca
COMCTBEHVM OKPY>XEeHEeM.

Abstract

The Open Air Museum “Old Village” is facing with many challenges in
interpretation of heritage through models of participation and co-creation. In
developing these models, patiently and persistently, the “Old Village” succeeded
in shaping the programs" contents which include the groups whose voices

in society haven "t been heard clearly. Projects “Music Festival - World (of)
Music"(2010-2015), “Tactile heritage” (2015), “Heritage (in a) Supermarket”
(2015) and “Frontiers in Retreat” (2014) represent not only a model of inclusion
of marginalized groups or different interpretations of reality and creativity, but
also critical reflection on the issues of participation and co-creation in the era of
democratization of museum institutions, especially the way they communicate
with their environment.




1

Mpojekat baw:Tu:Ha (Ha) Pady, moaenw
KPUTNYKOT Nrpokasa 1 usnoxeeHa
VIHCTanauumja y My3ejckoj npogaBHuLM,
CLeHa 13 jeiHOr 0/ 1rpokasa

2

MpojekaT ,[paHunLe y noBnavery”, Mupko
Hukonuh, ,Bpojehu xuse/o akunje/
CTago", capajtba ca LleHTpom 3a KynTypHy
Aebaty, KU, ,Mpaa”, cueHa 13 ymeTHUYKor
nepdopmaHca

1

Project Heritage (in a) Supermarket, critical
role-play models and exhibition installation
in Museum shop, scene from one of
role-plays

2

Project “Frontiers in retreat”, Mirko Nikoli¢,
»Cunting (Live) Stocks", cooperation with
Center for cultural debate ,Grad", artist"s
performance scene
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FTPAHULLE Y NOBJIAYEHY

Kapa ce jeanom aAoxuBe, pasyMejy M IIpuUXBAaTe OBM IIPEAAsH, Kapd IIOCTAHY ACO
CBAKOAHBHULIC U AYACKE TEKIbE OHAA j€ CBEjCAHO KOja UX 00AACT YMETHOCTH, KYATYPC,
Hayke, puaosoduje... IPOBOLMPA MAM HHCIHpHUINe. YBEAUKO Beh OxuBHMO y A00y
¢aynanux rpanuna usmey Hayke u ymernoctn, $nuaosoduje U yMETHOCTH, KYAType
M HayKe.. 3ampaso, Hajchm ysaeTH KpeaTMBHOCTH ce M ACIIAB3jy Y IPaHMYHUM
noppyyjuma. Oryaa uje usnenaberme wro npojexar [panuue y nosaaucwy pedepupa Ha
BeAMKH Opoj caBpeMeHHX PpeHOMeHa, Tpaxeh 0AroBope y penauTamuMa 1 npesasuma
U3 jEAHE KPEATUBHE chepe y Apyry. Cnoj YMETHOCTH U EKOAOTH]E, cxsahene Y HajIIMpeM
CMHCAY, jECTe CIIOj KOju Hac ‘an/IMopaBa‘ Ad Ha APYTauHjU HA4MH, U3BAH yCTasEHHX
MOACAQ, MECPLENUPAMO HE CaMO IPOOACME APYIUTBA, HETO M YHHMBCP3aAHA AYACKA U
LMBUAM3ALM]CKA IIUTAba: IPOAASHOCT U TPAJHOCT, XXKUBOT U CMPT U 6e30poj ,HujaHcH
cuBc” nsmchy; AMYHY M KOACKTMBHY OATOBOPHOCT M HCHO IIPHXBATarbe; CTPAX OA
soaascher 1 6e3pe3epBHO HErMparbe IPOLIAOT; IIPUPOAY U apTHUIIMjeAHY Kpealujy U
apTUULHjeAHY IPUPOAY; IPABO Ha cAOOOAY M yrkuBambe ca060ae... Crajajyhu pasnoanxke
YMETHHYKE H3DPase, TCXHOAOTH]E, AaTe IPUPOAHE OKOAHOCTH, noctojehe corpoaomxe u
AHTPOIIOAOLIKE KOAOBE, YMCTHHLM H YICCHULIH [IPOjCKTA H3HECAPHAH €y KPo3 GopaBke 1
uHKybarope (I/IACja, MUCAY U XTCHba ) y Cpbuju (n APYTHM ACAOBHMA EBpone) BUAMUBE U
OIUIISUBE PE3YATATE M CACBUM HOBE BU3YpE IIOCMATParha CBETA OKO Hac.

MECTA CYCPETA - TPAHULEE N UHTEPNPETALLJE BALUTUHE

Konauno, mocrassa ce u nutawe Myseja Ha orBoperoM ,Crapo ceao® y Cuporojny,
OAHOCHO pasaora merosor maprHepcrBa ca KIJ I'papom u mpojexrom I'panune y
[OBAAQYEHY, Te CAMHM THM M OCTAAUM MapTHepuMa y mpojexry. OaroBopu 61 Morau
6utu Kpajibe jEAHOCTABHU: HAjIPE, 3aTO IITO »CTapo ceao” (He Kao My3ej Beh xao
npomop) jecTe jepaH OA HAjpENpPE3EHTATUBHMjUX IPHUMEPA OYyBama M CTAAHOT
IPCHUCINTHBABA HACHTUTETA; APYTO, JCAHOCTABHO 3aTO IITO TO AOOPO $pyHKUMOHHIIE
y OpraHM3alMOHOM cMHCAy. MelyTuM, 0AroBop Ha OBO HHTame MOXE IIPOAPETH U
Aaneko Aybme y cymruny crBapu. Kapa cy Takamm Mypaxamu (Taksahi Murakami)
uan [le¢p Kync (Jeff Koons) usaoxuan cBoje ckyantype-uncrasanmje y Bepcajy,

mTO Cy CBaKako 6I/IAC KOHTPOBCP3HC OAAYKE MCHAIIMCHTA, ITOCTABHAO CC IHTAIbE
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uacHTHTCTa Bepeaja n xao sHaMeHHTOr MecTa 1 Kao GalITHHCKE opraHusauuje. Aaw,
oba Cy IpPOjeKTa aAPECHPAAA U JEAHO 3HAYAjHHUje IMUTAbE: aKTYaAHU3AIH]y AOXKHUBKAjA
npomaoctu Bepcaja kao masare M HCTOPHjCKOT MeCTa, HAYMHA Ha KOj€ Ce Ta TPOLIAOCTH
MOXKE OXKHBETH Y CABPEMCHOM TPEHYTKy OyhermeM MCTHX MAM CAMMHMX eMoLHja KPos3
caBpeMeHe yMeTHHYKe uHTeprperanuje. IlpemecTumMo An ce Ha mome MyseoAorHje
IIOCTaje jaCHO A je IPEHOC MHPOPMAIIHja U MCTOPHjCKUX YHE-EHUIIA O TAAATU U3BEACH
Ha CaBPLICHO KPeaTHBaH U PEACBAHTAH HAYMH: 002 CBETCKH [IO3HATA YMETHHKA [IOCTAAA
CY YjEAHO M KYCTOCH, OAHOCHO TyMa4H IPOLIAOCTH 3axBasyjyhu ynorpebu caBpemenor,
AHYHOT a IPEIIO3HATAHBOT, je3HKa. THMe je 3aIpaBo jeAHA BEAUKA IPOAYKIIHja AOOHAA
ob6puce AndHe GaIITHHE, UHAUBHAYAHOT Bubermba CTBApH, PEAATHBH30BAAA KOACKTHBHE
HCTHHC U CTaBOBE U YCIIOCTABHAA HOBY AMOITPHjy KPO3 KOjy IocMmarpamo cebe y
PABAHYHMTHM XPOHOAOUIKUM IIEPIICEKTHBAMA.

IIIrta je 6eHepuUT AHjaAOTa OCTBAPEHOT TOKOM HOpaBKa YeTUPH yMeTHHKA Yy Mysejy Ha
orBopeHOM ,Crapo ceao? Huje npsu nyt Aa je ,Crapo ceao” soomahnn ymernnaxum/
KPEaTUBHUM pAaAMOHMIIAMA, IpaKcaMa M KOAOHHjaMa, HHAHMBHAYAAHUM HAH
KOAEKTHBHHM pesuacHIujama. M cnernduune Bpcre ceMnHapa, CAUYHE OBOTOAUIIBEM
UHKy6aTOpY 3a npojexar [ paHHuIie y IOBAQYCHY, HMAAC CBOjE MECTO Y IPOCTOPY My3eja.
OBOrOAHIIIEBH CKYIT CABPIIEHO CE CAArA0 Ca YCTAHOBAS>EHOM Pa3BOjHOM AMHHjoM Myseja
»CTapo ceA0” KOjy IOKyLIABaMO A2 CACAMMO LITO AOCACAHH]jC: TO je MoryhHocT aa ce
gyje wro Behu 6poj raacosa Koju Kpos Haue KoacKuuje U nporpame pedepupajy Ha
caBpemenn cBeT. Kpos mpojexar Tpapunosanuja/Auia pypasHOCTH y capasmbi ca
ApxurexroHckuM pakyareToM y beorpaay u opranusanujom EAT mokymaau cmo aa
OATOBOPHMO Ha IIUTAA AMjaAOra usMel)y pypasHor u yp6aHor 1 TO He caMo y AOMEHy
apxutektype u rpapurescrsa’. OBa apruuuUjeAHa NMOACAA, MAH apTUPHIHjEAHO
HaMeTHyTa rpanuna (6apeM aaHac y rao6asHOM CBeTy), pasBHjaHa je M KPO3 IIPOjeKar
I'panuiie y moBaayerhy MpUMEHOM PEAATHBHO APYTaUHjeT je3HKa: BUSYEAHOT YMEHUYKOT
uspasa. YeTBopo yMETHUKA U3 PasAMYHMTUX reorpaduja 6aBHAO Ce TUTABHUMA CKOAOTH]C,
APYIITBEHE CBECTH, IIPHPOAOM, HAYMHOM JKHBOTA H >KUBOTHOT cTtuAa... Capa Mapua
Kapupanra (Saara Maria Kariranta) ns ®uncke, XXoanec-Cumon I'lepe (Joanes-Simon
Peret) ns Ppanuycke , Keanx bepra Kapepac (Quelic Berga Carreras) us [lnanuje n
Mupko Huxoauh us Cpbuje (xusu u pasn y AOHAOHY) AOHEAH CY Ha jEAHO MECTO
pasanunTe aTMocdepe, pasAHYHUTE BUSYPE U CCH3HOUAUTETE, TEXHUKE U TEXHOAOTH)E,
jesHKe M 3HAKE, MOAEAE KOMYHHKAIMje U KPEHPAAH TOKOM AECETaK AAHA 3ajeAHMYKH
U COIICTBEHM PaA KOjU Cy CE CAHUAHU Y jEAHY IOPYKY. I_Ipnehn HMHCIIUPALUjy U3 CBOT
6opaBKa y Cp61/1j1/1 uy Cuporoij CTBAPAAH Cy PAAOBE KOjH OIIOMUIbY U HHCIHPUILY,
AAM M IIPOBOLIMPAjy KAaKO BPCAHOCTH APYIUTBA y KOjeM >KHBHUMO, TaKO M yobudajeHe
[IOTACAC Ha CTBAPAAAIITBO. Y TOM CMHUCAY, IIOBPATAK IIPHPOAH U H3PA3UTO KPUTHIKO
TIPEUCIIUTHBAE YOBEKOBOT OAHOCA [IPEMa He-SYACKOM (HAH 6apeM He HAYACKOM PYKOM
KPEHPaHOM) CBETy MLIAO je PYKy ITOA PYKY ca MUCHjoM Myscja ,CTapo ceao”.

1 Hukona Kpcrosuh, KceHunja Byrwak, MnageHr Mewuh, , TpagnHosauwja//inua
pypanHoctu: 7 kyha, 7 cena, 7 npuya“, My3sej Ha otBopeHoM, ,,CTapo ceno”
CuporojHo, CuporojHo, 2014.
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Capa Mapua Kapupanra kpenpaaa je epeMepHH CBeT ,,3AaTHUX OHpaKa“ y My3ejcKoj
Gawrry, onoMumbyhn Hac BeoMa jeAHOCTAaBHUM je3MKOM KOAMKO PasaTHBaH MOXe OUTH
CBaKkM BpeAHOCHHU cucTeM. [Toxkyaa 1 1300Hme IPEACTABAA]y 3a4aPAHH KPYT Y KOjeM
nosaahyjeMo concrBeHe KUBOTHE cTHAOBE IpeTBapajyhu ce y koaekTuBHe $ppuamjcke
Mupe. Muaa ce, 103HaTO HaM je, HEKAKO CIIAcA0, AU IIUTAIE CyAOHMHE YOBCIAHCTBA C¢,
y CapuHOM paay, cBakako MOpa YHOPEAUTH ca ,cyAbunom™ nosaahenor ,mysejcxor”
rpamka. Beomacanunanaejacrojunsa pasoBa,, aaCTHIHAKECAKOja AULIE U, TAACTHYHA
xeca koja xpBapu“. Kaa cmo Beh kop ,,cyabuna“, nan npeunsnuje crsucreHunja, Ha
ucre Hac HaBoan Mupxo Hukoanh KOjH Kpo3 cBoj neppopmanc u Bupeo pap Counting
live stock(s) HCTPaXYje HAEJy He-HSYACKOT MOCTOjaka M CBECTH Y OAHOCY Ha OHO IITO
0HCMO IIPOrAACHAM SYACKUM HAH XymMaHuM. bopasehu y ayrenrmunom ambujenry, y
saarubopckoj npupoan, mehy u ca 3aatnbopuuma, CTBOPHO je FOTOBO HAAPCAAHH CBET Y
KOjeM HIIYHMTABaMO MHOTOCTPYKE CAOJCBE BETOBHUX IOpyKa. IIpuaajyhu o Haspeasnom,
Keaux bepra je cBoj mpodecHoHaAHM S>KMBOT YCMEPHO Ka CIIOjy CaBPEMEHHX
TexHoAOTHja U peHOMeHa npupoae. Kpos urpy xojy nmposonupa, cTapajy ce 4yAeCHH
CBETOBHU IopeMehHUX mepleniyja: OpraHcke 1 HEOPraHCKE CACMEHTE, 32 Koje 01 HaM
HHAYe MUKPOCKOIICKA IIEPCIEKTHBA GrAa OA KOPUCTH, NIPOjeKTyje Y IPCHATAALICHUM
pasmMepaMa Ha SMAOBC HAH Y OBOM CAYYajy 00jeKTe HAPOAHOT IrpasutescTsa y ,, Crapom
CCAy“. Haeja je Aa BUAUMO Apyrauuje, IOTEHIIjaAHO U 6ome, U Aa PasyMeMo CBET KOju
HaC OKPYXKyje TOAUKO OYHTACAHO Aa ra Buiue Hu He npumchyjemo. JKoanec-Cumon
ITepe ce 6aBu cBeTOM U IPHPOAOM OKO HAC AHTVKOBAHM]E, AMPEKTHH]C U HEIOCPEAHU]C.
AosBomasa npupoan (6uskama) Aa IPOAUPE, MeHba UAH YHUILITABA ASYACKE Kpealjuje
Ha OHaj HAYMH HA KOjU MH TO, YTAABHOM, YHHUMO IPHPOAU: CHCTEMATCKH, TEMEAHO H
Hemuaocpano. ITpornec ,onmuor" OCBajama AU 3aITI0CEAAbA SYACKUX KPealltja yjeAHO
j€ ¥ YMETHHYKH IPOILEC KPO3 KOJHU CE OBAj YMECTHHUK H3paXaBa. 1aj U3pas je U AYXOBHT,
HOHCKAA 3aXTCBA AYTOTPAjHHjH aHTVKMAH U II0OCMATPalbe, aAH CBaKako OIOMUIbYhn.

C/NIOBOAA OrPAHUYEHA

Kpos oBaj xparak mperacs ¢usosoduja M Kpealnyja yMETHHKA Y 6opaBKy jacHo
ce MINYMTaBa aMOMBAACHTHOCT IOjMa M HAgje ,rpanuue”. IlpeaackoMm rpanuua u
MemameM cdepa, TeorpadcKUX M MEHTAAHUX, YMETHMYKHMX M HAYYHMX, jACHO Ce
Bpahamo Ha OHa ,,peTopHuKa“ MUTaa Ca MOYETKA: AQ AM HEKe TPAHHILIE TIOCTABAAMO
Kako 6ucmo cavyyBaAM BPEAHOCTH jeAHOT cBeTa? A Aa je M3a30B KOjH je IpeA Hama,
sampaBo u3a3oB Hempeaacka! Kpos mpojexar Ipanuie y moBaademy jesuKoM
YMETHOCTH CE€ BAAOPHU3Yje CBET OKO HAC, )KUBOT M3BAaH HAC KOJH M TE€ KaKO yTHYE Ha
HAILly COIICTBCHY CI3UCTCHLIHU]Y. 3a CTBApalbe MOACAA KaKo Aa He npehemo Ty rpanuwy
YHHUIITEH:A HE OCTOje TPaHUIIE.
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HEYYJHU TNTIACOBU
(KYJITYPE HA TPXXULLUTY)

BAIITVIHA HA PAQY - BAUL:TU:HA (na) PAOY — BAIIIAP BAIITHUHE

Hme ,,bamrtuna Ha pady” ocmumseno je 2010.roanHe kaaa je Llenrap 3a myseosorujy
u xepurosornjy Puarosodcxor pakyarera y beorpasy moxpenyo mpojexar Baurap
6amrune. Y IPOjeKAT Cy C€ YKAYYHAE MY3€jCKE MHCTUTYLIMjE jyrosarapHe Cp61/1je
TOKOM HapeAHe ABe ropnHe. PesyaTatu cy 6uau Mysejcka Mpeska 00jeAnI-CHA OKO HAgje
anaHor Hacaeha, webmopraa npojexra u nybanxanuja ,Hosu moraean Ha Hacache:
Moje Tajuo 6aaro”.

Mysej Ha orBopeHoM ,Crapo ceao® y CuporojHy, kao jeaaH oA HHUIHjaTOpa
Bamapa 6amrune, nokpehe n npojexar bam:tu:na (1a) pady 1uja ce crpykrypa He MOKe
OKapaKTEepUCATH HU Kao U3A0XK0a, HU Kao MyOAMKALMja, HHCTAAALIN]a, PE3UACHLIH]a,
KOHIIENT OXXUBAEHE UCTOPH)jE (living history) HAHU MY3€jCKa MPEXa, HU Kao naatdopma
3a CarAeAaBambe OAHOCA IIOjEAHMHAId, OPTaHM3alMja U MHCTUTYIHMja IpeMa HaCAeby.
Bam:tu:na (Ha) pady je HajIpe KCIEPUMEHT, BUILECAOJHH AOIIPUHOC PACBETAHABAIbY
AuAeMa U Ac0aTa KOjUMa y TOcACAbe BpeMme rocBehyjeMo maxby: KyATypa Ha TP>KUITY,
HAH y OBOM clieUpHIHOM CAYIajy OAHOC KYATYpHOT Hacacha u TpxumuTa.

Hrpa peun Huje, HapaBHO, cAydajHa. TOKOM pasBHjarba KOHLEIITA ITOIIAH CMO OA
npernocraske Aa (KyATypHa) 6amITHHA K20 A€O CBEYKyIHE KYATYpe HHje cama 1o cebu
Ha TPXKUIUTY KYAType. YKOAHKO CE OHa HE MOXe IYACCHO IPEOOPasUTH y ,,IPOUSBOA,
TO 3HAYU AA TOM IIPOIECY HEAOCTAjy myAu. MoxeMo MX OBAE M Capd HAa3BaTH
npodecroHasnyuMa y 00AacTy salTuTe, IpeseHranuje 1 uHTepnperanuje Hacacha. ¥
ToM je cmucay bam Tu Ha Pady ynyheno muma. Aobpo nurame Ha 0BoM MecTy 61A0
6u: ,Ko cy o Onn?“ Kaxo cmo Beh anaausupasn nporec xoju je okapakarepucas Kao
AEMOKpAaTH3alLlMja My3eja U TyMadera OalITHHE AOBEO je A0 HAEje Ad CBH MOTy OUTH
GamrruHUIK. Y TOM CMHAY, IHTama KOja IOCTaBAda Ipojekar Damrtu:Ha (ua) pady
OAHOCE CE Ha CBE: HA OHE KOJHU 3Hajy Ad Cy npodeCHOHAALIN, HA OHE KOjH CE TAKO ocehajy,
Ha OHE KOjHU Cy aMaTCPH a BEPYjy Aa Cy Haj60ru POPeCHOHAALI, HA OHE KOje BEPYjy Ad
cy IpodECHOHAALIM a AOIIUjU Cy OA HAjTOPUX aMaTepa, KA0 ¥ Ha OHE KOjU €€ HUKAKO He
occhajy no tom nuramy.

Bauitu:na (Ha) pady je KOHUMIIHMpaHa KpO3 ABa CYNPOTCTaBACHA CEIMEHTA
KOju 3ajepHO unHe neauHy. [1pBu Aco je mporecHu u meppOPMATUBHU U MOAA3H OA
KPEHPAHOT AMKa KOME Cy OCMHUILbeHe GasudHe ocobuHe Kapakrepa. [Tocao kycroca
My3eja cacTojao y $opMupamy ICHXOAOTHjE TUIIA AMMHOCTH KOjU y IIpuBaTHO Hacache
A06Hja KyATYpHO A06PO U ,XBaTa Ce y KOWITAL, ca IOjMOM HacAchuBama y Hajmupem
cmucay. Haunne Ha Koju AMK ycIIeBa HAM He yCIieBa AQ PA3rPaHUYH AHYHO OA OITIITET
AOOpa, HarpaBu pasauKy nsMcly npasa u obaBesa, pasyme [OAOXKa] OATOBOPHOCTH Y
cucreMy HacachuBama kpos cBakopHeBHe urpokase (role-play) u UHTEPIIPETAIIHje
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y npBoM u Tpchem Anuy oxmBm>aBa capapHHK Ha INPOJEKTY M IIpHUjaTes My3cja KOju
pasyMe CympoTCcTaBadeHe Mmosunuje U pAuseme. Kpenpanu Auk pempeseHTyje nmpodua
BEOMa 4eCTor TUIa nocerrona Myseja Ha orBopeHoM ,Crapo ceao” y CuporojHy koju
Cy HEKPUTHUYKH HACTPOjEHU y KOPHCT HACAAH30BAHE CAMKE ITPOUIAOCTH M )KHBOTA Y
ceockoj cpeannu Ha npeaasy us XIX y XX sek. Ta cauka BeoMa 4ecTo oApasyMeBa
HOCTAATHYHE PAOCKYAE KAKBE Cy: SYAU CY HEKAAA AAAEKO 3APABHjE )KMBEAH M XPAHUAH
ce, buan AYTOBEYHHjH, IOIITOBAAM PEA, UMAAU ocehaj MopaAa U Xujepapxuje... Auk
KOjU ,OKHBAABA“ IIpeA OYMMa IIOCETHOLA HEMa YAOTY Aa AebaTyje ca MOCeTHOLUMA O
OBHUM CTaBOBUMA HUTH Ad UX Pa3yBepaBa. ¥ AOTa AMKa je Ad KOHTHHYHPaHO OCMHUIII/»ABa
YHYTPAIIEKOCT jeaHe moAoBHHe raasHe kyhe aomahmucrBa u mpuaarobasa je
COICTBEHUM HOTpeHaMa y CBAKOAHCBHOM KUBOTY HAM CBCYAHHM TPCHYLIMMA, AU KPO3
BH3YPy caBpeMcHOT TpeHyTKa. Kpos apanranmjy npocropa AHK pearyje Ha KOMEHTape
[OCETUAALA, TIPUOAMKABA CE MAH YyAAAABA OA COICTBEHE BH3Mje AU AyTEHTHYHOT
usraeaa, GyHkIHja U obpasala noHaama. FIcToBpeMeHO BOAM AHYHU AHEBHUK Kao
CBEAOYAHCTBO O CBOM JKHBOTY Y TOM (QAYHAHOM CHMYAAKPYMY, aAH H CBAKOAHEBHO
eBaAyHpa COIICTBEHE CTABOBE U CTaBOBe moceruaana. Ileo koHIenT samumseH je xao
AUPEKTaH CyAdp BPEAHOCHHX CHCTEMa IIPOIIAOCTH M CAAAIIEHOCTH U IPEUCIUTHBAA
rpaHHI[a KOMIIPOMHUCA U TPAHUIIA , TPrOBatba .

APYrH A€O eKCIIEpPUMEHTA CMELITEH j€ Y My3€jCKy IPOAABHMITY PENAUKA TPOH3BOAA
CTapHX 3aHATA U 3aHUMAakba 1 CyBeHUPa. Y KAACUYHOM IPOARJHOM aMOHjeHTY H3AOXKEHO
je ocaM KAACHYHMX OEANX MY3EjCKMX BUTPHHA Ha KOje CY [OCABACHE CTAKACHE KYTH]C.
Y muMa ce HaAasu ocaM IpeaMera u3 erHorpadeke 36upke myseja. ITpeamere mparu
ACTE€HAA KOja I'a CMEINTA Y HCTOPH)jCKU KOHTEKCT 3AHATA HAH 3AHUMAHha IIEPCOHAAN30BAH
¢ororpadujom nmpoussohada, Guorpaduja caMmor npeAMETa M MCTAKHYT HHBCHTAPHU
0poj. AoaaTak Koju ,cMeTa', MAH Ce I1aK, Y 3aBUCHOCTH OA YIAd IIOCMATPaba, CACBHM
HNPHPOAHO YKAaIa y aMOUjeHT My3ejcKe IPOAABHHUILIE, jeCTe HCTAKHYTa XUIlepOoArcaHa
TP>KHIIHA BPEAHOCT MY3€jCKOT IPEAMETA OAMYEHA Y TOTOBO HaApeasHoj nenu. Kako
je oHa pAaaeko Beha oA CAMYHHX MAM HCTHX IPEAMETA KOjH Ce MOTY KYIIUTH U Y CaMOj
[IPOAABHUIIM, YaK ACTPOHOMCKA, OTBapa Ce MUTAE BPEAHOCTH U LICHE: AA AU BPEAHOCT
KOPECIIOHAMPa ca LieHOM? Aa AH HCTOpHWjaT IpeAMeTa urpa yaory y oapebusamy
BpeaHocTn? Aa am npucyctso 6uorpaduje mpeaMeTa IOAKKE BPEAHOCT H KAKO MOXKE
YTULIaTH Ha LeHY? Aa AM KOACKTHBHO M MHCTHTYLIMOHAAM30BaHO Hacache npouemuso
HAH HETIPOLICHHBO?

Baw:tu:na (Ha) pady nocrassa MHOra muTama. [ Iutama Ha Koja Hije AQKO IPELUBHO
OATOBOPUTH U HA KOje HM 3BAaHUYHM 4yBapu HEMAjy jEAHOCTAaBHE HH yCaraalleHe
oarosope. bam:tu:na (Ha) pady mpemcmutyje OAHOC NOjEAMHLA M KOACKTHBHOT
AOTOBOPA OAHUYEHOT y Hacaehy, kao n CUTYaIIHjy y KOjOj ce 0Ba ABa AOAUPYjy. McnuTyje
OAHOC CAUTH30BAaHOT U ACMOKPaTH30BaHOr npuctyna. Baxxxo je ncrahu aa Bam:tu:na
(Ha) pady xao excriepuMeHT He HyAH oaroBope. OHa IPOBOLIMPA AAmE PASMUILLAAE
Ha IIOCTABAEHY TeMy Kao M IIPOMHILsNARE NMOTEHIMjaAHMX rpanuna. Mcmuryje
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aKTepe, IMOCTaB&>A MUTAKBE MEIIAKkA AUCLIUIIAMHA, HAYKE U YMETHOCTHU, MHCTAAALM)E
u etHorpadckor Hacaeha, KuBe pev U BUSYEAHOT YTHCKA, AcGaTy U BEHO OACYCTBO,
HACAAM3ALIN]y, HOCTAATHjY M EMOTHBHOCT HacmpaM objexrususanuje. Konauno
Bam:tu:na (ua) pady mpemcrnuryje yAory cucreMa o0OpasoBama HCOIIXOAHOI 3a
MY3€jCKy KOMYHUKAIIH]y, IITa Cy TO IIEAATOIIKE U EAYKATUBHE MY3€jCKE METOAOAOTH]€E
U BUx0B cMucao. [TocraBya muTame A2 AU, IITA U KAKO HmoceTuAal Tpeba Aa yuu op
My3€ja M Ad AU je y peaaHOCTH M nipakcu Moryh moaea o6ocrpanor yuema? Konaano,
Bam:tu:na (Ha) pady mocraBya M MHUTamE INTA je AaHAC 3ampaBo Kycroc? Kako u 3a
xora paau? M xoauxo je APYHITBY BPEAHA IEroBa Hpocl)ecuja? Konauno, xoauxka je
peaAHa IieHa BEroBOT PaAa Ha TPXKUILTY KYATYPE, Ha TPXKUINTY FEHEPAAHO? Jep, CeTUMO
ce, ,CBE je Ha IIpoAajy”!
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NIKOLA KRSTOVIC

UNHEARD VOICES
(OF ART)

FRONTIERS IN RETREAT

Once these crossings are experienced, understood and accepted, when they become part
of everyday life and human aspirations, then it does not matter which area of art, cul-
ture, science, philosophy ... provokes or inspires them. We already live in the age of fluid
frontiers between science and art, philosophy and art, culture and science ... In fact, the
greatest creativity rises take place in the border areas. Therefore, it is not surprising that
the project “Frontiers in Retreat” refers to a large number of contemporary phenomena,
secking answers in overlapping and crossings from one creative sphere to another. A
combination of art and ecology, understood in their broadest sense, is an alliance that
“forces” us in a different way, out of the established models, to perceive not only the
problems of society, but also the universal human and civilisation issues: transience and
permanence, life and death and countless “shades of gray” in between; personal and col-
lective responsibility and its acceptance; fear of the upcoming and unreservedly denial
of the past; the nature and the artificial creation, as well as the artificial nature; the right
to freedom and enjoying liberty... Bringing together diverse artistic expressions, tech-
nologies, given natural circumstances, existing sociological and anthropological codes,
artists and project participants fostered through the incubators (of ideas, thoughts and
desires) visible and tangible results in Serbia (and other parts of Europe )and a whole
new perspective of perceiving the world around us.

THE MEETING PLACES -
FRONTIERS AND HERITAGE INTERPRETATIONS

Finally, there is the question of the Open Air Museum “Old Village” in Sirogojno, i.c.
the reasons for its partnership with the KC Grad and the project “Frontiers in Retreat”,
and therefore the other partners in the project. The answers could be quite simple: first-
ly, because the “Old Village” (as a space rather than the museum) is one of the most rep-
resentative examples of preservation and ongoing review of identity; secondly, simply
because it works well in organizational terms. However, the answer to this question can
penetrate far deeper into the essence of things. When Takashi Murakami or Jeff Koons
exhibited their sculpture-installations at the Versailles, which definitely were contro-
versial management decisions, the identity of Versailles as a famous place and a heritage
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organization was questioned. But both projects set a major issue, as well: actualization
of the experience of the Versailles past as a palace and a historic place, ways in which
that past could be revived in the contemporary moment by awakening same or similar
emotions through contemporary artistic interpretations. If we move to the field of mu-
seology, it becomes clear that the transfer of information and historical facts about the
palace was performed in perfectly creative and relevant manner: both world-famous art-
ists also became the curators, or interpreters of the past due to their use of modern, per-
sonal and recognizable language. This is actually how a big production received outlines
of personal heritage, individualized perception of things, how it relativized collective
truths and attitudes and established a new dioptre through which we look at ourselves
in different chronological perspectives.

What is the benefit of a dialogue generated during the stay of four artists in the
Open-air Museum “Old Village™? It is not the first time that the “Old Village” hosts
artistic/creative workshops, practices and colonies, individual or collective residences.
Also, some speciﬁc types of seminars, similar to this year’s incubator project “Frontiers
in Retreat;” had their place in the Museum. This year’s gathering perfectly matched the
established lines of development of the Museum “Old Village” which we try to follow
as consistently as possible: that is the ability to hear as many voices referring to the
modern world through our collections and programs. Through the project “Tradinno-
vation / Faces of Rurality”, realized in cooperation with the Faculty of Architecture and
Organization EAT, we tried to address the issues of a dialogue between rural and urban,
not only in the field of architecture and construction’. This artificial division, or artifi-
cially imposed limit (at least nowadays in a global world), has been developed through
the project “Frontiers in Retreat” by using relatively different language: visual artistic
expression. Four artists from different geographies dealt with issues of ecology, social
awareness, nature, way of life and lifestyle ... Saara Maria Kariranta from Finland, Simon
Joanes-Perret from France, Quelic Berga Carreras from Spain and Mirko Nikoli¢ from
Serbia (lives and works in London) brought different atmosphere, different views and
sensibilities, techniques and technologies, languages and characters and modes of com-
munication to one place and over ten days created mutual and individual work which
merged into a single message. Drawing inspiration from their stay in Serbia and in Siro-
gojno, they created works that admonish and inspire, but also provoke the values of the
society in which we live, as well as common views on creativity. In this sense, return to
nature and extremely critical examination of man’s relationship to the non-human (or
at least not man-created) world went hand in hand with the mission of the Museum
“Old Village”.

Saara Maria Kariranta created an ephemeral world of “gold plants” in the Mu-
seum garden, admonishing us in a very simple language how relative any system of
values can be. Lust and abundance make a vicious circle in which we gild our own

1 Nikola Krstovi¢, Ksenija Bunjak, Mladen PeSi¢, “Tradinnovation/Faces of Rurality”:
7 houses, 7 villages, 7 stories”, Open Air Museum “Old Village” Sirogojno, Sirogojno
,2014
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lifestyles transforming ourselves into collective Phrygia Midas. Midas, as we know,
somchow saved himself, but the fate of humanity, in Sarah’s work, must certainly be
compared to the “destiny” of the gilded “museum” peas. A very similar idea stands
behind the works “a plastic bag that breathes” and “a plastic bag that bleeds.” Speaking
of “destiny”, or more precisely the existence, we are led to the same by Mirko Nikoli¢
through his performance and video work Counting live stock(s), in which he explores
the idea of non-human existence and consciousness in relation to what we proclaim
to be human. Staying in an authentic setting, in Zlatibor nature and among Zlatibor
people, he created almost surreal world in which we can read multiple layers of his
messages. Talking about the surreal, Quelic Berga has directed his professional life to-
wards junction of modern technology and natural phenomena. Throughout the game
which he provokes, wondrous worlds of disordered perceptions are created: organic
and inorganic elements, for which, otherwise, a microscopic perspective would be
beneficial, projected in an exaggerated scale on the walls or, in this case, in the folk
architecture objects in the “Old Village”. The idea is to see differently, potentially
better, and to understand the world that surrounds us so obvious that we do not even
notice it. Joanes Simon-Peret deals with nature and the world around us in a more en-
gaged, more direct manner. He allows nature (plants) to penetrate, modify or destroy
human creations in the same way that we generally do to the nature: systematically,
thoroughly and mercilessly. The process of “plant” conquest or occupation of human
creations is also the artistic process through which the artist expresses himself. This
expression is witty, sometimes requiring Ionger—term commitment and observation,
but certainly a cautionary one.

THE FREEDOM OF LIMITS

Through this brief overview of philosophies and creations of artists in residence, the
ambivalence of the concept and the idea of “frontier”, emerge clearly. Crossing borders
and mixing spheres, geographical and mental, artistic and scientific, we clearly come
back to those “rhetorical” questions from the beginning: do we set some limits in order
to preserve the values of one world? At the same time, the challenge in front of us is
actually the challenge of not crossing! Through the project “Frontiers in Retreat”, in an
art language, we valorise the world around us, life outside that greatly affects our own
existence. There are no limits when creating a model of how to prevent ourselves from
crossing that border of destruction.
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UNHEARD VOICES
(OF CULTURE ON THE MARKET)

HERITAGE (in a) SUPERMARKET - Exactly:You:On (the) Shelf>- HERITY FAIR

The name “Heritage (in a) Supermarket” was chosen in 2010, when the Centre for Mu-
seology and Heritage studies of the Faculty of Philosophy in Belgrade launched the pro-
ject Herity Fair. Over the next two years, muscum institutions of south-western Serbia
joined the project. The results comprised a museum network, unified around the idea
of personal heritage, web portal of the project and the publication “New Perspectives in
Heritage: My secret treasure”

The Open-air Museum “Old Village” in Sirogojno, as one of the initiators of Her-
ity Fair, started the project Heritage (in a) Supermarket (Exactly:You:On (the) Shelf)
whose structure cannot be characterized as an exhibition, nor as publication, installa-
tion, residence, the concept of living history, museum network or a platform for under-
standing relationships of individuals, organizations and institutions towards heritage.
Heritage (in a) Supermarket is above all an experiment, a multilayer contribution to
shedding light on dilemmas and debates that we lately pay attention to: culture in the
market, or in this specific case, the relationship of cultural heritage and the market.

The word game (in Serbian language), of course, is not accidental. During the con-
cept development, we started from the assumption that (cultural) heritage, as part of
culture in general, is not itself in the culture market. If it cannot be transformed into a
“product” miraculously, this means that the process lacks people. Here and now we can
call them professionals in the field of protection, presentation and interpretation of her-
itage. In that sense, Heritage (in a) Supermarket (Exactly:You:On (the) Shelf) addresses
them. A good question at this point would be: “Who are They?” As we have already
analyzed, the process that had been defined as democratization of museums and herit-
age interpretation, led to the idea that anyone can be an heir. In that sense, the questions
posed by the project Exactly:You:On (the) Shelf relate to all those who know they are
professionals, those who feel that way, those who are amateurs and believe they are the
best professionals, those who believe that they are professionals and are worse than the
worst amateurs, as well as to those who are indifferent regarding this issue.

Heritage (in a) Supermarket (Exactly:You:On (the) Shelf) is conceived through two
opposing segments which together form a whole. The first part is based on the process
and performance and starts with an avatar with basic character traits designed. Curator
of the museum was responsible for creation of psychological character of a person who
inherited the house defined as cultural heritage and “comes to grips” with the notion
of inheritance in its broadest sense. The ways in which the character succeeds or fails
to distinguish the personal from the common good, the difference between rights and

2 In Serbian, the word bastina (heritage), when broken into syllables, can be seen as
three separate words bas - exactly, ti - you, na - on
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obligations, the way she understands the position of responsibility in the system of in-
heritance through daily role-plays and interpretations in the first and third person are
revived by a project associate and a friend of the museum who understands the opposing
positions and dilemmas. The created figure represents a profile of a very frequent type
of the visitor in the Open air Museum “Old Village” in Sirogojno who is uncritically
inclined in favour of an idealized image of the past and everyday life in rural areas at
the turn of the XX century. This image often involves nostalgic phrases such are: people
once used to live and eat far healthier, they lived longer, respected some “given” order,
had a sense of morality and hierarchy... The figure that “comes alive” in front of the eyes
of the visitors has no role to debate with them on these attitudes or to reassure them.
The Character’s role is to continuously arrange the interior of one half of the main house
within the household and adapt it to her needs in everyday life or festive moments,
but through the perspective of the contemporary moment. Through adaptation of the
space, the character reacts to comments of visitors, approaching or moving away from
her own vision or authentic appearance, functions and behaviour patterns. At the same
time, she keeps a personal diary as a testimony of her life in this fluid simulacrum, and
daily evaluates her own views and visitors’ attitudes. The whole concept was conceived
as a direct collision of value systems of the past and present, reviewing the limits of
compromise and limits of “trading”

The second part of the experiment is located in the Museum shop of replica of the
traditional crafts and occupations products and souvenirs. In the classical sales ambi-
ence, there are eight white museum showcases exposed with the glass boxes set on them.
They contain eight items from the Museum ethnographic collection. The items come
with the legend that places them into historical context of the craft or profession and are
personalized by photos of manufacturers, biography of the object, along with the inven-
tory number. The appendix that “distracts’, or, depending on the angle of observation,
quite naturally fits into the ambience of the Museum store, is a distinctive hyperbolized
market value of the museum object given in an almost surreal price. As it is far higher
than similar or identical items that can be purchased in the store, even “astronomical’,
there opens a question of values and prices: Does the value correspond to the price?
Does the object’s history play a role in determining its value? Does the presence of biog-
raphy of the item raise the value and how can it influence the price? Can the collective
and institutionalized heritage value be estimated or is it priceless?

Heritage (in a) Supermarket (Exactly:You:On (the) Shelf) raises many questions.
Questions that are not easy to be answered and those that the official guardians cannot
agree about nor provide simple answers. Heritage (in a) Supermarket examines the rela-
tionship of an individual and the collective agreement embodied in heritage, as well as
the situation where these two meet. It examines the relationship of elite and democratic
approach. It is important to point out that Heritage (in a) Supermarket as an experi-
ment offers no answers. It provokes further thinking on the set topic and considering
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potential boundaries. It studies the actors, addresses mixture of disciplines, science and
art, installation and ethnographic heritage, living word and visual impact, debate and
its absence, idealization, nostalgia and emotion versus objectification. Finally, Heritage
(in a) Supermarket examines the role of the education system that is necessary for the
museum communication, speculates about the pedagogical and educational museum
methodologies and their meaning. It asks whether a visitor should learn from the mu-
seum, what and in what way, and whether the model of mutual learning is possible in
reality and practice. And, lastly, Exactly:You:On (the) Shelf raises the question of a mod-
ern curator. How does he work and for whom? And how much is his profession worth
for the society? Finally, what is the real price of his work at the culture market and the
market in general? Yet finally, let us recall that “everything is for sale!”
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Aparan Unusapuh, gunaomupaHm
eTHoNor-aHTpononor. innioMmpao Ha
durnosodckom pakyntety y beorpagy, 2006.
roguHe. Kyctoc Myseja Ha 0TBOpeHOM
»CTapo ceno”y CuporojHy o 2008.rogunHe.
Ypehyje ayano-Bu3yenHy JoKyMeHTauujy
My3eja, opraHusyje 13noxbe 1 nporpame.
OpraHun3aTop MefyHapoAHOr My3n4Kor
dectmBana , Cet My3uke"y My3ejy Ha
oTBOpeHom CTapo ceno. AyTop BuLLe
n3noxéu 1 nybavkauymja.

Dragan Cicvari¢, an ethnologist-
anthropologist, graduated from the Faculty
of Philosophy, University in Belgrade in 2006.
He has worked in the Open-air Museum
“Old Village” in Sirogojno at the position of a
curator since 2008. He is involved in editing
audio-visual documentation of the Museum
exhibitions and programs. He is the organizer
of the international music festival “World
Music” which is held in the Open-air Museum
“Old Village". He is the uthor of numerous
exhibitions and publications.
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Ancrpakr

My3ej Ha oTBopeHoM ,CTapo ceno” cyoyasa ce ca MHOrO6pOjHNM 13a30BMMa Y
NHTepnpeTMpaky balluTHe KPOo3 napTuumnauunjy 1 ko-kpeauujy. Passnjajyhn
0Be Mogefie CTPN/bMBO 1 yNopHO, My3ej je ycneo ga obavkyje nporpame Koju y
CBOje cajpXaje yk/byuyjy rpyne unju ce rnacosu y ApyLUTBY He 4yjy HajjacHuje.
MpojekTn ,dectnBan mMy3suke - CeeT My3uke” (2010-2015), , TakTnaHa 6awTrHa"
(2015), ,Baw:Tn:Ha (Ha) Pady” (2015) 1 ,MpaHuLe y noBnavery” (2014)
npeACTaB/bajy He Camo MOZeN YK/byUunBarba MapriHaan3oBaHnx rpyna nimn
APyraunjux nHTepnpeTaumja CTBapHOCTL 1 CTBapanallTea, Beh 1 KpUTnyke
0CBpTE Ha NUTaka NapTuumnalmje n Ko-kpeauyje y epu geMokpaTtusaumje
My3ejCKUX MHCTUTYLMja, @ NOCeBHO HaulHa Ha Koje KOMYHULMPajy ca
COMCTBEHVM OKPY>XEeHEeM.

Abstract

The Open Air Museum “Old Village” is facing with many challenges in
interpretation of heritage through models of participation and co-creation. In
developing these models, patiently and persistently, the “Old Village” succeeded
in shaping the programs" contents which include the groups whose voices

in society haven "t been heard clearly. Projects “Music Festival - World (of)
Music"(2010-2015), “Tactile heritage” (2015), “Heritage (in a) Supermarket”
(2015) and “Frontiers in Retreat” (2014) represent not only a model of inclusion
of marginalized groups or different interpretations of reality and creativity, but
also critical reflection on the issues of participation and co-creation in the era of
democratization of museum institutions, especially the way they communicate
with their environment.




1
M3Bohauka rpyna CetnaHe Cnajuh,
Mpojekat , CBeT My3uke”

1
The performing group of Svetlana Spaji¢,
project “Music festival - World (of) music”
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APATAH LIULIBAPU'R
... ¢ca HeuyjHum rnacoeuma

Mysuka je IpOU3BOA jeAHE KYATYPE M AKTUBHM YMHHAAILL KOjU TY KYATYPY KOHCTPYHIIIE.
3a pasAMKY OA YMETHHYKE MYSHKE, TPAAHIHOHAAHY MYSHKy AcPUHHMINE CTaAHA
IPOMCHAHUBOCT, jep OHa y ceb1 caapyKu OHO WTO je HacacheHO 1 0HO TO IpoUsHAasH us
ocobuHa camor cBupaya. 3Hauaj MysHKe, KaO COLIHOKYATYPHOT GpeHOMEHa, IPOUCTHYE U3
caraacja Koje ce octapyje usmel)y Mysuke u KyATypHOr KOHTeKcTa. Mysnka Tapa mocraje
IIPOIIEC YHYTAP KOjer Ce KOMEIIAjy PA3AUYHUTA 3HAYEHA KOja oApebyjy KaKO caM KOHIIEIIT
My3HKE, TAKO M APYIITBO ¥ KyATypy. IIpema ToMe, TpapHIIHOHAAHA My3HKa HE MOXE
6utu OAPEAHMIIA KOja je BPEMEHCKH HEMEPAHUBA, KOja HUjE ITOAAOKHA T€HEPALIU]CKUM
KOpeKuujaMa U NpocTopHuM oppehemem. Mehyrum, nocetnonu manudecrannja rae
ce joul yBEK MOXe YyTH TPaAMLMOHAAHA My3uka (jep cTBapHe cuTyauuje, o6Hdaju,
PHUTYaAH, IIPOCAABE, TAC CE CIOHTAHO CBUPAAA U [ICBAAA TPAAULIMOHAAHA MY3HKa CKOPO
AQ BUILE H HE TIOCTOje) OYEKY]y AYAC y HOLIbAMA €A CTAPHM HHCTPYMEHTHUMA y PyKaMa.
O nepuemnuujamMa TpaAUIIMOHAAHE MY3HKE MOXXEMO MHOTO TOTa CA3HATU HA IIPUMEPY
HeKUX u3Bohaya.

Hajycnemnuju Mysuyapy Koju KOPUCTE TPAAUIIMOHAAHE MEAOAHjE OACTYIIA]y OA
0BOT 00paclia U yCIIELIHY Kapujepy Ipase y HHOCTPAHCTBY A0K ¢y ¥ Cpbuju wuxosu
»TAACOBH " cKOpO HeuyjHu. Ha ancrt ,,HedyjHux raacosa” Hasase ce I ljeBauka Apyskuna
Cseraane Crajuh®, Mupocaas Tapuh? u rpyma Apxan®. Mako ,Huko Huje mpopok
Y CBOM CCAy", HMaAU CMO IPUAHKY Aa OB u3Bolaue BUAMMO U 4yjeMO Ha (ecTHBaAy
»CBet Mysuke“ xoju ce 0p 2011. roanne oapxasa y Mysejy Ha orBopeHoM ,,Crapo ceao®
y Cuporojuy.* Msraeaa aa ,HedyjHH TaacoBU HECY HedyjHU 3a cBe. MOXAQ HELITO 1ITO
MU HE YYjEMO UAU uehemo aa 9yjeMO, Uyje HEKO Apyru?!

ITjeBauka Apyxuna Cseraane Cnajuh — Cseraana Cnajuh Hactyma op 1993.
FOAMHE U TOKOM Li€AC Kapujepe 0aBH ce TPAAMLMOHAAHUM IleBameM. Iloueaa je ca
HPBOM ,MOACPHOM KCHCKOM IIEBaYKOM I'PYIIOM KOja ce 3BaAa I laranke®, HacraBuaa
Ca IICBAYKOM IPynoM ,Mo6a“, a HakoH Tora HacTyma xao coao ussobau. Toaune 2008,
BEAHKH YCIIEX IOCTHIAR je ca Mchynapoanum nsaamenm ,,)Kerap sxusu” y npoaykuuju
Anppjya Kpymoa® u merose nspaBauxe Kyhe KaayaBaaej (Cloudvalley). Peu je o
aabymy koju je Ceeraana Crajuh cHuMHAZ ca HOCACABHMM AyTCHTHYHUM IICBAYMMA
cpricke MamwuHe y Aaamannju (Xpsarcka), koju je usabpan mehy netnaect Haj6omnx
world music aabyma Ha cBety oA cTpane Esponckor mehynapoanor sxupuja (World
Music European Charts). AAGyM je moxBaseH Kao HajsHa4ajHUjH IIPOjeKaT y obaacTH
ouyBama Mysudkor Hacacha Ha TepuTopuju 6uBiICe Jyrocaasuje u 3aA06H0 je H3y3CcTHO

IIO3UTHBHE KPUTHKE 6pHTaHCKI/IX u esporckux Mearja. Op 2010. ropuna, ca jor Tpu

1 http://www.svetlanaspajic.com/

2 http://www.miroslavtadic.com/

3 http://arhai.com/

4 http://www.sirogojno.rs/svet-muzike

5 http://www.cloudvalley.com/andrewcronshawhome.htm
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MAaAe mepaduiie U3 beorpasa (Muma Huxoanh, 3opana Bautuh u Aparana Tomuh),
ocuusa , I TjeBauxy apyxuny Ceeraane Cnajuh“. Ipyna uma mmnpox nesauxu peneproap
Koju 00yXBaTa HajcTapHje CPIICKE IECME €A H3BOPHUM BOKAAHMM TEXHHKAMA, HAPEYjeM
U OPHAMCHTHMA, K0 LITO Cy ,CELKAHO IIeBame U3 DOCHe, MAQHMHCKE APXTaAHMIE,
IeBambe ,U3BUKA U ,,Ha bac” ns 3amapne Cpbuje, ,rpoxrasune” u ,ranra’ HAu 6araac us
ucroune Cpbuje. ¥V majy 2010. roausne, ,ITjeBauxa Apyxxuna Ceraane Crajuh” nmana
je BeoMa ycIielaH HacTyn y o3HaToj KoHueptHoj xaan Konceprx6ay (Cocertgebouw)
y Amcrepaamy. Mcre roaune, sxupu MebyHapoAﬂor ¢ectuBasa WOMEX wusabpao je
oBy rpyny Aa npeacraBya aecett WOMEX y Konenxareny. Ilesauko ymehe, aau u
BEAHKH E€MOIIMOHAAHU M QUSHYKH aHIKMAH, KOjH OAAMKYje HACTYIIE OBUX AEBOjaKa,
Hanaase Ha GaHTACTHYHE peakuuje mybauke. Beauku ycrex rpyne npeacrassa 1 BUXOB
aHTKMaH 3a usBobheme U 0AA0Hp TPAAMLIMOHAAHE MY3HKE 3a IIpeACTaBy , KuBor u
cMpt Mapune A6pamosnh® gysenor nosopumnor pexucepa bo6a Buacona.® Ca osom
IPEACTABOM HACTYNAAH CY Y HajBehHM IO30pUIITHMA IKpoM cBeTa Tokom 2011, 2012,
u 2013. ropune. Henmocpeano nocae npemujepe y Manuecrepy, rpymna je HacTymasa
U Ha oTBapamy npsor ¢ecruBasa ,Cser Mysuke“ y Mysejy Ha orBOpeHOM ,,Crapo
cero” y Cuporojuy. Mebytum, nybauka u HOBUHApH HUCY OOABCIUTCHU O BHUXOBUM
yCIECHMa Y HHOCTPAHCTBY, 4 BHXOB HACTYII IIPEACTABAA IPABO OTKPOBEHE U MHOTH CE
TOM IIPHAMKOM TCK YIIO3Hajy ca mbuxoBuM pasoM. Kaxo xaxe Ceeraana Crajuh, num
TPyIie HUje A2 CE IO CBaKy LieHy IpuOAmKY mmybauiy; ,, Hame crapo nesamwe 3By4n Bpao
aBaHrapAHO, roToBO $yTypuctnuku. IIITo cTe AyOme y mpoImAocTH, 3arpaso cTe BHILe
y 6yayhnocrn. Kap je 6uaa Mapununa perpocnexrusHa usaoxba y ,Momu®, mossasa
Me a2 nesaM. Ibyjopuanu cy auBHa my6AuKa, HCKYCHA, TOAUKO MCKYCHA AQ MOXE A2 CC
BPATH y HCBUHO CTAEbe, & KOA HAC joul yBek uMa Oaasupannx. He tpyaum ce aa AoGanum
A0 1my6anke, mymram my6anxy aa cama npube. Busam y cBery neeme, cama ca cobom u
CBOjUM IeBaYMMa H €TO IyOAMKe Aa 3aBHPHU: TA€ CH TH TO, IUTO HUCH Ty ca Hama?“’
[TpuAMKOM PasAMYMTUX HAPOAHUX OOMYaja, MysHKa je GUAa CPEACTBO KOjUM ce
HcKasuBaaa MoAGa 3a A06ap poa, sapasme, cpehy u Hanpeaak. Ca HecTaHKOM puTyasa
u obpeaa y CCOCKUM 32jCAHMLIAMA, YAOra MY3HKE IOCTAAA j¢ MCKAYYHBO 3a0aBHA U
sabaBmauka. 1axo ce TpasuLmja Meba, MHOTH CMATPajy Aa Cy IIPOMEHE Aowe. Jecy ako
MCHaMO TPAAULMOHAAHY MYSHKY; TaKO IUTO heMo, Ha IIpUMep, IIECMH IIPOMCHUTH
apamxman (Taauh), opcBHpaTH je Ha eAeKTPOHCKOM MHCTpyMeHTy (Apxam) uau je
OTIICBATH y AATCPHATHBHOj O30PHIIHOj npeAcTaBu® usrybuhemo mweny ,cyurruny” u
sopuruHasHoct . CBeraana Cnajnh cmarpa Aa: ,Huje tpaaunuja Hemro okorraso.
Hapoa cBoje naeje napaxana y popmu koja My je OAMCKa, 2 TOHEKAA OKOAHOCTH CTBapajy
[PaBHAA Y TPAAUIIMJU — aKO HEMA KO APYTH, €TO, MOTY U ja Ad 3aIljeBaM MYIIKY IICCMY,
a MOXE M JKCHa Ad TYCAHM aKO HEMa MYIIKE TAaBe. Y YCMECHOM CBETY ITOCTOjH HEIITO

mTo 6I/ICMO MOTAM Ha3BaTH ,,CTHKA HCHOHOB/bI/IBOCTI/I“. To sHaun Aa Mopall TH CCGC,

6 http://www.robertwilson.com/life-and-death-of-marina-abramovic/
7 http://www.vreme.co.rs/cms/view.php?id=1095567
8 https://www.youtube.com/watch?v=IAv7jnSIPmQ
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npujarTesy, IPUKa, Aa Habyem — TAe cn TH y CBeMy IITO ce OAMTPaBa MAM LUTO CE OAUTPAAO
¥ Kakas oarosop hew Ha To paru®.

CseTraaHa Cnajuh je HacTymaaa u Ha pectuBany 2015. kaaa je HarTpaBUAa jOII jeAaH
noAsur. [ I[punpemMuaa je papHOHUILY y KOjOj je IIOAa3HHUKE (AB&ACCCT A€BOjaKa M3 L[EA€
Cpbuje) y4HAa TPAAMLIMOHAAHOM IICBalby, TOBOPHAA O TPAAMLHOHAAHO] KYATYPH,
YCMEHHM IIPEAAUMA, HAPOAHOM jE3HKY, O TOME KaKO CE TPAAHI[HOHAAHE ITECME yBajy
0A 3200paBa, 0 HAYMHY U TEXHHUKaMa [1eBakba, AUKLIHjH, H3TOBOPY...

[Toce6HO MHTepecaHTaH MOAATAK Y HECHOM PaAy jecTe A je jeAuHa (OA PeTKHX)
nepaynna Maabe reHepanmje Koja je HaydMAa AO TOBOPU PASAHYUTHM CPIICKHM
HapedjuMa U AUjAACKTUMA, OHa je puxBalicHa 0A CTpaHe ayTCHTUYHUX CCOCKUX eBaYa
CTape reHepanuje U 3a CBaKy IeCMY KOjy je IPOHAIIAA HA TEPEHY U KOjy H3BOAH, TPAXKU
AO3BOAY 1 0A00peme 0a camux u3Bohaua. OHa je Takole y 06aBesn a2 HOHOBO Kpeupa u
HAIIpaBH CBOjy BEP3HU]jy IIECME U Ad 3HA KAKO, KaAd, TAC H 3aIlITO e HEWTO IeBa. ,Hukaaa
HHCaM AOOMA2 KOMEHTApe 0A, CBOjUX YYHUTeda Kao ITO Cy: ‘Aero mesawr... Takse crBapu
HE II0CTOj€ Y APEBHOM €IICKOM CBETY, HAM CH TH CBEAOK TOTa MAHM HHCH .
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DRAGAN CICVARIC
...with Unheard voices

Music is a product of the culture and an active factor that constitutes the culture. Unlike
classical music, traditional music is defined by constant volatility, for it contains what
is inherited and what stems from the characteristics of the performers themselves. The
importance of music as a socio-cultural phenomenon arises from a kind of agreement
that is achieved between music and cultural context in which music becomes a process
within which different meanings jostle; these meanings determine both the concept of
music and society and culture. Therefore, traditional music cannot be the determinant
immeasurable in time, and not subject to generation correction or spatial attributes.
However, the visitors of the events where one can still hear the traditional music (since
actual situations, customs, rituals, celebrations, where they spontancously played and
sang traditional music almost do not exist any more) expect people in costumes with old
instruments in their hands. We can learn a lot about perceptions of traditional music on
the examples of some performers.

Top musicians who use traditional melodies do not fit into this pattern and they
build successful careers abroad, while in Serbia, their “voices” are almost silent. On the
list of “silent voices” there are “Svetlana Spaji¢ Choral Society”?, Miroslav Tadic?, and
the group Arhai®. Although “no one is a prophet in his own village”, we had the op-
portunity to see and hear performers at the festival “World of Music” which has been
held in the Open-air museum “Old Village” in Sirogojno since 2011° It seems that the
“silent voices” are not inaudible to everyone? Maybe someone else hears something that
we do not hear or do not want to hear?

Svetlana Spaji¢ Choral Society - Svetlana Spaji¢ has performed since 1993, and
throughout her career she has dealt with traditional singing. She started with the first
“modern” female singing group called “Paganke”, continued with the singing group
“Moba’, followed by appearances as a solo performer. She achieved great success with
the international release of “Zegar Zivi’, produced by Andrew Croushaw® and his stu-
dio Cloudvalley in 2008. It is the album Svetlana Spaji¢ recorded with the last authen-
tic singers of the Serbian minority in Dalmatia (Croatia), the album that was selected
among the fifteen best world music albums by the European international jury (World
Music European Charts). The album received praise as the most important project in
the field of preserving musical heritage on the territory of the former Yugoslavia and
“picked up” extremely positive reviews of British and European media. In 2010, togeth-
er with three other young singers from Belgrade (Minja Nikoli¢, Zorana Banti¢ and
Dragana Tomi¢) she formed “Svetlana Spaji¢ Choral Society”. The group has a “wide”

1 http://www.svetlanaspajic.com/

2 http://www.miroslavtadic.com/

3 http://arhai.com/

4 http://www.sirogojno.rs/svet-muzike

5 http://www.cloudvalley.com/andrewcronshawhome.htm
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singing repertoire that includes the oldest Serbian songs with genuine vocal techniques,
dialect and ornaments, such as “chopped” singing from Bosnia, mountain jelly songs,
singing “from a loud voice” and “bass singing” from Western Serbia, “groktalica” and
“ganga” - ballads from Eastern Serbia. In May 2010, “Svetlana Spaji¢ Choral Society”
had a very successful performance in the famous concert hall Cocertgebouw in Amster-
dam. That same year the group was selected by a jury of international festival Womex
to represent the tenth Womex in Copenhagen. Singing skills, but also great emotional
and physical engagement that is characteristic for the performances of these girls come
across fantastic audience reactions. The group made great success in their engagement
in the performance and selection of traditional music for the play “The Life and Death
of Marina Abramovi¢” directed by a famous theatre director Bob Wilson®. With this
play, they performed in major theatres around the world in 2011, 2012, and 2013. Im-
mediately after the premiere in Manchester, the group performed at the opening of the
first festival “World of Music” at the Open-air Museum “Old Village” in Sirogojno.
However, the public and the press had not been informed of their successes abroad
and their performance represented a real breakthrough and many of them only then
took the opportunity to get familiar with their work. According to Svetlana Spaji¢, the
objective of the group is not to get closer to the audience at any cost, “Our old singing
sounds very avant-garde, almost futuristic. The deeper you are into the past, the more
you actually are in the future. When Marina had a retrospective exhibition at “Moma’,
she invited me to sing. New Yorkers are great audience, experienced to the extent that
they can return to an innocent state. But here, there are still blase ones. I'm not trying to
reach the audience, I rather let them come closer. I live in the world of songs, alone with
myself and my singers, and there comes the audience to take a look: where are you, why
aren’t you here with us?”’

In different folk customs, music was a means to ask for a good harvest, health, happi-
ness and prosperity. With the disappearance of rituals in rural communities, the role of
music changed - it became only fun an entertainment. Although the tradition is chang-
ing, many believe that changes are no good. They believe that if we change the tradi-
tional music, so that we, for example, change the arrangement of a song (Tadi¢), play it
on the electronic instrument (Arhai), or perform it in an alternative theatre play?, it will
lose its “essence” and “originality”. Svetlana Spaji¢ believes that “tradition is not some-
thing stiff. People express their ideas in forms that are close to them, and sometimes
circumstances create rules in tradition - if there is no one else, well, I can sing a male
song, and a women can play the fiddle if there is no man around. In the oral world there
is something that could be called “cthics of uniqueness”. This means that you, buddy,
have to find yourself — where you are in all that is happening or what has happened, and
what kind of response you are going to give.”

6 http://www.robertwilson.com/life-and-death-of-marina-abramovic/
7 http://www.vreme.co.rs/cms/view.php?id=1095567
8 https://www.youtube.com/watch?v=IAv7jnSIPmQ
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Svetlana Spaji¢ also performed at the Festival in 2015, when she made another feat.
She prepared a workshop in which she taught students (twenty girls from Serbia) tra-
ditional singing, talked about traditional culture, oral traditions, folk language, ways to
preserve traditional songs from oblivion; she gave lectures on the methods and tech-
niques of singing, diction, pronunciation...

A particularly interesting fact in her work is that she is the one of the few singers of
the younger generation who learned to speak different Serbian dialects; she has been
accepted by the authentic country singers of the older generation and for every song
she founds in the field and wants to perform, she asks for permission and approval of
the original performers. She is also obliged to recreate and create her own version of the
song and to know how, when, where and why something is sung. “I have never received
comments from my teachers like: “You sing well'.. Such things do not exist in the an-
cient epic world, you simply witness it or not.”
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Avnaomupana, marucTpvpana v Joktopvpana Ha
KaTeapw 3a eTHonornjy n aHtpononorujy dunnosodpckor
dakynTteTtay beorpaay. Og 2004.r. 3anocneHa y
Mysejy Ha oTBOpeHoMm ,,CTapo ceno”y CMporojHy Ha
noca0BMMa KycToca-negarora. basu ce negaroLkmm
paZoM, opraHusyje eykaTBHe U KpeaTnsBHe
paAvoHNLEe 3a AeLy 1 peAoBHe Nporpamcke akTMBHOCTA
(peKkoHCTPYyKUMja obnyaja 1 peBUTanmn3aLmja ctapmx
3aHaTa). CapajiHVIK je Ha BULLEroAMLLHEM NPOjeKkTy
Mys3eja Ha oTBopeHOM “CTapo ceno” u katejpe 3a
eTHonorujy 1 aHtpononorujy ®unosodcekor pakynrera
y beorpagy “Moga y counjannsmy-npmmep pyyHe
TprKoTaxe CMPOrojHO”; KOayTop je BLLLEe eTHOOLLKMX
1 @aHTPOMONOLLKMX U306 1 eTHONOLLKOT drama
“3a He gaj boxe” koju je yLao y KoHkypeHuunjy XVII
MeRyHapoaHor ¢ecTrBana eTHonoLWKor ¢puama
(ETHorpadckm my3ej y beorpagy). YuectByje y TepeHCKUM
NCTPaxunBakbMa, Ha CTPYUYHNM U HayUYHUM CKyrnoBUMa
1 ycaBplLUuaBakMa 13 061acTy My3eonoruje. YpeaHuk
je My3ejckmx nybankaumja n ynaH Komucnje 3a Harpage
HK ICOM-a.

BA, MA and PhD at the Faculty of Philosophy,
University of Belgrade - Department for Ethnology and
Anthropology. Since 2004, she has worked in the Open-air
Museum “Old Village” in Sirogojno at the position of a
curator-pedagogue. She is involved in teaching, organizing
educational and creative workshops for children and
regular program activities (reconstruction of customs
and revitalization of old crafts). She is a contributor to the
multi-year project of the Open Air Museum “Old Village”
and the Faculty of Philosophy, University of Belgrade -
Department for Ethnology and Anthropology “Fashion
in socialism - example of knitwear of Sirogojno”; she is a
co-author of numerous ethnological and anthropological
exhibitions and Ethnographic Film “For God forbid” which
entered the competition of the XVII International Festival
of Ethnological film (Ethnographic Museum in Belgrade).
She takes part in field research, as well as professional
and scientific conferences and trainings in the field of
museology. She is the editor of the Museum publications
and a member of the Commission for awards NK ICOM.
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My3ej Ha oTBopeHoM ,CTapo ceno” cyoyasa ce ca MHOrO6pOjHNM 13a30BMMa Y
NHTepnpeTMpaky balluTHe KPOo3 napTuumnauunjy 1 ko-kpeauujy. Passnjajyhn
0Be Mogefie CTPN/bMBO 1 yNopHO, My3ej je ycneo ga obavkyje nporpame Koju y
CBOje cajpXaje yk/byuyjy rpyne unju ce rnacosu y ApyLUTBY He 4yjy HajjacHuje.
MpojekTn ,dectnBan mMy3suke - CeeT My3uke” (2010-2015), , TakTnaHa 6awTrHa"
(2015), ,Baw:Tn:Ha (Ha) Pady” (2015) 1 ,MpaHuLe y noBnavery” (2014)
npeACTaB/bajy He Camo MOZeN YK/byUunBarba MapriHaan3oBaHnx rpyna nimn
APyraunjux nHTepnpeTaumja CTBapHOCTL 1 CTBapanallTea, Beh 1 KpUTnyke
0CBpTE Ha NUTaka NapTuumnalmje n Ko-kpeauyje y epu geMokpaTtusaumje
My3ejCKUX MHCTUTYLMja, @ NOCeBHO HaulHa Ha Koje KOMYHULMPajy ca
COMCTBEHVM OKPY>XEeHEeM.

Abstract

The Open Air Museum “Old Village” is facing with many challenges in
interpretation of heritage through models of participation and co-creation. In
developing these models, patiently and persistently, the “Old Village” succeeded
in shaping the programs" contents which include the groups whose voices

in society haven "t been heard clearly. Projects “Music Festival - World (of)
Music"(2010-2015), “Tactile heritage” (2015), “Heritage (in a) Supermarket”
(2015) and “Frontiers in Retreat” (2014) represent not only a model of inclusion
of marginalized groups or different interpretations of reality and creativity, but
also critical reflection on the issues of participation and co-creation in the era of
democratization of museum institutions, especially the way they communicate
with their environment.




1

MpojekaT ,TakTaHa 6aluTMHA" 3a cnene
1 cnaboswuze ocobe, npoLec Ko-kpeaumje
n3noxoe, jeAHa 04 MHOMVX paAnoHMLa

1

Project “Tactile Heritage” for blind and
visually impaired people, co-creation
process of exhibition making, scene from
one of many workshops
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(MHkny3suja cnenmx 1 cnabosmamx ocoba y Nporpamcke
[ENATHOCTM My3€ja HO OTBOPEHOM)

»Ocobama ca HHBAAMAUTETOM je MOTPeOHO A2 HxX 0cobe 6e3 HHBAAHANTETA
nowTyjy u Aa capalyyjy ca mrMa pu 3aA0BOAABAISY BUXOBUX ITOTPe(a, aAu

Ha HAYUH KOjI/I I/ICK/by‘iij 3aIITUTY, CAXKa,bCBALC U CCHTI/IMCHTAHOCT“.1

Hako cy myseju (0AQBHO) CXBATHAHM CBOjy CAYKAaTHBHY yAory (IOpeA NpPHMapHHX
Ad CaKyInajy, AOKYMEHTYJy M IIPE3CHTYjy My3€aAHje HajIIHpPeM KPYTy MOCEeTHAAIA),
AOCaAAIIEba My3ejcKa IPaKca II0Kasyje Ad ce HHje AOBOAHO 0OpaTHAA TKHA Ha OHE IPyIIE
KOjHMa Cy My3€jCKH CaAPKaju ACAUMUYHO (MAM NOTIYHO) (He)AOCTYHHM 1 Koju (CBOjoM
uau Tyhom Bosom) He ysumajy yuemhe y mysejckum akrusHoctuma. [pu ypehemwy n
HPOHAADKCIbY HauMHa Kopumhema MysejcKor IpocTopa, KycToc-eaaror 6u tpebaao
Aa GyAe 3aCTyIHMK HHTepeca HajIIuper Kpyra mybanke - oA HajMaahux Ao ocoba Tpehe
JKHBOTHE A00H, Kao 1 0coba ca nHBaAuaAuTeTOM.” PapoBa My3ejCKUX cTpydmaka Kao u
PEaAM30BaHMX IIPOjeKaTa Ha TeMy YKAYIHBabha OHHX Mame ,BUAMUBHUX  KaTeropuja
HOCETHAALIA U IHXOBO ,KOH3YMUPAbe My3€jCKHX CAAPIKaja TOTOBO M Ad HeMa, bap Kaaa
j€ Y IUTamy CPIICKA My3ejcKa npakca.’

» JakTraHa GamTnHA” NpBY je pojexar, oA ocHuBamba Myaeja Ha oroBopenoM ,Crapo
ceao” y Cuporojay 1992. roanHe, HIMCHCKH OCMULLACH 32 0CO0€ €2 HHBAAUAMTCTOM.
Aocapamma Mysejcka Ipakca HHUje HMCKAYYHBAAA TPHIIAAHHUKE MAPIUHAAHHUX TIPYIa,
AAM je Y peaAMsaliuju MPOTPaMCKHX aKTUBHOCTH IHXOBa yaora (Ckopo) yBek 6uaa
HenpHuMeTHa. Basupan je Ha eKCIIAOaTalIMj U KYATYPHHX KAIALUTETA Y LAY YKAYYHBAA
cAenux 1 cAaboBHAUX 0c00a y IPOrpaMcKe aKTHBHOCTH My3¢ja HA OTBOPECHOM H yKasyje
Ha MoryhHoct yHanpehusama AOCTynHOCTH 1 KBaAHTETA My3ejcKHX caapikaja ocobama
ca omrcheHnM BUAOM Kao u Ha nepcneKkTUBY BUx0Be byayhe KyaTypHE yKivyueHOCTH Y
My3ejcKe cappiKaje.

1 YnosHaBake ocoba ca MHBanuanTeToMm, KynTypa jeAHaKocTu, rpyna aytopa,
NcTopujckn mysej Cpbuje, Beorpag, 2007:20;

2 M. Wikapuh, My3ejcka negaroruja y Xpsatckoj, Ckyn My3sejckux negarora XpsaTcke
¢ MeflyHapoAHWM cysjenoBarbem: 1. 360pHUK pafoBa, 3arpe6: XpBaTcko My3ejcko
ApywTeo, Cekumja 3a My3ejcky negarorujy, 2002. roanHe, 8-10;

3 HajonwupHwmju pag o HaBeaeHoj Temu je “lpunazohasarse 36upke Jocumeja
O6padosuha y Mysejy Byka u locumeja 3a crene u c1a6osude nocemuoye” ViBaHa
KpyunuaHuHa, a o4 peannsoBaHyx NpojekaTa 13/jsajay ce: HaMeHCKM KOHLEPTA 1
nocete cnenvx 1 cnabosmnanx ocoba 1 0coba y MHBaNUACKUM Konuumma lanepumju
dpecaka HapogHor my3seja y beorpagy; roctoBake TakTUIHe U310x6e 13 JlyBpa
(PpaHuycka) HapoagHoM my3ejy y Beorpagy; noctae/mbare NPUCTYMHUX pamnu 3a
VHBaNMACKa Konnua (Koje H1CY Hanpae/beHe NpemMa NponuncaHm cTaHAapAMMa)
y MpupoatbadkoM My3ejy y beorpagy; TakTunHe nsnoxée 3a cnene v cnabosuge
noceTtuoue y ETHorppckom mysejy (Tpar y ApseTy) 1 My3ejy nctopuje Jyrocnasuje
(LLItadpeTe MnagocTn) 1 n3noxba ckynntypa cnenux Bajapa y Mysejy npumerbeHe
ymeTHocTn y Beorpagy.
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Peasnsanuja mpojexTa HoOApasyMeBasa je capaply ABe HHCTUTynHje: Myseja
Ha oroBopcHoM ,Crapo ceao“ y Cuporojuy m Mehyonmruneke opranusanuje
caBes3a CACMUX Cp61/1je y Y)KI/Iuy4. ToxoM jyaa, aBrycra u centembpa 2015. roaune, y
aM6I/Ij€HTaAHOj nocraBuu Myseja u mpocropujama MebyoannHCKe opraHusanuje y
Yixuuy, peaansoBaHo je 12 paduonuya y Koje je yKioyueHO CEAAM CACIIUX U cAab0BHAUX
KeHaKoje ce Beh Ayrn Hus roansa 6ase H3pasOM mpeaMeTa 0 ByHe 1 mamyKa. Fako Beoma
BEIUTE Y BUXOBOj U3PAAH, YAAHHUIIE YAPYIKEIbA CY TOKOM LIECTOHEACHHOT KYpCa CTEKAE
HOBA 3Haka O TCXHUKAMA TKakba, IIACTCH:A, XEKAAA U BE3a U KAPAKTEPUCTUYHOT HAYMHA
yKpalllaBama IPEAMETA OA HABEAGHE BPCTE MarTepujasa. Y IMAY IITO aACKBATHHjET
HAYMHA YIIO3HABAKad YYECHUIA CAa HAYMHOM H3PAAE, MATEPHjAAOM, KOAOPUTOM H
OPHAMEHTUKOM KOja j€ KAPaKTEPUCTUYHA 32 3AaTI/160pCKI/I Kpaj, y IPOjeKaT Cy YKiyueHe,
Ka0 MHCTPYKTOPKE, ABe mAcTHAC u3 CHPOrojHa KOje Cy HU3 TOAMHA OHAC 3aIlOCACHE y
MOAHOj rpoaykuuju CHPOrojHO CTHAQ, 4 KOje €y IOCAE puBaTu3anyje upme ocrase
M3BaH OPTraHU30BAHOT IPOM3BOAHOTL CHCTeMa. Pe3yATaT mpojexra je U3a0x6a pyqHHX
pasoBa Koja je M3AOXKeHa y mpoctopujama Mebhyommrurcke opranmsanuje casesa
caenux Cpbuje y Yixkuwy, a Koja HOKasyje U3y3eTHY AAQPOBUTOCT U YIIOPHOCT SKCHA €4
omrehenum BupOM U ,A,06py KOMYHHKAIHjy KOjy Cy TOKOM IPOjeKTa YCIIOCTABHAE Ca
AOKAAHUM IAETUAAMA.

ITuseBH NpOjeKTa €y BULICCTPYKH: OCHOCOOMABAE 324 CAMOCTAAAH PaA CACIIHX
U CAQ0OBHAMX JKCHA, OAHOCHO HHXOBO APYIUTBEHO aHTQXOBAbhe; aHIKOBaEbe
JKEHa M3 CEOCKE CPEAUHE Y IPOU3BOAU IPEAMETA OA BYHE U MaMyKa U MOGOmIIabe
FUXOBOT COLIHjAAHOT U €KOHOMCKOT CTAaTyCa, OKUBASABAE CTAAHE ITocTaBKe Myseja Ha
orBopeHoM ,Ctapo ceao” y CHpOrojHy Kpo3 peBUTAAU3ALIH]Y TPAAHLIOHAAHUX 3aHATA
u mchyuncTuTyIMOHAAHA Capaama.

ITpojexar , Takruana Gamruaa® ykasyje Ha TO Aa €C My3€jH, KA0 yCTAHOBE KYATYPC,
MOTy (M MOpajy) yKAYYHTH Y IPOLIEC KyATyPHE HHKAY3Hje (KOjU TOApasyMeBa Merbatbe
CaMHUX YCTaHOBa KYATYpE, 2 HE KAPAaKTCPUCTHKA BbUXOBUX KOPUCHUKA) U OUTH CLIpeMHU
A2 OATOBOpE Ha NOTpebe 1 MOryhHOCTH TOTIIYHO pasAMdnTHX oceTHAana. [ Ipukasanu
MOACA YKAYUHMBAIbA CACIUX M CAADOBHANX 0c00a y IPOLEC PEBUTAAU3ALM)C CTAPHX
3aHaTa Ha IPUMEPY KOHKPETHOT IIPOjeKTa II0Kasyje Ad ,COLMjaAHO HCKbydeHe rpyme”
MOTY ITOCTaTH AUPEKTHH YIECHHUIU Y MY3€jCKOj KOMYHUKALIUjH.

4 MehyonwTHCKa opraHu3aumja caesa cnenvx Cpbuje y YLy ocHoBaHa je 28.
centembpa 1954. rognHe. Okyn/ba 136 YnaHoBa 13 onNwWTUHA: YajeTnHe, Apusba,
Moxere 1 Yxuua. Okyrn/ba nmua ca npeko 70% owtehetba BAa Ha oba oka, 6e3
MoryRHOCTU Jasber nederba. OpraHmnsauvja nomaxe Y1aHCTBY y OCTBapuBatby
pasHuxX NpaBa Koja CT1Yy MO OCHOBY MHBANNAHOCTY; MOMaxe UHTerpauujy u
YK/byunBakrse y pejoBaH CBaKOAHEBHMW XMBOT ca Buaehom nonynaumjom; Noactnye
1 Heryje pa3He 06vke KynTypHOT CTBapanaluTBa 1 CropTcKe akTUBHOCTU 1
ycrnocTaB/ba KOMyHVKaLWjy 1 capajky Ca pasHUM MHCTUTYLUMjaMa 1 ycTaHoBama y
L/bY Npykaka WTo 60/b1X MHGOPMaLMja 1 ycayra CBOjUM YnaHoBMMa.

5 [letas/bHO 0 NpojekTy norneaathy bojaHa boraaHosuh, Hkny3unja cnenux m
cnabosuanx ocoba y nporpamcke AenaTHOCTV My3eja Ha OTBOPEHOM - NprMep
npojekTa peBuTanmsaLmje TpaAMLMOHaNHKX TeXHMKa U3paje 1 An3ajHa

npegmeTa oj ByHe 1 namyka y Mysejy Ha oTBopeHom ,CTapo ceno”y CUporojHy,
XabunvTaumMoHK paj 3a 3Bakbe BuLLIEer KycToca, My3ej Ha oTBopeHoM ,CTapo ceno”,
CuporojHo, 2013.
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MPOJEKAT , TAKTUSTHA BALUTUHA" THE PROJECT “TACTILE HERITAGE”

(MHKAY3WJA CIIEMUX U CTABOBUANX - INCLUSION OF BLIND AND VISUALLY

OCOBA Y NPOFPAMCKE IMPAIRED PEOPLE IN THE PROGRAM
TN MY3EJA HA ) ACTIVITY OF THE OPEN AIR MUSEUM -

KoHkpeTaH npuMep yKasydrBarba CACIIHX U CAAOOBHAUX 0c00a y My3€jCKU IIPOCTOP
KPO3 IIPOrpaMcKe aKTHBHOCTH €aMoO j¢ jeaaH oA Moryhmx Moaeaa mpeBasmaaKema
6ap1/1jepa (apXI/ITCKTOHCKI/IX, uHGOPMAIIHjCKO-KOMYHUKALUjCKUX U COIMjaAHO-
CKOHOMCKI/IX) KOje C€ IPENO3HAjy Kao TIAABHM Y3POYHMLIU npo6AeMa HHKAY3Hje
»COLIMjAAHO HCKAYYCHHX IPyNa” y KYATYPHHU XUBOT 3ajeAHure. [Iponarakme HadnHa
3a IPUXOBO IIPCBASHADKCIE MOXKE OUTH IIPABU METOAOAOLIKH H3a30B 32 CBE CAAALIIHE U
Oyayhe mysejcke cTpyamake, a mpouec yuema jecte, 6¢3 cymmbe, 060cTpaH.
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BOJANA BOGDANOVIC

The Project “Tactile Heritage”
- Inclusion of blind and visually impaired people in the program
activity of the open air museum -

“People with disabilities need to be respected by persons without disabi-
lities and to cooperate with them in meeting their needs, but in a manner
that excludes protection, pity and sentimentality'.”

Although museums (long ago) realized their educational role (in addition to the primary
one to collect, document and present museum exhibits to the widest range of visitors),
the current museum practice shows that they have not paid enough attention to those
groups to whom museum activities are partially (or fully) (un)avaliable and who (by
their own or someone else’s will) do not take part in museum activities. When arranging
and finding ways of using the museum space, a curator-educator should represent inter-
ests of the widest circle of audience - from the youngest to the elderly, including people
with disabilities®. The works of museum professionals and the projects on inclusion of
those less “visible” categories of visitors and their “consumption” of museum content,
almost do not exist, at least when it comes to the Serbian museum practice.’

“Tactile heritage” is the first project, since the foundation of the Open-air Museum
”Old Village” in Sirogojno in 1992, that has been dedicated and designed for people
with disabilities. The current museum practice did not exclude members of marginal
groups, but their role has (almost) always been invisible in the implementation of the
program activities. The project is based on the exploitation of cultural capacities to in-
clude the blind and visually impaired people in the program activities of the open-air mu-
seum and points to the possibility of improving the availability and quality of museum
content to visually impaired people as well as the prospects for their future inclusion in
the museum’s cultural activities.

1 Upoznavanje osoba sa invaliditetom, u Kultura jednakosti, grupa autora, Istorijski
muzej Srbije, Beograd, 2007:20

2 M. Skari¢, Muzejska pedagogija u Hrvatskoj, Skup muzejskih pedagoga Hrvatske

s medunarodnim sudjelovanjem: 1. zbornik radova, Zagreb: Hrvatsko muzejsko
drusStvo, Sekcija za muzejsku pedagogiju, 2002. godine, 8-10

3 The most comprehensive work on the topic was “Prilagodavanje zbirke Dositeja
Obradovi¢a u Muzeju Vuka i Dositeja za slepe i slabovide posetioce” by Ivan Kruci¢anin;
many projects were implemented, such are: concerts and visits of blind and visually
impaired persons and persons in wheelchairs to the National Gallery of Frescoes
of the National Museum in Beograde; hosting a tactile exhibition from the Louvre
(France) in the National Museum in Belgrade; placing access ramps for wheelchairs
(which are not made according to prescribed standards) at the Natural History
Museum in Belgrade; tactile exhibition for blind and visually impaired visitors in the
Ethnographic Museum (Track in the wood) and the Museum of Yugoslav History
(Youth Relays) and an exhibition of sculptures of the blind sculptor at the Museum
of Applied Arts in Belgrade.
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Implementation of the project involved the cooperation between the two institu-
tions: the Open-air Museum “Old Village” in Sirogojno and the Regional Organization of
the Association of the Blind of Serbia in UZice’. During July, August and September 2015,
in the ambient setting of the Museum and the premises of the Regional Organization
in UZice, we realized 12 workshops involving seven blind and visually impaired women
who have been engaged in production of wool and cotton for many years. Although
highly skilled in their creation, during the six-week course, members of the Association
gained new knowledge about the techniques of weaving, knitting, crocheting and em-
broidery as well as characteristic ways of decorating the items made of those materials.
In order to provide more adequate introduction of the method of production, materials,
colours and ornamentation that characterizes Zlatibor region to the participants, the
project included two knitters from Sirogojno as instructors; they had been employed
in fashion production ‘Sirogojno style’ for many years and after the privatization of the
company, they were left outside the organized production system. The project result-
ed in an exhibition of handicrafts which was displayed in the premises of the Regional
Association of the Blind of Serbia in UZice; the exhibition showed exempt talents and
persistence of women with impaired vision, as well as good communication with local
knitters that was established during the project.

The objectives of the project were manifold: training for self-employment of the blind
and partially sighted women and their social engagement; involvement of women
from rural areas in the production of wool and cotton and improving their social and
economic status; revival of the permanent exhibition of the Open-air Museum “Old
Village” in Sirogojno through revitalization of traditional crafts and inter-institutional
cooperation.

The project “Tactile Heritage”

can (and must) be involved in the process of cultural inclusion (which means changing

> indicates that museums, as cultural institutions,

cultural institutions themselves rather than characteristics of their users) and ready to
respond to the needs and abilities of entirely different visitors. The presented model
of inclusion of blind and visually impaired people in the process of revitalization of
traditional crafts in the case of a particular project shows that the ‘socially excluded’ can
become direct participants in the museum communication.

4 Regional Association of the Blind of Serbia in UZice was founded on September
28, 1954. It brings together 136 members from the municipalities of Cajetina, Arilje,
PoZega and UZice. There are persons with over 70% of visual impairment in both
eyes without the possibility of further treatment. The Organization assists their
members in exercising various rights that they gain on the basis of disability; it helps
integration and inclusion in the daily life; it encourages and fosters various forms
of cultural expression and sports activities and establishes communication and
cooperation with various institutions and organizations in order to provide better
information and services for its members.

5 For more details about the project see in Bojana Bogdanovi¢, Inkluzija slepih i
slabovidih osoba u programske delatnosti muzeja na otvorenom - primer projekta revi-
talizacije tradicionalnih tehnika izrade i dizajna predmeta od vune i pamuka u Muzeju
na otvorenom “Staro selo” u Sirogojnu, the habilitation work for the position of senior
curator, Open-air Museum “Old Village”, Sirogojno, 2013
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This concrete example of inclusion of blind and visually impaired people into the
museum space through a program of activities is just one of the possible models of over-
coming barriers (architectural, ICT and social and economic) that are recognized as the
main causes of the problem of inclusion of the ‘socially excluded groups’ in cultural life
of'a community. Finding ways to overcome them can be a real methodological challenge
for all current and future museum professionals, and the process of learning is undoubt-
edly mutual.
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EHKWH Anen JlaopceH je KycToc My3eja
Ha OTBOPEHOM, My3eja ypbaHe ncropuje n
kynType Ctapwu rpag (Den Gamle By). HbeHa
3a4yxenay Mysejy 1 npumapHe obnactu
VMHTepecoBak-a jecy paj ca JIokaJlHoM
33jelHNLOM U HeHa U3rpajkea, Passoj 1
yK/byunBaH-e nocetunala y akTmBHoCTr
My3eja. [MocneHnx ocaMHaecT rognHa
npoyyasa UCTOpWjy JIOKa/He 3ajeHunLe,
aHraxosakse noceTuiaua v yk/byursare
JiokanHe camoynpase. EHknH Anen JlaopceH
je 3aBpLunia MacTep CTyAuje Ha oAceky 3a
VCTOPUjy N KOMYHUKaLV]y YHUBep3nuTeTa y

Opxycy.

Anneken Appel is a curator at Den
Gamle By - an open-air museum of urban
history and culture. Her main responsibilities
and primary fields of interest are working
with local communities and community
building, visitor engagement and
development. During the last eighteen years
she has studied the history of local society,
visitor engagement and local involvement.
Anneken Appel Laursen has an MA in History
and Communications from the University of
Aarhus.
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AncrpakTt

Y jecen 2012. rogunHe, 6eckyhHuk Ynpuk Ckoben n3rpagmo je cebu cTaH 1 TOKOM
TPW MeceL,a NOKasnBao Kako X1BKW y ABOPULLTY My3eja CTapu rpag; Ctapu rpaj
je Mysej Ha oTBOpeHOM Koju npukasyje rpagose JlaHcke 13 Joba peHecaHce

[0 AaHac. b je 6ro fa ce noceTroum cyode ca peanHolhy 6eckyhHuwTBa Yy
JaHckoj gaHac. To je XXMBOT 0 KOMe Mann 6poj /byAn 3Ha 610 LWTA. JaBHOCT je
nokasana TOMN/J0 NHTepecoBakrLe 3a Y/IpMKa 1 Herosy Npudy, Koja je noAcraknia
Ha pasMuLLbakbe 0 HaUMHY Ha Koju je ApYLUTBO OpPraHM30BaHO 1 YCNoBMMA

y KojuMa 6eckyhHuLm xmBe. MoceTnoum cy ce cacTajanm ca Yaprkom 6es
npeapacyza, pasroBapani cy ca M yMecTo jeAHOCTaBHOT CKpeTarba noriesa
Ha Apyry cTpaHy. To je 610 cacBUM HOBUM HauunH Aa My3ej CTapu rpag nocayxm
Kao MecTo OKymn/barba. M3n0x6a je caja CKMHyTa ca Mporpama, a npeameT n
JOKyMeHTauuja cy goaatu 36upum Myseja. Ha Taj HaunH, My3ej je cavyBao n
JOKyMeHTOBao nocebaH Aieo caBpemMeHe UCTOpUWje 3a HapejHe reHepauuje.

Abstract

In the autumn of 2012 a homeless man, Ulrik Szkobel, built his own dwelling,
and for three months showed how he lived in a back yard in Den Gamle By
(The Old Town), which is an open-air museum of Danish towns from the
Renaissance to the present day. The aim was to tell visitors about the realities
of homelessness in Denmark today. It is a life that very few people know
anything about. The public took a warm interest in Ulrik and his story, which
provided plenty of food for thought about the way society is organised and
the conditions the homeless live under. They met Ulrik without prejudice, and
entered into dialogue instead of simply looking the other way. It was a new
way for Den Gamle By to serve as a meeting place. The exhibition has now
been taken down, and the objects and documentation have been added to
the museum'’s collection. Thus the museum has preserved and documented a
special piece of contemporary history for our successors.




1

MpBw cTaH Koju je nsrpaguo Ynpuk Ckoben
cTajao je 406po 3awTnheH, 0CNoHkeH Ha
HanyLITeHy yToBapHy pamry y CKpUBEHOM
Aeny xenesHuuke ctaHuue. Cnosba ce
CTanao y okpyeke, a yHyTpa je 6uno
TOMAO v NpujaTHO.

2

ToKOM 13n10x6e, MHOTV JbyAW CY
nNpoHaLWn NyT A0 3aAHer ABopuwiTa
Crapor rpaja rae je Yapuk xuseo.
MocmaTpany cy yHyTpaLlk0CT CTaHa,
a nsnoxeéa poTtorpaduja je NaxbLMBO
npoyyasaHa.

3

MHOTW by Ay Cy noceTuAn Yapuka y Mysejy
Crapu rpag rae je xuBeo. OH je yroctuo
JeLy v OApac/e N NCKPEHO VM MPKYao o
TOMe KaKo je 61T 6e3 KpoBa Haz rNaBoM.

1

The first dwelling built by Ulrik Szkobel
stood well protected in a lean-to shed on a
disused loading ramp in a slightly hidden
part of the railway grounds. From outside
it merged into the surroundings, but it
was warm and cosy inside. Photo: George
Zeuthen.

2

Throughout the period of the exhibition,
many people found their way to the back
yard in Den Gamle By where Ulrik was
living. They looked inside, and the photo
exhibition was closely studied. Photo: Den
Gamle By

3

Many people visited Ulrik where he was
living in Den Gamle By. He welcomed both
children and adults, and told them honestly
about being homeless. Photo: George
Zeuthen
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EHKHWH AITEA AAOPCEH
BeckyhHuk y mysejy Crapm rpap,
(Den Gamle By)

NMNOJIASHE OCHOBE NMPOJEKTA

Crapu rpas (Den Gamle By) je mysej Ha oTBopeHOM Koju CBOjUM MOCTaBKama
IpUKasyje JKMBOT Y AAQHCKMM TIPaAOBHMAa M3 A00a pEHECaHCe A0  AaHac.
y HpOAehe 2012. ropune, mysej Crapu rpaa ce CyouHO ca BEOMA AUPEKTHUM IHTAEM:
JKEAUMO AM AA IIPUKaKeMO cTaH OeckyhHuKa n ncprdamo merosy npudy? Ty 6u n o cam
0HO mpUCcyTaH Kako 61 UsHeo cBojy Bepsujy. OBaj BpAO AUpeKTaH IPeAAOT je Aao [eopr
Cajren, poo6poBomart yapyxemwa FHpopMmanuje o XUBOTY Ha yAHLIH, HAKOH 00HAaCKa
YapukaCrobeaa,6eckyhnnka. Fbux ABojuniacy pasroapasaoycaoBUMayKOJUMATH AYAU
JKHBE, CATAACHBIIH CE A, IIOLITO UMa 0Ko 6 000 Geckyhruka y Aarckoj, mocroje A06pu
pasaosu aa ce Aannnma HPOIIHPHU CBECT O TOME KAKO JKHBE SYAH KOJH HEMAjy CBOj AOM.
Henocpeana peaxuuja y Mysejy 6usa je mosutnBHa jep rpyGa cTpaHa XHBOTA y
IPaAOBUMA, KA0 H IIPHYC O CHpOMAIIHUMA U Oeckyhunnuma jecy, rakobe, Aco ucropuje
Kojy Mysej mpukynsa u npuya. I[Tomro Mysej npukasyje AOMOBe U3 CBUX IMEPHOAA H
Ha CBUM HHBOMMA APYIUTBa, ,Kyha jeaHor Geckyhnuka ce ykaama y Ty canxy. Myaej
j€ Y OBOME BUAEO NPHUAMKY AQ YTOCTH APYIUTBEHY IPYIy 3a KOjy HHje yo61/1qajeHo Ad
nocehyje CTapn rpaj, IITO je APYTH BaXkaH (aKTop. Tpehe, AHT)KOBAE OKO jEAHOT
Geckyhnuka kao wro je Yapux Cxkobea 3Ha9H 1 HOBH IPUCTYII PaAy, IITO MOXe ToMohu
pasBojy Myseja.

Mnak, uMaAu cMO U jeAHY pe3epBY KOjy CMO BPAO IaXKAUBO pasMaTpasu: Aa au
he oBaj npojexar ucysuIe eKCIIOHNPATH jeAHOT YOBEKA U M3AOKUTH ra pyray? Huko y
Mysejy Huje 5KeACO A2 OXKUBH IPAKCY PAHUJUX BEKOBA, KAAA CY OUAN H3AOXKCHHU ASYAH U3
HHOCTPAHCTBa, Ha IpuMep, y Tusoaujy, y Konenxareny nau xa Hanmonaanoj usaox6u
y Opxycy 1909. roaune, rac cy Ouau npuxasanu syan us AGHCHHHje AaHAIIEC
Erunomnuje’. Aaxae, T0 je O1AO mpecyAHO Aa casHaMo mTa YApuK CkoOea MUCAH O caMoM
npojexry. Ce Hawe Opure cy HecTase Kaaa cMo ce Hauau ca buM. OH je 610 4oBek ca
MOPYKOM KOjH j€ OYUTAEAHO JKEAEO AQ UCIPHUYA CBOjy IPHUYY U YCIIOCTABH AHjaAOT Ca
noceruounma Myseja o yeaoBuma xusota 3a Geckyhnuke. Yapux Cxobea je cmarpao
Mys3ej MOropAHUM MECTOM 32 CBOjy HAMEPY.

1 Rikke Andreassen and Anne Folke Henningsen: Menneskeudstilling, [Exhibiting peo-
ple], Copenhagen 2011; Johan Bender: Hurra for Arhus! Landsudstillingen 1909, [Ypa
3a Opxyc! HayuoHanHa uznoxba 1909], Aalborg 2008.
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NMOCTABJbAHKE N3JTOXXBE

Aorosopeno je pa Yapux Crxobeay CrapoM rpasy H3rpasl MECTO 32 5KUBOT Koje Ou mupa
jaBHOCT Moraa nocerutu. OBaj cTaH je Tpebaro A2 Oyse ONpEeMdCH PasSHUM OAGAICHUM
crapuma. Yapuk Cxobea 61 60paBuo y BeMy M IIPHYA0 O CBOM KMBOTY OHAQ KaAa Ou
TO caM xeaco. ITaaHmpaHo je a2 mopea Oyae mocraBseHa n3aoxkba pororpaduja xoja
IIPHKA3yje jeAaH AAH Y BETOBOM SKHBOTY.

CraH je HanpaBACH Y IIYIH 32 OUIMKAE Y OAM3HHY XKEAC3HUUKE IIPYTe, MECTY Ha
xoMe je Yapuk Cxobea 5KUBEO U paHHje, AAH je BATPAXKCHO A ce ncean. Baackuuu myre
3a buLHKAE Cy A03BOAUAU Mysejy Aa je KOPUCTH, TAKO A2 CMO AOGHMAM Ay TCHTHYAH CTaH
nomyt ocrasux kyha y Crapom rpaay. Jeanor cenrembapckor aaHa, papaunu Myseja cy
npeceanan myny y Apopuiure Crapor rpaaa.

BuA0 je BaXXHO A2 ce AOKYMCHTYje M3TPaAba H TO KaKO j¢ CTaH OIPEMACH Aa Ou ce
crexao Hajbosu Moryhu yBua y To kaxo je 6eckyhnux xuseo 2012. roanne. Aancka
areHIIMja 3a KyATyPy MMaAa je TO3UTHUBAH CTAB O IIPOjeKTy U PUHAHCHjCKHU I'd IIOAPKAAA;
Yapuk Cxobea je 6uo aHraxoBad Aa usrpasu cebu aom, Aok je Ieopr Cajren us
Hudopmanuja o KHBOTY Ha YAUIIH 6HO 3aAyXKEH Ad npary YApuKa Ckobeaa y meropom
paay> I'TonyT MyBe Ha 3UAY, IPAaTHO I je KPHILIOM, AAH BEOMA IXKAUBO — pororpaducao
je M BOAHMO AHCBHHK TOKOM LICAOT IICpHOAR uarpasme. Ha oBaj HauuH cMo pA0Omam
AParoLicHy AOKYMCHTauHjy 3a OyayhHOCT, ITO HaMm je A2AO BakaH yBHA y TO KaKo
6eckyhnuk npasu Mecro 3a sxuBor kopucrehu penuxaunpane Marepujase. Ieopr Cajren
je obe3beano ¢dororpaduje u Tekcr 3a I/ISAO>K6y KOja je IOCTaBAoEHA IIOPEA CTaHA. Tomac
Kacrpo, MAaAH AOKAaAHHU PEXHCEP, HAIPABUO je M KPaTak $UAM O OBOM IIPOjEKTY".
Yapuk Cxofea je mo4eo ca papOM U IOCTEICHO j¢ HACTAAO MECTO 3a KMBOT — Ty je
OHO KpEBET, CTOAOBH, IPEjaAULIA U OCBETACHE KOjE je CTBOPHAO IpUjaTHY aTMocdepy.
Hacrao je poom y notnyHocTn nsrpal)eH oa peLiIKAMpaHHUX MaTcpujasa U CTBapH KOje
cy Apyru oabauuan. Kaaa je 6uo saspiuen, Yapuk Cxobea ce yceano. To Huje 610 Aco
npBOOHUTHOT IAaHa, aAK je y MehyBpemery nmao npobaema Aa nposal)e mecto sa xusor.
,A,HpeKTopn Myseja u ocobme OATOBOPHO 32 O6jCKTC CAYMHUAU CY jaCHE CMEPHHIIE U
Yapuk Cxobea je A0GHO AO3BOAY A2 ce IpeceAH y cBOj cTaH y Myasejy.

OTBAPAIE N3JTOXBE

Toanne 2012, 13. oxro6pa YApHK je 0TBOPHO cBOj cTaH 32 jaBHOCT. OBO Ce MOKAOIHAO
Ca jeCCHUM pACIyCTOM y AQHCKHM ILIKOAaMa, Tako Aa je Opoj mocermaana Guo
BeankH. saoxb6a je Tpebanro aa ce npukasyje A0 Kpaja FOAMHE IIOIITO j¢ OTBOPECHA

2 Kapa je n3noxba oTBOpeHa, YNpuK je HacTaBuno Aa paamn Kao BonoHTep y Mysejy
noJ UCTUM YCNOBMMa Kao W OCTaNn BOOHTEPU.

3 Tomac Kactpo, pexwucep 13 Opxyca, Harnpasuo je JoKyMeHTapHU ¢puam Hyldest
til stodderne 2. [Y yacm ckumHuyamal. PUNM je CHUMIbEH Y3 GUHAHCUJCKY MOAPLLIKY
¢doHgaa FO Aarhus Debate Fund. Moxe ce nornegatu Ha cajty YouTube npeTparom
no Hasusy dunma unu Ha kaHany Myseja Den Gamle By..
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HENOCPeAHO npea modcTak GoxuhHe cesoHe, jeaHe 04 raaBHux cesona y Crapom
rpaay. Tokom Tpu Mecena y kojuma je Yapuk Ckobea npeactaBsao cBoj oM, 158 089
SYAH je oceTHAO Mysej, a MHOTH OA IbHX Cy cBpaTHAH y cTaH beckyhruka. Toxom
MIPBOT BUKEHAR, 06jaBA)CHO j€ Aa IOCETHOLIU MOT'Y AQ YIIO3HAjy Vapuxa Ckobera u Bux
600 je mpUXBATHAO HOHYAY. 3BAaHHYHO OTBapame U3A0KOE je oapxano 17. okTobpa,
Ha Mehynapoanu aan 6opbe nportus cupomamrsa, xoju ce y AaHckoj obeacxkasa u
ka0 Aan Gecxyhunka. Aan je 06caekeH M IPOCAABOM y 4acT OTBapama M3A0KOE
Hacraac y capapwu ca Curyprom kyhom Bepecreaer ns Opxyca u opranusanujom
HMudopmanyje o sxuBory Ha yaunu. buo je 1o y36yAmUB AaH Kaaa Cy ce oYAH U3 CBUX
CAOjeBa APYLITBA OKYIIMAM AQ Yyjy TOBOPE Ca jJACHMM IOPYKAaMa U Y>XKUBAjy Y MY3HUIIH,
KaQU U YKYCHOj, CBEXKC IIPUIIPEMACHO] TOPTH. Y BE3H Ca OTBapamheM H3A0KOE, OAPXKaH
je HU3 cacTaHaKa M AMCKYCHja Ha OBY TEMY, a IIMPOKA I{H/oHA TPYIIA je IPHCYCTBOBAAA
pasrosopy o Geckyhuumtsy y Aanckoj. OBu cacTaHLM Cy OAPKAHH y CapaAlbH ca
AOKaAHHM APYLITBOM 32 06pa3oBatbe OAPACAUX.

BEJIMKA MEAUJCKA MAXHA
N NHTEPECOBAHE LUMPOKE JABHOCTU

I'Ipojekar je mpuByKao MHOTO BHIIE ITAXKEbE MEAH)jA U JABHOCTH HETO ILTO CE OYEKHBAAO.
Cran 6ec1<th1/xKa je 6uo APYTa4HUju OA OCTAAHMX HCTOPH)jCKHX oGjeKaTa y Mysejy u
IbUXOBUX EHTEPHjEPA jep jeé NMPHUYA0 IPUYY HAIIET BPEMEHA. buao je Apyrauuje oa
ocraAsux xuBux npeserranuja y Crapom rpaay, 6yAyh1/1 A je CTaHap KOjH je yXKHUBO
APK20 IIPe3cHTanujy 6HO YOBEK KOjH j¢ 3aIIpaBO M M3TPAAMO CBOjC MECTO 32 XKHUBOT.
[Irammna je 3a TeMy y3eAa HOTEHLIHjaAHH IIPOOAEM Y IIPOjEKTY — HUjE AH OBO M3AAramhe
syau nopcmexy? Ilurtame je AMPEKTHO IOCTaBASEHO y HAIIMOHAAHMM HOBHHAMA,
IMoautnnm: Aa Au je KUB 4OBEK U3AOXKEH Y My3ejy? ¥ ToM 4aaHKy, cam Yapuk Cxobea
Adje BPAO jacaH 0ATOBOp: ,He Mucaum aa cam usaoxen. Mucaum aa cre To Bu. /oyan
AOAQ3€ OBAC M BUAC CBOj€ )XUBOTE Y KOHTPACTY HA MEHE U MO)j JKUBOT*.

OBaj yAaHaK je HHUIIUPAO HEKY BPCTY OAyje y MeaujuMa. I IpeacTaBHuIm AokaAHHX
¥ HALUMOHAAHHX AHCTOBA Cy AOAaSHMAM y BeamkoM Opojy. Yapux Ckobea je AaBao
HHTEPBjye M HM3HECHO CBOjE Te3€, AOK Cy AOKaaHe 1B craHuue mpaBuac merose
noprpere. Haxon saBpmerka npojexra, o6jaBse je uaanak y Xyc Popbujy, mecearom
4aCOMHUCY KOjU IIPOAA)Y 6cc1<th1/1u1/1 y ,A,aHCKoj. Me,A,HjH CY AAAM TIO3UTHBHO MUIIASEHE
0 IPOjeKTy ¥ UCKA3aAHU momToBambe YApUKy. [TocTojao je jeaan KpuTHUKH raac Koju je
BHACO IpOOACM y HAUMHY Ha KOju My3eju oMoryhasajy s>kuBum msyanma Aa ce ,yceae .

4 Politiken, 10. oktober 2012, Da Ulrik kom pa Museum, Anne Bech-Danielsen
[Politiken, October 10, 2012, Kada je Yapuk 6uo usnoxiceH y My3ejy aytop: Anne Bech-
Danielsen.]

5 Kristeligt Dagblad, 11. oktober 2012, Levende mennesker flytter ind pG museerne,
Dorte Washus og Lars Henriksen. [Kristeligt Dagblad, October 11, 2012, Xueu sydu
ce ycemasajy y My3eje aytopu: Dorte Washus 1 Lars Henriksen.]
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JaBroct je 6uaa ca Yapuxom ,Ha Tu®, nutasu cy 3a mera Beh Ha Oaarajuu. Ipyme
CTYACHATA U YYCHULM €y osuBaau Mysej sxeachu aa cTyne y koHTaKT ca YaprukoM kasa
¢y mucaau o beckyhunmrsy y cBojum npojextuma. Beha maxmsa je 6uaa yemepena Ha
0Baj npo6AeM, IITO CE BUAU U3 HEKOAUKO IIPUMEpa, meyqyjth unudpe KOj€ ce OAHOCE
Ha Ipoaajy vaconuca Xyc q)op61/1 y Opxycy 2012. roanne. Ha kpajy roaune, npoaaja ce
yABOCTpyunaa’.

OCTAJEMO MY3EJ U KAAA CTBAPHOCT 3AKYLIA HA BPATA

ECCKthI/IIHTBO je TeXaK >KHBOT, BEOMA CE Pa3AHKYje OA CBAKOAHEBHOT JKHBOTA KOjH
nosHaje Behuna syan. Yapux Cxobea je 6uo Beoma paa A2 ucrpuda neay npudy. Jax
¥ KaAd CC Y jCAHOM TPCHYTKY HAIIA0 y ICHXOAOLIKMM IIPOOACMUMA, HHCHCTHPAO je A2
u3A0KOa OCTaHe OTBOpeHA. Y jeAHOM TPEHYTKY CMO OMAM CIIPEMHH AQ HPCKHHEMO
n3A0KOy, aAM CMO HOIITOBaAH IErOBy 0AAyKy. Aokasno Csparmimre Bepecreaer
IOAPXkaAO je YApHKa M caBeToBaro Mysej, Tako Aa cMO GHAH y CTamby A2 HACTABHMO
saxBasyjyhn mehycoGuom pasymesamy. ITopyka Llentpa je 6uaa HepBOCMHCACHA:
Ka0 My3¢j, MH HE MOXEMO HUTH 61 Tpebaro aa pemasamo amdHe npobaeme Yapuxa
Ckobena. Tpeba aa HacTaBuMO A2 GYAGMO OHO IITO jeCMO, My3€j KOjU IIpHYa IPHYC O
»yAUMa, 6e3 0031pa Ha TO KOAHKO TeIIKe OHe Ouae.

HEMPUKOCHOBEHA 3OHA

Crapu rpaa, taxole, puya npude CTBAPHUX AYAH U3 HENOCPEAHE npomaocty. To ce
MOXe BUACTH Y AeAy Myseja koju ripeacTaBsa 1974. TOAMHY, y KOME ACBET CTAaHOBA U HU3
PAABH U PAAMOHHIIA TPUKA3Y]y CAUKY CBAKOAHEBHOT XXHBOTA y AAHCKO] IIE3AECETUX H
CEAAMAECCETUX TOAMHA ABAAECCETOT BEKA.

Y aeay Myseja koju ocaMKaBa XXHUBOT M3 1974. roaune, pacropea, CTaHOBa je
doxycupan Ha amdHe pude. OBAE TOCTOjH OTBOPEHU AHjAAOT O TOME KOAHKO j€ CBAKH
CBEAOK TOT BPEMCHA JKEACO Ad AOIIPUHECE CTBApamy Ipude. Y OBOM Amjasory, Mysej
IIPaBH jacHy pasaMKy H3Mel)y oHOra wro je npusatHo u wTo je andHo. CTaHOBH Yy
10ApyYjy cy usrpabenn 1974. Ha OCHOBY KOHKPETHHX IPUBATHUX IIOAATAKA AOOHjeHHX
OA CBEAOKA.

MebyTnM, HU Mysej HM cBeAOLIM He XKEA€ AQ OTKPUBAjy TajHE, IPUBATHE Aorabaje
HAH CTaBOBE KOje 61 CaMu CBEAOLM YOOHUajCHO IOACAHAH CAMO Ca ASYAMMA KOjU Cy UM
6AMCKH.

Aancku ¢pusosod K. E. AercTpyn oncyje 0Baj KOHIIENT Ka0 HENPUKOCHOBEHY 30HY,
AepuHuIIe ra, n3Mel)y ocTasor, Kao 1MojaBy Kaaa ce ca APYTHM AYAUMA KOMEHTAPHILY

6 bpojke 13 cekpetapujarta yaconuca Hus Forbi’s: jaHyap 2012: 7,715 npogaTux
npumMepaka; HoBembap 2012: 10,925 npumepaka; aeuembap 2012: 14,781. Ha
HaLMOHaNHOM HVBOY Takofe je 3abenexeH BeNNKM pacT Npojaje Ha Kpajy roanHe.
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HOCTYILY ¥ MOTHBH, aAH HE U AMMHU MOTHB: TO 01 O1A0 npebausy’. To 6u yrposuao
HCIIPUKOCHOBCHY 30HY.

360r Tora Mysej rmuTa cBoje CBEAOKE O TOME KAKO XKHBE, AAU He [IOCTABA>A IHTAbA O
AMYHHM MOTHBHMA KOjH CTOj¢ H3a BuxoBHX usbopa. [Tocernonnma Myseja ce octasma
Aa Tymade oBe u3bope, a MU ce HaAaMoO ce A2 he nx oBakBa mpOMHILbAEA HABECTH AQ
PasMHUCAC O CBOjUM AMYHHUM HCKYCTBHMA U )XUBOTHUM H360puMa.

IIIro ce true npuie xojy je Yapuk Cxobea ucnpuaao y Mysejy, 6uan cMo normyso
CBCCHH HCTOBOT MHTEIPHTCTAa U HEIPUKOCHOBeHe 30He. Ilpojexar je sacHoBaH Ha
o6ocTpaHoM MoBepey. AOrOBOPHAM CMO CE O YCAOBHMA H>-CTOBOT JXKHBOTa Y Mysejy
TOKOM PaAHOT BPEMEHA U CKPCHYAH My IIaXKIby Ha YMIbCHHILY Aa OM MOXA2Z MOPao Aa
Hecrade axo onrepeheme mocrane Beanxo. Mmak, ocrasuan cmo A2 YAPHK OAAydH
koanko 6amsy he A0sBoAMTH moceTMOLMMA A2 ce IPHUOAMKE HCTOBHM IIPHBATHUM
usbopuma u motuuma. XKeaean cMo Aa ra samTuTuMO, U cBu Mu U3 Myscja, Kao mwro
je ¥ paHHje MOMEHYTO, OMAU CMO CIIPEMHHU A 3aTBOPHMO H3A0XKO0Y YKOAUKO 01 YAPHK
OCETHO Aa je mpekopadeHa rpanuna usmely npusarnor u anusor. Paschu Ha oBom
IIPOjEKTY, HAYYHAH CMO A2 j¢ TIOBEPEHbe U CIIOCOGHOCT Aa ce HanpaBH pasauka usmely
IPUBATHOT U AWMHOT OA KAyYHOT 3Ha4aja OHAA KaAQ MH, K20 IIPOEeCHOHAAHU My3€jCKH
paanuny, capayeMo ca msyAMMa M PaAMMO Ha BHUXOBUM AMMHHMM IPHYaMa KOje ce
0ABHjajy OBAE 1 casa. HenprkocHOBeHa 30Ha je IPUCYTHA K20 BAXKaH OKBHP PadyMcBamba
y HauieM paay ca ceeponuma. Mnak, kaaa ce paan o capaamu ca 6eckyhuuxom Yapukom
Ckob6eAOM, TOCTOjH jeAHA CYLITHHCKA PasAUKa: IPOCTOPHUje Y IPHYM O JKUBOTY
CEAAMACCETHX HacTaAe ¢y Ha ocHoBy cchama jepaHor woBeka. YApHK je mpHyao cBOjy
HpUTy OHAKBY KAKBA jec772¢, OBAC U Caaa’.

KAKO CY CBE OBO BUAEJIN NOCETUOLIN?

Ca craHOBHIITA Myseja Crapu rpaa, jaCHO je Aa TIOCTOjU pa3AMKa H3Meby caBpeMeHe
npude YApHKa Cxobeaa u, Ha IIpHUMEp, CTAHOBA U3 OKPYTa 1974. TTutame je xako cy
FOCTH TO AOKHMBEAH. Aa AU je 3a BHX OBO HCKYCTBO IIOIYT ocTasux y Mysejy? Man
je 6uao ncysume 6Au3y? Aa AM Cy CXBATHAM A2 Cy CyOuCHHM ca cTBapHOIhy u Aa an
je OBO YTHIIZAO Ha BHXOBO cxBarame peasHoctu? M ocobme Myseja u Yapuk cy Ouan
3aHHTEPECOBAHH AA Ca3Hajy Kako he mybAnKa pearoBaTi Ha OBy AMYHY IIPUYY U3 CTBAPHOT
CBETA KOja CE HAIIAA Yy Myscjy. Crora cMo Geaexxuau peakuuje ny6A1/n<e HOCTaBA)ajth/I
UM IIHTaba AOK Cy OMAN y H3AOXKOCHOM IIPOCTOPY, 4 Y CAPAAIbH Ca YAPUKOM, Y CTaHy
CMO OCTABHAH KIbHTY YTHCAKa, Y KOjy Cy IIOCETHOIM MOTAU AQ IHIITY CBOjeé KOMEHTapeE.
Msuoru o BuX cy TO M yuuHHAHN. baarajna je takofje Bopnaa 6eaenixe, a camo ocobme je

6I/IAO I/I3HCHab€HO TaKO BCAUKHM U (l)OKYCI/IPaHI/IM HHTCPCCOBAILCM.

7 K.E. Legstrup: Den etiske fordring, Copenhagen 1956. [Emuy4ko numarse.
Mpearosop: James M. Gustafson. npesoa: Theodor I. Jensen. Philadelphia 1971.]

8 Buaun: Hvem kan skrive vor tids historie? [Ko he HanvcaTu ncropujy Hawer 406a?]
Martin Brandt Djupdraet og Anneken Appel Laursen, Den Gamle By Yearbook 2014,
p. 73-81.
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Toxom npBor BUKCHAR H3A0XK0E OMAM CMO CIIPEMHH, jep, Kao WTo je Beh nomenyTo,
moryhnocr cycpera ca Yapuxowm je 6usa objaBscna. buao je myHo mpuamka aa ce
HOCETHOLMMA IIOCTABE NUTAKBA O TOME 1Ta MUcAe. [ToBpeMeHo cMo Geaexuan cBoja
3aIaKarba y BE3U Ca [MOHALIAKEM H PEaKL{HjaMa IOCETHAALA, A Te OCACIIKE U PasTOBOPH
ca roctuma y My3ejy OTKpUBajy NPETEXHO MO3UTUBHY PAAO3HAAOCT AQ CE BUAHU TAE
6eckyhunx sxusn.

Bchuna je npuxsatnaa nosus aa aobe u ymosna Yapuxa Cxo6eaa. ITocernonn
cy 6uan nsHeHal)cHH KOAMKO je TOIAO M HPHJjaTHO y HCroBoM craHy. Vspasmam
Cy CBOje NOWITOBAKC NPEMa YAPUKY M IIPEMa HErOBOj MCKPCHOCTH U Xpabpoctu
Ad MCIIpUYa CBOjy IIPHUYY. Muoru cy pasMHIISAAM O HAYMHY Ha KOjU je APYLITBO
ypebeno u o Tome kako je yonurre moryhe aa Takas CTeneH HEjeAHAKOCTH IIOCTOJU Y
Goraroj semmu Kao wro je Aancka. Hexoannmna je ocermaa couujasHH peBOAT U
U3PasUAHN Cy JKesy Aa moMOrHY. Taxobe, oparo je npusHame Mysejy s6or Haunna Ha
KOjH je 06pabeHa oBa 3a6pm-baBajyha TEMa, 33 KOjy Cy HEKM CMAaTPaAM Aa j€ BaKHHja
0A IpUYA M3 PaHHMjHX MEPHOAA KOje Cy MHave raaBHa Tema Myseja Crapu rpaa. Hexu
Cy IPUMETHAH AA je AAKIIE CTYIUTH Y PasroBOP Ca YOBEKOM KA0 IITO je YAPHK Y
ambujerty Myaeja. Y crBapHOM cBety, syan 6u ra nsberasasu. Mysej je moctao Mecto
3a y4CHE, MECTO TAC je AAKILIE CABAAAATH TELIKE IPEAMETE Kao WTo je Geckyhnumrso.
Hexoannunu je 6uao temxo aa yhy y cran xasa Yapuk Huje 6uo tamo. Ha nurame
3aIITO, OATOBAPAAM CY Ad CMaTpajy Aa HAapyLIaBajy HEroBy IIPMBATHOCT, aAH
ceehe, TomaMHa M 3HaK AOGPOAOIIAMIIE Cy TOBODHAH A2 MM je YAQ3 AO3BOMDCH.
Hexu nocerunonu cy usabpasu Aa u3berny usaox0y jep cy cMaTpasm Aa Cy peKopadeHa
orpaHuera Ha pasanuuTte HaunHe. Hexu Hucy xeaean aa ce cyoue ca 6eckyhnumrsonm,

a HeKnMa je OMAO HEIIPHXBATAMBO A2 CC Ha H3AOXKOH IIPHKasyje 0coba.

LUTA CY NTOCETUOLUUN HAMUCAJIN Y KIbU3U YTUCAKA

Kmura yrncaka y VAPUKOBOM CTaHy y LieAMHHM OTKpBa Aa moceruuu occhajy
HOIITOBAKE NMPEMA YAPHKY M HETOBOj Xpa6pocn/1 Ad jaBHO IIPHKAXXE CBOj >KUBOT.
Toctu cmarpajy Aa je TO ,BeAHKa CTBap®, U 3aXBasyjy My Ha OTBOPEHOCTH KaAd IpHYa
o cBom xuBoty. CraH je Bul)eH ka0 HHCIIMpaTHBHA apcHa, a CaMO IIPUCYCTBO YAPUKA
U BEroBa PUYA K0 HEWTO WTo 61 cBU Tpebaro aa Bupe. Apyru cy ce poKycupasu Ha
KPCaTHBHOCT y CTaHY, ,HH U3 49€ra j¢ HAIPABACHO HEIITO  A0XKHUBAaBajyhn Yapuka kao
HACTaBHUKA PCLHKAQXE Y APYILTBY A€ ce MHoro rora 6aua y hy6pe. Buao je Hexux
KOMCHTapa KOjH OTKPHBajy Ad IIOCCTUAAL, BEPOBATHO HUje OO y ACAHPY Ca CTBAPHUM
CBETOM: »,3ancra Mu ce Aomaaa oBo Mecto! Aa cam 6uo 6eckyhnuxk, xuseo 6ux oac”
uau ,,Cjajuo, xako 6eckyhnuk mosxe sxusern!“ Hexn xomenTapu cy 6uau ayaHH: ...
OBag je Tako IPOKACTO YyAHO. Y3 uyaaH U yBpHYT ocehaj ,y)xuBaMo® Aa racaamo oBo
(pyxomuc Heunrax) ... Keanm Bam cBe Hajbose”. Apyruma je 6uao HempujatHO A2
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MHcAe A2 61 0BAKO HELITO MOTAO TOCTOjaTH y AaHckoj: ,OBAe je ya06HO 1 npHjaTHO,
AAH je cpaMOTa A2 OBakBe cTBapy octoje y Aanckoj. Haaam ce aa here nmatn Gosy
Oyayhnoct.

Crapu rpap je Mysej Ha OTBOPEHOM TAEC IOCETHOLIM MOTY Ad HCTPAXYjy
HAjpa3AMYUTH]E CTAHOBE U IOCAOBHE ojSxTe; Yy HEKHMA OA BHX CE HAAA3€ M TAYMIHU
KOjH Y>KUBO U3BOAE peseHTanuje. Hacympot rome, cran 6ec1<thm<a je AOM AQHAIIIHET
BpeMeHa y KoMe je YAPUK AHYHO, a He HeKH raymail. Aa Au je 0BO 30YHHAO IyOAMKY?
KoMeHTapu y KibU3H yTHCAKA M AUPEKTaH Pa3roBOp ca IIOCETHOLIMMA II0KA3Yjy Ad HUje.
Morau cy A2 yBHAE PA3AHKY, AAH U A2 OTKPHjY CBOJY PAAO3HAAOCT U 3AUHTEPECOBAHOCT
3a Apyrayuje Ipuye M APyraduja MecTa 3a XKUBOT.

»CUT'YPHO MECTO HECUTYPHUX UAEJA”

HcenocraBuao ce aa je oBa usasoxba omoryhuaa aujasor usmely syan us normyso
pasanuutux HUBOA ApymTBa. Cycper ca YAPHKOM M HErOBUM CTaHOM CYOYHO je
noceruone Myseja ca ocobom Koja ce 06u4HO IIOBE3yje Ca HETaTUBHHUM II0jMOBUMA
ka0 wTo cy 6eckyhunmreo, MeHTaAHE GoAccTH 1 cupoMamTBo. MebhyTum, nomro cy
ra CpeAH y Mysejy, IOCETHOLU Cy OTBOpeHO mpuxsathan Yapuka Ckobeaa u nmpuay
KOjy je umao Aa ucnpuda. OHU Cy YIIAM Y PasToBOp ca BUM YMCECTO A2 camo mpoby
[opeA Hmera.

Aoxusean cmo Hewto wro je Eacju I'ypuan, usmely ocrasor, mpoyuasasa: mysej
Ce AOKHBAABA KAO MECTO CYCPETa, MECTO TA¢ je Moryhe pasroBaparu ca syauma’. Eacju
I'ypuan Haraamasa aa ce Mysej cMarpa 6¢30€AHHM MECTOM, IUTO 3HAYH Ad IIOCCTHOLH
YTAQBHOM IIPHXBATajy OHO IUTO BHAE C2 APYTadyljOM BPCTOM OTBOpeHOCTH .

LUMPEHE TPAHULLA OEJTATHOCTU MY3EJA

Y npunnuy, Mysej je Ty 3a cBakora - ykaydyjyhu u one xoju ra Huxaaa e nocehyjy nan
OHE KOjU HCKOPUCTE OHO IITO OH UMa Ad IIOHYAH.

Myseju ce cMaTpajy BepOAOCTOJHUM MHCTHTYIIMjaMa Koje IIHpe 3Haa O TOME KaKo
CYy ASYAH KMBEAH Y TIPOIIAOCTH, A Takohe MOPAMO MMATH U CasHaEba O CAAALIHOCTH,
MOpaMO [IPHIPEMATH UCTOPHjy 3a OyayhHOCT.

Aaxae, umajyhu y Buay oBaj xpeanbuamrer, cMaTpaM A2 MOXKEMO IIPOLIMPHTH
rpaHHULIe OHOTA IITO PAAMMO K20 My3¢j. AKO 61 Hala IIOCTAaBKa M HALIC CIIOCOOHOCTH

6I/IAC Ha paCHOAaI‘aH:y 6CCKthI/ILII/IMa, MambHHaMa U O6I/I‘{HI/IM SYAMA, MOTAH 6I/ICMO Ad

9 Mucii Ha My3€j Kao rpaJICKi TPT, M HA3UBa I'a ,,[IPHKIIA/IHO, CHTYPHO MECTO 3a PacipaBy O
HecurypuuM uaejama“. Gurian, Elaine, 2006. Husunusosarse myseja. New York: Routledge. p.
92-93.

10 Ucrpaxusama y Crapom rpajy mokasyjy aa $hakrop npernosnasarmba y okpyry 1974. uma
3aHHMIbHB edekar. [ToceTHolm Koju ce He O03Hajy OIMax IOYHEbY [Ujalior U PasMemy]jy
HUCKYyCTBa.
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AOIIPUHECEMO Ka0 IAACHOTOBOPHHLIM OHUX 9HjH CC TAACOBH 4ecTo He 1yjy. MicToBpemeHo,
IIOMaXKEMO HPUKYILAABE 0ArOBapajyher acTasHOr 3Harba 32 Halle HACACAHHKE, KaAA CC
jeAHOT AaHa Oyae rmucasa ucropuja Aarcke us 2012. roaune'’.

OEJINh MPAYHE CTPAHE AAHCKE
CAYYBAH JE 3A NOTOMCTBO

Kao pesyarar nununujaruse Yapuka Cxobeaa, mysej Crapu rpaa je UMao IPUAHKY Ad
npukaxe jeaad samuc us 2012. roanne o AaHckoj KakBy Maso ko mosHaje. Haxon
3aTBapama M3A0XKOE, CBH ACAOBU Cy HXKAUBO CKUHYTH, IONUCAHH M CMCIUTCHH Y
ckaapumre. To sHaum aa y GyayhHOCTH MOXKEMO AONPHHETH HCTpaXXHBamy O Marbe
aTpaKTUBHOj CTpaHU AaHCKe.

OBae ¥ capa cMO HMaAHM jeAHO AOOPO HMCKYCTBO IPHMKAa3HBaFba CaBPEMEHOT
JKHBOTA Y MYy3€jy. Baxxna KOHCTaTallhja jeCTE AQ j€ YCIIOCTaBASEH AHjaAOT HSMeby
SYAH KaAd TO HUKO HHUje OYCKHBAO. YTHCAK OcTaje Kaaa crape rocmobe mocchyjy
cran 6eckyhHuka ca HaMEpOM A2 YIIO3Hajy OBOI MAAAOT YOBCKA, A LIKOAAPLIM XKCAC
Ad Ce CPeTHy Cca BUM U AHUPEKTHO TIa IIMTHPAjy Y CBOJUM IIKOACKHM 3aAAL[HMA.
Beckyhnux je cmarpao Mysej Crapu rpas IIOrOAHEM MECTOM A2 HCIIPHYA CBOjy IpHuy. To
Hac yuHU noHocHuM. Kaaa cam mocaeamu nyt cpeaa Yapuxa Ckobeaa, OH je HacTaBuO
AAA€ Ca CBOJUM SKUBOTOM jOLII YBEK 31A0BOSAH LIITO j€ YPAAHO HEIITO IIOCEOHO.

11 Pa3maTpatba OBe TeMe 1 Lie/1or NpojekTa Cy Npe3eHToBaHa y: Yk/byunBatbe
noceTunaua Kao ctpatervija: Mysej npeHocu nopyky M30mMLTexXyx 13 ApyLUTBa;
Laursen, Anneken Appel; MehyHapoOoHu xypHan uHkay3usHux myseja, Krsura 6, 2014,
cTp. 57-66
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Homeless in Den Gamle By
(The Old Town)

THE BACKGROUND FOR THE PROJECT

Den Gamle By (The Old Town) is an open-air museum which uses reinact-
ment to show life in Danish towns from the Renaissance up to the present day.
In spring 2012 Den Gamle By was approached with a very direct question: would we
like to exhibit a homeless man’s dwelling and tell his story? And where he would be
present himself; to put over his version? This very direct proposal was put by George
Zeuthen, a volunteer from the association Oplysning om Gadeliv (Information about
Life on the Street), after visiting Ulrik Szkobel, who was homeless. The two had dis-
cussed the conditions for homeless people, and agreed that since there are about 6000
homeless people in Denmark, there are good reasons why Danes should become more
aware of how homeless people live. The immediate reaction at Den Gamle By was pos-
itive, because the rough side of life in towns, and the story of the poor and the homeless
is also part of the history collected and told by the museum. Since the museum shows
homes from all periods and levels of society, the “home” of a homeless man would also
fit into the picture. Another important factor was that the museum saw it as a chance
to be a museum for a group in society that does not normally come into Den Gamle By.
Thirdly, working with someone homeless like Ulrik Szkobel was a new approach to the
work, which might help to develop the museum.

We had one reservation, however, which we considered very carefully: Would this
project be exposing a person and mocking him? No one at the museum wished to
revive the practice of earlier centuries, when people from foreign countries were ex-
hibited, for instance in Tivoli in Copenhagen or the National Exhibition in Aarhus in
1909, where people from Abyssinia, today’s Ethiopia, were put on show.! It was cru-
cial, therefore, to find out what Ulrik Szkobel thought of the project himself. All our
worries were laid to rest when we met him. He was a man with a message, who clearly
wished to tell his story and set up a dialogue with the visitors at the museum about the
conditions of life for the homeless. Ulrik Szkobel considered the museum a suitable

place for his purpose.

1 Rikke Andreassen and Anne Folke Henningsen: Menneskeudstilling, [Exhibiting
people], Copenhagen 2011; Johan Bender: Hurra for Arhus! Landsudstillingen 1909,
[Hurrah for Aarhus! The National Exhibition in 1909, Aalborg 2008.
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SETTING UP THE EXHIBITION

It was therefore agreed that Ulrik Szkobel would build a place to live in Den Gamle
By, which the general public could visit. This home was to be furnished by picking up
odds and ends. When he wanted to, Ulrik Szkobel would be there himself and talk
about his life. Beside his home a photographic exhibition would be set up, describing
aday in his life.

The dwelling was set up in a bicycle shed from the railway area, which Ulrik Szkobel
had lived in carlier, but he had been asked to move out. The owners of the bicycle shed
agreed to allow the museum to acquire it, so we had an authentic dwelling like the other
houses in Den Gamle By. One day in September, the workmen from Den Gamle By
took the shed down and moved it to a back yard in the museum, where they rebuilt it.

It was important to document the construction of the building and how it was fur-
nished, to give the greatest possible insight into how a homeless man lived in 2012.
The Danish Agency for Culture took a positive view of the project and supported it
financially; Ulrik Szkobel was employed to set up his own home, while George Zeuthen
from Information about Life on the Street was employed to follow Ulrik Szkobel in
his work.? As the fly on the wall, he took pictures and wrote a logbook throughout the
building period. In this way we obtained valuable documentation for the future, which
gave us an important insight into how a homeless person makes a place to live using re-
cycled materials. George Zeuthen provided the photos and text for a photo exhibition
next to the living space. Thomas Castro, a young local film-maker, also made a short film
about the project.?

Ulrik Szkobel went to work, and gradually a place to live materialised, with a bed,
tables, a heater and lighting to create a cosy atmosphere. A home appeared, built entirely
of recycled materials and things that others had thrown away. When it was ready, Ulrik
Szkobel moved in. This was not part of the original plan, but in the meantime he was
having trouble finding anywhere to live. The museum directors and those responsible
for the buildings drew up clear guidelines, and Ulrik Szkobel was allowed to move into
his home in the museum.

AT THE OPENING OF THE EXHIBITION

On October 13, 2012, Ulrik opened his dwelling to the public. This coincided with
the Danish schools’ autumn holiday, when there were large numbers of visitors. The
exhibition was to be shown until the end of the year, having opened just before the

2 When the exhibition opened, Ulrik continued to work as a volunteer at the muse-
um on the same terms as the other volunteers.

3 Thomas Castro, a film-maker from Aarhus, made a documentary Hyldest til stod-
derne 2. [Tribute to the tramps]. The film was made with the support of the FO Aarhus
Debate Fund. It can be seen on YouTube by searching for the title of the film, or on
Den Gamle By's YouTube channel.
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beginning of the Christmas scason, one of the major seasons at Den Gamle By. Dur-
ing the three months when Ulrik Szkobel introduced his home, 158,089 people vis-
ited the museum, and many of them found their way to the homeless man’s dwelling.
During the first weekend it was advertised that visitors could meet Ulrik Szkobel, and
600 visitors accepted the offer. The formal opening of the exhibition took place on the
International Day for the Eradication of Poverty on October 17, which in Denmark is
observed as the Day for the Homeless. The day was observed with a celebration for the
exhibition in collaboration with Veresteder in Aarhus, a drop-in centre for vulnerable
people, and Information about Life on the Street. It was an exciting day, when people
from all levels of society gathered to hear speeches with clear messages, and enjoy music,
coffee and a delicious freshly baked cake. In connection with the opening of the exhi-
bition, a series of discussion meetings were held on the subject, and a wide target group
attended to discuss homelessness in Denmark today. These discussion meetings were
held in collaboration with a local adult education society.

STRONG MEDIA ATTENTION AND WIDE PUBLIC INTEREST

The project drew far more attention than expected from the press and the general pub-
lic. The homeless man’s dwelling in Den Gamle By was different from the other historic
buildings and their interiors, because it told a story from our own time. It was different
from the other live presentations in Den Gamle By, because the occupant who gave the
live presentation was the man who actually built ic.

The press took up the potential problem in the project; was this not exposing people
to ridicule? The question was asked directly in the national newspaper, Politiken: was
a living person being put on show in a museum? In the article, Ulrik Szkobel him-
self gave a very straight answer: “I don’t think I am being exhibited. I think you are.
People come here and see their own lives and the contrasts through me and my life.”
This article started something of a storm in the media. The local and national press ar-
rived in large numbers. Ulrik Szkobel gave interviews and put his case, while local TV
channels made portraits of him. After the project ended, an article was published in
Hus Forbi, a monthly magazine sold by the homeless in Denmark. The media coverage
was positive about the project and respectful in its portrayal of Ulrik. There was a single
critical voice that saw a problem in the way museums to an increasing degree allowed
living people to “move in”?

The public was on first name terms with Ulrik, and they asked about him at the
ticket office. Study groups and classes contacted the museum and wanted to contact

4 Politiken, 10. oktober 2012, Da Ulrik kom pG Museum, Anne Bech-Danielsen [Poli-
tiken, October 10, 2012, When Ulrik was on show at the museum by Anne Bech-Da-
nielsen.]

5 Kristeligt Dagblad, 11. oktober 2012, Levende mennesker flytter ind pd museerne,
Dorte Washus og Lars Henriksen. [Kristeligt Dagblad, October 11, 2012, Live people
move in to museums by Dorte Washus and Lars Henriksen.]
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Ulrik when they were writing about homelessness in connection with projects. Great-
er attention was focused on homelessness, which was shown in several ways, including
the sales figures for Hus Forbi in Aarhus in 2012. At the end of the year sales had
doubled.

CONTINUING AS A MUSEUM WHEN REALITY KNOCKS
AT THE DOOR

Homelessness is a hard life, very different from the everyday life that most people know.
Ulrik Szkobel was very eager to put the whole story across. Even when at one time he
ran into psychological problems, he insisted on keeping the exhibition open. We were
ready to close the exhibition at once, but respected his decision. The local drop-in cen-
tre, Veerestedet, supported Ulrik and advised the museum, so we were able to contin-
ue through mutual understanding. The message from the centre was unambiguous: as
a museum we neither could nor should solve Ulrik Szkobel’s personal problems. We
should continue to be what we were, a museum that tells stories of people, no matter
how tough they may be.

THE INVIOLABLE ZONE

Den Gamle By presents the stories of real people, also from the immediate past. This
can be seen in the section of the museum that represents 1974, in which nine flatsand a
series of shops and workshops show a many-faceted picture of everyday life in Denmark
in the 1960s and 1970s.

In the 1974 district in Den Gamle By, the arrangement of the flats has focused on
personal stories. Here there is an open dialogue about how much each informant has
wished to contribute. In this dialogue the museum is clearly aware of the distinction
between what is private and what is personal. The flats in the 1974 area are built up
around specific private details given by informants. However, neither the museum nor
the informants want the contributors to divulge secrets, private events or attitudes that
the informants would normally only share with others in a close and comfortable rela-
tionship.

The Danish philosopher K.E. Logstrup describes the concept of the inviolable zone,
defining it among other things from the way it is possible, when with other people, to
comment on actions and motives, but not the personal motive: that is going too close.”
That is encroaching on the inviolable zone.

6 Figures from Hus Forbi’s secretariat: January 2012: 7,715 copies sold. November
2012: 10,925 copies. December 2012: 14,781. At a national level too, a strong increa-
se in sales was seen towards the end of the year.

7 K.E. Legstrup: Den etiske fordring, Copenhagen 1956. [The Ethical Demand. Fo-
reword by James M. Gustafson. Translated by Theodor I. Jensen. Philadelphia 1971.]
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That is why the museum asks its informants about how they lived, but we do not ask
about the personal motives behind their choices. It is up to the visitors to the museum
to interpret these choices, and it is hoped that considerations like this will lead guests to
reflect about their own experiences and choices in life.

With regard to the story Ulrik Szkobel told at the museum, we were acutely aware of
his integrity and the inviolable zone. The project was founded on a relationship of mu-
tual confidence. We had agreed on the terms for living in the museum in busy opening
hours, and drew his attention to the fact that he might need to disappear if it became
overwhelming. However, we left Ulrik to decide how close he would allow the guests to
come to his private choices and motives. We wanted to protect him, and from the mu-
seumn’s side we were, as mentioned earlier, prepared to close down the exhibition if Ulrik
fele that the boundary between private and personal had been overstepped. The expe-
rience gained from the project was, therefore, that when we as professional museum
employees collaborate with people about a personal narrative that is being enacted here
and now, then confidence and the ability to distinguish between private and personal
is crucial. The inviolable zone is included as an important frame of understanding in all
our work with informants in Den Gamle By. Nevertheless, with regard to collaboration
with the homeless Ulrik Szkobel, we found there was an essential difference: the rooms
in the story we tell about the 1970s are created from the memories of a life. Ulrik was
telling his story as it is, here and now®.

HOW WAS IT SEEN BY THE GUESTS?

From Den Gamle By’s point of view, there was clearly a difference between Ul-
rik Szkobel’s contemporary story and for instance the flats in the 1974 district.
But the question was how the visitors perceived it. Was it an experience like the
rest of the museum? Or did it come too close? Did they understand that what con-
fronted them was reality? And did that affect their experience of it? Both the
museum staff’ and Ulrik were interested in finding out how the audience would
react to such a personal story from the real world coming into the museum.
We therefore registered the reactions of the public by asking them while they were in the
exhibition area, and together with Ulrik we hung up a visitors’ book in the living space,
where guests were able to write greetings and comments. Many of them made use of it.
The ticket office also made notes, and here staff were surprised that there was such great
and focused interest.

During the first weckend of the exhibition we were prepared, since, as mentioned
above, the possibility of meeting Ulrik had been advertised. There were plenty of oppor-

tunities to ask guests about what they thought. Occasionally we repeated our observa-

8 See also: Hvem kan skrive vor tids historie? [Who can write the history of our own
time?] Martin Brandt Djupdraet og Anneken Appel Laursen, Den Gamle By Yearbook
2014, p. 73-81.
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tions of the public’s behaviour and reactions, and these observations and conversations
with guests at the museum revealed a predominantly positive curiosity about seeing
where the homeless man lived.

The great majority accepted the invitation to come in and meet Ulrik Szkobel. Af-
terwards the visitors expressed surprise that it was so warm and cozy in his dwelling.
They expressed respect for Ulrik, and for his frankness and courage in telling his story.
Many reflected over the organization of society, and how it was at all possible for such
a degree of inequality to exist in a rich country like Denmark. A few felt social indigna-
tion and said they would like to help. There was also due recognition of the way the mu-
seum had taken up such a matter for concern, which some felt was even more relevant
than the earlier periods which otherwise are at the core of the stories told by Den Gamle
By. Some observed that it was casier to enter into a dialogue with a man like Ulrik in
the setting of a museum. Out in the real world they would avoid him. The museum be-
came a place to learn, where it was easier to take up difficult subjects like homelessness.
A few found it difficult to go inside when Ulrik was not there. When asked directly,
they said they felt they were invading his privacy, but candles, warmth and a sign wel-
coming them in made their entry legitimate.

Some visitors chose to avoid the exhibition, since they felt it overstepped their lim-
its in various ways. Some did not want to be confronted with homelessness and others
because they did not feel it was acceptable to show another person in an exhibition.

WHAT GUESTS WROTE IN THE VISITORS’ BOOK

The visitors’ book hanging in Ulrik’s dwelling revealed on the whole that the guests
felt respect for Ulrik and his courage in showing his life publicly. Guests found it “a big
thing”, and thanked him for his openness about his life. The dwelling was regarded as an
inspiring arena, where Ulrik’s presence and story were something everyone should see.
Others focused on the creativity in the dwelling, “making something out of nothing,
and that Ulrik was like a teacher of recycling in a throw-away society. There were some
comments which probably reveal that the visitor was out of touch with the real world:
“Just love this place! If I was homeless, I would live here,” or “Great, the way a home-
less person can live!” Others felt strange: “.It’s just damn’ weird here. With a strange,
awkward feeling we are “enjoying” seeing this (writing unclear)... Wish you all the best.”
Others were embarrassed to think that this could exist in Denmark: “It’s a really cozy
den you have here, but a disgrace that this kind of thing can exist in Denmark. Hoping
things go better for you in the future”

Den Gamle By is an open-air museum, where visitors can explore widely differing
homes and businesses, some of them staffed by actors who take part in live presentation.
In contrast, the homeless man’s dwelling was a contemporary home, and Ulrik was him-
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self; not an actor. Would this confuse the public? The comments in the visitors’ book
and the direct dialogue with the public indicate that it did not. They were able to see
the difference, and they also revealed their curiosity about a different kind of dwelling
and narrative.

“A SAFE PLACE FOR UNSAFE IDEAS”

It turned out that the exhibition made a dialogue possible between people from very
different levels in society. The meeting with Ulrik and his dwelling confronted museum
guests with a person normally associated with negative terms like homelessness, mental
illness and poverty. However, because they met him at the museum, visitors openly ac-
cepted Ulrik Szkobel and the story he had to tell. They entered into a dialogue instead
of just passing him by.

We experienced something that Elain Gurian among others has studied: that the
museum is perceived as a meeting place, where it is possible to carry on a dialogue with
people.? Elaine Gurian emphasises that the museum is considered a secure place, which
means that visitors generally accept what they see with a different kind of openness. '°

EXTENDING THE LIMITS FOR WHAT A MUSEUM CAN DO

In principle the museum is there for everyone — including those who never go to a mu-
seum or make use of what it has to offer.

Muscums are regarded as credible institutions, which disseminate knowledge about
how people lived in the past, but we also have to secure knowledge about the present,
preparing history to pass on in the future.

I consider, therefore, that bearing this credibility in mind we can extend the limits
of what we can do as a museum. If we make our setting and our skills available to the
homeless, to minorities and everyday people, we can contribute as a mouthpiece for
people whose voices are not often heard. At the same time, we are helping to ensure that
suitably detailed knowledge is collected for our successors, when one day the history of
Denmark in 2012 is to be written.!!

9 She refers to the museum as a town square, and calls it “a fitting safe place for the
discussion of unsafe ideas”. Gurian, Elaine, 2006. Civilizing the museum. New York:
Routledge. p. 92-93.

10 Surveys in Den Gamle By show that the recognition factor in the 1974 district has
an interesting effect. Visitors who do not know each other start dialogues immedia-
tely and exchange experiences.

11 Considerations on this topic and the whole project are presented in: Visitor
Involvement as a Strategy: A Museum Transmitting a Message for Social Outcasts;
Laursen, Anneken Appel; The International Journal of the Inclusive Museum, Volume 6,
2014, p. 57-66
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A LITTLE PIECE OF THE ROUGH SIDE OF DENMARK
WAS PRESERVED FOR POSTERITY

As a result of Ulrik Szkobel’s initiative, Den Gamle By had a chance to show a snapshot
from 2012 of a side of Denmark that very few know about. After the exhibition closed,
all the pieces were carefully taken down, registered, and placed in storage. This means
that in future we can contribute to research and information about the less attractive
side of Denmark.

Here and now, we have reaped some good experience of showing contemporary life
in the museum. One important observation was how dialogue was created between peo-
ple when nobody expected it. It made an impression when elderly ladies went purpose-
fully to visit the homeless man’s dwelling to say “how do you do” to the young man, and
schoolchildren wanted to meet him and quote him directly in their school assignments.
A homeless man considered Den Gamle By was a suitable place to tell his story. That
makes us proud. The last time I met Ulrik Szkobel, he had gone further with his life, and
was still pleased that he had made a difference.
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AncrpakTt

FognHe 2006, Mictopujcko ceno Mapk 6alUTMHe Yo je y NapTHEPCTBO paju
NMoKpeTaHa HOBOI M MHOBATUBHOT MPojeKTa Ky/NTypHO OCeT/bUBOT TyMayera
jeBpejcke ncropuje n kyntype y 3anagHoj KaHaan. Vigeja ga ce y Mapky
6aLUTVHE NOAMIHE CMHArora Kao eKCrnoHaT noTekna je 13 JeBpejcke 3ajegHuLe
rpaga Kanrapuvja; oHa je nogcrakna Yapyxemne ,Mana cnHarora y npepujn” ga
NPUKYNY CpeacTBa, CNpoBeje UCTpaXnBake, 06HOBY jeHy CTapy CUHarory

1 pasBuje Nporpam y3 KoHcynTauumje ca Mapkom bawTrHe. Ceaam rognHa
KacHuje, Many cuHarory n jasbe, ca nyHo eHTy3njasma, TyMadn TM jeBpejckmx
BOAMYA 1 BOIOHTEPA, KOj Ha Taj HauMH MOMaxy Ja ce NoAWrHe CBecT, pasbujy
CTepeoTUnu 1 carpage Moctosu n3mehy kynTtypa. CToTuHe Xubaja /byan je
noceTnio 0BO MecTo. [NpojekaTt NpejcTaB/ba OA/1MyYaH NPUMep YK/byunBaka
JbYAN 13 061aCTV KyNType y CTBapake nporpama v npunosejarse Ha KynTypHoO
0CeT/bMB HaYVH.

Abstract

In 2006, Heritage Park Historical Village entered into a partnership to launch a
new and ground breaking project providing culturally sensitive interpretation of
Jewish history and culture in western Canada. The idea for a synagogue exhibit
was brought to Heritage Park by the Jewish Community of Calgary, which
created the Little Synagogue on the Prairie Project Society to raise the funds,
conduct the research, restore a historic synagogue, and develop programming
materials in consultation with Heritage Park. Seven years later, the “Little
Synagogue” continues to be interpreted by an enthusiastic team of Jewish staff
and volunteers and is helping to raise awareness, remove stereotypes and
build bridges between cultures with hundreds of thousands of visitors. Itis an
excellent example of involving people of the culture in developing and telling
their own story in a culturally sensitive way.




1

OBo je jegnHa nosHata poTorpaduja NHcTUTYTa
MoHTedurope, koju je Beh 610 HanyLITeH 1y BpeMe kaja
je cHuM/beHa. ®oTo: MokpajuHckn apxve AnbepTte

2

Mana cuHarora (MHcTtutyT MoHTedurope) y Mapky
6allUTVHe NpBY je objekaT Koju nocetTnoum Buge gonasehun
Ha 0BO 1cTopujcko mecto. PoTo: EneH Macep

3

JeaHa oA HajnonynapHUjux akTMBHOCTY y Manoj cuHaroru
KOja yK/byuyje noceTuoLie - HayuuTe Aa HanuiieTe CBoje
1Me Ha xebpejckom.doTo: EneH Macep

1

This picture is the only known image of the Montefiore
Institute, which was already abandoned and boarded up
at the time it was taken. Photo credit Provincial Archives
of Alberta

2

The Little Synagogue (Montefiore Institute) at Heritage
Park is the first building visitors see on their way to the
historical village. Photo credit: Ellen Gasser

3

One of the most popular hands-on activities at the Little
Synagogue is learning to write your name in Hebrew.
Photo credit: Ellen Gasser
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Mpunoseaare HLUXOBUM FFICOM -
[©AVMHCTBEHO NAPTHEPCTBO Y TYMAUEHY
[eBpejcke KynType u ucropmje

YBOA

Toaune 2006, yaaHOBHU Jespejcke sajeannne Kaarapuja 06paTI/IAI/I Cy ce ympasu
Apywrsa ITapk Gamrrune ca HACjOM Aa € y HCTOPHjCKH NIAPK YBPCTH HOBU CKCIIOHAT,
CHHArora, ca IJMAEM Ad Ce HCIIPHYa IIpUYa O MMUTpanuju Jepeja y samapny Kanaay,
a Aa Ou mpunosepadn Tpebaso aa Oyay jeBpejexm Tymadn. Buao je morpebno Tpu
TOAMHE NPHKYMAAHka CPEACTaBa, MAAHHpama M pasdBoja mporpama, 15 Meceru
HKAUBOT PaAd HA PeCTayparujy, a mocebHo Ha 0Aabupy U obyuu TyMada Ipe Hero
wro je Maaa cunarora, takobe mosnara u xao Mucruryr Monreduope, orBopena 3a
jasroct 2009. ropune y Hcropujckom ceay ITapx Gamrrune. Op Tapa, 0Ba Maaa xyTa
3TPajAa U HEBEPOBATHO je3rpo maaheHMX u TymMada BOAOHTEpa OCBajajy myOAHKY Ha AO
casa HeBul)CH HauMH, IIMPE pasyMeBame jeBPejcKe KyAType, Bepe u ucropuje Mchy
3aIOCACHMMA M MOCETHOLMMA M AQjy MPHUMEDP jEAUHCTBEHOT MOAEAA ITAPTHEPCTBA Ca
JeBpejckoM 3ajeAHHIIOM 32 IIPEACTABASARE KYATYPHO OCETAUBOT TYMAyeHa.

OCHOBHM NOAALMU

Hcropujcko ceso ITapk bamrTuHe HajBChI/I je mapk >xuBe ucropuje y Kanaau u apyru
no seanuunu y CesepHoj Amepunu. OH mpukasyje HCTOPHjy U HacesaBakbe 3alasHe
Kanaae oa ImIespeceTHX roAUHA ACBETHACCTOT AO CPEAUHE ABAAECETOT BEKA KPO3 YCTHPH
raaBHe obaactu — YrBpheme kommanuje Xaacon bej, Muchja n npso naceme (1860),
Haceme Ha ayTo-)eacsnmuxom noapydjy (1880), I'paa y npepuju us 1910. nu Mysej
racoBoaa (1930-1950).

3amaany Kanapy cy HaceAMAM AYAM M3 LIEAOT CBETa KOjH Cy ca cOOOM AOHEAU
MHOIITBO Pa3AMYMTHX je3uka, Bepa M Kyarypa. Ilocroje MHOrm excronaru y
Hcropujcxom ceay ITapx GaiTuHe KOjH IPEACTABMDA)Y bpuranne, cranoBHuke
ncroune Kamape mam umurpante us Cjeaumennx Apxasa y samapnoj Kamasn,
aau 6poj mpeAMeTa KOjU IIPCACTABbSA)y APYTe KYATYPE je MAaAH jep c¢ IPBOOHTHH
naad [lapka Huje cTBapHO 6aBHO PasHOBPCHUM KYATYPHMM MO3aMKOM KOjU Ce
pasBuo y sanmapHoj Kamapu. Toxom nporexkanx 20 rosmna, nparchm tpenaose
Yy APYTHM MYy3€jUMa W APYIITBEHUM HHCTUTYL[HjaMa U Ca ILUAEM AA IIOCTaHE
KyATypHO ocBemthenuju, ITapk je moueo TpaxuTn HauMHE AQ YKAyYH BULIEC KYATyPHE
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PASHOAMKOCTH y CBOjy NP4y, IPBO Kpo3 NpoMeHe y $oKycy Tymadema nocrojchux
€KCIIOHATa KOjU Cy HCTHUIIAAH CKAHAMHABCKE U GPaHITyCKO-KAHAACKE Be3e HAPOAA KOjH
cy kuBeAH y TOPITy 1 KHEKEBCKMM AOMOBHMA, 3aTUM [IOCTABKOM U3A0KOE KaTOAHYKE
MHcHje ca mpudaMa PPaHIYCKHX M KAHAACKMX MHCHOHApa M HUXOBUX IIOMArava,
a KaCHHje U KPO3 H3TPaAly KHMHECKE IEPUOHHUIIE M KUHECKOT Kadea y3 IpUYY O
KHHECKHM MMUIpaHTHMA. Beanku kopax je 610 u pasBoj abopHIIHHCKOr mporpama,
koju je 3ammoyer 2007. ropune, Kako 6u ce HCIIpUYaAa Ipuya o Yrosopy ceaam I psux
HapoAa, IHUXOBOj MCTOPHjH U KyATYpH; usrpalieH je Tumm warop, a 3a Tymadc Ha
AOKAIMjH Cy aHraXkoBaHU npumasuuny Ilpsux Hapoaa. OBaj mporpam je mpomupes
3aII0LIAABAEM METHCKUX TyMada KOjH Cy AOAAAM CBOj¢ ayTCHTUYHO Bubemwe npude
Meruca o yrephemy, mucuju u xyhu Aususnrcrona.

OrBapame Maae cunarore 2009. roAMHe U TyMadcme OA CTPaHE jEBPEjCKUX
PAAHMKA 1 BOAOHTEPA IIPEACTABAA JOIT jEAHY BEOMA 3HAYAjHY MHUIMJATHBY Y KYATYPHO
OCETAMBOM TyMadewy, 0 OOUMY CAMYHY abOPUIMHCKOM Hporpamy, a GpOKycHpaHy
Ha MPEACTABAAE UCTOPHjE jEBPEjCKE MMUTPAIMjE Y 3aMaAHO] Kanapu u Tymaueme
jeBpejcke KyaType u Bepe. OBaj pojeKar je €BOAYHPAO KO HEBEPOBATHO ITAPTHEPCTBO
ca JeBpejCKOM 32j€AHUIIOM Y KaAraijy, CTBapajyhn BEOMa jaKy CAHKY jeBPEjCKE KYATypE
y IMapky Gamruse 1 npy>Xuo YIACAHH IIPUMEP KaKO APYTH Myseju Mory capahusaru
ca KyATYpHHM 33ajeaHunama u wro Behom censuruBHOmhy npeacTaBuTH KyATYpHY

Pa3HOAHMKOCT.

oA UAEJE 0O NAPTHEPCTBA

Haeja aa ce cunarora usrpaau y Iapky motekaa je oa JeBpejcke 3ajeaHuIe, 10ceGHO 0A
jeaHe ocobe — Mpene Kapcenbaym, koja je mocraBuaa IuTame 3alUTO OBA 32jeAHUIIA,
HEHA UCTOPHUjA M KYATYpa HHCY npepcTaBseHu y Tlapky. Mpena je okynuaa u apyre
YAAHOBE JeBpejcKe 3ajeAHUIIE KOjU Cy NOAPXKAAU HAEY U 33jEAHO Cy ce O6paTI/IAI/I
ITapky Gamrrune. Ynpasa ITapka u yaanosu YipaBHOr 0AGOpa MOAPXKAAM CY HAG)Y,
aAd cy OMAM CBECHH A2 IIpeMeliTame HOBe 3rpaase v [lapk u passujame nporpama 3a
IIOAPIIKY jECTE CKYII U AYTOTPAjaH IMOAYXBAT 32 KOJH je HEOIIXOAHA IIOAPIIKA AOHATOPA.
MoaepHa ¢uckasHa peasHOCT Hatepaaa je Ilapk GalmTHHe A2 CTpaTelIKH HPUCTYIH
MTOHyAAMa MCTOPHjCKUX 3rpapa Koje he aopatu CBOjOj KOAEKIIUjH. I'lpe Hero mro ce
HCTOPHjcKH 00jeKaT peceAr AU ITOHOBO u3rpaau y ITapky, Mopa aa 6yae 06esbebero
(QUHAHCHPAIbE Y IOTIYHOCTH KAKO 01 Ce MOKPUAH TPOLIKOBH IIPECEACIbA, PECTaypaLyje
U pa3Boja Iporpama, Kao U U3paAa IPAaBUAHHKA 32 Paa 3aAykOuHe. Y BpeMe Kaaa ce
POAHAA HACja O OCTaBapatby cuHarore y Ilapk Gamrune, cama ycranosa je Beh Guaa
yCpeA BaKHOT U BEAUKOT IIPOjeKTa NIPOIIHPEHA Y BPEAHOCTH 04 65 MHAOHA AOAapa —
BpILCHA je PEKOHCTPYKIIMja YAASHOT IIpocTopa, Mysej racoBoaa je 61o npommpusas 3a
3 752 xBappaTHa MeTapa, Kao U NMPOAAJHU NPOCTOp Ha rpapckoM Tpry. Mako je naeja
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MPUMOBEAAHE HUXOBUM FNIACOM - USING THEIR VOICES - A UNIQUE
TBOYT PARTNERSHIP IN INTERPRETING JEWISH

JEBPEJCKE KYJITYPE M UCTOPUJE CULTURE AND HISTORY

61Aa OAAHMYHA, TPEHYTAaK 32 PEAAH3ALU]y MPOjeKTa CHHATOTE HUje 6o HaijChHI/IjI/I u
ynpasa [Tapka GamTuHe 1 YAaHOBH YIIPaBHOT 0OADOpPa HUCY MOTAM CaMH A2 IIPEAY3MY
jol jeAHY HOBY HHHLIHjaTHBY. bes 3HauajHUX AOHATOPCKHX CPEACTABA, OAHOCHO AYACTBA
3a MAAHHMPAKbE IOCAQ, TIPOJEKAT U3IPAAE CHHATOTE CE HUje MOTao IIOKPEHY TH.

Taxo je poheno Yapyxkeme ,Maaa cunarora y npepuju” (LSOTPPS), noso
HenpoQUTHO, AOOPOTBOPHO yApYXewe koje he mocrarm mapraep Apymrsa ITapk
Gamrune. CadnmbeH je 1 pOPMAAHH CIIOPasyM O NMAPTHEPCTBY M YApyxemwe ,Maaa
cuHarora® cc o6aBesaso Aa he NpuKynuMTH cpeacTBa 3a NOCTaBAAEmEC OBOI HOBOT
excrionara. Ilopea Tora, caoxumam cy ce Aa YApyXeme KOOPAHHHMpPA IPUIPEMOM
usAoKbe, CIpoBeAe HCTPAXKMBAbA HA TEMy HCTOPUjE jeBPEjCKOr HACeAHABAba HA
npocropy samapte Kanaae, npunpemu o6pasosHe nporpame u notpeGHe pecypee 3a
Aoxauyjy, npyxu nomoh ocobwy ITapka Gamrrune y oaabupy, o6ynu u MeHTOpPCTBY
3aIIOCACHUX U BOAOHTCPA — YAAHOBA JeBPEjCKe 33jCAHHULIC KOjU Nie paAnTH Kao TymadH,
Ka0 ¥ A2 OLIEHH YCIIEIUIHOCT IIPOrpaMa y IpBOj FOAUHH.

MAC JEBPEJA U PA3BOJ NMPOrPAMA

ITopea obesbehuBama cpeacTaBa 1 pyACTBa MOTPEOHHX 32 peaAH3aLyjy IIPOjEKTa,
IAPTHEPCTBO ca YAPYKemeM ,Maaa cunarora® tpebaso je aa 06esbean, oa camor
IOYETKA, AA TAAC JeBPEjcKe 3ajeAHHULIC IPEABOAU U OYAC Y LIGHTPY cTBapama usaoxbe
U BCHOI TyMaucma. YAPyXeme ,Maaa cunarora y npepuju” ocrosaso je Oabop 3a
TyMaueme KOjH j€ YKAy4HO MET AKTHBHHUX MPUITAAHHKA JeBpejCKe 3aj€AHUIIE, U3Y3ETHUX
KOMIICTCHIIMja ¥ O0AACTHMA jaBHOr 00Opa3soBama, jCBPCjCKE HCTOPHjC U KYATYpC.
IMpeaceanuk Oabopa, Tpyau Kosan, Ao0xTop nmpaBHuX Hayka, 6O je BcoMa IOLITOBAH
My3€jCKH CTPY4HaK ca BUILETOAULIIM HCKYCTBOM — OHO je yIpaBHUK Myseja, KyCToC,
PAAMO Ha TYMaderby U OCTaBsatby u3A0k6u. Oabop je aHraxkoao ocoby 3a maanupare
TyMadyera U U3PaAy IIAAHA YHyTpalmer ypehema, kao 1 BOAOHTepe KOjU €y CIpOBEAU
HCTPAKUBAE 32 PENAMKAIIM]Y PA3AUYHTHX PUTYAAHHX IPEAMETA U TEKCTHUAA; OHH CY
paanau ca Opbopom u Ha cTBapamy nporpaMckux eaemenra. OBa ocoba je Takohe 6uaa
NPUITAAHHK JeBpejcke 3ajeAHHMIE, LITO je 06e36eans0 3HAYajHY IIPEAHOCT 32 IIPOjeKar.
Y cBaku acrekT naaHupama oBe u3Aok6Oe, yaanoBu Opbopa cy yHeAH raac jeBpejckor
HapOAA KAO U IbHXOB IIOIACA Ha KYATYPY U Bepy. To Huje 6no nmoxymaj xpumhana nan
bpuranaria poa rymade jEBPEjCKY IEPCIIEKTUBY, seh cy CaMI/IJCBpCjI/I, U3 CBOj€ IEPCIIEKTBE,
TPR)KUAH HAYMHE A PAasyMAUBO IPEACTABE CBOjy KYATYPY YIAQBHOM HEjEBPEjCKOj
ny6anmm.

Ocobme IMapka Gamrune 61a0 je mocseheno u 6aucko capahusaso ca Yapyxemem
TOKOM LIeAOT IIPOLieca KaKo OU ce OCHIYPaA0 Aa BbUXOBH HAIIOPH 32A0BOASBAjy ITOTpebe
[Tapxa — obesbehenn cy xycrocku pecypeu (mocrojehu apredaktu, ncrpaxusame
II0AATAKa) U YCIIOCTABACHO YIIPABAABLE U OAPXKABathe HOBE 3IPAAC HAKOH IUTO j¢ OHA
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nocraBseHa y [Tapk Gamrune. 3amocaenn Ha Oacexy 3a Tymademe [Tapka 6amtnne
PEAOBHO Cy ce cacTajaau ca peaceaAHrKoM Opbopa 1 0cOO0M 3aAy)KEHOM 3a ITAAHHPathe
Kako 61 pasMeHHAN HHPOPMALHje O IPOTPAMCKUM ITAAHOBHUMA U PasBHAM CTPATETH)y
3a 3aMOLI,ABaIbE, UCTIAAHUPAAK O0YKyY 32 3aIIOCACHE U BOAOHTEPE, ACPUHICAAN HAYHH
obravema 1 YTBPAUAH CTPATErHje 32 MCHTOPCTBO TOKOM papHe cesoHe. PasBujen je
BeOMa IIO3UTHBAH NMOCAOBHU OpHOC m3Mehy Oaceka 3a Tymademe ITapka 6amruse u
Oabopa 3a Tymadewe Yapyxewa ,Maaa cuHarora® TOKOM cTBapara IIpOrpaMa HOBeE
U3A0XKOE; YIIPaBO Taj OAHOC je M3TPAAMO jaKy OCHOBY 3a CapaAkby KOja je HaCTaBs»EHA
TOKOM CBHX TOAMHA OA Kaaa je Maaa cunarora otBopena. Pap ca Opbopom Mane
cHHArore IoMorao je samocacanma y Ilapxy GamrTrHe AQ PasBHjy CBOjy CBECT, 3HAKE U
YBa)KaBaK-€ jEBPEjCKE KYATYPE H BEPE, IITO j€ AdE OMOI‘th/IAO H3IPAARLY jader OAHOCA
€a 3aII0CACHHMA M BOAOHTEPHMA jE€BPEjCKOT MOPEKAA U AOBEAO AO KYATYPHO OCET/AUBOT
IPUCTYIIA Y PaAy Ca BBHMa U JeBPEjCKOM BEPCKOM 33jEAHHIIOM.

YKJbYYUBAHE JEBPEJCKE 3AJEOHULLE

Cnopasym o mapraepcrsy ca Ilapkom Gamrmae mpenumsupao je Aa usrpaama nehe
HOYCTH CBE AOK YAPyKetbe ,Maaa cunarora y npepuju” He npuxynu sehuny norpe6nux
cpeacTaBa Kako Ou ce oTmodeao ca peasnsanpmjom. Mako cy mpeaceanuna Mpena
Kapcenbaym n ocrasn uaanosu Yapyxemwa 6uau oaymesmenu, Tpyau Kosan (Kosan,
T, 2015, crp. 40)" Geacxxu cacache: ,OaroBop Jepejcke 3ajeaHMLe HHje 0AABAO
Beanko ysbyheme, Huje yax 6uo Hu nosuTusan, 6apem y npso Bpeme. OBaj mpojexar
je HMPEeACTaBAA0 BEAMKH PH3MK HA BHIIE HHBOA. JeBPEjCKO APYLITBO HCTOpPHYApa
jyxkue Aabepre cmarpaao je aa he npojexar npesasuhn muxose orpanudcHe pecypcee
U YAASHUTH APYIITBO OA HCTPaXKHBakha, apXHBa U H3AABAYKE AesaTHOCTH. Ampepu
3ajeAHHLIe U HEKUX OpraHHusalidja OUAN Cy 3a0pUHYTH A2 OM NPHKYNAAkbEe CPEACTaBA
YTHL[aAO Ha TeKyhe Harope Aa ce IIOAPIKE dYAU Y HeBOAH, GoaecHY U crap. [TojeanHrn
U OpPraHHU3alUje Cy OKAEBAAH, HEKHU Cy YaK 6uAu y CTpaxy. JeBpejcka HCTOPHja MPUIIOBEAA
Aa Tpeba KMBETH CBOj KHBOT (€3 MHOTO IIpHYe O BEPU M KYATYPH. AKO CTe IIpeBHLIC
BHAMSUBHU, MOXeETE IOCTATH MeTa. To 1ITO cTe JeBpejuH je Balla mpuBaTHA CTBAp'.
Enrysujasam u nocsechenocr uaanosa Yapyxema je 610 3apasaH — BHUXOBO]j IPyIu
Cy Takohe mpumasasu ¥ BeoMa TAACHTOBaHH NPOPECHOHAALU U3 0DAACTH eAyKALHje U
MeAHja KOjU CY KPEeHPaAH BEOMA YCIIEIIHY KaMIIakby 32 IPUKYILAakhe CpeacTaBa. Apxasn
Cy NpeAaBama U IPE3CHTALUje IIMPOM JeBPEjcKe 3ajeAHMIE, KOPUCTHAM PA3AUYHUTE
APYLITBEHE U padyHapcKe MpeXe A IpUKaxy npojexar y Kaarapujy, jyxxaoj Aabepru
u Kanaan, a Heke Bectu cy npoumnpuau ce A0 Mapaeaa. Cpeacrtsa cy yopso moueaa
Aa TIPHCTIKY, a JeBpejcka 3ajeAHHIA je G1Aa 0baBelTaBaHA O HANIPETKY Ha IPOjeKTy

1 Cowan, Trudy, 2015, Whose Voice?: Interpreting with Cultural Sensitivity. Page 38-
44 in Innovators & Entrepreneurs, ALHFAM 2014 - Calgary, Alberta, Proceedings of
the 2014 Conference and Annual Meeting, Heritage Park Historical Village, Calgary,
Alberta June 21-25, 2014. Editor J.L. Anderson. The Association for Living History,
Farm and Agricultural Museums, North Bloomfield, Ohio, Volume XXXVII, 2015.
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TOKOM YHTABOI IPOIeCa IPHUKYIoaEka CPEACTABA, MCTPAKUBAKA U PecTaypaiuje.
Occhaj nonoca je samenno crpax n oxacsamwe 1 Oab0p je ycreo aa 06e3bean BUCOK
HUBO IIOAPIIKE 32j€AHUIIE U YAATAHE Y ITPOjEKaT.

Y mouerky ce mucanao aa he Maaa cunarora y npepuju 6uru nsrpabena xao
PEIANKA jeAHE OA OHMX KOje Cy HeKapa ImocTojase y 20 jeBpejcKUX MOAOIPHBPEAHHX
KOAOHHja KOje Cy ce mojaBuac y samaanoj Kanmapu msmehy 1882, m 1920. ropune.
[Taxxwuso ucTpakuBame, y3 Maso cpehe, pesyatupaso je ysbyamusum orxpuhem
Ad je jeAHa OA CTBAPHUX HCTOPHjCKHMX CHHATOra jou yBek mocrtojasa. Mucruryr
MonTeduope 1mocepA0Bao je MaAy IpEpUjcKy CHHArOry koja je usrpabeHa op crpase
AOCeseHHKa U3 KoAoHHje MoHTedrope y HCTOUHO] Anbeprr 1916, a Hanymrrena 1927.
TOAMHE KaAQ Cy AOCCACHUL U3 pernoHa (JeBpeju M OCTaAM) HAIlyCTHAH CBOje dpapme
300r CyILe ¥ AOLIET 3eMAHIITA. 3TPAAA CC HAAA3UAR Y IIPEPH)H AYTH HU3 TOAUHA; KPATKO
BpeMe je KopumheHa K20 JKUTHHLA IIPe HETO WITO je KOHAYHO IIPOAATA M IIPECCHCHA Y
Xany. OBac je peHOBupaHa 1 peTBOpeHa y Kyhy y k0joj je mopoanua ®ano roannama
xuBeaa. Kaksa cpeha je To 6uaa kapa je jeaan 0 1aaHoBa YApyskera OTKpHO Aa je kyha
Ha 11poaajy! Mako je yHyTpammoct 6uaa H3MerbeHa, a 3SMAOBH IIPECKPUBCHU TUIICAHUM
MAATEPOM, TECTUPALLE je OTKPHUAO A je 3rpasa OHAa UBPCTE CTPYKTYPE, a HCIIOA MAATEPA
CY U Aame TOCTOjaAH 3MAOBM HAIPaBACHU OA OPUTMHAAHOT MATEpPHjaAd, jOII YBEK
HCTAaKHYTH, AAKAC, BPEACAO jy je obHoBuTH. TO je 6nao sancra HeBeposatHo orkpuhe!

IToa Bobcrsom Tpyau Kosan u Aopre CuMIICOH, apXHTEKTE 3a pecTaypauyjy, U y3
$uHAHCH]CKY TOAPIIKY YAPY>KEHa, 3TPaAa je MpeMelTeHa u3 XaHe Ha AOKAIIU]y HCTOYHO
oa Kaarapuja rae je ypaben Beanku mocao ykaamama yHyTPALIBHX 3HAOBA, CKHAAEL
MaATEpPA ¥ APYTHX TPEKPHBKH, CAOj IO CAOj, CBE AOK CE HUj€ AOIIAO AO OPUTHHAAHE ADBEHE
koHcTpykimje. Kaaa je pap Ha criosarmmeM H3rACAy STPAaAC y BEAHKOj MEPH 3aBPIICH
(ykmydyjyhu u momymasame cBakor OoTBopa OA €Kcepa), YHYTPAIIEBOCT MOIPHMHAR
HNPBOOUTHH MSIACA, IIPO30OPH OOHOBACHH U KaAd je cBe OHAO AOBOAHO CTaOHAHO U
crpeMHO 32 HHHU pas Ha eHTepHjepy, OHAO je BpeMe Aa ce Maaa cuHarora npemectu y [Tapk
Gamrruae. Yaanosu Yapykema ,Maaa cunarora® cy 6uau Toanko nocsehenu u Toanko
ys6ybhenu aa je kommnaeran Oabop ocrao Gyaan neae Hohu kako 61 jeAHO] KOMITAHU)U 3a
ceAnaQe OMOTAH y OPraHM30Basy IyToBama y Kaarapu; y paHuM jyrapmum catuma um
ce mpuAPY)HAO 0cobme TTapka GamrnHe Kaaa je 3rpajad CaBPLICHO CKAM3HYAQ HA CBOjC
HOBO MecTo. bro je To aan Tpujym¢a! TokoM suMe, y 3aTBOPCHOM U TOIIAOM IIPOCTOPY,
HACTAB/A>CHU CY PECTAYPATOPCKH PAAOBH HA YHYTPAILEOCTH.

JeBpejcka sajepHuIa pepoBHO je Guaa obaBelTaBaHA O HAIPETKY PAAOBa, AAH U
O HHTEpeCaHTHUM OTKpuhMMa AO KOJUX Ce AOAA3HAO, IIyTCM PECAOBHHX HOBHHCKHX
YAAHAKA M PA3TOBOPA KOje CY BOAUAU IIPHITAAHIIU YAPYKerba ,,Maaa cuHaroray pepuju’.
O6asesa 1aanosa Opbopa sa undpopmucame Yapysrema Ouaa je o2 nuHPopMuLLy JeBpejcKy
3ajeAHHIly KaKo OM ASYAH OMAM MOTHBHCaHH A2 OyAy A€O OCTBapera OBOI IIPOjeKTa U
KaKo OU AOHHPAAH CBOje BpeMe, TAACHTE U IIPEAMETE AQ CE YIIOTIYHU H3A0xk6a. MckycHn
JEBPEJCKHM CTOAAD OABOJUO j€ CBOje BPEME AA HANPABU KAyIE U O6umax (I/ISAI/II‘HYTa
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naardpopma ca Koje ce auta Topa); paauo je pyuHo kopuctehu TpasuLMOHaAHE TEXHUKE,
a IIpeAMCTH Cy uspal)cHu 0A ApBETa — BEAHKO CTabAO CMPEKE j¢ IOCCICHO U OCYLICHO
HCKAYYHBO papn oBe HameHe. EcHad Pamon, jeBpejcko yapysxeme kpojada, o6esbeano
je OCTeAUHY U TEKCTHA, Ka0 U py4HO pabyeHe mpeamere sa onpemanse eHrepujepa. Kaxo
Cy Ce IIMPHAE BECTH O IIPOjEKTY, IIPHUCTU3AAE CY CTBAPH U3 APYTHX 6uBIINX jeBpejCKHX
HOASONPUBPEAHNX KOAOHH]A KOj€ Cy HHXOBH ITOTOMLM CadyBaAH — KoBder 3a Topy us
xoaonuje Conebepr, xosuer 3a Topy ns Mauunrto6e, pororpaduja nopoaune bepxosuy
Ha BUx0BOj gapmu y MouTeduopy u jeana kmura (jeAuHa A0 casa mponahena) ca
IIEC4aTOM KOjH AOKasyje Aa IOTHYe U3 IpBe 6ubanoTeke Koja je caapkasa mpexo 1 000
KibUra, a buaa je emewrena y Mucruryry Monreduope.

Kapa je srpapa KoHaYHO M 3BaHHYHO OTBOpEHA 3a jaBHOCT y jyHy 2009. roaume,
JeBpejcka 3ajeannia je moppxkasa aorahaj com crarom, ca mpexo 2 000 syau (ckopo
Y4 jeBpejcke momyaanuje y KaArapI/ij), yKAny‘{yjth/I U IIOTOMKE IIPBHX KOAOHHUCTA KOjH
cy aoman us aascke Kaanopnuje aa npucycrsyjy aorahajy. Csaxo ko je 6uo Ty TOr
AaHa, 610 JeBpejUH MAM He, OHO je INpErAaBACH eMoLMjaMa 300r U3AMBA PAAOCTH U
ITOHOCA MPUMAAHHKA ]eBpejCKe 3ajeAHHIIE KOje je y ’UMa U3a3BaAa Maaa cunarora. To
je 6uo HEBEPOBATAH AAH U / TOAUHA KACHH)E, SYAH KOJH CY 6uAU TAMO jOI YBEK ITAMTE H

IPUYajy O TOME KaAa AODy Aa mocere u3A0K0Y.

HE3AMEHUBA YJIOTA CABETHUKA MAJIE CUHATOTE

Haxo je MHOTO eHepruje NOTPOIIEHO 32 PEAAH3ALIUjy IPOjeKTa obHaBmamba U OTBapama
Maae cunarore, nocao Huje 610 Hu 6ansy xpaja. ITouerak pasa je saxreBao Apyradmjy
BPCTy Halopa KOju je OHO IOAjCAHAKO BakaH 3a ycrex msaoxbe. Ilapx Gamrume je
TpebaA0 Aa IIPey3Me OATOBOPHOCT 32 PaA CHHATOTE HAKOH ILTO je OHAa OTBOPEHA, aAU A2 01
Ce IIPOrpaM O jeBPEjCKOj HCTOPH)H, BEPU U KYATYPH IIPEACTABUO HA YBEPASUB HAYUH, OHAU
Cy IOTpeOHU AYAH KOjU UMAjy 3HAEE O ToMe. JanocacHu y [Tapky Gamruse Hayuunau cy
MHOTO KPO3 paA ca YAPYIKCIEM, AU TO j¢ 61O CaMO MAAH ACO OHOI'A IITO je TPebHaAO SHATH.

Aa 6u ce omoryhuo oBaj mpeaas, us cpeacraBa IpUKYIACHUX 0 YApykema ,Maaa
cuHarora y npepI/IjI/I“ H3ABOjCH j€ ACO 32 AaHTAKOBAKE ABEJY jEBPEjCKUX CAaBETHHUIA Ha
nporpamy — Tpyau Kosan, npeacearnuy Oabopa 3a Tymadewe Yapyxewa u CaHapy
Mopron Bajsmen, caBeTHHIy 3a NMAQHMpPame TyMaueHa, KOje Cy OCTaA€ yKAy4CHE Y
HpOjeKaT U IIOMOIAC 3arocacHuMa y [Tapky GainrrHe TOKOM IpBe FOAUHE IIOCAOBAMHA.
OrBapame cuHarore u Ipuya O jeBPEjCKUM KOAOHHMjaMa Ha ¢papMama y MPEepHju Cy ce
3HATHO Pa3sAMKOBAAH OA OTBapama 61ao koje Apyre nzaoxbe y ITapky. ITaanupasu cmo
A 3a[IOCAMMO jeBPEjCKe TyMade U BOAOHTEpE KOjH OU MOHYAUAM [IPHYE 32 OBY U3AOXKOY
jep meby craano sanocacHnM ocobmem Tapka, saay>keHHM 32 KOOPAMHALU)Y IPOrpamMa
oBe u3A0xbe, HHje 6uA0 ]eBpeja. He camo aa je TpeGaAo U3YYUTH HOBO IOADYYje
ucropuje, Beh 1 NOTIYHO HOBY KYATYpY UCIyH:¢HY CAOKeHUM obndajuma. [Tpuctusasa



215

EAEH M.TACEP ELLEN M. GASSER

MPUMOBEAAHE HUXOBUM FNIACOM - USING THEIR VOICES - A UNIQUE
TBOYT PARTNERSHIP IN INTERPRETING JEWISH

JEBPEJCKE KYJITYPE M UCTOPUJE CULTURE AND HISTORY

Cy IIUTaba U3 OACHCIHA IIPOARjE, MAPKETHHIA, OACCKA 32 OpraHu3anyjy noceOuux porabaja
M HACTABHOT 0€06A52 0 HOBOj H3A0KOH U KaKO ce OHA MOXe KOPHCTHTH, KOja ce IIPaBHAa
HAM OTpaHHYEHa HPHMEYjy U KOje aKTHBHOCTH CE MOTY PEaAM30BATH IIPUAMKOM
U3HAjMAMBAIbA IIPOCTOPA LIKOAAMA, AHEBHMM KaMIIOBUMA HAHU 3a mocebHe porabaje.
Haue caBetHu1Ie Cy y MApTY OApIKAAC ITOCEOAH CACTAHAK €2 CTAAHO 3AII0CACHHMA KAKO 01
U3ALIAC Y CYCPEeT BUXOBUM IOTpebama. AaT je Iperae jeBpejcKux o6nqaja, Tpapunyje u
ucropuje, 0bjalIibeHO 3HaYEHE Kollepa, ucnprdana ncropuja Mucruryra Monreduope
1 $papMepCKUX KOAOHHM]a, K20 U Ipolec 06HOBe; Takohe usBpiucH je obuaasax srpase
U YIPHAMYCHA CeCHja UTara U oaroBopa. OBaj cacTaHak je OHO KnyYHH 32 CTBapaibe
HHTepecoBatba KoA 0cobma ITapka u 3a 10 Aa ce onu occhajy npujatHo Ha 0BOM Mecry,
Ka0 U AQ Pa3BHjy Pa3yMEBaK-€E 32 JEBPEjCKY KYATYPY.

ABe KOHCyATaHTKMIC €y OHMAC HCONXOAHE M y wmupeny uHbopmanuja Mmehy
NPUNAAHULMMA JeBPCjCKE 3ajCAHMLIC IPEKO AOKAAHUX jEBPCjCKHX HOBHMHA, OHaTCHA
¥ CajTOBa, KO U y IPCHOIICHY MHPOPMALMja yCMCHUM IyTeM Y Besu ca naahenum
U BOAOHTEPCKHM papoM y Maaoj cunarorn. OHe cy papuae u ca Eaen Tacep,
KOOPAMHATOPKOM ITPOrpaMa 3a OCETHOLIE; IPUCYCTBOBAAE CY HHTEPBjYUMA IPHUAUKOM
0AabMpa KAHAHMAATA 32 [OCA0 IAC Cy IIOMArase Ad C¢ YTBPAM KOAHMKO AODOpPO OHU
II03HAjy jeBPEjCKY KYATYPY U PEAMTH]Yy H YECTO IPEIIO3HABAAEC HEMATEPHjAAHE BE3€E €A
3ajcAHMLIOM 4MMc Ou mojeannu KaHaupartu oboratuau nsaox6y. One cy capahusaae
Ha TAQHHpaky Iporpama o0yKe U IMOMOTAE Ad ce OAPXKe moceOHe 00yke 0 MCTOpHjU
Mucruryra MonTeduope u o JEBPEjCKOj PEAUTHjU U KYATYPH, KAO U Ad CE OPTaHU3Yje
MEHTOPCTBO 0c00/pa HAKOH OTBapama H3A0kbe. buae ¢y y cramy Aa ocTaHy Ha 0BOM
MECTY OA CAT BPEMCHA AO, IIOHEKAA, II0AA AaHA 6¢3 mpekuaa, npososchu kBasuTeTHO
BpEME Ca CBAKHM TYMaUCM U BOAOHTCPOM IIOHA0COO M A2 ACTAAHO OArOBapajy Ha
IUTakba NPUCYTHUX MOCETHAALA U ocobma o jeBpejckoj kyarypu u mcropuju. OBa
nocschena naxma OuAa je 0 HENPOLCHUBE BPCAHOCTH y PCIUaBary HOBOHACTAAC
notpebe mporpama U crelu$pUIHUX UCTOPUJCKUX U KYATYPHHUX IIHTAba U3BaH OHOTA
LITO CMO OYEKUBAAH, IUTO je 06e36eAnAa0 AyOmrH YBHA Y OHO WITO Bohe u3aoxKOe nan
KOOPAMHATOP IPOrpama 3a OAHOCE ca jaHouthy, BUXOBO 0cobse U BOAOHTEpH He 6u
MOTAH A2 IIOCTHTHY HCTOBpeMeHO Boachn jom 27 aoxanuja 3a xoje je 6uao norpebao
tymauene. Ipyan Kosan je taxole momoraa oxo mmaor mporpamcke macje Kojy je
pasuo Oabop 3a oOpasoarme Yapyxera ,Maaa cuHarora’, a 06e KOHCYATAHTKHIbE CY
o6esbearae BpeaHe Bese ca JeBPejcKOM 3ajeAHULIOM Koje Cy OHAe OA BUTAAHOT 3Havaja
y usrpaamu kpepubuantera Ilporpama cunarore u Ilapka Gamruae. YenmocraBmeH
je xBasurerad MelycobHu mocaoBHn oaHOC usMmely mporpamckor kKoopAuHaTOpa 3a
OAHOCE Cca jaBHomhy U ABE€ CAaBETHMIIE KOJH je U AAHAC BEOMA KOPHCTaH.

ITpBo6uTHO cMO cMaTpasu A2 je yueimhe caBeTHHKa HANM KOHCYATAaHTa U3 JeBpejcKe
sajeanuue y [Tporpamy cunarore 61A0 MOTPeOHO caMO FOAMHY AaHa, aAd MOTpeba 3a
OBUM pasHHM MCCTOM HHjE IIPecTasa HaKOH IIpBe cc3oHe u Ouam cMo cpehuu kapa
je Tpyan KoBan ocrasa sa BOAOHTHpA Y TOj yrosu u HapepHe ropuHe. Oa Tapa je
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MO3HIMja KOHCYATAHTA IIOCTAAA CACTABHU A0 ropuiusr 6ynera [Tporpama u HactaBma
Aa Oyae BakaH A€O MOAPIIKE 32 AASU Pas3BOj KYATYPHO OCETAHBOT Tymadera Maae
cuHarore. Aa OH 3aIIOCAHAN KBAAHTETHE AYAC, OHAO je IOTPEOHO AQ YIACAAH dAAH
JeBpejcxe sajeaHnue craaHO MMpH Ipudy 0 MOryhHOCTHMA aHraKOBarba, Ad OAPXKABA
uHTepecosae u 06esbelyyje moapuiky sa usaoxOy u Ilapk 6amrune yayrap 3ajeanune.
Besa ca JeBpejckom sajeaHnIIoM, Takohe, momaske koa AoBolema cTpyumaxa us obaactu
KYAType Koju Boae mocebHe obyke mam nporpame 3a nmybauxy. Ha npumep, xaaa je
jeAHA OA AOKAAHHX CHHATOra U3pasraa HOBY Topy u aoBeaa nucapa Tope us Fbyjopka
y Kaarapy, Hala KOHCYATAHTKMIbA je OPIAHM30BAAA AA Taj IIUCAP NIPEACTABH I10cebaH
nporpam y Maaoj cunaroru o Tome Kaxo je Topa pahena u xoje Bemrure cy morpebre sa
nucapa Tope. Taxohe, jEAQH OA HAIIMX jeBPEjCKHUX TyMada IIPEAAOXKUO AQ OPTAHU3YjEMO
nocebHO Bede y OKBUpY Kora 6u 6uo usseacH nporpam ,Pectusas cBetaocTu’, sa xoju
6u ce moce6HO HanaahuBaae yaasHuue, a KOju 61 yKay4n0 IypMaHCKU 0OpOK, IpHYabe
Ipuya y3 KAe3Mep MYSHKY U KOjU OM TOBOPHO O TOME KaKO M 3aIUTO CE [POCAABAA
Xanyka. Hama xoHcyarantkuma je momoraa aa ce Mchy npunasxuuuma Jespejcke
3ajEAHMIIE U3IPAAU TTOBEPEHE O KYATYPHO] CBPCHCXOAHOCTH OBaKBOI IIPOrpaMa Koju
uyau ITapk GarrTHHe K20 HejeBPEjCKa OPTaHU3ALIU]a, IITO j€ PESYATHPAAO AQ Ta YAAHOBU
3ajeAHHLIC TTIOAPXKE U yUeCTBY)y y Bemy. Hama caBerHnna u aame o0ydasa ocobme u
IPEACTaBA>A BAXKAH PECYPC OATOBOpA HA ITHTamba M3 00AACTH KYATYpe HAH Bepe Koja
ce jaBmajy, a 3a KOje HEMaMO MaTepHjaAHE AOKA3€ HA HAIIOj AOKAIIMjH; Takole, paau
Ha Pa3BOjy HOBHMX KYATYPHUX H BEPCKHX IPOTpaMa M aKTHBHOCTH KOje Ce OABHjajy Y
cunaroru. OHa CaBeTyje O BAXHUM AEIIaBamUMa Y ]eBpejCKoj 3ajeAHHIIM M TaKO HaM
noMaxe A2 H30erHeMo rpeuke y naaHupamy Aaryma obyke u obesbelyje Hose nssope
yuera 32 0cobme KOje je aHTKOBAHO Y CHHATOTH.

Yapyxeme ,Maaa cunarora y npepuju’, akTHBHO IIpBE ABE TOAUHE HAKOH OTBapaba
H3A0K0€, HACTABHAO j€ M AAdE AQ IIPUKYILbA CPEACTBA U IIPY)Ka CABETOAABHY IOAPILKY
ITapky. Yapyxeme ce pachopmupanso 2012. roamHe, Kapa ce TPaHCPOPMHUCAAO Y
CaBeToAQBHM KOMUTET CHHATOre KOjH ce cacTaje ca ynpasoM [lapka bamtune jeaHOM
HAHU ABA IyTa TOAMIIIBbE U AOCTYIAH je 1o notpebu. Merpaxusama 1 eBUACHIUjA U3
pasa YApyXema Cy AaTa Ha dyBame APYIITBY jeBPEjCKHX HCTOpPHYAPA TAC OCTajy Ha
pacmoaaramy I'Tapxy faITHHE, Kao U JeBpejckoj 3ajeannm.

OCOBJbE MAJIE CUHATOTE

ITpuBraueme myAn Koju 6u PAAMAM Y CHHATOTH H 6uan naahenn 3a To IPEACTaBSA
noceOaH 132308 — 6UpaMo 0cobe U3 peAATHBHO MaAe JeBpejCKe 3ajEAHMIIEC 32 CE30HCKH
II0Ca0 Y3 CE30HCKY 3apaAy; OyLleT HaM A03BOAABA CAMO jeAHY NO3ULIHUJY ca IMyHHUM
PaAHMM BPEMEHOM U JEAHO PAAHO MECTO naaheno sa paa ABa aana HeaemHo. [Tpesnute
j€ HAIlOPHO AQ jeAHA ocoba papgu 5 AaHa y HeaesU 300T BEAHKE TY>KBE U IPEBEANKOT
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6poja moHaBavarba aKko 61 e PAAMAO TOKOM YUTABE CE30HE. 3aKAYIHAH CMO A2 j¢ Hajbose
aHra>koBaTH 3 MAHM 4 ocobe 3a 0Ba pasHa MecCTa Kako OucMo o6esbeanan Moryhaoct
3aMEHE aKO je HEKO CIPEYEH, AAU U Pa3HOBPCHOCT Y CTUAOBHMA TYMau€lha U 3HAHA.
Ocobme KOj€ aHTa)KyjeMO XOHOPapHO OCTaje IO HEKOAMKO TOAMHA jep CY TH AYAU
Hajucmthe nensuonepu. CTYACHTH OBAC IIPOBOAC CC30HY HAH ABE HAKOH YCTA OAAA3C
u rpaae concraeHe Kapujepe. OHE 0OMYHO pase IIYHO pasHO BpeMe AcTu yxusajyhu y
PA3HOAMKOCTH — HEKOAUKO AQHA IIPOBEAY Y CUHATOTH, & OCTAAUM AAHHMA Cy Ha APYTHUM
usAox0ama.

36or cBor moaoxaja, Ha raaBHoM IyTy Ka McropujckoM ceay, Maaa cunarora
j€ JEAAH OA EKCIIOHATA Ca HajBUILE TyMayelha M BEOMA je TEHIKO AA CaMO jepAHa ocoba
ympassa BeAnkuM OpojeM mocermaana. TymMaunm BOAOHTEPH Cy OHAM KAYYHH OA
CaMoT MOYeTKa U Y HajBeheM 6pojy CAy4ajeBa, THM OA jEAHOT naahenor TyMada 4 ABa
BOAOHTEPA PAAH 32j€AHO. AHIKOBAHE BOAOHTEPA UMA AOAATHY MPEAHOCT — YKAYUY)Y
ce BeoMa 00pa3oBaHU YAQHOBH JeBPEjCKe 3ajEAHMIIE KOJH UMajy CTAAHO 3aIIOCACHE HAH
Cy IICH3HOHHCAHH H KOJH He JKeAe, HAH UM HUje oTpebHa naahena nosuuuja. Fbuxoso
AyOHHCKO IIO3HABaEC MATCPUje AONPHHEAO j€ A TyMadCHhe HA AOKALMjU IIOCTAHE
U3y3eTHO GOraTo, a MHOIU OA BUX Cy IIOCTAAU HE3AMCIHBH MCHTOPH Haler 0cobma
u maahux Borontepa. Yaanosu Komurera 3a rymaueme ,Maae cunarore y npepuju’
cy cTBopuAn 623y IIPBUX BOAOHTEPA, 0A KOjux je BehnHa octasa akruBHa 1 7 roanHa
KACHHU]j€; OHU CY U AAMb€ JEAHH OA HajBATPEHUjHX 3aOBOPHHUKA U3AOXKOE.

Csaxke ropuHe, 3axBasyjyhu Hamopuma KOHCYATaHTa HauICI HPOrpaMa CHHAIOIE
u CaBeTOAaBHOT KOMUTETA, AOOUjaMO HOBE BOAOHTEPE U3 JeBpEjcKe 3ajeAHHIIC; TOME
AOIIPUHOCH U pacTyha cBecT 0 0BOj jeAMHCTBEHO] OCTABLM KA0 U IIO3UTUBHA HCKYCTBA
MHOTHX KOjU Cy AOOPOBOSHO GHAM aHTaxoBaHU 0BAc. CBaKako je n3as3os 06esbeantu
AOBO&AH OPOj BOAOHTEpA 32 CBAKU AQH Y CEAMHULIU jep CE OA BUX TPAXKHU Ad CE ITOCBETE
HAjMame jeAHOM HEACHHO TOKOM I[EAC CE30HE, AA NPHCYCTBYjy HPOrpaMUMa ACTA/mHE
o6yke y npoache u Aa Hoce ucropujcke kocTuMe, a Hek ce He occhajy npujarHo Aa pase
y wuma. Kapa jeAHOM IOCTaHy ACO THMA, OBU AYAH TOAMKO Y)KHBAjy Y Pasy U Hasase
33A0BO&CTBO y TOME A2 BehrHa BHX BEpHO HacTaBpa A2 BOAOHTHPA U3 TOAMHE y TOAHHY.
OBaj aHraxman ca JeBpejckoM sajeAHHLIOM Koja 00esbehyje ocobme 3a Tymaueme
€KCIIOHATa BEOMA j€ 3HA4YajaH jep ce Ha Taj HAYHMH 3aHCTa Yyje IAAC JeBPEjCKOT HAPOA, A
CTBAapH Cy NIPUKA3aHE U3 HUXOBE IIEPCIICKTUBE.

I'Toxazaao ce ka0 BeoMa KOPHCHO A Y TUMY IIOCTOjU HajMakbe jeAAH HAU ABA TyMada
KOjU HHUCY jEBPEjCKOT IOPEKAA. Hexu JEBPEjCKU TYMadu KOjU C€ HE NPHUAPIKABAjy
00u4aja TAKO CTPUKTHO MOTY A2 pase cyborom, aau y Bpeme [Iabara je Beoma Temko
npox—mhn TPOje ASYAU KOjU Cy HaM HOTPC6HI/I 32 TyMademe; jOLI TEXE je TO YIMHUTU
TOKOM jECEUX MPA3HUKA, HAJBAXHUJUX AAHA Y jEBPEjCKOj TOAMHH. ITaahenu TyMa4
MAH BOAOHTEP HEjeBPEjCKOT OPEKAA KOjH PaAl CYOOTOM U y BpeMe jeCeHUX MPasHHUKa
nomaxke Aa ce 06e3beAr KOHTUHYHUTET y Tymadewy. HapaBHo, BeoMa je BaskHO aa ce
HEjEBPEjCKUM TyMauyuMa 06e3beAn apekBaTHA o6yKa O HCTOPHjU AOKAIIHj€ U JEBPEjCKO]
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KYATYpH Kako OM OHH MSIPaAHMAH CBOjE CAMOIOY3Aabbe, KaKO OM ce YCIOCTaBUAO
IOBeperE U KaKo O X MPUXBaTHAM jeBpejcku TyMaun. OBO ce [TOKa3aA0 Kao BeoMa
yCIEIHa CTpaTeruja 3aXBaA>yjyh1/I €HTY3HUja3My U nocsehenoctu HEjEBPEjCKOT ocobma
(cBU BOAE A2 pase Ha OBOM MECTY), KaO M CIIPEMHOCTH jeBpejckor ocobma Aa Ipy>Ku
MEHTOPCTBO OCTAAMM YAAHOBHUMA TUMA. Ty je 1 KOPUCT O USTPaAIEe MOCTOBA CAPAAE
u npujarescra uamehy jeBpejexor ocobaa u Apyrux Tymada mupom ITapxa. Csaxe
TOAMHE CE OAPIKU HajMAHE jEAHO IIPEAABAE O jEBPEjCKOj HCTOPHUjU UAM KYATYPH CBHM
Tymauuma y [Tapky, a jeBpejckn Tymaun Cy yBek IO3BaHM Aa IPHUCYCTBYjy obykama 3a
OCTaA€ AOKAIIMje YKOAMKO Cy 3aMHTEPECOBAHM; HA Taj HAYMH HACTABAAMO AQ TPAAUMO

Hall MHKAY3HMBHHU THUM.

NPOrPAMCKE UHULUJATUBE

Ipe oBapama u3aoxbe, Opbop 3a rymadce Mase cuHarore passuo je HU3 pasAHIUTHX
AKTUBHOCTH KOje 6u ce OABHjaA€ HA AOKALIUjU ymyqyjyhn PasAMYMTE 3aHATE, OCBAjabe
tpodeja, UTpe, HAEje 32 PUYE U AGMOHCTpAIIUje, KA0 M CE30HCKE AKTUBHOCTU KOje 6u
Ce peaAu30BaAc y BpeMe NpasHHUKa Kao wro je Xanyka. Hapaau cmo ce aa ce nsaoxba
MO>XXE TYMauHTH Ha BHIIE HAYMHA — IIPE CBEra Kpo3 MHTEPAKIH)y ca KOCTHUMUPAHUM
Tymadnma y tpchem anny, rac hemo BpemenoM A06uTH M KapakTepusaLujy y IpBoM
AMITY, KAO U KPO3 IIPUIIOBEAAE U AKTUBHOCTHU KOj€ YK/Aydyjy MOCETHOLIE.

I'porpam koju ce peaAM30Ba0 TOKOM IIPBE ABE TOAMHE 3aIIPABO CE PA3AUKOBAO OA
OHOT IITO je OMAO IAAHHPAHO HA IOYCTKY. Y HPBE ABEC TOAMHE OHAO je BEOMa MAAO
AKTHBHOCTH KOje Cy YKAyYHBAaAC IyOAMKY; SaIllOCACHH Cy OMAM IPCBHUINC 3ay3cTH
TyMauenuMa jep je 6uao myHo mocetnaana. TokoM mporekaux 5 roauna, mehyum,
IIOCTENICHO CMO TIOYEAH A2 PEAAU3YjeMO HEKE OA MPBOOMTHHX IPOIPAMCKHX HAE)a,
yeryT poaajyhu n Hose, xopuctehu oHO WTO capa 3HaMO O YCIOHMMA M ITAAOBHMA
6poja mocera. PasBuan cMo mporpam BesuBama YBOPOBa NpuKasyjyhu sHauaj masa sa
MOAMTBE, KaAAX-TIACTCEbC IIETKOM y OKBHPY TeMe Bedeprux akTuBHoctH youu [Ilabara,
YeACP YaCcOBE Ha KOjUMa IIOCETHOLM H3y4aBajy xeOpejckn jesuk, mocebue rocryjyhe
npeseHTepe Cy0OTOM, IEBakbe y CHHATOTM U TYMauCHhe jeBPEjCKe My3HKE, Kao H
MHTCPIIPETALUjy AUKOBa ca rocriooM YamaH, cranoBHHLIOM KoAoHH]je MonTeguope, y
npudama o seHoM xuBoty. Crunarora je Takole OTBOpeHa TOKOM IIET BUKEHAR, KA0 ACO
manudecranuje Koja ce opranusyje y I'lapky y Bpeme Boxwuha, npocaaBmame Xanyxe,
ca IIPUIIOBEAABLHMA Y Be3u ca XaHYKOM, APEUAA UTPAMA U 3aHATUMA KOjU Cy HOCTAAH
BeoMa nonyaapau Mehy mocernonuma.

PeKBUBHTH IPUKYILACHH TOKOM TOAMHA TAKODE CY YKAYUCHH Y TyMadCHhe: ABC ABXKHE
KaAax BEKHe Cy KyIlnveHe 3a akTuBHOCTH y okBupy IllabGara — oHe cToje Ha cpeGpHOM
IIOCAY)KaBHHKY, ACAUMHYHO OTKPHBEHE HCIIOA KaAax NOKAomua, mopep ase [llabar
ceehe, Masa ypammena mama Aabepre mpukasyje OPUIHHAAHY AOKALMjy CHHAIOIC,
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muHpjarypHa Topa (koja ce Moxe yseTH, Aok mpaBa Topa Moxe 6utn BubeHa camo y
OPHMIMHAAHOM KOBYETy — OHA CE HE AOAMPYje M He oTBapa) U $aclKAa Koja CaApKH
¢ororpaduje Mucruryra MonTtedrope Ha OpUIrHHAAHO]j AOKALIMjH, CAUKE M3 BPEMEHA
KaAa je cunarora npersopeta y kyhy y Xanu (Aa6epra) n ¢pororpaduje koje AoKymeTyjy
paa Ha pecraypauuju u ypehemy eHTepHjepa Kako 6u 3aMHTEPECOBAHMM IIOCCTHOLIMMA
Aodapaae npudy o 06HoBu cuHarore. HeAaBHO cMO pasBHAM HOBU €AYKATUBHU IIPOIpam
3aCHOBaH Ha PEAMIH}U KOjU IIPUKA3yje CAUMHOCTH U pasauke uamchy detupu pasamaure
KYATypHE / BepcKe IpyIie €KCIIOHaTa MpeAcTaBmeHux y Ilapky — jeBpejeka (Maaa
cuHarora), karoandka (MuposHa Mucuja Hame aame), anraukancka (Llpxsa Cseror
Mapruna) u 6ackyreka (Haceme [Tpsux Hapopa). TpeHyTHO paguMo Ha Iporpamy Koju

he omoryhutu 60one moBesuBame OBUX AOKALMja U BUXOBO IPEACTABAAIGE Iy OANLIHL

PEAKLUWMJE NOCETUJTIALLA U UCKYCTBA TYMAYA

Peaknuja moceruaana Ha Maay cunarory Beoma je mosutusHa. CepaM ropnHa HaKOH
OTBapara, OHA OCTAje JeAAH OA HAJIPOMETHHjUX ekcroHara y KMcropujckom ceay. Aok
CKCIIOHAT AHTAMKAHCKC LIPKBE y OAMSHHM MMa IIOTemKOhe A2 mpuByde mocermowe
TOKOM ACTa, jep ce MHoru occhajy HeaaroAHO AOK yAase y LpKBY, IOTIYHO CYIIPOTHO
Baxu 32 Maay cunarory. CMeaa xyTa 3rpasa y 00AUKY IIKOAE, IPUBAAYH SYAC YHYTPA,
6e3 063upa Ha TO Koje ¢y BepoucosecTd. AOK je 32 MHOTE I1OCETa CHHATOTH IIPUANKA
AQ Ce YIIO3HAjy Ca jEBPEjCKOM KYATYPOM Ha HEHACUAAH HAYUH, HEKU YAA3€ YHYTPA HE
3Hajyhu Koja je To 3arpapa. JecTo ocTaHy y m0j AAAEKO Ay>KE HETO HA APYTUM MECTHMA
(MHOTH H AyKe 0p 20 MHHYTa) TAC CE YKAyUyjy y PasroBop ca Tymauuma. locTu yBek
ITUTAjy AQ AHL j€ TYMad JeBPEjUH 1 BEOMa UM je AParo Kapa casHajy Aa jecre. Iunu ce aa Ta
YHIbCHHIA OTBOPU PAsTOBOP HA HAYMH KOjU IIPEBA3HAA3H OHO IITO OH ce AOTOAMAO Ad
HAIIY TYMa4d HUCY JeBpeju. MHOIM IIOCETHOLM HUKAAA Y )KUBOTY HHCY UMAAHU IIPUAHKY
Aa pasroBapajy ca ]eBpejMMa. HOCTaBmajy HAjpa3sAHYUTH]a IUTakkA jeP OBO OKPYKEHmE
AOKHBAABajy Kao 6e36eAHO 32 pasroBope Ha TeMe Koje ux 3aHuMajy. Fbuxosa nurama
HHCY CaMO BE3aHA 32 HCTOPH)Y jeBPEejcKe UMUTPALIUje MAU caMy KoaoHHUjy MonTeduope,
Kao0 IITO ce NpBOOUTHO OdYeKkmBaAo, Beh ce yMHOroMe opAHOCE Ha jeBpejcKy KyATypy
M AQHAIUBH HAYMH JKMBOTA. Y IIPBOj TOAUHH PaAa IIOCTAAO je jacHO Aa je moTpebHa
AOAATHA 06y1<a HAIIKX TyMada O j€BP€jCKOj KYATYPU M TPAAMLIU]U U AQ j€ 3aIIOILAbABAMbE
BOAMYA U BOAOHTEPA KOjU MMajy BEAUKO 3HAIb€ Y OBO] obAacTH 3amcTa IIPECYAHO jep
IIOCTOJH jaKO BEAUKHU 6poj IHUTaEka O OBOj TEMU.

ITocetnonu y4e o aenotu u 60raTCTBy jeBpejcKe KYAType M OTKPUBAjy Ad HMa BHIIIE
JeBpeja y Kaarapujy u samapnoj Kanaau mero mro cy samuisasn. /oyan us oBor Kpaja
ce Bpahajy Ha n3a0x0y y B HABpaTa TOKOM I'OAMHA M CBAKH IIyT Hay4e HOBC CTBApPH.
Mu nomaxeMo A2 ce HOAMTHE CBECT, OAATHAjy CTCPEOTUIIN M U3IPasc MocToBU namehy

KyATYypa.
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Paa Ha 0BOj AOKaLUju HalleM 0coOmy AOHOCH AyOme pasyMeBame U yBaKaBambe
BAACTHUTE jeBPEjcKe KYATYPe U KOPEHa, Kako Kpo3 mporpame o0yKe Tako U pasMEHOM
3HAMA U YYeHha OA APYTHX YAAHOBA THMA KOJH MMAjy jOII IIMPE 3HAMWE U KYATYPHO
HCKYCTBO. To ux Tepa Aa ce Bpahajy OBAE U3 TOAUHE Y TOAMHY je€P ITOCTOJH jOII MHOTO
TOTa IITO OM JKCACAH A HAYYC H IIYHO PAAOCTH Y ACACIbY 3HAEbA CA IIOCCTHOLMMA.

Msaoxba, Takohe, nMa cHaXXaH YTHLA] HA TOCETHOLE, OA KOJUX CY HEKH HMOCTAAH
BEOMa €MOTUBHH IIPEMa OBOM MECTY — OTKPHAHM Cy CBOj€ jeBpejcKe KOpEHE IIO IPBU
IyT MAM Cy MPOHALIAHM BE3y ca KOAOHHjoOM AocesecHHMKa MoHTtedpuope kao cojum
npenuma. Hekoanko moromaka koaoHucTa MoHTedrope ce OBAE BEHYAAO HAH
MPOCAABHAO IYHOAETCTBO IIOIITO Cy AOKuBean MohHy Besy ca mpomaouthy. Hexu
HOTOMLM U3 AAACKHX IpasoBa momyT Monrpeasa, Aoc Anbeaeca nau Apyrux acaosa
CeBepHe AMepHUKe MOCETHAM CY CHHATOTY M OHAH AUPHYTH AO Cy3a BHUACBIIM AR je
obHOBM»eHa. [IpunasHunu JeBpejcke 3ajeAHNULIE KOjU €Y AAAM PUHAHCHjCKH AOTIPUHOC
Aa ce OBa U3A0XKOA [IOCTAaBH, AOHMpPaAM MOCeOHE MpeAMeTe HAH MOKAOHHAH CBOje
BpEMe U TaAcHAT A2 6u ce cunarora onmpemuaa ocehajy HeusMepaH HoHOC npeMa cBOjoj
noBesaHocTH ca MaaoMm cuHarorom kaaa je mocere. ITopoauna ®Pano, koja je xuBesa
y cuHaroru xaaa je 6uaa npersopena y Kyhy u MHOrM oA BHXOBHX KoMuInja u3 XaHe
y AabGepTu, roanHama nocehyjy oBo Mecto u Beoma cy usHeHal)eHH Kasa BuAe wTa je
nocTaso op Kyhe nopoanne Pano; opymesseHY €y WTO yue O CBOjOj PAHOj HCTOPHjH.

ITocetnoru jeBpejcKor IMopeKkAa U3 APYTHX 3€Mada CY YECTO BEOMA AUPHYTH KaAad
nocere Maay cunarory. Toxom ropusa 6uso je JeBpeja us Mspaeaa, Apyrux acaosa
Kanape, CAA-a, Esporme, ma wak u Mupnje. CBu onu cy ce mosesasn ca Marom
CHHATOrOM HA jEAMHCTBEH HAYMH M M3 IepcrektuBe cBor mopekaa. CBu cy nmasn
HEKO AMMHO HCKYCTBO O CBOJUM IpenuMa y Oery, 0 X0AOKayCcTy HAK APyruM 00annnma
IIPOTOHA KOj€ CY )KEACAH AA TTIOACAE; AHAAUBHPAAH CY U HOPEAMAN CHHATOTY Ca APYTHMA
y kojuma cy 6uau y MHanju, ApreHTHHH U Ha APYTHM MECTHMa LIHPOM cBeTa. buao
je ¥ 3aHMMAHBHUX IoBe3uBama. Kaaa je map 13 ApreHTHHe MOCETHO CHHAHTIOTY, TYMad
UM je HCIPUYA0 Aa je bapon ae Xupi, ocHuBau YApykeme JEBPEjCKUX KOAOHHCTA
(koje je punancHjckn moMorao koaouujy Monteduope), Takohe, ocHOBao u jeBpejcke
IOAOINPUBPEAHE KOAOHH]E Y API‘CHTI/IHI/I, U TO HEIITO PAHHUj€ HETO Y 3aIAAHO] Kanaau.
CAHYHO TOME, H3PACACKU ITOCETHOLH Cy OHAM 3aHHTEPECOBaHH Aa Hayde aa je Mosec
Mourteduope, jeBpejcko-bpurancku puaanTpon us 19. Bexa, Koju je 1OMOrao MHOrMMa
u o xoMe je MonTeduope KoroHH]a A0OMAa HMe, 3aIpaBoO MCTa ocoba 1o K0joj je
HMeHOBaHa 1 Berpemaya, MosHaTo MeCTO y Jepycasumy.

Buso je MHOTO ITOCETHAAIIA KOjU HUCY JeBpEju, AAM MMajy HEKY BPCTY AUYHE BE3E
Ca jyAAU3MOM HAM jEBPEjCKUM HAPOAOM. Y HEKOAMKO HaBpaTa, IIOCETHOLHM KOjU CY
HMAaAU POAUTE/SE UAU IIPAPOAUTEMSE JEBPEjCKOT IIOPEKAA AOAABHAM Cy OBAE M HAKOH
noceTe Hamoj Maaoj cuHarory, pasBMAHM HHTEPECOBAIHE AQ CA3HAjy BHILE O CONICTBEHUM
KopeHHMa. JepAar 6poj mocernaana u3 XoAaHAHje MOACAHO je IpUYe O TOME KaKO Cy
FUXOBE IIOPOAHIIE TOMOTAE Y CKPHBamby JeBpeja TOKOM XOAOKAyCTa. JeAHOM HPHAUKOM,
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CTapHjH JeBPEjHH je IO IPBU IIyT UCIIPUYAO CBOjY MUYy 0 XOAOKAYCTY; HAIIH TYMaYH
Cy My IIOMOTAH AQ C€ MOBEXe ca APYIITBOM jeBPEjCKHUX HCTOPUYAPA A CHHUMH CBOjY
HpHYY, aAU U ca CAY>KOOM 3a Ipy>Karbe TOAPIIKE KOja MY je IIOMOIAa Ha EMOTUBHOM
naaHy. MHOTO Iy Ta ¢y TyMa4u HAH BOAOHTEPH GHAM AUPHYTH AO Cy3a ANYHHM IIPHYaMa
IMOCETHAALIA.

VIIpKoc YMIbeHUIM A2 XHAAAE TTOCETHAALIA A0AA3H Y MaAy cHHArory ceake ropMHe,
HelpujaTHe CUTYyaLuje Cy u3yseTHo perke. Hame o6yke aajy nndopmanmje o Tome kako
ce Hajbose HOCHTH ca OMAO KaKBUM IHTambUMa KOja e MOT'Y OAHOCHTH Ha MOACPHH
Mspaes, mup Ha BAucKOM HCTOKY, aHTHCEMHTH3AM HAH HAMEPY HEKHUX AYAH Ad

npeo6paTe Hauie OCO6A>C, AAM CC OBC BCIITHHC 3aMCTa PETKO KOPHCTE.

3AKJbYYHAK

Maaa cunarora je Aooaasa HOBY, borary kommoHeHTy I Tapky 6amTuHe 1 CTBOpHAA PETKY
IIPUAMKY AA C€ OTBOPU AMJAAOT O JEBPEjCKOj KYATYPH U TPAAULIUjU I/I3Meby IOCeTHAALlA
OBOT MECTA )XMBE HCTOPHjE U jeBPEjCKHUX TYMada, a AQ CE OBE TEME TyMaye y HO3UTHBHOM
U HCHACHAHOM OKpYyxXewy. Ha 0Baj HaunH, raacom jeBpejckor Hapoaa, ITapk Gamrune
IpHKAa3yje Pa3HOAUKOCT AYAM KOjU Cy Ce HACTaHMAHM y 3amapHOj Kanapu, pasanuure
HaYMHE Ha KOje Cy AOIIAHM OBAC U TPAAULHUjy KOjy cy AoHeaH ca cobom. CBu koju cy
YKAY4€HHU Y TPOjEKAT Cy MHOTO HAyYUAH U3 HETa, A SYAU CY AUPHYTH y MEPH M HA HAYHUHE
HA KOj€ TO HHUKO HHj€ IPEABUAEO; CTBOPEHO je 6oraro, KOPHCHO HUCKYCTBO 32 CBE KOJU
CY YKy 4CHH — IIOCETUOLIE, TyMade, 0cTaA0 ocobae [Tapka, AoHaTOpe, capasHuKe, Kao U
4AQHOBE YAPYKema ,Maaa cuHarora y npepuju. JEeAMHCTBEHO IAPTHEPCTBO Pa3BHjeHO
usmely Yapyxema ,Mana cunarora y npepuju” u ITapka 6amrune omoryhuao je aa
ce cBe 0BO peaausyje — obesbeljena cy HeonxopHa $uHAHCH]CKA CpEACTBa M, WITO je
BA)XHH]j€E, TAAC jeBPEjCKOT HAPOAA Y TYMadery OBOT eKCIToHaTa. Mu HacTaBsaMo aa ce
OCAABAaMO Ha JeBPEjCKY 3ajCAHULY M KOPUCTHMO BE3€ Ca FOM IPEKO MHOIOOPOjHHX
YAQHOBA HAILIET 0COOMma U BOAOHTEPA, CHEL[UjAAHUX TOCTHU]Y KOjH YBOAE HOBE IIPOrpaMe,
Hallle IPOrpaMcKe KOHCyATaHTKuIbe 1 CaBeTopaBHOT 0aGopa cuxarore. OBo moce6HO
MAPTHEPCTBO YMHH Ad IIporpaM Masa cHHArora moArKe CBECT, YKAAHa CTEPEOTHIIE U

rpapAl MOCTOBC pasyMcBarba Meby CTOTHMHaMa XH/aAad ITOCCTHAALIA TOAUIIHEC.
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ELLEN M. GASSER
Using Their Voices - A Unique Partnership in
Interpreting Jewish culture and history

INTRODUCTION

In 2006, members of the Calgary Jewish Community approached Heritage Park So-
ciety management with an idea — that the historical park needed a new exhibit, a Syn-
agogue, to tell the story of Jewish immigration to Western Canada, and that the story
should be told by Jewish Interpreters. It took three years of fundraising, planning and
program development, 15 months of careful restoration work, and specially targeted re-
cruitment and training of Jewish Interpreters, before the Little Synagogue, also known
as the Montefiore Institute, was opened to the public in 2009 at Heritage Park Histor-
ical Village. Since then this little yellow building and the amazing core of paid and
volunteer Jewish Interpreters, have captivated the public in an unprecedented way, ex-
panded staff and public understanding of Jewish culture, faith and history, and become
a showcase of a unique partnership model with the Jewish Community for presenting
culturally sensitive interpretation.

BACKGROUND

Heritage Park Historical Village is the largest living history site in Canada and second
largest in North America. It showcases the history and settlement of western Canada
from the 1860’ to the 1950’s, through four major areas — the Hudson’s Bay Company
Fort, Mission and First Nations Encampment (1860’s), Pre-Railway Settlement area
(1880s), 1910 Prairie Town and the Gasoline Alley Museum (1930’s-1950’s).

Western Canada was settled by people from around the world, representing many
different languages, faiths and cultures. There are many exhibits in Heritage Park His-
torical Village that represent the British, eastern Canadian or U.S. immigrants to west-
ern Canada, but the number of exhibits representing other cultures is small and the
original park plan did not really address the varied cultural mosaic that developed in
western Canada. Over the past 20 years, following the trend of other museums and
social institutions to be more culturally sensitive, the park began to look for ways to
include more cultural diversity in the story, first through a shift in interpretive focus in
existing exhibits to highlight the Scandinavian and French-Canadian ties of the people
who had lived in the Thorpe and Prince Houses, and then by developing a Catholic Mis-
sion exhibit with stories of the French Canadian Missionaries and their Metis lay help-
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ers, and later with the construction of a Chinese Laundry exhibit and Chinese Café,
with signage about the Chinese immigrant story. A major step was the development
of an Aboriginal program, starting in 2007, to tell the story of Treaty 7 First Nations,
their history and culture, through the development of a tipi encampment and hiring
First Nations staff as Interpreters at the site. This program has grown to include hiring
of Metis Interpreters to add an authentic voice to the Metis story in the HBC Fort,
Mission and Livingston House.

The opening of the Little Synagogue exhibit in 2009, and its interpretation by Jew-
ish employees and volunteers, represents another very significant initiative in culturally
sensitive interpretation, similar in scope to the Aboriginal Program, and focused on pre-
senting the history of Jewish immigration to Western Canada, and interpreting Jewish
culture and faith. This project has evolved as an amazing partnership with the Jewish
community in Calgary, creating a very strong voice for Jewish culture within Heritage
Park and providing a great example of how other museums might work with cultural
communities to more sensitively represent cultural diversity.

FROM IDEA TO PARTNERSHIP

The idea to have a Synagogue in the park came from the Jewish community, in
particular one individual, Irena Karshenbaum, who raised the question, “why is
the Jewish community and its settlement history and culture not represented in
the park?” Irena approached others in the Jewish community who supported her
idea and together they approached Heritage Park about it. Park Management and
Board Members were supportive of the idea, but to bring a new building into the
park and develop programming to support it is an expensive and time consuming
undertaking and donor support is required. Modern fiscal realities have caused Her-
itage Park to take a strategic approach to offers of historic buildings to add to the col-
lection. Before a historical building can be moved in, or recreated in the park, the full
funding must be in place to cover relocation, restoration and program development, as
well as provisions for an operations endowment. At the time that the idea of creating a
Synagogue exhibit at Heritage Park was broached, the park was already in the middle
of a major capital campaign and expansion project worth $65M to redevelop the park’s
entrance area, add the new 3752 square metre Gasoline Alley Museum and the Heritage
Town Square retail area. Though it was a worthwhile idea, the timing for this Syna-
gogue project was poor and Heritage Park Management and Board members could not
undertake another new initiative themselves. Without significant donor funding, or
manpower for the planning work involved, the Synagogue project could not go ahead.
And so was born the Little Synagogue on the Prairie Project Society (LSOTPPS), a

new nonprofit, charitable Society that would become a partner with Heritage Park His-
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torical Society. A formal partnership agreement was drafted and the Little Synagogue
Society committed to raising the funds necessary for developing this new exhibit. In
addition, they agreed to coordinate the exhibit development work, conduct research
into the history of Jewish settlement in western Canada, develop education program-
ming and resources for the site, assist Heritage Park Interpretation staff in hiring, train-
ing and mentoring Jewish staff and volunteers to act as Interpreters once the site was
operational, and to evaluate the success of the program in its first year.

A JEWISH VOICE IN EXHIBIT AND PROGRAM DEVELOPMENT

What this partnership with the LSOTPP Society did, besides create the funding and
manpower necessary to see this project to completion, was to ensure, right from the start,
that the voice of the Jewish community was front and centre in the development of the
Little Synagogue exhibit and its interpretation. The Little Synagogue on the Prairie Pro-
ject Society developed an Interpretation Committee, which included five active members
of the Jewish community with significant skills in public education, Jewish history and
culture. The Committee Chair, Trudy Cowan L.L.D, was a well-respected Museum pro-
fessional with many years of museum management, curatorial, interpretive and exhibit de-
velopment experience. An Interpretive Planner was hired by the Committee to develop
the furnishings plan and a resource binder for exhibit Interpreters and volunteers, to con-
duct the research for the replication of the various ritual artifacts and textiles, and to work
with the Committee in creating the interpretive programming elements. This planner was
also Jewish, which was a significant advantage as well for the project. These committee
members carried the voice and cultural/faith view of the Jewish people into every aspect
of planning for this exhibit. It was not a Christian or British cultural perspective trying
to interpret a Jewish perspective, but rather a Jewish perspective seeking ways to make the
culture understandable to a largely non Jewish audience.

Heritage Park staff committed to working closely with the Society throughout the
process to ensure their efforts matched the needs of the park, to provide curatorial re-
sources (existing artifacts, research information), and to operate and maintain the new
exhibit once it was installed in Heritage Park. Heritage Park Interpretation Depart-
ment staff met regularly with the Committee Chair and Interpretive Planner to pro-
vide feedback on program plans, and to develop recruitment strategies, training plans
for employees and volunteers, costuming plans, and strategies for ongoing mentoring
throughout the operating season. A very positive working relationship developed be-
tween the HP Interpretation Department and the Little Synagogue Interpretation
Committee in creating the programming for the new exhibit, a relationship that has
built a solid foundation for continued collaboration over the years since the Little Syn-

agogue exhibit has been open. Working with the Little Synagogue Committee helped
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Heritage Park staff to develop a much deeper awareness, knowledge and appreciation of
Jewish culture and faith, which has also enabled the building of a stronger relationship
with Jewish employees and volunteers and a more culturally sensitive approach to work-
ing with them and the Jewish community.

INVOLVING THE JEWISH COMMUNITY

When the partnership agreement was signed with Heritage Park it was with the un-
derstanding that not until the group (LSOTPPS) had raised the majority of the funds
required, would actual construction or restoration begin. Though President Irena Kar-
shenbaum and the other members of the Little Synagogue Society (LSOTPPS) were
enthusiastic, as Trudy Cowan recalls (Cowan, T. 2015 pg 40),' the Jewish community
response was not universally excited or even positive, at least at first. ‘This project was a
major risk on many levels. The Jewish Historical Society of Southern Alberta felt that
the project would overwhelm their limited resources and pull the society away from its
research, archives and publishing activities. Some community leaders and organizations
were concerned that this fundraising would impact ongoing efforts to support the needy,
the ill and the elderly. Individuals and organizations were hesitant, some even fearful. Jew-
ish history has taught that you go about your life without publicizing your faith and cul-
ture. Being too visible can make you a target. Being Jewish is your own private business.”

But the enthusiasm and commitment of the LSOTPPS members was infectious and
their group also contained some very talented and skilled education and media profes-
sionals who created a very successful grassroots fundraising campaign. They gave talks
and presentations throughout the Jewish Community, used the various social media
and computer networks to raise the profile of the project throughout Calgary, southern
Alberta and Canada, with some of their news spreading all the way to Isracl. Funds
soon began to come in and the Jewish Community was kept well informed of progress
on the project throughout the whole process of fundraising, research, and restoration.
Fear and hesitation gave way to a developing sense of pride and the committee was able
to build a high level of community support and investment in the project.

At first it was thought that a little prairie synagogue would have to be built to replicate
one of the ones that had once existed in the 20 Jewish farming colonies that sprang up in
Western Canada between 1882 and the carly 1920's. But careful research, and a stroke of
luck, resulted in the exciting discovery that one of the actual historic synagogues was still
in existence. The Montefiore Institute was a small prairie synagogue that had been built by
the settlers of the Montefiore Colony in eastern Alberta in 1916 and abandoned in 1927
when the settlers in the region (Jewish and non-Jewish alike), abandoned their farms due

1 Cowan, Trudy. 2015. Whose Voice?: Interpreting with Cultural Sensitivity. Page
38-44 in Innovators & Entrepreneurs, ALHFAM 2014 - Calgary, Alberta, Proceedings of
the 2014 Conference and Annual Meeting, Heritage Park Historical Village, Calgary, Al-
berta June 21-25, 2014. Editor J.L. Anderson. The Association for Living History, Farm
and Agricultural Museums, North Bloomfield, Ohio, Volume XXXVII, 2015
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to drought and poor soil conditions. The building had sat, boarded up on the prairie, for
many years, and was used for a short time as a granary, before it was eventually sold and
moved to the town of Hanna. Here it was renovated and turned into a house, occupied
by the Fano Family for many years. As luck would have it, when it was discovered by one
of the members of the LSOTPPS, the house was for sale! Although modified inside and
covered in stucco, testing revealed the building was structurally sound and under the stuc-
co, the original siding still existed and so much of the building was still intact that it was
deemed worthy of restoring. It was an incredible discovery!

Led by Trudy Cowan and Restoration Architect, Lorne Simpson, and funded by
the LSOTPPS, the building was moved from Hanna to alocation east of Calgary where
the major work of removing interior walls and taking off layer by layer the stucco, wall-
paper and other coverings was done, to return to the original wood beneath. When the
building exterior work was largely completed (including filling every single one of the
stucco nail holes!), and the interior taken back to the original wood, windows restored,
and all was stable enough and ready for fine interior work, it was time to move the Little
Synagogue to Heritage Park. The Little Synagogue Society members were so commit-
ted and so excited that the whole committee stayed up all night to make the journey
into Calgary with the house moving company and was joined in the early morning by
Heritage Park staff as the building slid perfectly onto its new foundations. It was a
triumphant day! Over the winter, shrouded in and with power and heat in place, the
interior restoration work continued.

As work progressed, the Jewish community was kept posted on progress and inter-
esting discoveries through regular articles and talks by members of the LSOTPPS. It
is a credit to the work done by the LSOTPPS Committee to inform the Jewish com-
munity that people felt compelled to want to be a part of making this project a reality
by donating time, talents and artifacts to help furnish the exhibit. A skilled, Jewish
carpenter donated his time to create the benches and bimah for the site, handcrafting
them with historic techniques out of a large spruce tree felled, dried and seasoned for
the purpose. The Ramon Guild, a Jewish needlework group, created the linens and
other hand-crafted items for the interior. As word of the project spread, items surfaced
from other past Jewish farming colonies, that had been saved by descendants — a Torah
ark from the Sonneberg colony, a Torah ark pediment saved from a shul in Manitoba, a
photograph of the Berkovitch family on their farm at Montefiore, and the one and only
book thus far found containing a stamp inside showing it was from the original library
of over 1000 books that was housed in the Montefiore Institute.

When the building was finally officially opened to the public in June of 2009 the
Jewish community came out in full force, with over 2000 people attending (almost % of
the Jewish population in Calgary), including descendants of the original colonists who
came from as far away as California to attend. Everyone who attended that day, Jewish
and non-Jewish alike, was overcome with emotion at the outpouring of joy and sense of
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pride and ownership in the Little Synagogue felt by the Jewish community. It was an
amazing day and 7 years later, people who were there still remember and remark about
it when they come to visit the exhibit.

INDISPENSABLE ROLE OF SYNAGOGUE ADVISORS

Though much had gone into the project in order to restore and open the Little Syn-
aogue exhibit, the work was far from over. Putting the site into operation involved a
different kind of effort that has been equally important to the success of the exhibit. Her-
itage Park was to take over the operation of the building once it was opened, but present-
ing a program about Jewish history, faith and culture in a credible way, required people
knowledgeable about the culture. Park staff had learned a great deal through working
with the Society, but it was really only scratching the surface of all there is to know.

To make this transition possible, funds raised by the LSOTPPS provided for two Jew-
ish Program Advisors, Trudy Cowan, the LSOTPPS Interpretive Committee Chair and
Sandra Morton-Wiseman, the Interpretive Planner, to stay on with the project to assist us
at the park in our first year of operations. Opening a synagogue, and telling the story of
Jewish farming colonies on the prairies, was vastly different than opening any other exhib-
it at the park. While we planned to hire Jewish interpreters and volunteers to offer inter-
pretation for the site, the permanent park staff responsible for coordinating programming
in the site was not Jewish. Not only was there a new area of history to learn, but a whole
new culture filled with complex traditions. Questions also arose from sales, marketing,
special event and education staff about the site and how it could be used, what rules or re-
strictions would apply to the site and what would be considered appropriate activities for
it as a rental space, for school or day camp programming and for special events. A special
orientation session for permanent staff was provided by our Synagogue Advisors in March
to help with this need. An overview was provided on Jewish traditions, customs and histo-
ry, the meaning of kosher, the history of the Montefiore Institute (Synagogue) and farm-
ing colony, and the restoration process, as well as a tour of the building in progress and a
question and answer session. This session was key in building staff interest in and comfort
with the site and developing staff understanding of the Jewish culture.

The two consultants were indispensable also in helping get information out to the
Jewish community through local Jewish newspapers, newsletters and websites, and by
word of mouth, about paid work and volunteer opportunities in the Little Synagogue.
They also worked with Ellen Gasser, the Public Programming Coordinator, in the in-
terview and selection process to determine how well versed candidates were in Jewish
culture and religion and identifying some of the intangible connections with the com-
munity different candidates might bring to the site. They collaborated in the planning
of training programs and helped deliver the specific Synagogue training sessions on the
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history of the Montefiore Institute (aka the Little Synagogue), and on Jewish religion
and culture, as well as mentoring staff after the opening of the exhibit. They were able to
stay in the site from an hour to sometimes a half day at a time to spend quality time with
each interpreter and volunteer, and address questions about Jewish culture and history in
detail as they arose from the public and the site staff. This dedicated attention was invalu-
able in addressing emerging program needs and specific historical and cultural questions
beyond what we had anticipated, and provided more indepth focus for the site than Ex-
hibit Lead Hands or the Public Programming Coordinator could have done while also
managing the 27 other interpretive sites and their staff and volunteers. Trudy Cowan
also helped pilot the programming ideas developed by the LSOTPPS Education Com-
mittee and both consultants provided valuable connections to the Jewish community
that were vital in building credibility for the Synagogue program and Heritage Park. A
strong collaborative working relationship was established between the Public Program-
ming Coordinator and the two advisors that has continued to be very beneficial.

This involvement of a Synagogue Program Advisor or Consultant from the Jewish
Community was thought initially to only be needed for a year, but the need for the po-
sition continued beyond that first season and we were fortunate in the second year that
Trudy Cowan stayed on as a volunteer in that role. Since that time, the Consultant role
has been built into the yearly funding for the program and continues to be an essential
part of supporting and further developing culturally sensitive interpretation for the Lit-
tle Synagogue. In order to do targeted hiring of staff, a respected member of the Jewish
community is needed to spread the word about job and volunteer opportunities each
year and continue to maintain and build interest and support from the community for
the exhibit and Heritage Park. The connection to the Jewish community also helps with
bringing in cultural experts to provide special training sessions or public programs. For
example, when one of the local Synagogues was having a new Torah made, and brought
in a Torah Scribe from New York to Calgary, our Consultant was able to arrange for the
Scribe to present a special public program in the Little Synagogue on how Torah’s are
made and the art and training of a Torah Scribe. When one of our Jewish Interpreters
suggested the idea of a special evening ticketed program “The Festival of Lights” with a
gourmet meal, storytelling and klezmer music to teach about and celebrate Chanukah,
it was the Synagogue Consultant that helped build credibility with the Jewish commu-
nity about the cultural appropriateness of such a program being offered by Heritage
Park as a non-Jewish organization, resulting in members of the Jewish community sup-
porting and attending the program. The Consultant continues each year to provide
mentoring to site stafl and act as a resource person to answer cultural or faith questions
that arise that are not covered in site material, and works to help develop new cultural
or faith based programs and activities to use in the Synagogue. She also advises on im-
portant happenings in the Jewish community that might either conflict with planned
training dates or provide sources of more leaming for Synagogue staff.
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The LSOTPPS Society remained active for the first two years after the opening
of the exhibit and continued to fund raise and to provide advice and assistance to the
Park. The Society was dissolved in 2012 but transitioned into a Synagogue Advisory
Committee which meets with Heritage Park management once or twice a year and is
available on an as needed basis. Research and records from the work of the LSOTPPS
were transferred to the care of the Jewish Historical Society where they remain available
to Heritage Park as well as the Jewish community.

STAFFING THE LITTLE SYNAGOGUE

Attracting paid staff for the Synagogue can be challenging, drawing from a relatively
small Jewish community, for a seasonal job at seasonal wages, with only one paid posi-
tion per day in the site, the equivalent of one full time and one 2 day a week position.
To have someone work 5 days a week in the site is too exhausting as the site is so busy
and too repetitive if done for a full season. We have found that it is better to have at
least 3 or 4 people hired to fill the staff position, providing alternate staff if one is ill and
diversity in interpretive styles and knowledge. Our part time staff have been the ones
who have stayed for a number of years as they are usually retired. Students tend to stay
for one or two seasons before moving on in their career. They typically work full time
for the summer, enjoying the diversity of working several days in the Synagogue and the
other days in other exhibits.

Due to its location on the main route to the historical village, the Little Synagogue is
one of the busiest interpretive exhibits and it is very difficult for a single paid Interpreter
to manage the flood of visitors into the site. Volunteer Interpreters have been a crucial
asset right from the start and on most days, a team of one paid staff and two volun-
teers work together to interpret the site. Having volunteers has the added advantage of
involving some very knowledgeable members of the Jewish community who have full
time jobs or are retired seniors who would not want or need a paid position. Their depth
of cultural knowledge has made the interpretation of the site exceedingly rich and many
of them have become invaluable mentors for the paid staff and for younger volunteers.
Members of the LSOTPPS Interpretation Committee formed the basis for the original
volunteers and most have remained active and remain some of the most passionate ad-
vocates of the exhibit 7 years later.

Additional volunteers from the Jewish community are added each year through the
efforts of our Synagogue Program Consultant, the Advisory Committee, and the grow-
ing awareness of this unique exhibit and the great experiences our many volunteers have
working there. It is challenging however, to obtain enough volunteers for every day of
the week, because volunteers are asked to commit to a minimum of once a week for the
full season, to attend detailed training programs in the spring, and to wear a historic
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costume, which some do not feel comfortable to do. But once part of the team, we find
the volunteers enjoy the work so much, and find it so rewarding, that most of them
continue to volunteer faithfully year after year. This engagement with the Jewish com-
munity as the staff, means that the interpretation in the site really is from the voice and
perspective of Jewish people.

Still, it has also proven very valuable to have at least one or two non-Jewish inter-
preters on the team every year. Some Jewish staff who are not as strictly observant or
strongly Orthodox may work some Saturdays, but being Shabbat (the Sabbath), find-
ing the three people we need to manage a busy weekend day is challenging and this
is even more difficult during the fall High Holidays, the most important days in the
Jewish year. Having a non Jewish paid Interpreter or volunteer to work Saturdays and
High Holidays has helped to ensure consistent staffing. It is important with non-Jew-
ish Interpreters, as well as the supervising Lead Hands, to provide excellent training in
the site history and Jewish culture, to build their confidence and to establish trust and
acceptance with the Jewish Interpreters. This has proven very successful due to the en-
thusiasm and dedication of the non-Jewish staft involved (everyone loves working in the
site), and the willingness of the Jewish staff to mentor the non-Jewish team members. It
also has the benefit of building bridges between the Jewish staff and other Interpreters
throughout the park. Every year at least one talk is given on Jewish history or culture
to all park Interpreters and they are always invited to attend the detailed site training if
interested, to continue to build an inclusive team.

PROGRAMMING INITIATIVES

Prior to opening the exhibit, the Little Synagogue Interpretation Committee developed
a number of different activities for use in interpreting the site including various crafts, a
scavenger hunt, games, storytelling ideas and demonstrations, and seasonal activities for
holidays like Chanukah. The hope was that the site could be interpreted in a number of
ways — primarily through interactions with a costumed interpreter in third person, with
hopefully some first person characterization at some times, as well as by using storytell-
ing and hands-on activities to engage visitors.

What actually occurred within the site for programming over the first two years
was different than what was planned. In the first two years, very few of the hands-on
activities were put into use, as the stafl were kept so busy just interpreting to the many
guests. Over the past 5 years, however, we have gradually begun to incorporate some of
the original programming ideas and some new ones, capitalizing on what we now know
about visitation peaks and ebbs. We have developed a knot-tying program interpreting
the importance of the prayer shawl, Challah-braiding on Fridays as part of the theme of
Shabbat evening activities, a Cheder lesson teaching guests about Hebrew and Yiddish



231

EAEH M.TACEP ELLEN M. GASSER

MPUMOBEAAHE HUXOBUM FNIACOM - USING THEIR VOICES - A UNIQUE
TBOYT PARTNERSHIP IN INTERPRETING JEWISH

JEBPEJCKE KYJITYPE M UCTOPUJE CULTURE AND HISTORY

languages, special guest presenters on Saturdays like a Cantorial Specialist singing and
interpreting Jewish music, and Character Interpretation, with “Mrs. Ullman, a “resident
of the Montefiore Colony” telling stories of her life. The Synagogue is also opened for
five weekends as part of the Park’s Once Upon a Christmas Event, celebrating Chanu-
kah, with Chanukah storytelling, dreidl games and Chanukah crafts that have proven
to be highly popular with visitors.

Props have also been incorporated into the interpretation over the years. Two fake
challah loaves were purchased for Shabbat activities and are displayed on a silver platter
partially revealed under a challah cover beside two Shabbat candles. A small framed
map of Alberta showing the original location of the Synagogue, a miniature teaching
Torah (which can be handled without concern while the real Torah can only be shown
in the Torah Ark but not handled or unrolled), and a binder containing photographs of
the Montefiore Institute at its original site, when it was converted to a home in Hanna,
Alberta and photos documenting the restoration work and construction of the furnish-
ings to help tell the restoration story to interested visitors. Recently we developed a new
faith-based school program that shows the similarities and differences between four
different cultural/faith groups represented by exhibits in the park - Jewish (Little Syn-
agogue), Catholic (Our Lady of Peace Mission), Anglican (St. Martin’s Church) and
Blackfoot (First Nations Encampment). We are working currently on programming to
better link these sites for the visiting public as well.

VISITOR REACTIONS AND INTERPRETER EXPERIENCES

Visitor reaction to the Little Synagogue has been very positive. Seven years after open-
ing, the Synagogue remains one of the very busiest exhibits in the historical village.
While the nearby Anglican Church exhibit can be difficult to attract visitors into dur-
ing the summer, with many feeling uncomfortable coming into a church, the opposite
is true of the Little Synaoguge. The bold yellow building, with its school house shape,
seems to draw people inside, no matter their religion. Some come in, simply not know-
ing what this exhibit is, but many others see a visit to the Synagogue as a chance to learn
about Jewish culture in a non-threatening way. They often stay far longer here than in
other exhibits (many over 20 minutes) and engage in long conversations with the In-
terpreters. Guests invariably ask if the Interpreter is Jewish and are so very pleased to
find out they are. It seems to open up the conversation in a way that goes beyond what
would happen if our Interpreters were not Jewish. Many visitors have never had the
opportunity to talk with a Jewish person in their lives. They ask all kinds of questions
as they find this a safe environment to do so. Their questions are not just about the his-
tory of Jewish immigration or of the Montefiore colony itself, as we originally expected,
but very much about Jewish culture and life today. Within the first year of operation
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it became very clear that extra training in Jewish culture and traditions was required
for our interpreters and that hiring interpreters and volunteers with a strong cultural
knowledge is really crucial as so many questions are asked about this subject.

Guests are learning of the beauty and richness of Jewish culture, and discovering
that there are more Jewish people in Calgary or western Canada than they imagined.
Visitors from the local area return to the exhibit repeatedly over the years, learning new
things each time. We are helping to raisc awareness, remove stereotypes and build bridg-
es between cultures.

Our Interpretive staff themselves have found working in the site brings a deeper un-
derstanding or appreciation of their own Jewish culture and roots, through the training
programs and by sharing knowledge and learning from the other members of the team
who have such a variety of knowledge and cultural experiences. It keeps them coming
back year after year, as there is so much to learn and so much joy in sharing that knowl-
edge with visitors.

The exhibit also has a powerful effect on guests, some of whom have become very
emotional in the site — either discovering their Jewish roots for the first time, or finding
a connection to the settlers of the Montefiore colony as descendants of them. Several
descendants of the Montefiore colonists have been married or had their bar mitzvah
in the restored Little Synagogue, a powerful connection to their heritage. Some de-
scendants from as far away as Montreal, Los Angeles or other parts of North America
have visited the site and been moved to tears to see it restored. Members of the Jewish
community who contributed financially to the site, contributed special artifacts, or who
gave the gifts of their time and talents to make the furnishings and needlework are so
proud of their connection to the Little Synagogue when they visit the site. The Fano
family, who owned and lived in the Synagogue when it was converted to a house, and
many of their neighbours from Hanna, Alberta where it was located, have visited the
site over the years and are so amazed to see what has become of the Fano home and to
learn of its early history.

Guests from other countries that are Jewish are often very moved by visiting this
Little Synagogue as well. Over the years there have been Jewish visitors from Israel,
other parts of Canada, the US., Europe, and even India. Each of them could relate to
the Little Synagogue in their own unique way and from the perspective of their own
origins. All of them had some personal perspective to share about their own ancestors
escaping pogroms, the Holocaust, or other forms of persecution, or providing analysis
or comparisons to the synagogue they attended in India, Argentina, and other locales.
There were interesting linkages to be made as well. When a couple from Argentina vis-
ited, interpreters were able to tell them that Baron de Hirsch who established the Jewish
Colonization Association (which gave financial aid to the Montefiore Colony), also
established Jewish farming colonies in Argentina slightly earlier than in Western Can-
ada. Similarly, Israeli visitors were interested to learn that Moses Montefiore, the 19%
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century Jewish-British philanthropist who helped fund many colonies and after whom
the Montefiore Colony was named, was the same person after whom the Windmill, a
well-known landmark in Jerusalem, was named.

There have been many visitors who are not Jewish but have some kind of person-
al ties to Judaism or to Jewish people. On several occasions visitors who had a Jewish
parent or grandparent came to the site and the visit to our Little Synagogue kindled
an interest in learning more about their own roots. A number of visitors from Holland
related stories of how their families had helped hide Jews during the Holocaust. On
one occasion, and elderly Jewish man shared for the very first time his story of enduring
the Holocaust and was helped by our Interpreters to connect with the Jewish Historical
Society to record his story and with the Jewish support services to help him emotionally
as well. Many times the interpreters or volunteers have been moved to tears themselves
from stories the visitors relate to them.

Despite the fact that thousands of visitors come to the Little Synagogue every year,
uncomfortable situations are extremely rare. The training sessions include information on
how to best handle any questions that might arise concerning the modern State of Israel,
peace in the Middle East, anti-Semitic remarks or the odd person who seeks to convert
our staff or proselytize about another religion, but they seldom have to use that training.

CONCLUSION

The Little Synagogue has added a rich new component to Heritage Park and a rare
opportunity to create dialogue between visitors at a living history site and Jewish Inter-
preters, about Jewish culture and traditions and to interpret these topics in a positive
and non-threatening environment. It is helping Heritage Park to showcase the diversity
of people who settled in western Canada and the different ways they came here and
traditions they brought with them, through the voice of the Jewish people themselves.
The project has brought new learnings to everyone involved and has touched people in
far more ways than ever predicted, creating a rich, rewarding experience for everyone
involved — visitors, interpreters, other park staff, donors, contributors, and the members
of the Little Synagogue on the Prairie Project Society. The unique partnership deve-
loped between the Little Synagogue on the Prairie Project Society and Heritage Park
enabled this to happen, bringing the necessary funding, but even more importantly, the
voice of the Jewish culture to the interpretation of this exhibit. We continue to rely on
and benefit from the connections to the Jewish community through our many talented
paid staft and volunteers, special guest programmers, our Synagogue Program Consul-
tant, and the Synagogue Advisory Committee. Through this special partnership, the
Little Synagogue program is helping to raise awareness, remove stereotypes and build
bridges between cultures with hundreds of thousands of visitors annually.
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AncrpakTt

HakoH pasmaTtpamba LiTa apXxeos1oLLKmn My3ej Ha OTBOPEHOM HICY, pacnpas/ba
ce 0 UX0BOj AePUHNLMjL KOjy je Aana AcoumjaLimja apXeonoLwKX My3eja Ha
oTBOpeHoM - EKCAPK (EXARC). VicTopuja 0BUX My3eja gocexe Aaneko yHa3ag,
1 OMKcaHa je y TeMaMa Kao LUTO Cy pOMaHT13aM, HaLoHann3am, Hayka v
eKCnepuMeHT 1 XNBO TyMayere. Mopehere ca My3ejiMa Ha OTBOPeHOM

Kao WwTo je CKaHCeH jacHO yKasyje Ha YnHeHuLy Aa MocToju JocTa Tora
3ajegHnukor. KoHauHo, Mapgekonep pasMaTtpa nsrneje apxeosoLKmx Myseja
Ha oTBOpeHOM y byayhHocTu.

Abstract

After a review of what archaeological open-air museums are not, their
definition, firstly settled by EXARC, is discussed. The history of these museums
goes back a long way, and is described in themes like Romanticism, nationalism,
Science & Experiment and live interpretation. A comparison with Skansen type
open-air museums makes clear there is a lot in common. Finally, Paardekooper
discusses chances for the future of archaeological open-air museums.
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AP PYAAHA ITAPAEKOITEP
Apxeonoluku my3seju HO OTBOPEHOM -
MCTOpUjd, KBAJIUTET U NpAKCA

KAPAKTEPU3ALUIA

ITocroju BeAMkH 0pOj AOKAAHTETa KOjH Ce HajbOmSE MOIY OKAPAKTEPHCATH KAO
ApPXEOAOLIKM My3eju Ha OTBOpeHOM. Ibuma je 3ajeaAHHMYKo TO mTO ce Harase Ha
OTBOPEHOM IPOCTOPY y KOME Cy PEKOHCTPYHCAHE 3rPaAe, UMajy CLEHOrpadujy HAM
OHMHy, A2 TAKO Ka)XCM, 32 CBOj¢ aKTHBHOCTH. Y Behuum caydajeBa, GaBe ce Temama
BE3aHUM 32 IPAUCTOPH]Y, PUMCKO A00a MAH CPEAOBEKOBHY CLIeHY'.

ApXCOAOIKN My3€ejH Ha OTBOPEHOM OOMYHO HE IIOCEAYjy 30HMpKe MaTepHjaaHHX
apredakara. AKo Heka Kyha H3TOPH - MOHAKO je A@XHA - TO HHje Kpaj Myseja. OHu
NpUKynsajy uHPOpMAlHje, MpHYe, aKO BaM Ce BHIIE AOMAAd, KOje IPE3EHTY)y
y cueHorpacl)nju IPAaUCTOPUje MAHM CPEAHEr BEKa. Cama undopMaIHja, pecypc
HEMATCPHUjaAHOT KyATypHOT Hacacha, jecte s6upka. Ha Taj Haaun, apxeoaomkn Myseju Ha
OTBOPCHOM, K20 HAYYHHU LICHTPH U LICHTPH KYATYPHOT Hacacha HamemeHu noceTnonuma,
6uBajy cBe Buie npuxsaheHu oa crpane nopoauue mehyHapoaHnx Myscja.

Mebyrum, pasauke usmelyy apxeosouxor Myseja Ha OTBOPECHOM U TPAAUIIHOHAAHOT
My3€ja KOjH U3AAXKE IPEAMETE CY OYMIACAHE. Mysej - YaK U Y MOAEPHHUM, KOMEPIIHjaAHUM
u3A0K0aMa - UMa TCHACHLN)Y A2 OyAe 3aCHOBAH Ha apTeaKTHMA, 2 APXCOAOLIKH My3cju
Ha OTBOPCHOM c¢ 623Mpajy Ha CBOjOj ACAATHOCTH.

TpapuIOHAAHE My3€jH Cy YHMCTH, IIHBUAM30BAHH U OPTraHM30BAHH U jOII YBCK,
0 CBOjOj ACPUHMIIUjH, UMAjy YAOTY MPHKYIImaa U dyBama. Mmak, xapa ce paau o
[IPE3CHTOBAY, BUX0BA yaora ce Mewa. Hapoanu mysej antuksurera y XoaaHAUjH, HA
IpHUMep, BHILIC HE BPUIM HCKOMaBame (Tj. IPUKyNmatbe) y cBojoj semmnu! [ToceTnonu
Myseja BHUILE HE 3a6pmbaBajy, BUXOB BEAUKU 6poj je IOCTAa0 TAABHH INPHHLUI,
4aK M aKO He AOHOce MHOro HoBma. OBAE 3ampaBoO HAYYHHUIIM CTOje HA HajCAaGI/IjOj
nosuuuju. Mysejcke n3aox6e cBe BHIIE ITOCTajy TCPUTOPHja IIPOM3BOAHUX OACAHCHA!
npodeCHOHAAHM IHCIHM TEKCTOBA, YMETHHYKO-AH33jHEpCKe (UPME H HAPaBHO
npodecuonasHe npomnaraHaHe MawmuHepuje. OBu npoussobaun AobHjajy BHuIE
HPOCTOpa Ha U3AOKOAMA AOK TTOAE ACAOBAEbA HAYYHHKA CAAGH.

ApXEOAOIIKH My3€jH Ha OTBOPECHOM YKAYUYjy CBA YyAd, OBAC CE HE PAAH O ITYKOM
YUTAky My3€jCKOT BOAMYA U IIOCMATpaky MPEAMETA M3A0XKEHUX Y BUTpUHamMa. Mysej,
Y TPAAUIIHOHAAHOM CMHUCAY T€ PEYHU, HMA 3aAATAK AA MPHKYIL,A, 9YBA U IIPEACTABAA.

ApXCOAOLLIKI/I My3€j Ha OTBOPCHOM TO BHAH Apyraquje. ITer KAoYyYHHX peIr jecy:

1 leo pa3maTpatba y OBOM pajy NoBe3aH je ca UCTpaxuvBakeM Koje caMm 06aBro
nNpuavKom nspage Aoktopcke avnceptauuje: PAARDEKOOPER, R. P., The Value of an
Archaeological Open-Air Museum is in its use. Understanding Archaeological Open-Air
Museums and their Visitors, Leiden, Sidestone Press, pp. 342, 2012.
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obpasoBame, Ipe3eHTALN]a, EKCIIEPUMEHT, KOMEPLHjaAu3alHja U TyMadee YXKUBO. To
HE 3HAYM AQ OHHU MMajy AOIIMjH AU Mambe YCIIEMAH IPUCTYII OA APXEOAOLIKHX My3eja
usa yraa. Cpehowm, jaBma ce cBe Buine ,Ipexaamama‘s KoMOUHAIMja 3aTBOPCHUX U
My3eja Ha oTBopeHoM. 1o MoM MunIsemy, KOMGHHaqua 0Ba ABa IIPHUCTYIIA j€ Haj60A)€
IITO MOXE AQ CE YPAAHL.

Behuny apredaxara y apxeoAomkoM Mysejy Ha OTBOPCHOM Tpeba AOAMPHYTH u
ynorpeOuTH. Y MHOIUM CAy4YajeBUMa, ITOCETHOLM MHUCAE Ad je OHO IUTO OHH BHAC
yIpaBo oHaKko Kako je 6uao. Cauxa ,kyhe us xameHor A06a“ je ToAMKO UMIpecHBHA
AQ je SYAU Y3UMajy 3APaBO 3a FOTOBO, CMAaTpPajy j€ OPUTHHAAOM. 3apaTak Myseja je Aa
H33a30BE CYMIbY Y TAABAMA ASYAH, 4 HE AQ IOTBPAU CTEPEOTHIIE.

Hamm Myseju He roBope caMoO O IOAOXajy 0BeKa Mchy aHTHKBUTeTHMA y CBOM
oxpyxemy. Opasa “xuBor” je BaxHa, O6e3 003Hpa HA TO Aa AM TOBOPHMO O >KUBUM
Ouskama, yceBuMa n Apsehy, KMBOTMEBAMA HMAH YaK ,oKHMBOj mcTopuju‘. 3a MHOTY
A€lly, 3HAYajHY TPYIy TOCETHAALIA, HALIM MYy3€jU Cy ATPAKTHBHH jep UMaMO TaKO MYHO
U TOAHMKO Apyrauujer skuBoTa. Fberopo xopumheme je HauMH Aa ce CTYmH y KOHTaKT
ca IIOCETHOLIMMA, AQ IOMOTHE Ad Ce TIpEHeCe IPHYA U3a IIPOU3BOAA. /DYAU TIPBO BHAE
KO3y HAH CBUIbY, AAH KaAd HAIIYCTE My3€j, MOT'Y HX BUACTH Ka0 ,IIPAUCTOPHjCKE BpCTE
JKUBOTHIGA, & HE CAMO AyOUMIIE.

ApXEOAOIIKH MYy3€jH HAa OTBOPCHOM MOTY ACAOBATH KOMCPIHjAAHH]C OA
TPAAMIIMOHAAHUX My3eja. Mmak, BaXKHO je HATAACHTH PasAMKY Y OAHOCY Ha TEMaTCKe
mapkoBe. TeMaTcky HapKOBM CTBapajy M3MHILACHE CAMKE, 3aCHOBAHE HA HEKO]
POMaHTHUYHO]j IPOIIAOCTH KOja HUKAAA HHUj€ IIOCTOjaAd, KAO Ha IPUMED Y »I Inparuma
ca Kapub6a® uaun ,Ha Ausmem samaay”. ITomro Hamm Myseju mopajy aa sapaae
HajBehu ACO COICTBEHUX MPUXOAA M HUCY HU Ha KOjH HA4MH 3aTHRCHH OA ,,AOIHX
FOAMHA", yBEACHA je KOMEPLIjaAu3alInja, IOPeA Hayke, 0Opa3oBamwa U Ipe3eHTaLHje.
Kapa Hapoanu mysej y Xoaanauju nanynu 80% cBor Oynera u3 BAaAMHOT
(QuHAHCHpaba, 32 APXEOAOIIKE My3eje Ha OTBOPEHOM 00M4HO Baxu obpHyTo.. Kaaa
3aTUM [IOMHCAUTE A2 C€ IIPUXOAH OCTBAPYjy CAMO y ACTHEM IIEpHOAY, pasymehere aa
Cy OBH My3¢ju 0OMYHO y TeWKUM AyroBumMa A0 ¢ebpyapa. Onu Mopajy aa byay Beoma
paexcuOuAHE. Y HEKMM CAy4ajeBHMA, PECTOPAHH HAU OOjeKTH 32 OpPraHH30BaIbC
»320aBa y CPCAIOBCKOBHUM MAaHACTHPHUMA IIOCTAAH CY OA CYLITHHCKE BaKHOCTH, Y
CMHCAY A2 BUXOBH ITAPKOBH He MOTY npexuBeTd 0es wux. Haxaaoct, oBaksa Mecta
Cy IIOCTaAQ IPEBHIIE EKCTPEMHA.

Mebynapoana acoumjanuja 3a oBy Bpcry myseja, EKCAPK (EXARC)? pana je
AebuBMIMjy: ApXeosomiku my3ej na 0mBOPeHOM Je HENPOPUMHA UHCIMUMYUU]A KOja
BpULIL NPEYUIHE APXUIMEKMOHCKE PEKOHCMPYKYUje 00jeKama 3achosane, npe céeed, Ha
apxeonomxum ussopuma. Owua cadpycu 30upxe pecypca nemamepujarnoz macieha u
daje mymaueroe 0 mome KaxKo cy wyou JHcusein w paduii y npoutiocm; 080 ce nocmuye
Kopumtheroem 00KA3AHUX HAYUHUX MEMO0A, 4 HAMEHEHO Je nompebama 06pasosatsa,
UCIPANCUBAIA 1 YHCUBAISA NOCCTNUNAYA MY3E[A.

2 www.exarc.net
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OBa AepuHHULIHja APXCOAOLIKOT My3€eja Ha OTBOPEHOM Ce MOXXE PasOUTH Ha KiydHe
peun. IToraepajmo AepuumImjy MebyHapoAﬂor caBeTa Myseja (ICOM) - »Mysej je
HENPOPUIMHAS, CINANHA UHCIHUMYYUIA Y CAYHCOU OPYULINBA 1 1€20802 PA3BOJa, 0MEOPEHA
34 JABHOCI, KOJa NPUKYNAd, KOHIEPBUDA, UCIIPANCY]E, CAONULINABA U USAAINE MATNEPUJANHO
U Hemamepujaino Hacieje wy0u U wuxo802 OKpyNera 3a nompebe 06pazosara,
UCTIPANUBAISA 1 YHcuBarea’. APXCOAOLIKH IIOAALIY CY IIPUMAPHH USBOP HHPOpMALHja
0 TOME IITA je PEKOHCTPYHMCAHO H IITA CE TyMadH. APXCOAOIIKH My3¢jH Ha OTBOPCHOM
ce 6aBe peKOHCTPYUCAHNM 3rPasaMa Ha OTBOPEHOM IIPOCTOPY.

One mory 6utn usrpalycHe U TyMaucHe CaMoO 1I0A YCAOBOM AQ: 772471 OPUSHHAAHE
32pade xoja je npuxasana nuje suue docmynar (1) 0a cy xonuje, 00HocHO pexoncmpyxyuje
HANPABEHE NPEMA HAJCIRPONCUTUM HAYSHUM MEMO0anA’ "

AyTeHTHYHOCT MaTepujaAa M TEXHHKA KOja c¢ KOPHCTH MOpa OUTH IIOTKpEIsbCHA
jJACHUM, ITCAHUM U AOCTYITHUM AOKYMEHTHMA, KOjH Ce [TO3UBAjy HA U3BOPE HHPOpMaLiHja
Ha KOjUMa Cy PCKOHCTPYKLHje 3acHOBaHe. Ipefaso 6u aa mocroju Moryhuocr aa ce
CBAKa PEKOHCTPYKI[Hja 00jeKTUBHO IPOLICHU.

CBaeykyIHa Ipe3eHTALIM]a APXCOAOLIKOT My3€ja Ha OTBOPEHOM CE MOXE CMATPATH
(kaacnuroBarn/AcdUHHCATH) CKYIIOM HEMATCPUjAAHUX pecypca GalTHHE KOju Aaje
TyMa‘-ICH)C KakKo cy A)YAI/I JKUBCAHU H PaAI/IAI/I y CHCL[I/Iq)I/I‘IHOM KOHTCKCTy BPCMCHa nu
mecra. Besa nsmely Hayunux ucrpaxusama n GHAO KOT I10jeAMHAYHOT apXCOAOLIKOT
My3cja Ha OTBOpeHOM ce 06e36clyyje akTUBHOM yAOrOM 06y 4eHOT apXecOAOTa 3aIOCACHOT
y My3¢jy AU aPXCOAOIIKOI CAaBETHHMKA KOjU PAAW 32 IAPTHEPCKY OpraHusanujy. Y
3aBHCHOCTH OA IPUPOAE My3eja i 6poja [IOCETUAALLA, PASAHYHUTE BPCTE TYMAdCha MOTY
6utu npukaaaHe. OBe aKTHBHOCTH MOTY yKayduTH (aAM He orpanuyaBajyhu ce Ha)
obuaacke, 06pasoBHE IPOrpame, IPCACTABAABE CKCIICPMMCHTAAHHX APXCOAOLIKHX
HCTPAXMBAK:A, ACMOHCTpAllUjeé APEBHHX 3aHATA M TEXHUKA, TyMadema YXXHUBO U

AKTMBHOCTH y BC3U Ca )KUBOM I/ICTOPI/IjOM.

UCTOPUIJA

Cxopo cByaa Moxere Hahu MopcAe cTaHOBa MAM OPOAOBA HALIPABACHE Y IPHPOAHO] HAH
APYTOj BEAHMYMHH, MHCIIMPHCAHE apXeOAOrHjoM. BepoBaTHO mOCTOjU NpEKO CTOTHHY
OKpyraux kyha mo yraeay Ha oHe u3 rBosaeHor Ao6a camo y Beaukoj Bpuranuju. ¥
CkaHAMHABUjH MMa Ha AeceTHHE OpoaoBa usrpaljeHux o ysopy Ha one us A06a Buxumra.
Hapasro, Mysej Bukunamkux GPOAOBa Pockuap BeAMKa je MHCIMpAIMja, aAH MHOTH
CKAyTH Cy ¥ CAMH HaIlPAaBUAH CBOj BUKMHIIKH Gpoa. T TocToju oko 750 apxeoaomxnx Myseja

3 ,Henpo@dumHa ce 00HOCU HA OP2AHU3AYUJY OCHOBAHY hpema 8axcehum 3aKoOHUMa

- YOpyXHEeHy uau CamoCmanHy - Yuju ce npuxod Kopucmu UcK/by4ueo 3a my
opaaHusayujy” (ICOM ETuuku kogekc 3a My3eje, ICOM 2006: http://www.icom.muse-
um/ethics.html).

4 (CratyT ICOM-a, soHeT y beuy (AycTpuja) -24. asryct 2007, unaH 3, ctas 1).

5 [leknapauuja ICOM-a, 9. jyn 1956/1957, XeHeBa, cTaB 6.
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Ha OTBOpeHOM mmpom cBeta’. Behuna esporickux je KoHLEHTpHCaHa Ha TBO3ACHO B A0Da
Buxkunra. I Toctoje cToTrHe 06pasoBHUX LicHTapa KOjU HUCY OTBOPCHH 3a IoceTHoLE, Beh
CaMOo 3a IIIKOACKE Ipyrie. 3aTUM CY Ty PEKOHCTPYKIIHje H3BaH My3eja Kao IIITO Cy Ha TPUMED
PUMCKe OCMATPaYHHULIC y IlyMaMa Ha PUMCKOj rpaHuiy (anmec). AoAajTe TOME Ha XHAAAC
nchu sa rorwene reoxda, kepammiaxe nehu n noasemua cxkaaaumra Koja cy 06HOBSCHA
U ca KOjUMA je €KCIIEPHMMEHTHCAHO TOKOM IpoTekaux 50-ak roauna. Jax u ako 6ucmo
pexan aa mocroju 2.000 (pC)KOHCTPYI/IcaHI/IX Kyha oa Kojux je caka xomraaa 50.000
€Bpa, FOBOPUMO O BpeAHOCTH 0a 100 MHAMOHA €Bpa, IIPU YEMY YOIIUTE HE MOMUHEEM
oIIpeMatbe, OAPIKABabE M CAUYHO. JoAHIIIEbE yAarame ce mpolersyje Ha 10 MuanoHa eBpa.

/Dyau Koju BpIIE PEKOHCTPYKLHje Cy apXe0A03H (MaAa He 4ecTO) MAM AOKAAHH
noAuTHdapy, asu Hajuemhe cy TO yapyKema MAM IIpHBaTHA AMLA. 1o je samcra
yHpaMeHTaAQH HOKpeT Koju Kpehe 0A0840 Harope, y 4eMy ce MHOTO PasAHKyje OA
TPAaAUIIOHAAHUX My3€ja.

[Tocroje MHOrH pa3a03u 360T KOJUX AYAU BpILIE PEKOHCTPYKLHje. 32 MOAUTHYAPE,
TO MOXe OMTH 3aTO WITO IOCTOjU HOBal U3 poHAoBa EY wito je jedprrHO pememe Aa
ce CTBapH YYHHE BUAMSUBUM HAM AA CE TPOMOBHUIILE TYPH3AM Yy PYPAAHHM IOAPYYjUMA
A€ MHAYe HEMA MHOTO TOIA Ad ¢ BUAH HAH ypasu. [ToanTiaku pasaosu mory rakobe
YKAYUMTH U OTBAPAbC PAAHMX MECTA. 3a apXCOAOIE, TO MOXXC OMTH HA4MH A2 ce
O4YYBajy MCKOIIHHE MAH UK CU77Z) MATCPHjAAH, 3AIITHTE CIIOMEHHII HAH Ad CE CTBOPH
CKCIICPUMCHTAAHH apPXCOAOLIKH MoAcA. MehyTum, raaBun pasaor je AM4HO HCKycTBO
KOje ce CTHYC TOKOM M3rpaaie, kopuuheme AOKasuTeTa U pasmcHa uckycrasa. OBa
MECTa IPEACTAB;A)Y 61/1Hy HAa KOjOj Ce OABMja IIPEACTABA. OBa aKTUBHOCT MOXe OUTH
036usHa uan He. Kyhe cy mosapuna sa npuay: obpasosame. Typucre npusaaun aen
aMOujeHT pecTopana nau ,Pumcka apena®. Mecra raxolye sapoBomaBajy HayuHuUKE, TpyIIE
KOje ce 6aBe SKUBOM MCTOPHjOM HAH APYTE AYAC KOJU MMajy ,[I0ccOHA MHTCpEcoBamba’.
Y cBUM OBHM CAyYajeBUMa CTPYKTYPe MOpajy HCIYHHUTH ,MoAcpHe saxreBe'. Kyhe
PETKO cAyxe y ekcrepuMeHTaaHe apxeosomike cBpxe. Cama pexoncrpykunuja HHMJE
excriepuMeHT. ExcriepumenT je axiuja, pesyarar cy noaauu. Y HajboseM cayuajy, kyha
je CIIOpEAHH ITPOUBBOA EKCIIEPUMEHTA.

Aa an 6u apxeorosu Tpe6aso aa ce ykwyue Ges 063upa Ha cBe T0? Mu He MOXEMO
CIIPEYUTH AYAC Ad TPAAC CBOje MaAc paHTasHje M Ad MX cMaTpajy ayreHTHaHMM. Ca
APYTe CTpaHe, CAMH apXeOAO3H HEMajy CBE MOTPEOHO 3HAHE 32 APXCOAOIIKH My3ej Ha
OTBOPEHOM: HE 3Hajy Ad TyMade, IIOAY4aBajy HUTU AQ YIIPaBoajy My3€joM.

ITocroju oxo 300 apxeosomkux Myaeja Ha orBopeHoM y EBporu ca oxo 8 Muanona
noceruaana. Cam EBpoansuu je umao 16 muanona mocera y 2012. roaunu’. [Touenn
APXCOAOIIKMX My3€ja Ha OTBOPECHOM CE€ MOTY IIPEIIO3HATU IO HUSTPAAH MOHTHPAHHX
IOCTaBKH, Koje ¢y 0Aaro MHCIMpHcaHe moracaoM Ha npomsoct. OBe mocraske
cy xopuumheHe A2 cc 03aKOHM IIOAOXAj cAMTa. Jerepcrpuc y AaHCKO] je Iicj3akHu
[apK y BAACHHIUTBY AAHCKE KpameBcke mmopoauue. lopune 1776, oBae je mckoman

6 Bnam many Ha www.openarchaeology.info/venues.
7 DISNEY, EURODISNEY S.C.A., 2006. Magic in Action. Eurodisney S.C.A. 2005 Annual
Review. Paris: Eurodisney S.C.A.
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Jyananexoj - rpo6, BepoBatHO, U3 KameHOTr A0Ga. Hakon nckomnasarma, pexoncTpyncan
j€ Y POMaHTHYHOM CTHAY Ca TepacaMa M MepMEpHUM yaazoM y coby. Lun je 6uo Aa ce
HArAQCH MOPEKAO AAHCKE KPaseBCKE IMOPOAHILIE KOje CeXe ,MHOTO BPeMEHa yHasaa' .
Aanac cy xpanencke mopopune y Aanckoj 1 Hopenikoj moxpoBUTESH PA3AHYUTHX
APXCOAONIKMX My3€ja Ha OTBOPEHOM; Tako je Kpasuua Maprapera II oa Aamcke
sawtuTHHLA My3eja Carnaanaer Aejp (Sagnlandet Lejre).

IToctoje Opojun npuMepu HauuoHasu3Ma. [IOYETKOM OCAMACCCTHX TOAMHA
ABapcceTor Beka, Ha npumep, y Kacrea Xenancy y Beacy, HacTasa je TypuctHuka
aTpaKIMja, APXCOAONIKU MY3€j Ha OTBOPEHOM KOjH 33 TEMy MMa CAaBHY npomaocT Beaca
M KEATCKH AYX, Y KOHTPACTy Ca HEKOAHKO Hepuoaa somuHanuje Pummana, Hopmana
u Enraesa. O6pasosuu nporpamu y Kacrea Xenancy cy y oBoM TpeHyTKy jom yBek
npuaarohcHH Aa 33A0BOAC 3aXTEBE BCAIIKOI HAL[MOHAAHOI HACTABHOI IIAQHA U
[POrpaMa; TAMO OAJEKYjy IIPUMEPH CTEPEOTHITHUX PUTYPA ITOMYT ,MYIIKUX OKPYTHHX
parHuKa“ U ,IUTOMUX XcHa AoMahuia’.

HepaBuu npumep je us Ykpajune rae cy Ha npocaasu Aana HesaBucHoctu 2015.
ropune, 30 BOjHHKA KOjH Cy IITHTHAM HHTETPHTET APXKABE NPUMHAM MEAASE H
[IOCETHAHN APXCOAOIIKH My3ej Ha 0TBOpeHOM I Tapk Kujes Pyc", 32j€AHO Ca 3AMEHUKOM
MHUHHCTpa KyAType u3 Ykpajuae'.

Curyanuja ca apxeoAOIIKUM MysejuMa Ha orBopeHoM Yy Hemaukoj y 20. Bexy cayxu
Kao IpUMcp MexaHu3Ma Koju ce Moske Hahu n aApyrae. Toaune 1922, y Yatepyapunreny
Ha Boaenckom jesepy, orBopen je mysej cranoBa Ha orBoperoM. Oa 1933. ropune
IIa HaAAmE HATAACAK j€ IIPOMEIEH — OBaj MYy3€j BUIIE HE IIPEACTABMASA HEKY BPCTY
pomaHTHYapcKe npomaoctd, Beh npomaocr Hemauxor Haposa. Oa Tor TpeHyTKa
IPE3CHTALM]a Ce IIPOMCHMAQ: BHIIC HUj¢ OHAO TOBOPA O ASYAUMA KOJU JKHBC Ha je3epy,
Beh o cranoBuMa Ha jesepy y Kojuma cy xuBean BojHULH. ] [PeACCAHUK MECHE 3ajcAHHLIE
ceaa yOp3o je HasaH ceocku Pupep''.

M ma Apyrum MecTHMa Cy AOKAIMje KOPHIUTEHE HA CAMYAH HAYMH KAO INTO je
TO cAy4aj ca Epaunrxaysenom, Awnbexom u Papoadues-Mernayom. To je 610 Aco
CHCTEMATCKE MMOAUTHKE Ad CE M3BPIIM YTHIAj HA CTaHOBHUIITBO Hemauke, nmoxpenyTe
AUpeKTHO u3 Bepanna.

Y npBuM AetieHHjaMa ocae APyror CBETCKOT para, HHje OTBOPEH BEAUKH OPOj HOBHX
APXEOAOIIKHX My3¢ja HA OTBOPEHOM y EBpoI; AyAH Cy ce BpaTHAM ,,CHIYPHHUjUM * METOAAMA
Hayke. [ Ipe nan xacHuje, 0BO je AOBEAO AO ITOjaBE EKCIIEPUMEHTAAHE APXEOAOTH]E.

8 PETERSSON, B., Férestdllningar om det forflutna, arkeologi och rekonstruktion, Lund,
Nordic Academic Press, pp. 496, 2003.

9 MYTUM, H. C., “Reconstruction policy and purpose at Castell Henllys Iron Age Fort”,
The reconstructed past. Reconstruction in the public interpretation of archaeology and
history, Walnut Creek, AltaMira Press, pp. 91-102, 2004.

10 Napk Kniecbka Pycb website, May 9, 2015: YyacHuku ATO eideidanu fpesHili Kuie
Ha JeHs [Mepemoeu, http://parkkyivrus.com/ua/novini/item/161-uchasnyky-ato-vidvi-
daly-drevnii-kyiv-na-den-peremohy

11 SCHOBEL, G., “Geschichte der Ausstellungskonzepte im Pfahlbaumuseum Un-
teruhldingen am Bodensee”, WES 04 - Wetland Economies and Societies. Proceedings
of the international conference in Zurich. 10 - 13 March 2004. Collectio Archeologica,
Zurich, Chronos, pp. 283-296, 2005.
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3HayajHO je HAIIOMECHYTH AQ, MAKO CC H3Pa3 CKCIIEPUMEHTAAHA APXCOAOTHja Kao
CTEPEOTHII YECTO KOPHCTH Y APXCOAOMIKHM MY3€jUMa Ha OTBOPEHOM, PEAATHBHO je
Maau 6poj Myseja koju sanpaso Bpule excriepumente. OHu KopucTe 0Baj U3pas Aa Ou
CTeKAH KpeAuOuAnTeT. Myaeju rpaae MOCT ca HOCETHOLMMA Ha jEAHO] CTPAaHU, 2 HAYKOM
Ha ApYyroj. Mysej xoju MMa aKTUBHY Be3y ca HAYKOM j€ IIPaBU )KUBU MY3¢;j.

Osa mecta ce He rpase HutH ce aaha 3a mux 36or came Hayke. MHOrH apxeoAomku
My3€eji Ha OTBOPEHOM ce II03MBajy Ha APXCOAOTHjy KAKO O OCTBAPHAHM ACTUTHMMUTET.
Hasoachn aa apxcoaoruja 06esbelyyje unmenune u aa ce npeseHTanmja Myscja TeMesH
Ha OBUM YHIbCHHIIAMA, CAMM MY3¢jH HATAALIABA]y A Aajy Baxkehe Tymaueme nmpomaocTy.

Hayxa MoXe A2 HCKOPHUCTH OBE AOKAAMTETE 32 EKCIIEPHMCHTE Mamer 00uMa, Kao
wro je xopuimherme permanka asara NPUAMKOM IpaAe UAM ynopebusame ymorpebe
CaAAIIBUX MPEAMETA Ca OPUTHHAAHMM apredakTuma. Apyra ommmja je maxsusuje
npaheme nmocrojama n Hecranka osux rpalyeBuna rae ce Moxe BpmmuTu nopeheme ca
IUXOBHM aPXCOAOLIKHM, H3BOPHUM MaTEpPHjaAOM.

Jou HemITO y MpHUAOT OBOME — OBa MECTA CY HACAAHA 32 YHUBEP3UTETCKY HacTaBy. OBae
MO>KETE U3BOAUTH CTBAPH KOje HUCY MOryhe Ha peAOBHUM YaCOBUMA, AU CY H3BOAMSHBE
Ha OTBOPEHOM IIPOCTOPY: PELUMO, Aoxeme Barpe. [Ipenusnuje: oBaj apxanynu mejzax
Ipy>Ka KOMIIACTHY cueHorpadujy Koja aaje occhaj mormyHo Apyradujer HaunHa XHBOTA.
Konauno, BaxHa mpepHoct jecte MoryhHocT aa ce myGAuka ymosHa ca 3HadajeM
apXEOAOTH]jE U AQ CE CA3HA IUTA IIOCETHOLM BPEAHY]Y KAaAQ j€ APXCOAOTH]jA y ITUTAMbY.

ITocToju HeKOAMKO TUTaa KOja cToje naMelyy apxcoaomKux My3€ja Ha OTBOPEHOM U
Hayke. Ha ripumep, ako Hema AOCTYIIHUX ITOAATaKa, HEMa HU HCTPAKHUBaba, K OOPHYTO.
Taxolb)e, HEKOAHKO CTYACHATA j¢ IOKYLIAAO ,H3MUCAUTH TOIAY BOAY — PAAHMAHM CY Ha

,OylLICy MOBpIMUHCKMX pyma’‘’?

AAM HHCY Ce IOMCPHAH Aame 0p tora. Ilopeheme
EKCIEPHMEHTAAHUX IIOAATAKA Cd OPHIMHAAHMM HE CIIPOBOAM CE AOBOSHO YECTO.
EKCAPK (EXARC) uma 6asy noaaraka'> Ha HHTepHETy K0joj ce Moxe cA0GOAHO
npuctynuty, asu 11.000 HacaroBa mpeacTaBs>a CAMO MAAU ITOYETAK.

O6pasoBaH>e U YYEHhE jECY HAjBAKHU]HU PA3AO3HU 32 TOCTOjalbe APXEOAOIIKUX My3€ja Ha
orBoperom. MckycTBa Koja ce crudy y 0BUM My3ejuma Tpeba A2 IPEACTABAA]y M3a30BE U
CTHUMYAHIITY ITIOCETHOLIE, AA TPETBAPAjy MEXaHHYKE PAAH-E Y H3a30B€ O KOjUMA CE PA3MHUIILAA.
ITIxoAcke rpyne yue 0 CBaKOAHCBHOM JKUBOTY Y HPOIIAOCTH: XPaHa, XAaAHONa, xurujeHa
— He TOAHKO 0 camoj apxeosoruju! OBo ce BeoMa PasAMKYyje OA OHOTa IUTO BUAUTE HA
KAACHYHO] ApXEOAOMLIKO] H3AOKOH. 3Hayaj MoceTHAAIA MKOACKOT Y3PacTa II0CTaje jacaH
KaAa ce IToraeaa cTatuctika: o S0% Ao 95% nocernaara cosasu y rpynaMa”.

APXCOAOIHKI/I MY3€jH Ha OTBOPEHOM y BEAHKO]j MEPH 3aBHCE OA MPHUX0AA KOjU CAMHU
OCTBapYjy, YTAABHOM OA Typuama. Ilocetnonn M muXOBa MHTEPECOBAKA CE MEHAJY
TOKOM TOAMHA, CCTUTE ce A2 »0¢j0u-Oymepu“ Beh Hecrajy. Tenepaunje xoje aoaase
IIOCAE BHX Cy APyradHje: OHU Cy IIPBH KOjU CY OAPACAHU Ca PauyyHAPUMA U PA3AHYUTUM

12 REYNOLDS, P. J., “The Life and Death of a Post Hole", Interpreting Stratigraphy 5,
Proceedings of a Conference held at Norwich Castle Museum on 16th june 1994 and
supported by the Norfolk Archaeological Unit, pp. 21-25, 1995.

13 www.openarchaeology.info/bibliography

14 NHTepHu n3sewwTaj, EXARC.
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CIIpaBaMa, y CBCTy MHTCPHETA; UMajy pasBujeH occhaj HHAMBHAY2aAHOCTH H 4€CTO Cy
yspihe oBe3aHu ca npujaTesUMa HETO Ca IOPOAULIOM; BEPYjy Y TPAHCIAPCHTHOCT U
HE IIPUXBATAjy Ay TOPUTET CAMO 3aTO jep UM je TAKO PEYCHO.

Kyarypuu Typusam Huje BUIIE Y AOMEHY EAHTE: My3€jH YECTO HMAajy IPyIIe TypPUCTA
koju 0buano He nocehyjy mecra xyarype uau kyarypror Hacacha, aau he To yunnuTn
YKOAHKO CC OBH My3CjU IIPHAArOAC IHMA, YMECTO Ad CE IOceTHoLu npuaarolasajy
My3ejuMa.

I[Tocroje Tpu TpeHpa y Typusmy'™:

1. Bonwuxsaauret, sehu usbop u Beha konkypennuja: mysejuma he 6urn norpeban
XUTOBH MAM 62p HCKU KBAAMTCT U IPCIIOSHATASHBOCT Y IBUXOBUM AKTHBHOCTHMA;

2. Typuctu He caMo A2 BOAC A2 OHPajy B OCTaBb>jy ACAOBE OHOTA IUTO CE HYAH,
oHn Takobhe oduekyjy Aa OyAy YKmyUCHH, A2 YUCCTBYjy Y aKTHBHOCTHMA.
AHraxoBame IIOCETHOLA 3HAYH A2 My Tpeba IOHYAUTH 360p OmIHja, a He caMo
IPaBOAMHM)CKO HCKYCTBO KOj€ CE CACTOJU OA ITOYETKA, CPEAUHE U KPaja;

3. 3acBakoraIlo HEWTO: He MOT'Y CBH OMTH TPETHPAHH Ha CANYAH HAYHH; TPXKULITE

HOCTajC IIOACAHCHO HA BHUIIIC HOCCGHI/IX HHTCPCCHHUX I'DYIIA.

Hocuoun nndopmariyja Mopajy ocTati ,,y CKA2AY" Ca OCTATKOM My3eja, AaKAe, MOpajy
Aa xopucte syac. [Tonekaa myan obydacHn y moacpHy oachy objammanajy ApeBHE TeXHHKE,
T3B. APXCO-TEXHUYAPH. 1yMaderme Y)KUBO je Y HajMamy PyKy CTAPO KOAMKO H MYy3cjH Ha
oropeHoM — mpumep je Ckancen us 1890, jeAaH 0p IPBHX CBETCKHX €THOIPadCKmx
My3eja Ha OTBOpeHOM. Y cay4ajy CTOKXOAMA, HPEACTABACHH Cy OCTALM HAYHHA SKUBOTA
KOjH HECTaje; y clieHaMa kuBe uctopuje u3 50-ux ropuna 20. Beka IIa Hapase, MPOIIAOCT
je TIOHOBO M3MHIILACHA, ONHCAHA U OATAYMvEHA. AAHAC TTOCTOJH HEKOAMKO TPYIIa JKHBE
HICTOpHje, OHE Cy MSIPaAMAE M KOPUCTe cOICTBeHe Myseje. JKuBa ncropuja Moxe A06po
{yHKLMOHMCATH YKOAHKO ce caeache Tpu nagje yamy y 063up':

1. Kopucrutu KOMIIETEHTHE myae (onu Tpe6a Ad 06j€AI/IHC TPHU 3aHUMaHa Y JEAHOM:
[peAABad, TAYMAl] ¥ 4PXEOAOT / HCTOpUYap;

2. Kopuctutu 0bpasoBHe mporpame KOjU MOACTHUYY IHTalka O TOME LITA je
HCTOPHUjCKA MCTHHA;

3. Oaobputu nrpe no yaorama / ynorpeby ckpunara KOj€ IOACTHYY Ha BPEAHOBAIbE
MPUKYIIAEHUX MPEAMETA YMECTO AQ CE OHHM KOPHCTE CAaMO KAO PEKBU3UTH HAU

HAyCTPpOBaHa IIO3aAHUHA.

15 KING, 2009. Creative Tourism and Cultural Development: Some Trends and Observati-
ons. http://www.lord.ca/Media/Creative_Tourism_BK_paper.doc

16 MEINERS, U., 2008. Verlebendigungsstrategien im Freilichtmuseum. Gedanken
Uber Chancen und Probleme populdrer Vermittlungsversuche, in ). Carsensen, U.
Meiners & R.-E. Mohrmann (eds), Living History im Museum, Méglichkeiten und Gren-
zen einer populdren Vermittlungsform, Minster: Waxmann, 161-174.
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APXEOJIOLWKU HACMPAM ETHOIPA®CKUX
MY3EJA HA OTBOPEHOM

ApXEOAOIIKH MY3€jU Ha OTBOPEHOM YECTO HHCY OCHOBAHH OA CTPAHE MY3€jCKHX
crpyumaka. ErHorpadgcku Myseju Ha OTBOPEHOM, MHaK, jeCy MHOTO BHIIE ITOBE3AHH
ca My3€jCKOM IIpakcoM. AcolLujaliuja eBpPOIICKMX My3eja Ha OTBOPEHOM (AEOM)
- Ernorpa¢cxu myseju tun CkaHcena - ocHoBana je 1966. roaune. Acouwujauuja
APXCOAONIKUX My3€ja Ha OTBOPEHOM (EXARC) aatupa op 2001. ropume. YV
eTHOrpaCKUM My3ejHMa Ha OTBOPEHOM BEOMa jaKy eMOLIHjy IPEACTABA>A HOCTAATH)A,
Tyra IITO BPEMe MPOAAsH. Y aPXEOAOUIKMM MY3€jHMa Ha OTBOPEHOM IIPMKA3aHA je
IIPOIIAOCT KOja HMKAAA HHj€ IOCTOjaAd KA0 TAKBA: OBAE HHUj€ IIPAABO, a HALIM YAAHOBU
0c065a He yMHEPY TaKO PaHO K20 IITO j¢ TO 61AO y KaMeHOM A0Dy.

Y ko0joj Mepu cy 00jeKTH y eTHOrpaCKUM My3e¢jUMa OPUTMHAAHHjH HEro y
APXCOAOLIKMM MYy3cjuMa Ha OTBOPCHOM? Y apXCcOAOTHjH, CBE LITO je nsHaA oapehenor
HUBOa jecTe Hajuemhe Harahame - HaKo ApXEOAO3H MOTY 3aKAYYMTH BUILE OA OHOTA IITO
je ounraeaHo (rpaheBuHcKH MaTepujas, asar, TeXHUKe, Tpaguuyje...). Y eTHOrpadckum
My3¢jMa Ha OTBOPEHOM Kyhe ce mpeHoce U3 CBOI IPBOOUTHOr OKPYXKCHa y My3ej U
»Bpahajy“ y oapehenn tpenyrak cor mocrojama. Kyha moxaa nocroju 400 roauna u
KaAa IpHKasyje cuTyanujy Ha npuMep u3 1780. roauHe, AOCTa TOra HEAOCTaje, a HEKH
AeaoBu cy (nonoBo) nsrpabenn. ae ce npeaasu rpannua usmely Hayke u ¢panrasuje?
Axo moraeaamo ucTopjy u uarpaasy npkse [oa Cras y Hopsemxom HapoaHOM My3ejy
y Ocay, cxBatuhemo A2 BepoBaTHO Matbe 0A IOAOBUHE MATEPHUjaAa KOJH YHHE OBY LIPKBY
jECY OPUTHHAAHU €AEMEHTH.

AKTHBHOCTH y 4PXCOAOIIKHM M €THOTPAQCKUM MYy3€jHUMa Ha OTBOPEHOM Cy 4E€CTO
canye. OBO yKaydyje H TyMadcme Y>KMBO KOje Cy MHOTHM C€THOTpPadpCKHUM Myseju
YCBOjUAH. APXEOAOLIKH MY3€jH Ha OTBOPEHOM MOTY Ad Hayde OA €THOrpadckHX Myseja
KaKo ce BOAU M 4yBa AoKyMenTauuja. (Pe)koncrpyncane apxeosouke kyhe tpeba aa
OyAy OIHCaHE y U3BOPHMA, AQ IIOCCAY]Y IAQAHOBE AAANTALIUje, AA UMajy AOKYMCHTALIU]y
y {asu usrpapme u npomene, y ¢asu xopuihema xyhe (ayro npaheme xako ce one
KOPHCTE U OAP)KaBajy) M Ha Kpajy y $asu mUXOBe pasrpapme. AOKyMeHTauuja He
Tpeba Aa caapxu camo mopatke o rpabyesunama, Beh HapounTo o Tome mra ce Tamo
HpeACcTaBAa, Kakse npude / koja npomaoct. Ko je Bosan u criocoban aa nposepu oBe
CTBapHU U KOA eTHOTPadCKHUX 1 KOA apxeosoukux Myseja? Obe Bpcre Myseja 6u tpebaso
Aa OyAy OAMDKE TOBE3aHe ca HayKOM.

KYAA MAEMO O ABAE?

Iupom cera, mapapurmamyseja ce Merba. CaMo PUKyIsakbe BULIE HHjE IIPBH IPHOPUTET.
JKusu mysej Black County nma 1 Apyru IpHOpHTET - A2 Ce AYAU SAUHTEPECY]Y Ad TPAAC
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KapI/Ij cpey TCXHI/II_II/I17Z MOpaMO Aa HPOH&bCMO PCACBAHTHOCT Y MOACPHOM APYIITBY, 4 HC
BHIIC Ha IIPBOM MCCTY YIIOPDHIITC Y HayIIH. HOAI/ITI/I‘{apI/I he IOTUTUTHU MYSCjC CBC MambC:
Yy HCOAI/I6CpaAHOj CTBAPHOCTH CBC IITO CC pavyHa jCCTC CaAAIIKBOCT, HE jy‘IC HHTH CyTpa.

y H3paAr CTPATCHIKOI OKBHpPaA 3a apXCOAOIIKCE My3€j€ Ha OTBOPCHOM HOCTOjI/I
HCKOAHMKO H3a30Ba:

1. APXCOAOIHKI/K MySCjI/I Ha OTBOPCHOM ca HajBChI/IM Hay‘IHI/IM yI‘ACAOM HI/ICy yCHCAI/I
Aa TIPETBOPE CBOJY PENyTALH)y Y PHHAHCH]CKY OAP)KHUBOCT.

2. ApxeoAoWKH Myseju Ha OTBOpeHOM Tpeba Aa M3Mepe CBOje NPEAHOCTH U
BPEAHOCTH Ha je3UKY KPeaTopa BAAAUHE IIOAUTHKE U GHHAHCHPAHHA;

3. IlocToju HEAOCTATaK MHTEACKTYaAHOT Pa3BOja Y apPXCOAOUIKMM My3¢jUMa HA
orsopenoM. [Torpe6an Ham je Behu Haraacax Ha mpodecnonasnsanuju Hayke u
HCTPa)XMBamba 32 OTPeOe apXCOAOLIKUX My3¢ja Ha OTBOPCHOM;

4. Tlorpe6Ho je aa nmoctoju Behu Haraacak Ha TOMe Kako cPUKACHO YIIPaBbATH
apXCOAOIIKUM MY3€jOM Ha OTBOPEHOM;

5. ApXCOAOLIKH My3¢jH HA OTBOPCHOM Tpeba Ad y4e OA APYTHX AUCLIMIIAMHA U AQ
KOPHCTE BUXOBE AAATE: CBET MY3€ja, CBET TYPU3MA, UTA;

6. He nmocroju cTpykrypa 3a passoj kapujepe: BeoMa je Masu OpOj aKaAeMCKHX
nopyka Koje ce GpoKycHpajy Ha apXeOAOIIKE My3eje Ha OTBOPEHOM IITO OTEKaBa
noAu3arme cranaapaa Mehy MaaanM myauma Koju yaase y npodecujy.

Mopanmo BepoBaTH y CBOjy CHATY, Hallla jJEAMHCTBEHA IIpoaajHa Mecra. Obpasoame
je BeoMa Ba)KHO 33 HAC - AAH y IIKOAM, CBE CE€ BPTH OKO aKAAEMCKOT HAYMHA y4eHa:
IPEBUILE PaAd HA MOHMTOPUMA, MHOTO Op3ux npomena u camuno. Hexa Aena xoja Hac
nocchyjy HuKaAa HUCY BHACAQ TAQMEH, HUTH Cy HAAOXKHAR BaTpy. Acua He 3Hajy OAaKAC
IIPOHM3BOAU AOAa3e. Mu HyAMMO MmoceTHOLHMA (me camo peru) yueme nomohy xojer ce
AQKIIIE Pa3yMe CBET.

Y mysejuma Ha OTBOPEHOM (eTHorpaquyxM Ka0 M apPXCOAOLIKHMM) CBE CC BPTH OKO
3aHara — 360r 0BOra cMO HeKaAa OMAY Ha HajHIDKOJ ACCTBUIIM XHjepapXuje UHAHCHPAFHA.

Aau: Hame MeTOAE €y MHOTO Buiue $pOKycHpaHe Ha ydemhe mocetnaana Hero wTo je
TO CAYYaj Y APYTHUM BPCTaMa My3eja, KOA HAC CE YIH KPUTHYKOM Pa3MHUIILSAHLY, TAKO MHOTO
TPaXXEHOM y CABDEMEHOM APYILITBY. YIIPaBO TAaKBE CTBAPH e He y4e y mKkoau. Hamm myseju
HyAC coLjasHy Haay 3a Oyayhnoct! OBAc cMO AaAcKO HCIpes MHOTHX APYTHX Myscja's.
Mysej 61 Tpe6aro aa Gyae ACO MPEKe 3aj¢AHO Ca APYTUM OPraHHU3ALIMjaMa KOjHMa je Iy OAKKa
Y LicHTpY, a He cama 30upKa. [ToMaskeMo AyAHMa A2 OCTABE CBOje KOPCHE Y ADYLITBY.

17 NpesenTauuja [lejsnaa Esenvja y Kapaundy - David Eveleigh (Black County Living
Museum), Buan Paardekooper 2015: Managing Archaeological Open-Air Museums:
Current Issues, Future Trends, EXARC XypHan 2015/3: http://journal.exarc.net/
issue-2015-3/mm/managing-archaeological-open-air-museums-current-issues-futu-
re-trends

18 MpeseHTauumja Jlyka BuHtepa y Kapandy Luke Winter (ATC), Buam Paardekooper
2015: Managing Archaeological Open-Air Museums: Current Issues, Future Trends,
EXARC XypHan 2015/3: http://journal.exarc.net/issue-2015-3/mm/managing-archaeo-
logical-open-air-museums-current-issues-future-trends
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ROELAND PAARDEKOOPER PHD
Archaeological Open-Air Museums,
History, Quality & Practice

CHARACTERISATION

There is a high number of sites which may best be characterised as archacological open-
air museums. These are united in having an outdoor facility with reconstructed build-
ings, a scenery or stage so to say, for their activities. In most cases, the facility is themed
with prehistory, the Roman Era or a medieval scene'.

Archacological open-air museums usually have no collection of tangible artefacts. If
their houses burn down - they are fake anyway - it is not the end of the museum. They
collect information, stories if you like, which they present in the prehistoric or medieval
scenery. The information itself, the intangible cultural heritage resources, is the collec-
tion. Thus, archacological open-air museums, like science centres and heritage visitor
centres are ever more accepted in the international museum family.

However, the differences between an Archacological Open-air Museum and a tra-
ditional ‘showcase’ museum are apparent. A museum - even in modern commercial
exhibitions — tends to be artefact based, while archacological open-air museums are
activity based.

Traditional museums are clean, civilised and organised and still have by definition
the roles of collecting and preserving. But still, their role is changing towards presenting.
The National Museum of Antiquities in the Netherlands for example, does not excavate
(i.e. collect) anymore in its own country! Museum visitors are no longer disturbing,
high visitor numbers have become keystone, even if they do not bring in much money.
And it is here the scientists are standing at their weakest point. Museum exhibitions be-
come more and more the territory of production departments: professional text writers,
Art & Design companies and of course a professional PR machine. These producers get
more and more grip on exhibitions and scientists loose territory.

Archaceological open-air museums involve all senses and are not just about reading a
museum guide and looking at objects in showcases. A museum in the traditional sense
of the word has as tasks: collecting, preserving and presenting. An archaeological open-
air museum looks at it differently. The five key words are: education, presentation, ex-
periment, commerce and Live Interpretation. That does not make them having a worse
or less successful approach than the archaeological museum around the corner. Thank-

1 Part of the discussion in this paper goes back to my PhD research: PAARDEKO-
OPER, R. P., The Value of an Archaeological Open-Air Museum is in its use. Understan-
ding Archaeological Open-Air Museums and their Visitors, Leiden, Sidestone Press, pp.
342,2012.
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fully, there are more and more “crossovers”: a combination of indoor and outdoor. In my
opinion, combining the two approaches is the very best to do.

Most artefacts at an archaeological open-air museum are to be touched and used. In
many cases, tourist visitors think that what they see is the exact way it was. The image of
such a “Stone Age house” is such impressive, that people take it for real, for original. It is
the museum’s task to sow doubt in people’s minds, not to confirm stereotypes.

Our muscums are not just about the position of man in antiquity in their environ-
ment. But the phrase ‘life’ is important, whether you talk about living plants, crops and
trees, animals or even Tiving history’ For many children, an important group of visitors,
our museums are attractive as we have so much and so much different life. Using this is
a way to get in contact with your visitors, to help transfer the story behind the product.
The people first see a goat or a pig, but when they leave, they might see it as a “prehistor-
ic” kind of animal instead of just a pet.

Archaeological open-air museums may seem more commercial then traditional mu-
seums. However, the difference with theme parks is important. Theme parks make im-
aginations, based on some romantic past which never existed, like for example on the
“Pirates of the Caribbean” or on the “Wild West”. As our kind of museums have to earn
most of their own income and are in no way protected for ‘bad years, commerce was
introduced, besides science, education and presentation. When a National Museum in
the Netherlands earns 80% of its budget from governmental funding, for archacolog-
ical open-air museums, it usually is the other way around. And if you then think that
income is only generated in Summer time, one understands, these museums usually are
heavily in debt by February. They need to be very flexible. In some cases, the restaurant
department or the facilities for ‘partying in the medieval monastery” have become that
essential, that the respective parks cannot survive without it. These sites have unfortu-
nately gone over the top.

The international association for this type of musecums, EXARC?, has come with a
definition: An archaeological open-air museum is a non-profit permanent institution with
outdoor true to scale architectural reconstructions primarily based on archaeological sources.
1t holds collections of intangible heritage resources and provides an interpretation of how
people lived and acted in the past; this is accomplished according to sound scientific methods

for the purposes of education, study and enjoyment of its visitors.

This definition of an archacological open-air museum can be broken down in the
following key words. If we look at the ICOM definition, it is a museum A museum is a
non-profit’, permanent institution in the service of society and its development, open to the
public, which acquires, conserves, researches, communicates and exhibits the tangible and
intangible heritage of humanity and its environment for the purposes of education, study

2 www.exarc.net

3 “Non Profit refers to a legally established body- corporate or unincorporated - whose
income (including any surplus or profit) is used solely for the benefit of that body and its
operation. The term “not-for-profit” has the same meaning” (ICOM Code of ethics for
museums, ICOM 2006: http://www.icom.museum/ethics.html).
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and enjoyment.” Archacological data are the primary source of information of what is
reconstructed and interpreted. Archacological open-air museums deal with outdoor
true to scale reconstructed buildings. These can be constructed and interpreted only un-
der the condition that: “the original buildings of the type portrayed are no longer available
(and) the copies or reconstructions are made according to the strictest scientific methods™.

The authenticity of materials and techniques used should be clearly accounted for
through written and accessible records, quoting the sources of information on which the
reconstructions are based. An honest assessment of each reconstruction should be feasible.

The overall presentation of an archaeological open-air museum can be regarded
(classified/defined) as a collection of intangible heritage resources which provides an
interpretation of how people lived and acted with reference to a specific context of time
and place. The connection between scientific research and any specific archacological
open-air museum is provided by the active role of a trained archacologist among the
staff or an archacological counsellor belonging to an affiliated organisation. Depending
on the nature and amount of visitors, different kinds of interpretation can be appro-
priate. These activities can involve (but are not limited to) guided tours, educational
programmes, presentation of experimental archacology research, demonstrations of an-
cient crafts and techniques, live interpretation and living history activities.

HISTORY

You can find life-size models of dwellings, boats or otherwise, based on or inspired by
archacology almost anywhere. There may be over one hundred Iron Age type round
houses alone in the UK. In Scandinavia, there are dozens of Viking like ships built.
Of course, the Roskilde Viking Ship Museum is a great inspiration but many scouts
too made their own Viking ship. There are about 750 archaeological open-air museums
worldwide®. Most of the European ones concentrate on the Iron Age and the Viking
Age. There are hundreds of education centres as well, not open to day to day visitors
but school groups only. Then you have free standing reconstructions like for example
Roman watchtowers in the forests on the Roman border Limes. Add to that the thou-
sands of iron smelting furnaces, pottery kilns, and underground storages which were
reconstructed and experimented with over the past 50 or so years. Even if we would say
there are 2,000 house (re)constructions with each having cost € 50,000 to build, we are
talking € 100 million in value, not even talking about their furnishing, maintenance and
such. The estimate annual invest: would be € 10 million.

The people reconstructing may be archaeologists (although not often) or local pol-
iticians, but most often these are associations or private persons. It truly is a grassroots
- bottom-up movement, much different from traditional museums.

4 (ICOM Statutes, approved in Vienna (Austria) - August 24, 2007. Art. 3, Section 1).
5 1COM declaration 9th July 1956/1957 Geneva, section 6.
6 See the map at www.openarchaeology.info/venues.
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There are many reasons why people reconstruct. For politicians it may be because
there is EU money for a cheap solution to making things visible or to promote tourism
in rural areas where otherwise there is not much to see and do. Political reasons may also
include the creation of jobs. For archacologists it may be a way to conserving excavated
or in situ substance, protection of the monument or to create an experimental archaco-
logical model. The main reason however is get a personal experience in construction of a
site, using the site and share the experience. These places are a stage where a performance
takes place. The activity may be serious or not. The houses are a backdrop for telling a
story: education. They attract tourists with a nice restaurant setting or a ‘Roman Arena.
The sites also satisfy scientists, living history groups or other ‘special interest’ people.
In all these cases the structures need to fulfil ‘modern requirements’ These houses are
seldom there to serve experimental archaeological purposes. A reconstruction alone is
NO experiment. An experiment is an action, the result are data. At best, a house is a side
product of an experiment.

Should archaeologists get involved no matter what? We cannot stop people from
building their own little fantasy and call it authentic. On the other hand, archacologists
alone do not have all the knowhow needed for an archaeological open-air museum:
they do not know how to interpret, how to teach and how to manage a museum.

There are about 300 archaeological open-air museums in Europe with about 8 mil-
lion visitors. Eurodisney alone had 16 million in 20127. The early days of Archaeologi-
cal open-air museums can be recognised in the construction of staged settings, loosely
inspired by a view on the past. These settings were used to legitimise the position of
elite. Jeegerspris in Denmark is a landscape park owned by the Danish royal family. In
1776 the Julianchej, probably a Stone Age grave, was excavated here. After excava-
tion, it was remodelled in Romantic fashion with terraces and a marble entrance to the
room inside. Goal was to emphasise the descent of the Danish Royal Family back to
a “long time ago™. At present, royalty in Denmark and Norway are protectors of dif-
ferent Archacological open-air museums, like Queen Margrethe II of Denmark with
Sagnlandet Lejre.

Nationalism examples are abundant. In the early 1980s for example, at Castell Hen-
llys, Wales, a tourist attraction was created, an archacological open-air museum themed
around the glorious Welsh past, the Celtic Sprit, to contrast with the several periods of
domination by Romans, Normans and English. The education programmes at Castell
Henllys are at present still tailored to meet the requirements of the National Welsh
Curriculum, for instance by echoing stereotype figures like ‘the fierce warrior males’ and
‘the placid domesticated women™.

7 DISNEY, EURODISNEY S.C.A., 2006. Magic in Action. Eurodisney S.C.A. 2005 Annual
Review. Paris: Eurodisney S.C.A.

8 PETERSSON, B., Férestdllningar om det férflutna, arkeologi och rekonstruktion, Lund,
Nordic Academic Press, pp. 496, 2003.

9 MYTUM, H. C., “Reconstruction policy and purpose at Castell Henllys Iron Age Fort”,
The reconstructed past. Reconstruction in the public interpretation of archaeology and
history, Walnut Creek, AltaMira Press, pp. 91-102, 2004.
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A recent example is from the Ukraine where on Independence Day 2015, 30 sol-
diers who had protected the integrity of the State received medals and visited the ar-
chaeological open-air museum “Park of Kyiv Rus” together with the deputy minister of
culture from the Ukraine®.

The situation of archaeological open-air museums in Germany in the 20th century
serves as an example of mechanisms which can also be found elsewhere. In 1922, in
Unteruhldingen at the Bodensee a lake dwelling open-air museum opened. From 1933
onwards the emphasis changed to presenting this not as some Romantic past, but as the
German people’s own past. From this moment the presentation changed: there was no
more talk of lake dwelling people, but of lake dwelling soldiers. The village chief was
soon called the village Fiihrer!!.

At other locations similarly used sites opened like in Oetlinghausen, Libeck and
Radolfzell-Mettnau. This was part of a systematic policy to influence the German pop-
ulation, directed straight from Berlin.

In the first decades after WWII, not many new archaeological open-air museums
were conceived across Europe, people changed back to ‘safer’ methods of science. Soon-
er or later this lead to a tendency towards experimental archacology.

It is remarkable to note that although the phrase experimental archacology as stere-
otype is often used in Archacological open-air museums, relatively few museums actu-
ally execute experiments. They use the phrase to gain credibility. The museums form a
bridge, with visitors on one side, science on the other. A museum that possesses an active
link with science is a true living museum.

These places are not built or paid for science alone. Many archacological open-air mu-
seums use references to archacology to legitimise themselves. By stating that archacology
provides facts, and that these facts are the foundations of the museums’ presentation, the
museums themselves emphasise they are presenting a valid interpretation of the past.

Science can use these sites for small scale experiments, like using replica tools to
build it and comparing use wear with original artefacts. Another option is larger scale
monitoring of the life and death of these buildings which can be compared to their
archacological source material.

But more to that; these are perfect spots for university teaching. Here you can do
things you cannot do in class but can do in the open-air: making fire. More specific: this
old-fashioned scenery lends itself to immerging into a complete scenery, getting a feel-
ing for a completely different way of life. Finally an important advantage is explaining
the value of archacology to the public and finding out what the public appreciates in
respect to archacology.

10 Napk Knicbka Pycb website, May 9, 2015: YuacHuku ATO BiaBiganu peBHili
Kwvis Ha [leHb Mepemorw, http://parkkyivrus.com/ua/novini/item/161-uchasnyky-ato-
vidvidaly-drevnii-kyiv-na-den-peremohy

11 SCHOBEL, G., ,Geschichte der Ausstellungskonzepte im Pfahlbaumuseum Un-
teruhldingen am Bodensee”, WES 04 - Wetland Economies and Societies. Proceedings
of the international conference in Zurich. 10 - 13 March 2004. Collectio Archeologica,
Zurich, Chronos, pp. 283-296, 2005.
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There are several issues between archacological open-air museums and science. For
example, if there are no data available, there will be no research, and vice versa. Also,
several students have been reinventing the wheel and worked for example on ‘the life
and death of a post hole”"?, but nobody gets any further. Comparing experimental data
back to the original data is not done often enough. EXARC has an online open-access
database® but these 11,000 titles are just a small start.

Education and learning represent the most important reason for existence of archae-
ological open-air museums. Experiences need to challenge and stimulate the visitors,
turning thoughtless hands-on activities into minds-on challenges. School groups learn
about the daily life in the past: food, cold, hygiene — not so much about archacology!
This is very different from what you see in a classic archacology exhibition. The im-
portance of school children becomes clear when seeing the statistics: 50 to 95% of the
visitors are coming by group'“.

Archaeological open-air museums are heavily dependent on self-generated income,
mainly from tourism. Visitors however, and their interests change over years, think
about the baby boomers disappearing. The post-baby-boom generations are different:
They are the first who grew up with computers and gadgets and the online world; they
feel more individual and often have stronger bonds with friends than with their family;
they believe in transparency and do not accept authority just because they are told to.

Culture tourism is no longer the domain of an elite: museums are about to see a
group of tourists who usually do not visit cultural or heritage places, but will do so only
if these museums adapt to them instead of the visitors needing to adapt to the museums.

There are three trends in tourism'>:

1. Higher quality, greater choice and greater competition: a museum will need
blockbusters or at least some quality and distinctiveness in their activities;

2. Not only does a tourist like to choose bits and leave out other bits of what is of-
fered, they also expect to be able to participate. Engaging the visitor means one
should include a menu of options and not a unilinear experience with a stare,
middle and end;

3. Something for everybody: not everybody can be treated similarly; the market
gets much more segmented in special interest groups.

The information carriers must remain ‘in tune’ with the rest of the museum, so they
need to use people. Sometimes these are modern dressed people explaining ancient
techniques, so called archacotechnicians. Live Interpretation is at least as old as open-

12 REYNOLDS, P.J., “The Life and Death of a Post Hole”, Interpreting Stratigraphy 5,
Proceedings of a Conference held at Norwich Castle Museum on 16th June 1994 and
supported by the Norfolk Archaeological Unit, pp. 21-25, 1995.

13 www.openarchaeology.info/bibliography

14 Internal report, EXARC.

15 KING, 2009. Creative Tourism and Cultural Development: Some Trends and Observati-
ons. http://www.lord.ca/Media/Creative_Tourism_BK_paper.doc
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air museums, with examples from the 1890s in Skansen, one of the world’s first ethno-
graphic open-air museums. In the Stockholm case, it were the remains of a disappearing
way of life being presented; in the living history scenes of the 1950s and onwards, it
was a reinvented past that was depicted and acted out. Nowadays several living history
groups have built and are running their own museum. Living history can work well if the
following three ideas are taken into account'®:

1. Using competent people (they need to unite three professions in one: Teacher,
Actor and Archaeologist / Historian;

2. Usingeducation programmes which encourage questioning of what is historical
truth;

3. Verification of role plays/ scripts which help to value the collected and decon-
textualised world of objects and do not merely use it as a room of props or illus-
trational backdrop.

ARCHAEOLOGICAL VERSUS ETHNOGRAPHIC
OPEN-AIR MUSEUMS

Archaceological open-air museums often are not founded by Museum professionals. Eth-
nographic open air museums however are much closer connected to the museum prac-
tice. The Association of European Open-Air Museums (Ethnographic — Skansen Type,
AEOM) was founded in 1966. The Association of Archaeological Open-Air museums,
EXARGC, dates to 2001. In ethnographic open-air museums, nostalgia, the sorrow that
time is slipping through our fingers is a very strong emotion. In archacological open-air
museums a past is presented which has never existed this way: here it is not dirty and
our staff members do not die as early as they would have done in Stone Age.

In how far are buildings in ethnographic open-air museums more original than in
archacological open-air museums? In archacology, everything from a certain level up-
ward is guesswork - even though archaeologists can conclude more than obvious (build-
ing materials, tools, techniques, traditions....). But in ethnographic open-air museums
houses are being transferred from their original landscape into a museum surroundings
and “brought back” to a specific moment in the lifetime of the house. A house may have
been 400 years and when showing the situation of for example 1780 a lot is torn away
and other parts are (re)constructed. Where does one cross the line between Science
and Phantasy? If we look at the history and the making of the Gol Stave Church in the
Norsk Folkemuseum in Oslo, probably less than half of the substance of this church is

original.

16 MEINERS, U., 2008. Verlebendigungsstrategien im Freilichtmuseum. Gedanken
Uber Chancen und Probleme populdrer Vermittlungsversuche, in ). Carsensen, U.
Meiners & R.-E. Mohrmann (eds), Living History im Museum, Méglichkeiten und Gren-
zen einer populdren Vermittlungsform, Minster: Waxmann, 161-174.
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Activities in archaeological and ethnographic open-air museums often are similar.
This includes the method of live interpretation which many ethnographic museums
have adopted. Archacological open-air museums can learn from ethnographic muse-
ums how to keep a good quality documentation. The (re)constructed archacological
houses need to be described in sources, adaption of the plans, the construction phase
and changes, the phase of using the houses (long time monitoring how they are used
and maintained) and finally their deconstruction. It is not just about the buildings but
especially about what is presented there, what stories / histories. Who is willing and able
to check that out with both ethnographic and archaeological museums? Both types of
museum need a closer link with science.

WHERE DO WE GO FROM HERE?

Worldwide, the museum paradigm is shifting. Not anymore is collecting the first priori-
ty. The Black County Living Museum, has as second priority to make people interested
in a career in technique'”: we need to find relevance in modern society and no longer
are hubs for science first. Politicians will cover the back of museums less and less: in the
neoliberal reality all that counts is the present, not yesterday or tomorrow.

In developing a strategic framework for archaeological open-air museums there are
several challenges:

1. The Archaeological open-air museums with the best scientific reputations have
not converted these reputations into financial sustainability.

2. Archacological open-air museums need to measure their benefits and value in
the language of government policy makers and funding bodies;

3. There is alack of intellectual development in Archaeological open-air museums.
We need a greater emphasis on professionalising the science and research behind
Archaeological open-air museums;

4. There needs to be greater emphasis on how to manage an archacological open-
air museum cffectively;

5. Archaeological open-air museums need to learn from other disciplines and using
their toolkits: the museum world, the tourism world et cetera;

6. There is no structure for carcer development: there are very few academic posts
focusing on archacological open-air museums making it difficult to raise stan-
dards among those young entrants entering the profession.

17 Oral presentation David Eveleigh (Black County Living Museum) in Cardiff, see
Paardekooper 2015: Managing Archaeological Open-Air Museums: Current Issues,
Future Trends, EXARC Journal 2015/3: http://journal.exarc.net/issue-2015-3/mm/ma-
naging-archaeological-open-air-museums-current-issues-future-trends
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We have to believe in our strengths, our unique selling points. Education and Learn-
ing for example is very important with us — but in school, it revolves around academic
kind of learning: too much working with screens, many fast changes et cetera. Some
children who visit us have never seen live flames, or even built their own fire. Children
do not know where products come from. We offer our visitors (not just the children)
processual learning by means of which one can understand the world more easily.

Open-air museums (ethnography as well as archaeology) always revolved around
crafts — with this we used to be at the lowest step of the funding hierarchy.

But: our methods are much more focused on participation than in other types of
museum, with us one learns critical thinking, something very much sought for in mod-
ern day society. Exactly such things you do not learn at school. Our museums offer so-
cial hope for the future! Here we are far ahead of many other museums'®. The museum
should be part of a network with other organisations where the public is in the centre,
not the collection. We help people root in society.

18 Oral presentation Luke Winter (ATC) in Cardiff, see Paardekooper 2015: Ma-
naging Archaeological Open-Air Museums: Current Issues, Future Trends, EXARC
Journal 2015/3: http://journal.exarc.net/issue-2015-3/mm/managing-archaeologi-
cal-open-air-museums-current-issues-future-trends
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MenemceTep je joKTOPMpPana MOLepHY
ncropumjy Ha HopBeLLKOM YHUBEP3UTETY
Hayke 1 TexHosorvje. Paan y mysejuma
04 2002. roanHe. buna je BULLIN KyCTOC
y CBepecbopry, y HapogHom My3ejy
TpeHAenar v NpojekTHWU MeHaLlep HOBOr
HopseLlkor Myseja ncropuje n kyntype
ocoba owwTeheHor cyxa y TpoHAXejMy.
MenewmceTep je TPEHYTHO KOOPAMHATOP
NCTPaXuBayKMX npojekara 3a eseT My3eja
Koju umHe Myseje JyxxHor TpeHaenara;

OHa VIMa NocebHO MHTepecoBak-e 3a
My3eonorujy, obpasoBatbe 1 pa3Boj My3eja.
Takofe, oHa je Ha NO3MUMjK MeHaLlepa
npojekTa roAuLLHer HaLloHaIHor Kypca 3a
npodecroHanLe 3anocaeHe y Mysejuma.
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history from The Norwegian University of
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in museums since 2002, she has been
senior curator at Sverresborg, Treandelag
Folkemuseum and project manager for the
new Norwegian museums of Deaf history
and culture in Trondheim. Mellemsether is
at present research coordinator for the nine
museums that make up the Museums of
South-Trgndelag, and have a special interest
in museology, education and museum
development. She is project manager for
an annual national course for museum
professionals.
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Ancrpakr

OBaj pag ncTpaxyje MoryhHOCTK My3eja Ha OTBOPEHOM Ja MOoCTaHy MOAEpPHM
My3eju KOju Cy pesieBaHTHU 3@ BpeMe y Kome Xnsnmo. Y CKkaHANHaBUjI,

My3ej/i Ha OTBOPEHOM WM HapOAHW My3eju MpeACTaB/bajy BaXHe NHCTUTYLMje
y CBOjUM 3ajegHnLAaMa fyxe o4 jeaHor Beka. Og camor noyeTka Myseju Ha
OTBOPEHOM TeXe Aa NpeAcTaBe obuyHe /byje, 0byxBaTajyhu cBe cojeBe
APYLUTBA Y 3ajeAHMYKO] MPOLLUAOCTI U CafallH0CTV. Yyehse 1 pa3soj cy bmnan
HajBaXXHWjW L/b paHNX MHCTUTYUMja. Kako je Bpeme nponasuno, He obasnpyhu
Ce Ha VHTe/leKTyanHe 1 ApyLUTBeHe NpoMeHe y cTBapHOM cBeTy, BehrHa My3eja
Ha OTBOPEHOM je MocTana cTaTu4Ha 1 UCK/bYUnBa Y NpuKasnBarby cTapor
APYLUTBa 13 BpeMeHa y KOMe Cy OHM OCHOBaHW. 3a pas/inky o/ My3eja Ha
OTBOPEHOM, €KO-My3€eju Cy Ce MojaBuIn Kao anTepHaTnBa TpaanLMoHaIHUM
My3ejima npeysrmMajyhin MHOMo yiora Koje cy My3seji Ha OTBOPEHOM UMann 'y
CBOjOj paHoj dasu.

[Jla 61 noctanu peneBaHTHe HCTUTYLIMjE Y CNOXKEHUM KYATYPHUM
3aje4HnLAaMa, My3ej/ Ha OTBOPEHOM MOopajy Aa NpoHahy Hose Be3se n3melhy
MPOLLNIOCTU 1 CaAalLHOCTV 3HaYajHe 3a OHe rpymne /byAan Koju Hemajy ceharba
HWTW Cy MOBE3aHW ca CTapuM 3rpajama 1 Ha4MHOM X1BOTa KOju je NpurKasaH y
My3ejiMa Ha OTBOPEHOM.

Abstract
This article explores the possibilities of Open Air Museums to become modern
museums that are relevant to the times we live in. In Scandinavia, Open
Air Museums, or Folk Museums, have been important institutions in their
communities for more than a century. From the onset Open Air Museums
wanted to represent ordinary people, to include all layers of society into a
common past and present. Learning and development were at the heart of the
early institutions, but as time went by, most Open Air Museums became stagnant
and exclusive to the old society that they first were built in, regardless of changes
in intellectual and societal changes in the real world. In contrast to the Open
Air museums, Ecomuseums emerged as an alternative to traditional museums,
taking on much of the role that Open Air Museums had in its early phase.

In order to be relevant institutions in complex cultural communities, Open
Air Museums must find new connections between the past and the present that
are relevant to groups of people with no memories or links to the old buildings
and way of life portrayed in the Open Air Museums .
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AP XAHA MEAEMCETEP
My3eju HaO OTBOPEHOM -
usmely Tpaauumnje n npomene

OA N1 TPAAVLUUNOHAJIHU MY3EJU HA OTBOPEHOM MMAJY
MNOTEHUWJAN OA CE MPOMEHE, WM JE UCTOPUJA CBE LUTO RE
OHU UKAOA NOHYAUTN?

Moja Te3a y oBOM paay jecTe Aa ce My3€eju Ha OTBOPEHOM MOTY IIPOMEHHTH; HOTPCGHO
je caMo HEWTO BHIIE BPEMEHA, 34 PasAUKY OA MOACPHHX H ,TEMATCKUX My3eja’.
Ykoauko 61 ocTasn ucTH, He GHCMO MOTAH ONPABAATH TPOIICHC JABHUX CPCACTaBA
32 BUXOBO OAPYKABAIHE Y CBPXY TYPHU3Ma U AATOAHUX IOPOAMYHMX OKyILsarma. Myseju
Ha OTBOPCHOM TaAa He 61 OuAM IpodecHOHAAHU MYy3eju (xao mrTo je To AepuHHCAO
HMKOM!'), Beh 61 HacTaBuan A2 mocToje ka0 3a6aBHH IAPKOBH HAM HCTOPH)CKA MECTa Y
IIPUBATHOM BAACHUIITBY HAa TPKHUIITY KOje Ce CBE BUIIE KOMEPIUjaAUSYje.

JeAHa 0A OCHOBHMX aKTUBHOCTHU My3€ja jecTe yuere, OPMAAHO UAM HEGOPMAAHO.
Myseju cy uHCTUTYLHjE yuera. 3ajeAHO ca 3BaHHYHUM CHCTEMOM 0OpasoBamba, UMajy
LICHTPAAHY YAOTY Y opmuparsy rpahana koju 6u y cBojoj sajeanunu Tpebaso aa Oyay
AKTHBHH YAQHOBH ACMOKPATCKOT APYIITBA. PeaAnsalinja oBe yAOTe je OAUTPasa KAYUHY
YAOTY y IPOMEHH IIAPAAUTME KOja CE€ AOTOAMAA Y My3€jUMa MIMPOM CBETA TOKOM
nperxopHux acuenuja’. [Tpomena ce Moxe cymuparu Ha cacachu Haums: Myseju Buute
Hucy ycpeacpehenn Ha cBoje s6upxe, Beh Ha myae. Koaekunje u nsaoxbe, nporpamu
3a MyOAUKY M NPUKYIIACHO HAYYHO 3HAMe MOPajy OUTH ycMepeHH Ka A00pobuTH
3ajeaHulle u mojeaunna. Kao pesyarar ose mpomene, Myseju cy MOCTaAH OTBOPEHU)U U
umajy Behy A03y AeMOKpaTHje y CBOM IPHCTYITY, KAKO IIOCETHOLUMA, TAKO X OHOME LIITO
IPUKYILAA]y U HAMHY Ha KOjU IIPEACTABAAjy CBOje 361/1p1<e.

Ayxe oa jeaHor Beka, Myseju Ha oTBOpeHOM y CKAHAMHABHjH IIPEACTAB;SAjy
Ba)KHE MHCTUTYLH)jE Y CBOjUM 33jEAHMI[AMA, Y €PU Y KOjOj je HAIIMOHAAHO jEAUHCTBO
U CTBapame 32jeAHHYKOT MAEHTHTETA IIOCTAAO BaXKHO. Kpo3 akTHBHOCTH Kao INTO
Cy NPHKYILbAlbe U 0YyBaibe KyATypHOr Hacacha M Kao apeHe yduema O yMETHOCTH U
KyATYPH HA HAIIUOHAAHOM U AOKAAHOM HUBOY, OHH CY YyBapH 3ajEAHUYKHX BPEAHOCTH
Y 33ajeAHHIIAMA HAU OHOTA LITO HEKU CMATPajy 33jeAHMYKMM BPEAHOCTHMA.

Y 21. Bexy, HaMOHAAM3aM KO MOAMTHYKA U TEOPHjCKA IAPAAUTMA HEMA HCTU
MOAOX3]. AQHAIIIEbEM APYIITBY HE OATOBAPa CIICHAPUO HAIIMOHAAHE USTPAAGE, A CTATHYIKH,
MOHOKYATYPaAHU MY3€jH HE A3jy OHO IITO je 3ajeAHHLIH l'IOTpC6HO. AcnMusanmja y
CTHHYKO M KyATYPHO jCAMHCTBO BHLIC HHjC LIMA; OHO IUTO ce Jkea moctuhm jecre
[PUXBATACE PABAHMYHTOCTH U YKAYUHBAME KYATYPHE PAasHOAMKOCTH. T0 je yjeaHO u

1 ICOM code of ethics for museums (Paris: ICOM, 2006).
2 Stephen E.Weil: “From Being about something to Being for Somebody: The Ongoi-
ng Transformation of the America Museum” 1999.
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saparak 3a cee Behn 6poj Myseja: xeae A2 IIPey3My OATOBOPHOCT IIPEMa 33jCAHULIE M IMajy
YAOTY y OOOSIASY SKHBOTA [IOjEAMHLIA M IIPOMOBHCAEA APYIITBEHHX IPOMEHA Ha MAKPO
HuBoy’. [TuTame je Kako ce TO MOXe yPAAUTH Y OKBUPUMA TPAAHLIMOHAAHOT My3eja Ha
OTBOPEHOM HAM HAPOAHOT My3€ja KaKO ra 4ecTo HasuBajy y CKaHAHHABHjU.

Cam nojam syseja na omeoperom vMa Mupuc HadprasuHa. Y jABHUM AUCKYCHjAMA, AAH
1y IPUBATHUM Pa3rOBOPHMA, MOYKE CE OCETUTHU AA CE OBAj TEPMHUH CXBATa KA0 HEIITO LITO
je sactapeao. Y CxaHAMHaBHjH, 6apeM, HMe acOLMpa Ha CTape, CTATHYKE CAHKE APBEHHX
xyha; camke pyxa M TPasMLIMOHAAHOTI NACTCHA CE ayTOMATCKH II0jaBE IIPEA HALIMM
ounma. Xohemo An 360r TOra OAYCTATH 0A KOHLICIITA My3eja Ha OTBOpeHoM? Aa Au 61 oHu
Tpe6aAo Aa IPOMEHE CBOj HA3UB Y HEIITO ,,MerpHI/[je“ u npussaunnje? ITapk ncropuje?
I'Tapx xyarype? Hau aa ycsoje 61s0 KOje HOBO HME€ KOje HHje OHTCpChCHO HETaTUBHUM
aconujanmjama? Xohe au oBu Myseju u Taaa, kao Hlexcrmposa pysxa, ,MUPHCATH HCTO?

MY3EJHAOTBOPEHOM-O/1 YKJbYYNUBAKA 4O UCKIBYHYUBAIHA

IIra je mysej Ha orBopenom? Muoru he Moxaa moBesarn meroB KoOHLENT ca eKo-
Mysejom uan xxuBuM Mysejom. Ocphyhu ce Ha ncropujy, ysuachemo aa nocroju seanxa
cAMYHOCT u3Mel)y BBUX — aAU U Pa3AMKe M TO 360T APYraHjuX HCTOPH)CKUX H KYATYPHHX
OKOAHOCTH Y KOjUMa Cy ce OHM pasBHAU Kao uHctutynuje. Kao u xop ¢usosoduje
HOBHjHX €KO-My3€ja, 1 My3cjU Ha OTBOPCHOM Cy OHAH ACO IIpoLeca ACMOKpaTH3aLje ¥
CKaHAMHABCKUM APyITBUMA. Mysej je kyaTypHO A06po KOj€ je IPUIIAAAAO BAaAajth/IM
Kaacama, obpasosanum u Mohuum*. Kako ns6opom rema koje ¢y IIpeseHTOBaAH, TaKO
U HaYMHOM Ha KOJH Cy TO YMHHAM — MY3CjH Cy IOCTOjaAM 300T CANTA U TOBOPHAH O
wuMa. CaM [0jaM U KOHLEIT #apodioz Mmy3eja je HACTAO y BpeMe BEAUKHX KYATYPHHX,
IIOAUTHYKHX 1 eKOHOMCKHX ITpoMeHa. HapoaHu Myseju ¢y y modeTky 6uan ApyliTBeHn
aKTEpH y CBOjUM 32j€AHMIIAMA CA BUIIE MAM MAIb€ jACHUM MOAHTHYKMM IIMAEBHMA.
Doxkyc je Tapa 61o Ha AEMOKPATH3ALMjU M YKAYYMBAKy — YKAYYMBAKYy HCTOPH)jE
OOHYHNX AYAU Y My3€je, YKAYIHBAGC CBUX Y 33jCAHHYKH HALIMOHAAHH/PCTHOHAAHU/
AOKAAHH HACHTHTCT — M Ha ynoTpebu mpomsoctu (3Hama, BEIUTUHA, YMETHOCTH U
3aHaTa, TEXHOAOTHJE, UTA) Y KOPHCT CaAIIBOCTH .

Buie op cTo ropmHa je mpoIIAO OA TaAd, @ MY3€jH Ha OTBOPEHOM (uan HAPOAHH
Myaejn) CTarHUpajy. ITocraso j€ TEIIKO Pa3AMKOBATH jEAAH MY3€j OA APYIOL. CBu oHU
MPEACTaBAAjy YOIIITEHY U AAAEKY IIPOIIAOCT, CBEAH Cy CE HA CTATUYKE M BELITAYKH

KOHCTPYHCAHC CAHMKC. ,,HapOAHI/I My3CjI/I Cy IOCTAaAH HHTPOBCPTHC H H3O0AOBAHC

3 See for example Richard Sandell, Museums, Society, Inequality, 1st ed. (Routledge,
2002). New roles and missions of museums: INTERCOM 2006 symposium (Taipei: ICOM

- INTERCOM/Council for Cultural Affairs, Taiwan). Robert R. Janes, Museums in a
troubled world: renewal, irrelevance or collapse? (London: Routledge, 2009).

4 Hanna Mellemsether, “Folkemuseum - var tids museum for var tids folk,” in “En
Smuk Fremtid”. Trendelag Folkemuseum Sverresborg 100 dr, vol. 1, Museene i Sgr-Trgn-
delags skriftserie (Trondheim: Tapir akademisk forl.), 179-194.

5 Hanna Mellemsether, “Folkemuseum - var tids museum for var tids folk,” in “En
Smuk Fremtid”. Trendelag Folkemuseum Sverresborg 100 ar, vol. 1, Museene i Ser-
Trendelags skriftserie (Trondheim: Tapir akademisk forl.), 179-194.
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MY3EJU HA OTBOPEHOM - OPEN AIR MUSEUMS -
W3MERY TPAOULIVIE U MPOMEHE BETWEEN TRADITION AND CHANGE

MHCTHTYLHjC, 6¢3 3HaYaja 32 BpEME y KOME IIOCTOjc, HAITMCAO j¢ HOPBEIIKH My3COAOT
Jectpym®. ToKOM LIE3ACCETHX M CCAAMACCETHX TOAMHA ABAACCCTOT BEKA Y KOJHMA j€ AOLLAO
AO PAaAMKAAM3AIUjE€ U AEMOKDPATH3AIMj€ HA YHUBEP3UTETUMA, Y BPEME CBEIPUCYTHUX
APYIITBEHO-KYATYPHHX IIPOMEHA Y GOrarujeM, 3allaAHOM CBETY, My3¢jd Ha OTBOPCHOM
Cy HACTaBUAM A2 ITOCTOj€ K0 Ad ce HUIITA HUje Aoropuso. [Touerak er6aA1/13auI/1je u
€KOAOIIKH ITOKPET CE HUCY MATEPUjaAU30BAAH Yy My3ejuMa Ha orBopeHoM. Hu npomena
Y APYLITBEHO] HCTOPHjH, IIOAOXKA] PAAHUKA U JKEHA, HUTH APYIITBEHA HCTPAKHBAA —
HHUIIITA OA OBOTa HUje IOPEMETHAO My3eje. YMeCTO Tora, pOPMUPAHHU CY KOHLIENTYAAHH
My3€eju: My3€ju PaAHMKA, MHAYCTPHUjCKH MY3€jU, My3€j MMHUIPAlMje M My3€j KEHa;
Takobe, IOKpeT eko-My3eja je 3aoYeT Y OBOM KOHTEKCTY .

CseBHIIC MY3¢ja HAOTBOPCHOM IIOCTOJH CAMO 3 0HE €2, IOCCOHUM HHTECPeCOBABUMA .
Lus je 610 mpHKasaTy CTAHOBHULIMMA U TYPUCTUMA PETHOHAAHN MACHTUTCT (nam mrTa
0u oH Tpebaro Aa 6yAe), KOAHMKO j€ AParoljeHa cTapa KyATypa ¥ BUXOB KyATYPHH H3pa3
M KOAHKO Cy AYAU OUAN BPEAHH, CKPOMHHM, MHOBAaTHBHH U KPEaTHBHU. Y IPOLIAOCTH.
VY3 no3UTUBUCTHYKO M AMHEAPHO padyMeBare HCTOPHUje, HAIPEAAK M PACT HAIHje Cy
[PUKASUBAHY JKUBUM CAHKAMa, [IOCTaBKAMA CHTepHjepa U uaaoxbama. Myseju Ha
OTBOPEHOM Cy OCTAAU HHTPOBEPTHHU U CTATUYHHU, GOPUAH CY CC AQ YIPABAA)Y BEAUKUM
30MpKaMa M HHCY yCIICAH A2 IpoHal)y ApyIUTBeHH 3Hauaj 3a BpeMe y KOjeM IIOCTOje.
Crape ApBene kyhe n unHpje ca ncuprannm pyxama onrepehusaae cy papgnuxe myseja
U OIPaHHYABAAC BHXOB Paj CTAAHUM TPAXKEHEM HETe U IIPOCTOpA.

MY3EJU HA OTBOPEHOM U EKO-MY3EJN

Exo-myseju ce ImojaBmyjy Kao OATOBOP Ha IIOKPET OYyBama >KMBOTHE CPEAMHE
LIIE3ACCETHX TOAUHA ABAACCETOT BeKa. 10 je KOHIIENT KOjH je BeoMa TEIIKO AcPUHUCATH
— M 3aKCTa jecTe, jep je TEPMHUH BE3aH 32 MECTO, MACHTUTET U AOKAAHO OCHAKUBatbe.®

Exo-myseju Hemajy ucto 3Hadewe u nosunujy y CKaHAMHABHjH Kao, Ha MPUMED,
y Kunn nan Mekcnky. Y CkanpuHaBHjH, HAPOAHH My3ej ¥ 19. Beky uMao je candyny
APYWITBeHY QYHKIIHjy KO ¥ €KO-MY3€j, aAH OBa ABA My3€ja Cy HACTAAA Y PA3AMYUTUM
HCTOPHjCKHM OKOAHOCTHMA U 33jE€AHHUIIE KOJHMA CAY)KE CE PAa3AHKYJY.

Exo-myseju y CkaHAMHABHjH HMajy HEKOAHKO OAAMKA KOje€ Ce YKAAIAJY Y AePHHULIU]Y
HMKOM-a: Mysej,,cakymma, 4yBa, HCTPasKyje, CAOIIITaBA M H3AAKE EKCITOHATE MATEPUjaAHE
U HEMaTEePHjaAHE GamtuHe yoBeyaHncTea . OHU crioma H3TAEAQ]y BHIIE KAO ,HCTOPHjCKa
APyIITBA®, 2AU Cy NOHeKaA mosesanu ca Behum, npodecnonasnnm mysejuma. Y Kunu,
€KO-MY3€jH Cy BE3aHH 32 ,MeCTO, Hacache 1 kyaTypy® jeaHe eTHIIKE rpyne, poKycupajy ce
Ha TEPUTOPH)Y Ha KOjOj Ta IPyIa XUBU U HA IIPUKYILASAke AHTPOITOAOIIKUX HHPOPMALIHja

6 John Age Gjestrum, “Fra folkemuseum til gkomuseum,” Nordisk Museologi 2001,
no. 1-2.

7 Davis, Peter, “Places, ‘cultural touchstones’ and the ecomuseum,” in Heritage, Muse-
ums and Galleries: An Introductory Reader, 1st ed. (Routledge, 2004).

8 Davis, Peter, “Places, ‘cultural touchstones' and the ecomuseum,” in Heritage,
Museums and Galleries: An Introductory Reader, 1st ed. (Routledge, 2004).
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KaKo OM IOMOTAU HCH OAP>KUBH Pa3Boj. 3a IpUMep ce MOKe y3eTu eko-My3ej Caro, koju
4yBa U IIPUKYILSA EKCIIOHATE KOjU TOBOPE O HAYMHY SKHMBOTA, IIPOU3BOAIHU, BEPH, KAO U
crape basaae us o6aactu Muao’. AokaAHO CTAHOBHHIITBO — €THUYKA IPYIIA — 32je AHHYKU
BOAM PauyHa O My3ejy M HBHXOB Paa je A0 Impolieca KOAeKTUBHOT upcHTUTera. Crora je
JACHO AQ Cy €KO-My3€ju AKTUBUCTUYKE OPTaHU3ALHjE.

Y Mekcuky, 1ojaBa eKo-My3eja IPEACTaBAAAR j¢ HOOYHY IPOTHB 3BaHUMHE KYATYpPHE
HOAUTHKC KOja je MOAp)KaBasa HMCKOIaBame Hacacha AOKaAHOI CTAaHOBHHIUTBA W
OAHOIIEHE CKCIIOHATA CA MECTA KOjUMA Cy IPUIIAAAAN Y HAIIMOHAAHE LICHTPE U TPAAOBE.
Y 06a mpuMepa, papH ce 0 OCHAXKHBAKY AOKAAHOT CTAHOBHMIITBA — IIPOIIAOCT Ha KOjy
cy moHocHH Tpeba Aa GyAe cauyBana 1 nckopumhena. '’

Hacynpot Tome, My3eju Ha OTBOPEHOM 4€CTO M3MEILTAjy MaTepujasHo Hacache us cBor
OPMIMHAAHOT KOHTEKCTA U 4yBajy Ia y IpopeCHOHAAHUM MY3€jCKMM MHCTHTYLIHjaMa, TAC
ra PEeACTaBAAjy JABHOCTH U AOKAAHOM CTAHOBHHIITBY Y3 CTPYYHO TYMAau€Hhe 3aII0CACHHUX
y Myscjy. ¥ cTapuM MyscjuMa Ha OTBOPCHOM HIOCTOje BeAUKe 30upKe ca MHoro rpalycsuna
KOje Cy IPUKYIL/HEHE TOKOM JEAHOT BEKa MAM YaK ¥ AyXKeM BpeMeHckoM mepuoay. Mmax,
jOL YBEK [IOCTOje CAMMHOCTH H3Mel)y IIpeAarsa BesaHHX 3a [IOKPET €KOMy3¢ja U apryMeHaTa
KOjHU OIIPaBAABAjy IIOCTOjakbe My3€ja HA OTBOPEHOM Y CKaHAPIHaBI/IjI/L

Hopaujcku mysej y Crokxoamy (IlIBeacka) 3amoueo je ca pasom 1873. roause xao
3aBuuajHa 30MpKa CKAHAMHABCKUX CTHOTPadCKHUX IpeAMeTa pHKynascHnx us [lseacke
u Hopseuixe. Yopso je Apryp Xaseanjyc orBoprio CkaHceH — My3ej Ha OTBOPEHOM
ca objextuma KyaTypHOr Hacacha ms neae Illseacke. ObpasoBame AyAM HIDKE KAace,
YKAY4HBAGE OOUIHUX SYAU Y HCTOPH]Y 3€MAC U ,UIBEACKH HACHTUTET  Cy OMAM IAQBHU
uumesu Aprypa Xaseanjyca.!! OBo je AOBEAO AO IIpeMelITalba HAMOHAAHE OalTHHE U3
Hopsaemke y IIeacky. Kaxo 6u ce cynporcraBuo oBoM ,0aauBy Kyarype”, Hopsemku
HapoaHHU My3ej y Ocay odeo je Aa PUKYyILba COICTBeHe 0OjexTe o ceanma y Hopsemkoj.
Y ucrto BpeMe, HALIMOHAAHH KYATYPHH apTedaKTH Cy ITOCTaAH CTBap MPeCTHKa U Ouau
Cy BeOMa TPaKCHH Y TPaAOBUMA 0A, cTpaHe Oyprkoasuje. O6jextn KyaTypHOr Hacaeha cy
noyean Aa ce komepuujasusyjy. OBo je 3aysBpaT AOBEAO AO YCIIOCTABAAMA PETHOHAAHUX
HapoAHHX Myseja y Hopsemkoj ca mumsem aa ce Hacache saapxu y perumoHnma rae
je mpumapaso. Permonaann Hapoanu myseju y Corny, TpOHAXCjMy u Auaxamepy cy
OCHOBaHH U3 IIOTpebe Aa ce CYIpOTCTaBe MPEeMEINTay ,pernoHaaHe Kyarype” y Ocao.
Ha xpajy cy ce A0kasHU My3eju Y MAAUM TPAAOBHMA U CEAMMA IPOTHBHAH IIPEMEIITAY
00jeKaTa U3 AOKAAHHX y PETHOHAAHE My3¢je. Myseju MaAMX OIIUTHHA U 3aj¢AHHUIIA, 4ECTO
Ca CEAUIITEM Yy HCTOPHjCKO]j 3STPAAU MAH AOKALIUjU KYATYPHE GawtuHe i7 situ, OTBOPEHH Cy
HA MHOTHM AOKaIlHjaMa. Hajqcmhe Cy UX BOAUAYM BOAOHTEPH M3 AOKaAHE 33jeanune. M3
OBOTa C€ BUAM BEAUKA CAUYHOCT Ca €KO-MY3€jUMa.

9 Davis, Peter, “Ecomuseums and sustainability in Italy, Japan and China: Concept
adaptation through implementation” in Simon J. Knell, Suzanne MacLeod, and
Sheila Watson, Museum Revolutions: How Museums Change and Are Changed, 1st ed.
(Routledge, 2007).

10 Mario Prado Alcivia, “A Broken Promise: Zachila Site Museum,” ICOM News, no. 3
(2005).

11 Sten Rentzhog, Friluftsmuseerna: en skandinavisk idé erévrar vérlden (Stockholm:
Carlsson, 2007)., s. 28-29.



267

AP XAHA MEAEMCETEP HANNA MELLEMSETHER, PH.D

HOBU 3HAYAJ
MY3EJA HA OTBOPEHOM

bBes 06314pa Ha TO Aa AH cebe HA3MBajy €KO-MY3€jUMa, HAPOAHUM MY3€jUMa, My3€juMa
HA OTBOPEHOM MAU MY3€jUMa AOKAAHE 33jEAHHUIIE, CBU OHH CE CyO4YaBajy Ca CAUYHHM
npobaeMOM: pOKYCHPAHH Cy HA AOKAAHE MOHOKYATYPE, Be3aHu cy 32 oapehyenn mpocrop
U HACTOj€ AQ CTBOPE 33jEAHMYKU MACHTHUTET, KOJU jeé MMIIAMLIUTHO HAU EKCIIAMLIUTHO
OKyc My3cja Ha OTBOPCHOM, U3ARKYNH Ce Ha Taj HAYMH PUBHKY A IIOCTaHY HCKAYIHBH.
Tako oHu nMajy pasymeBara 3a jeAHY IPYIy KOja 72punada y OAHOCY Ha APyIe Koje
HE IPUIAAQ]Y oApebeHoj TEPUTOPHjH, IPOCTOPY, KYATYPU HAM IHPOIIAOCTH. Kaxkas
HACHTHTET JKEAMMO Ad 0ja4aMO MAM HSTPAAUMO? 3ajeAHHYKO BAACHHUIITBO Koje je
KapaKTEPUCTUKA MHOTUX €KO-My3€ja He TapaHTYje jeAHAKY 3aCTYIACHOCT Y HbUMa. Y
CBHM APYIITBHUMA YBEK IIOCTOjU HEKO KO 3aCTYIIa APYTE, KOME je AaTa / MAH je IpPy3eo
MOryhHOCT A2 TyMady KyATYpHO 3HaYCIC — OMAO AQ j€ TO BEPCKa HAU ITOAMTHYKA Moh.
IMorpemno Tymademe je cTora pUsuK 4ak U 3a €KO-My3eje — Kao U 33 TPAAHI[HOHAAHE
HApPOAHE My3€je.

3a Heke mojam ,,MoAcpaH“ O3HAYaBa IMHPOKY IPHMEHY HAjHOBUjUX M CKYMHX
KOMYHHKALIMOHHX TEXHOAOTHj2 AOK HCKHMA TO 3HAYH A2 M3AOXKCHH O0jCKTH U IIPEAMETH
HHCY ,CTAPOMOAHH . AKO je TO OHO IUTO je MOTPEOHO A OU ce IPOMEHUAE HETATHBHE
KOHOTAIIMje Y BE3H Ca TEPMUHOM MY3€j Ha OTBOPEHOM HAM HAPOAHM MY3€j, OHAQ C€
6opumo 6e3 maHcu Aa mobeanmo y Toj bunn. CBe AOK €y Tako cTape srpape U o6jekTu
Hama Hajseha oproBopHocT, a Beanke u 6pojHe H3A0XKOGE OPraHM30BaHE CKPOMHHUM
OyLICTOM M OrpaHHMYCHHM PECypCHMA, OBAKBHM My3ejU CE HE MOIY MOACPHU3OBATH.
CpehOM, TEXHOAOTHja U CKYIIE MHCTaAAlMje He AcQUHUITY MOACPHHU My3ej. Mopepuu
My3¢ju — MY3¢jH Ha OTBOPCHOM, K20 M CBH OCTaAH My3cju — Tpeba Aa €y aKTyCAHH U
PEACBAHTHU CBOjUM KOPHUCHHUIIMMA, OHHM CTBApajy KBAAUTETHE IIPOrpaMe 3a HajIIUpY
ny6auky. OHU IPEACTaBAAjy apeHe LIEAOXKHBOTHOT YU€Ha, jeCy CACTABHU ACO HALIET
CBaKOAHEBHOT >KMBOTA, UMAjy YAOTY Y OAPKABAkby U Pa3BOjy ACMOKPATCKOT APYIITBA
AOTIpHHOCE 60/HEM KUBOTY CBHX HAC.

ITpomene ce Beh aorabajy, aan je myseje Ha oTBOpeHOM ca Beaukum 36mpxama
U OpOjHUM CTAPUHCKHUM 3rPajaMa TEUIKO IIPOMEHUTH — MHOTO TEXE HErO HOBHjE
Myseje ca TeMaTcKuM usaoxkOama. [llupuna u crapocT cBera WITO je y BUMa IIOCTaBAA
OrpaHHYera Y OYEeKUBaY, KaKO KOA IybArKke o ToMe ca uuM he ce cyountn xapa nx
mocere, Tako U (MMIIAHULIUTHO UAM EKCIAHILIUTHO) 32 YHYTpaIlllbH pa3Boj Myseja. Y
PEAATHBHO BEAUKOM My3ejy Ha oTBopeHoM, HapopHom my3ejy Tpenaeaary TpOH,A,XCjMy,
HOCACABUX HCKOAUKO FOAUHA PAAM C¢ HAa OOPA3OBHHUM IIPOjEKTHMA KOJU Cy YCMCPCHU
IIPOTHB CEKCYAAHOT 3AOCTABAAMA, IPYIXKA]y momoh JKPTBaMa paTa, a Ty je 1 HoBU Myaej
ucropuje u Kyarype ocoba omrchenor cayxa. Mehytum, oBo cy yraaBHOM mpojexru
KOjH C€ OABHjajy H3BaH MY3€ja MAM CY TO KPATKOPOYHM IPOTPaMu KOjU HUCY ITOBE3AHU
ca crapuM rpabyeBrHama, 36upKaMa MAM My3¢jHMa Ha OTBOPCHOM KaO LICAHHAMA.
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M=uoru Myseju Ha OTBOPEHOM CY Ce ONPEACAUAH 32 J(UBY UCIOPU]Y KAO HAYUH Ad
3auHTepecyjy mybAuKy. Y mHMa IIOCCTHOLM IYTY]y »y Ipomaoct” y3 nomoh ao6pux
raymana. Faxo je oBo 3aHMMAHB 1 320aBaH HAYMH AQ CE IPEACTABH IPOIIAOCT, TO je
CaMoO jeAHa OA MHOTHX aKTUBHOCTU KOje MY3€jU PEaAM3Yjy. Axo 6u ce cBu Myseju
Ha OTBOPCHOM pasBHjaAH Ha MCTH HaumH, kopuctehnm mcre merope u myachu mcre
nporpame, Iocrojasa Gu OmacHOCT Aa 6H 3aBPIIMAM KaO CKYIC, AAH ,ayTCHTHYHE'
nosopuiHe GuHe 3a Typusam u 6usnuc. To je jeaan o noraeaa Ha 6yayhuoct myseja
Ha OTBOpPcHOM: »,Moxaa he Myseju Ha OTBOpeHOM OCTaTH CHPOMALIHK M HAIyLITCHY,
U IIOYETH IOAAKO A2 TOHy y 3eMay. IlperBopuhe ce y cmexrakyaapHe pyuieBHHe,
dacuyuHaHTHE Tparose usrybnene npomaocru. Mamuusena ucropuja’, Tako Hukaac
WMurmapmion npoBokaTuBHO nuine y cBojoj penensuju kmure Crena Penixora o
HCTOPHjH My3¢ja Ha OTBOPCHOMZ,

Maxo cam caraacHa ca MHOTMM KPUTHYapHUMa My3cja Ha OTBOPEHOM A CY TO
CTaTHYHA M POMAHTHYHA MeECTa 32 NMyOAHKY ca NMOCEOHHM HMHTEPECOBabHMA, HHUCAM
caraacHa Aa he, nau a2 61 Tpebaro Aa moaako saMpy Kao KyarypHe uecrurynuje. Kao
MY3€jCKM PaAHHK, HCTOPMYAP M KAO YAAH CBOjE 3ajEAHMIIE, BEPYjEM AQ Y My3ejUMa
IIOCTOjU HOTEHIIMjAA 32 IPABU AMjAAOT, 32 Pa3BOj My3€ja KA0O apEHA O YHjEM CE 3HAYCHY
pacrmpaaa, acbaryje u Koje ce cnopu. Myseja y kojuma ce pacripaBsa 0 IpeapacyAaMa u
TA€ Ce MeHbajy cTaBOBH 2. JeAaH 0A HAYHHa A2 CE TO YPAAH jeCTe Aa CE 3ayCTaBH [OTpara 3a
KOPEHHMa M AOKAAHHM MACHTHTETOM. Myseju Tpeba aa pasmorpe MoryhHoct moxpera
U yKayduBama y npousoct. OHu 61 MOpasd Aa IPEACTAaBAAjy POUIAOCT HA HAYHMH
KOjH aHTaXYje SYAE U KOMYHHIIUPA Ca 33j€AHULIOM, 36or KOje U ITOCTOj€ U KOjOj TpC6a
A CAYXKE.

MOPAMO AA MUTAMO 3A KOTA MY3EJU NOCTOJE
Y HALUEM BPEMEHY

Mysej He mocToju 360r AYAH KOjU Cy Ty 3aIlocAeHH, HHTH 360r 36upku, eaykaropa
nAn OM3HHCA — YaK HH 32 IIOAMTHYAPE KOjH BOAC KyaTypy. OBa Hamsraca odmracaHa
qumbeHnIa Ou Moraa mopctahy Ha pasMHIISABE My3ejcKe PaAHHKE KOJH MHCAC Ad
je odyBame M Karaaorusanuja 30MPKH Kpajibu PE3yATaT My3cjcKor papa. Mebyrum,
Mysej Mopa mpoHahM CBOj ACTMTUMMTCT y YAOSH 3Autimumuuka 3uard, objexara,
HMHTEAEKTYaAHE U MATEPUjaAHE HCTOPMjE, U TO ) uMe 3pymm3a”. Myseju mopajy
YIPaBAATH OBOM SAlUTUTOM KaKO OW HMSBPIIMAM YTHLQA] HAa APYLITBCHH PasBoj )
npasyy dobpoz dpymmea. MopaMo BepoBaTH Aa CMO y CTamby A2 yTHYEMO Ha CTaBOBC

12 Niklas Ingmarsson, “Recensioner,” RIG: Foreningen fér svensk kulturhistoria tid-
sskrift 3 (2008).

13 Richard Sandell, Museums, Prejudice and the Reframing of Difference, 1st ed.
(Routledge, 2006).

14 Robert R. Janes, Museums in a troubled world: renewal, irrelevance or collapse?
(Routledge, 2009).
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¥ [IOCTYIIKE HAIler BpeMeHa Kpo3 3amTuTy npomaoctu’. To je oHO mTo ¢y ocHuBaYM
HajpaHMjUX My3€ja Ha OTBOPECHOM HMAaAH 32 LMA: OHU CY BEPOBAAH Y IIPOMEHE,
o0pasoBarbe, OCHOKHBAKC HOBUX IPYIIa Y APYLITBY — y HMXOBO BpeMe TO je buaa
HMHTETPallMja HIKUX KAACA Y MCTOPUjy HallUje. Harmue caBpemeno Apyuirso ce CacToju oA
MOjEAMHAIIA PA3AUYHUTUX KYATYPHUX MACHTUTETA KOJH MOPajy Ad npox—xal’)y CBOj€ MECTO
Yy HapaTUBY KOjH je PEACBAHTAH M BaXKAH y HUXOBHM )XMBOTUMA — MOPAjy ,,nponahn
cebe y ucropuju®, a ucropuja uM Mopa aaru MOryhHOCT Aa pasymejy mpowWAOCT u
usrpaac 6yayhnocr. OBo MOXKe OIpaBAATH MOCTOjalbe BEAUKHX My3cja HAa OTBOPCHOM
— NaCHBHE KOACKLHjC MOTY OXKHMBETH, To he um omoryhutu Tpajarbe M U3BaH 30UPKHU.
Cae BHIIIE AYAH KOJH nocehyjy MY3€j€ XKUBHU Y yp6aH1/1M cpeanHaMa. Aeo Haller ApyIITBa
Koju ce ceha Bpemena xaaa cy kyhe rpalyene oa Apsernx rpeaa, 6e3 eaekTpudHe eHepruje
U Ipe HETO WTO Cy MOCTOjaAH ayToMobuan moctaje cBe Mamu — Myseju cchama he
Mopatu A2 ce 6aBe HOBOM ITyOAMKOM KOja M2 APYTE yCIIOMCHE. 3a My3¢eje Ha OTBOPCHOM
crape 100 roanHa oBo mpeacTaBsa BeaMKH H3a3oB. Hame ApymTso HHje XoMoreHo.
Mu He ACAUMO 33jeAHHYKY KYATYPY Y OHOj MEpPH Kao 1To je To 610 mpe 100 ropuHa,
KaAd Cy HHPOPMAIIHje O IIOAUTHIIU U KYATYPU AOAA3HAE U3 AOKAAHUX M PETHOHAAHHUX
U3BOPA M KaAQ je KOMyHHUKaLuja uaMelyy AyAn 13 AAACKHX IPasoBa 1 3eMana buaa criopa
u cxyna. Aa 6ucMO OCTBAPHAM AMjAAOT Ca HALIUM 32jeAHUL[AMA MOPAMO 3HATH KaKBe Cy
oHe. MopaMo YTBpAUTH 1Ta je BaKHO Y CBAKOAHEBHOM SKMBOTY, KO YHHU ,,33jCAHULY " U
KaKaB je ’hUXOB BPEAHOCHHU CHCTEM.

JKMBHMO y CAOKEHOM U HEUSBECHOM CBETY MyHOM usbopa. Meauju, oraamasasbe,
BAAAABHHA HHQOpMAIMja, HCTPAKHBAYM, AMYHA HCKYCTBA AYAM, AEKAApalluja U
APYIITBEHU MEAUjU — CBU OHH AOIIPHHOCE PA3AHYMTHM TYMAdeHhUMA U AQjy IIPEHOPYKeE
32 CTABOBE M ITOCTYIIKE. My3eju cy HHCTHTYIIHj€ OA TOBEPEHA CA BEAUKHM IOTEHIIHjAAOM
3a LICAOKMBOTHO yucwe. Ako he sbupka npeamera kyarypHe Gamrnne, 6uao y 06auky
3rpapa M o0jeKara, MAH YCIIOMEHA, MHTOBA MAH 3Haba U3 IPOLIAOCTH, UMATH CBPXY
U CMHCA0 Y SKHBOTY AYAM HAILET BPEMEHA, OHAA OHA MOpa OUTH cappskaHa y [PHYH
koja he 6urn ucnpuyana wro je Buwe moryhe myTa, u To y Aujasory, a He y popmu
eanTucTHIKOr MOHOAOTA. Yeyhyjyhu ce aa ce oaBojumMo 04 ,MaTepujasHor 0pApehusama’
30MPKH, MOXKEMO CTBOPUTH HEIITO HOBO 43K U y My3¢jy Ha orBopeHoM. McTospemeno,
MaTepUjaAHU IIPEAMETH BU3YCAU3Y]y TEOPHjCKO 3HAE Ha BEOMA A06ap HAYUH — OHH I'a
TPaHCPOPMHUILY Y CBAKOAHEBHE IOCTYIIKE.

Opa cBUX TeMa KOje OKYNHPajy AyA€ Y AQHAIIBEM APYLITBY, IPOOAEM 3aIUTHTE
JKUBOTHE CPEAMHE M KAMMATCKO NHTAHE jeCy MoXKAa M Hajpakuuju. OBa nuTama u
QoKycupame Ha JKUBOTHY cpeAuHy Hehe Hecrarn y 6anckoj byayhaocty, a y 60pbu sa
U IIPOTHB, CYyMIH U BEPOBaha BE3AHUX 32 KAUMATCKE IIPOMEHE, AUCKYCHj€ M AKLIHOHH
naaHosu he saxTeBatu Haumly (MHAMBHAYaAHY KaO M TOAMTHYKY) MaXKEy jour ayro

BpCcMcCHa. VYkoanko My3€jI/I cXBare CBij AY>KHOCT IIpEMa APYHITBY 0361/11&:}{0, Kao OITo

15 Cameron, Fiona, “Moral lessons and reforming agendas: history museums,
science museums, contntious topics and contemporary societies,” in Museum
revolutions: How museums change and are change, ed. Simon J. Knell, Suzanne
MacLeod, and Sheila Watson (Routledge, 2007), 330-343.
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61 Tpe6aro — TO Cy MHUTamba TAC OHHM MOTY IIPCY3CTH aKTHBHY YAOTY: Ad AM Tpeba aa
ce 6OpHUMO IIPOTUB EMHCHjc IITCTHUX IacoBa M NpobacMa KUBOTHE cpeanHe Aajyhu
AOTIPHHOC A2 CE TO IPOMEHH HAU AQ OCTAHEMO AOCACAHH TPAAULIH]U U AQ CE IPETBAPAMO
Aa je ce y peay Hapajyhu ce aa he Texnonoruja pemntu cBe mpo6aeme?

YYEHE O XKMBOTHOJ CPEAVUHU Y MY3EJUMA HA OTBOPEHOM

Yderme 0 XKHBOTHOj CPEAHHH je CTBapaibe Bede M3Mehy MaTepujasHHX cTBapu, Hayke,
IIOAUTHUYKHUX IIHMMASEBA, KOACKTHBHHUX H I/IHAI/IBI/IAyaAHI/IX BPCAHOCTI/I U BpBHUXOBHUX
CBAKOAHCBHHUX 00pasana AcAOBama. AKO JKCAUMO A2 IIOCTUTHEMO OAPXKHBH PasBoj,
Mepe MOpajy OUTH YKOPCHCHE Y (6aK00He6HOM Hct80MmY 1 c8axodHesnum uckycmsuma. He
IOCTOjH HEAOCTATAK 3HAMA O 3aral)eiby U KAMMAaTCKMM IIPOMCHAMA y HALIEM APYLITBY.
Koanunna nHpOpMAaLHja je TOAMKO BeAHKa Ad IPOOAEM H3TACAA HEPELINB UAH HEBE3aH
3a Hauny nipakcy. Haur saparax Mopa 6uth Aa IIOACTaKHEMO aKIiHjy 3aCHOBaHY Ha SHAIbY,
yKsydnBamy U aujasory. Aa pasbujemo Teopuje u raobasne mpobaeMe Ha AOKAAHO,
KOHKpeTHO 1 KopucHO. [Tocera Mysejy 4uje cy 3rpae, CHTepHjepH M HBAOKDE 3aCHOBAHU
Ha MCTOPUjH XUBOTHE cpeanHe nprKasahe Mysej Kao BaxHy cTBap y BUXOBOM >KUBOTY,
6I/IAO Ad Cy CTQ.PI/I HAHU MAAAU, AOMahC CTAaHOBHHIITBO UAU TypI/ICTI/I, 6I/IAO Aa AOAA3EC U3
ypOaHe MAU PypasHE CpEAHHE.

Hcropuja »UBOTHE CPEAHMHE IOACTHYE PasyMEBambe OKPYXKEHa H MPUPOAE Kao
BHIIIE OA ITyKOT (QHSHYKOr IIOCTOjamba Y IO3AAMHH AYACKHMX akTHBHOCTH. Mcropuja
JKUBOTHE CPEAMHE je NPHUYA O AYACKOj EKCIIAOATALMjU IIPHPOAHOT CBETA OKO HAC.
Peu je o yTumajy mosompuBpeAc M CTOYAPCTBA HA 3E€MAY M II€j3aK, EKCIAOATAIM)H
Apseha, Hecrajamy myma u npomenu kaume. Taxole, papu ce 0 mocacannama xoje cy
IPOY3POKOBAHE PYAAPCTBOM M HM3IPAAKOM TPAHCIOPTHHX IyTeBa, ypOaHH3aLHjoM
U MHAYCTPHjaAu3alujoM mpupoae. Ilpucryn yuemy kpos muTama )XHBOTHE CPEAMHE
y Mysejy HaM Aaje MHOro MOIyhHOCTH A2 MCIPUYAMO BHILIECAOJHE IIPUYE U MHOIO
PABAHMYUTUX HAYHHA AQ OCTBAPHMO AHjAAOT Ca HAIINM KOPHCHHIJUMA.

Myseju Ha OTBOPEHOM HMajy IPUAUKY A2 MCKOPUCTE CBOje 30upke U 3rpase sa
BPIByCAPIBaLIPij Ha PaSAI/I‘{I/ITC Ha4YHUHCE, npm(a)l(y MaTCPI/Ija.AHI/I yTI/II_Iaj I/ICTOPI/IjC JKUBOTHC
CPCAMHE M IOBOKy npomaocT ca capammomhy. Ha npumep, Bopa: mocrabmame
BOAOBOAHHX LIEBH Y IPAaAy U U3IPaAa 3aTBOPEHOT BOAOBOAA OYUIAEAHO je IpHYA O
TEXHOAOTHUjH. 3aTHM CACAU YTHLAj TeKyhe BoAe Ha cTaBOBe U IOHALIAME HYAU: OHA je
IPOMCHHAA HAYUH Ha KOJH Ce Ipaae Kyhe, mpoMeHHAQ HAWI CTaB IpeMa U3BOPHUMA U
MOTPOLIU BOAE, AOLIAO je AO IPOMEHA Y IPUBPEAHOM CHCTEMY KPO3 HAIIAATY BOAE Y
PELSAI/I‘{I/ITI/IM BPCMCHI/IMQ. u HPOMCHC y OAHOCy HPCMa XI/II‘I/IjCHI/I mITo jC 3aTHUM AOBECAO AO
IIPOMEHE Y 3APABAY ASYAH.

Exoaowky oTHcax je Mepa AYACKE IIOTpakibe ckocucTeMa Jemme. OHa ynopelyje
3aXTeBe CTAHOBHMINTBA M KaNALUTET IIAaHETe Aa ce pereHepume. IlpeacraBma
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KOAMYHHY OHOAOIIKH IPOAYKTHBHE 3¢MAE H MOPCKOT IIOAPYYja Koje je moTpeOHO 3a
pereHepanujy pecypca Koje AyACKa IMOMNyAalidja MOTPOIIM U KOje je l'IOTpC6H0 Aa ce
arncopbyje u oHecriocobu npousseacHu otmaa. Oa panux 60-nux roauna 20. Bexa A0
AQHAC, HAII TAODAAHU €KOAOIIKH OTHUCAK CE BUIIIE HETO yasoctpyuuo. Jow 2006. roause,
YKYIIHH CKOAOIIKH OTHCAK YOBCYAHCTBA je IPOLcbeH Ha 1,4 maanere 3emme — Apyrum
pednMa, YOBEIAHCTBO KOPUCTH EKOAOMIKE pecypce 1,4 myTa 6pike Hero mro ux 3emma
Moxe 0OHOBUTH. Mu, AakAe, TPOIIMMO CBOj KallUTaA, a He caMo Kamary. Myseju 6u
Tpebano aa xeac A2 Oyay Aco pemerba, a He npobaema. Kopumheme exoaomkor otneka
¥y My3¢jy Ha OTBOPEHOM MOXKE OUTH HAYHH Ad CE IIOKAXKE KAKO je AOKAAHO ACO TAOOAAHOT
npukasyjyhu norpomsy y pasanaurum nepuosuma, tunose Kyha u Mase HHAyCTpHje,
a 4aK ¥ ynopehusameM ca HAIIMM HAYHHOM >KUBOTA, OBAC H CaAQ.

Y Behunn myseja Ha OTBOPEHOM IIOCTOjM MMPOK ceKTap objexara, kyha n Masunx
HHAYCTpHja KOjH HpyXajy MOryhHOCT Aa ce Mcnpuya IpHYa O KAACHHM, POAHHM H
€THMYKUM TPyIaMa KPO3 AYI BPEMEHCKH HepuoA. Aella MMajy HM3Y3€THO PasBHjeHY
CKOAOILKY CBECT; HUXOBO HHTEPECOBAIBE CC MOXKE PA3BUTH IIYTEM ,yUCHA KPO3 PaA’:
peLMKAaXa, COPTHUpPAmE OTIAAA, UIPAa UM KPEaTHBHU 3aAALM Yy BE3U Ca IOHOBHUM
xopumhemem ynorpebnernx crsapu. Kapa ux Buae u ucnpobajy cxsarajy aa crape
TEXHOAOTHj€ M 3HAHA MOTY 6uru jeAHAKO Ao6p1/1 Ka0 M MOAEPHE TEXHOAOTHjE KaAQd je
y IIUTalby 3alITUTA )XUBOTHE CpeAHHE. Takohe cMo mocrasn cBecHu Aa ,A00pu cTapu
AQHH" HUCY OMAM TaKO PYXKHYACTH, XaPMOHHYHHU H ,,[IPHjATEACKHU HACTPOjEHH IpeMa
npUpoAU” Kao OH ce IOBEPOBAAO: HOBA TEXHOAOTHja IIOMAXKE Ad CE CMabU OTIAA U
sarabeme 1 MOGOMIIA KUBOT AYAUMA.

ApyumTBeHe Tpyme M HEBAAAMHE OpraHU3alMje jecy IPUPOAHH MHapTHEPU Y
0BOj BpcTH mocaa. Jak U PEAATHBHO MaAM My3cj MOXKE Aa H3rPapu Aobap OpHOC ca
APYIITBCHHM TpyllaMa II03UB3jyhn myac M3BaH Myscja A2 yYCCTBYjy Y aKTHBHOCTUMA.
Kycroc Myseja He moceayje cBe TOTpeOHO 3Hamb¢, a BehrHa HHCTUTYLIHja HEMa AOBOSHO
ocobma Aa TOKpUje cBe 00AACTH KOje Cy HEONXOAHE Aa OM Mysej OHO peAeBaHTaH.
MyaejHMaje HOTpe6Ha 3ajeAHHIIA 6arr KOAUKO CY ¥ OHH n0Tpe6aH 150j.

3AKJbYYHAK

Csu Myseju Mopajy nponahn HadUH A2 IIOCTaHY PEACBAHTHH 33 CBOje KOPUCHUKE.
Myseju HA OTBOPEHOM HMajy, IO MOM MHUIILACHY, Haj6OA;I/I MOI‘th/I aAaT AQ HamIpaBe
IPOMCHY y OBOM IpaBly: 30upke u srpaae cy Beh mosesane ca mecToM, a Myaej ce
MOpa IIOBE3aTH €4 CAAALIBOM AOKAAHOM 33jeAHHIOM HyAchu aHraxman m cmucaeHe
aKTUBHOCTH Y KOj€ he j€ YKmyIUTH.
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HANNA MELLEMSETHER, PH.D
Open air museums -
between tradition and change

DOES THE TRADITIONAL OPEN AIR MUSEUM HAVE POTENTIAL
FOR CHANGE, OR IS TRADITIONAL ALL THEY ARE EVER
GOING TO BE?

My argument in this article is that open air museums can change; it just takes longer
than in more modern museums and ‘theme museums’ If they do not change, the public
spending on maintaining the open air museums for the purpose of tourism and cosy
family gatherings, can no longer be justified. Open air museums will not then be profes-
sional museums (as defined by ICOM!) but may continue as privately sponsored theme
parks and history lands in the more commercial market.

One of the core activities for museums are learning, either formal or informal. Muse-
ums are institutions of learning. Together with the formal educational system, they have
a central role in forming the citizens in their community to be active members in a dem-
ocratic society. The realisation of this has played a vital role in the paradigm shift one has
seen in museums all over the world the latest decades.? The change can be summed up as
a turn away from being collection centred to human centred. The collections and exhi-
bitions, audience programmes and collected scientific knowledge must be directed to-
wards being for the good of the community and the good of the individual. As a result
of this shift, museums have become more open and more democratic in their approach
both to the audiences and to what they collect and how they present the collections.

In Scandinavia, Open Air Museums have been important institutions in their com-
munities for more than a century, in an era where national unity and the creation of a
shared identity was important. Through activities such as collection and preservation of
cultural heritage, and as learning arenas for arts and culture on national and local level,
they have been the keepers of shared values in communities, or what someone wanted
to be the shared values.

In the 21* century, nationalism as a political and theoretical paradigm does not have
the same standing. Today’s society does not fit this scenario of national building, and
static, monocultural museums do not provide what the community need. Assimilation
into an ethnic and cultural unity is no longer a goal, but acceptance of differences and
inclusion of a cultural multitude are what the society strive to achieve. This is also the
goal for more and more museums: They want to take up our responsibility to the com-
munity and have a role in improving individuals’ lives, and promoting social change at

1 ICOM code of ethics for museums (Paris: ICOM, 2006).
2 Stephen E.Weil: “From Being about something to Being for Somebody: The Ongoi-
ng Transformation of the America Museum” 1999
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the macro level.? The question is how this can be done within the confines of the tradi-
tional Open Air Museum - or Folk Museum as it is often called Scandinavia.

The mere concept of Open Air Museum has a scent of mothballs to it. Both in public
and private discussions, one can sense an understanding of the term as something out-
dated. In Scandinavia at least, the name evokes old-fashioned and static images of timber
houses; rose painting and traditional knitting appear automatically before our inner eye.
Should we therefore abandon the concept of Open Air Museums? Should they change
their names to something more “post-modern” and immediately catchy? History Park?
Cultural Park? Or adopt any new name that is not encumbered with the negative associa-
tions. Will this kind of museums then still, as Shakespeare’s rose, “smell the same”?

OPEN AIR MUSEUM- FROM INCLUSION TO EXCLUSION

What is an Open Air Museum? Many will perhaps associate the concept with Eco-muse-
ums, or Living Museums. Looking back at history, there are strong resemblance between
them - but also differences due to different historic and cultural contexts in which they
developed as institutions. As with the more recent Eco-museum philosophy, the Open
Air museums were part of a democratization process in the Scandinavian societies. Muse-
ums used to belong culturally to the ruling classes, the educated and powerful.* Both with
the selection of topics they choose to re-present and the way they did it — it was for, by
and about — the elites. The term and concept Folk Museum was created in a time of great
cultural, political and economic changes. Folk Museums were in their beginning social
actors in their communities with a more or less clear political purpose. Focus then were
on democratization and inclusion: Inclusion of ordinary people’s history in the museums,
inclusion of everybody in a common national/regional/local identity and on utilizing the
past (knowledge, skills, arts and craft, technology etc) to the benefit of the present.®

In the more than 100 years that has passed since then, Open air museums (or Folk
Museums) became stagnant. It became hard to distinguish one museum from the other.
They all presented a generalized and remote past, as a static and constructed artificial
image. “Folk museums became introverted and isolated institutions, with no relevance
for the time they exist in,” the Norwegian museologist Gjestrum wrote.® During 1960
-and 70s which were characterized by radicalization and democratization in the univer-
sities, and with pervasive socio-cultural changes in a wealthier western world, the Open

3 See for example Richard Sandell, Museums, Society, Inequality, 1st ed. (Routledge,
2002). New roles and missions of museums: INTERCOM 2006 symposium (Taipei:
ICOM - INTERCOM/Council for Cultural Affairs, Taiwan). Robert R. Janes, Museums in a
troubled world: renewal, irrelevance or collapse? (London: Routledge, 2009).

4 Hanna Mellemsether, “Folkemuseum - var tids museum for var tids folk,” in “En
Smuk Fremtid”. Trendelag Folkemuseum Sverresborg 100 dr, vol. 1, Museene i Ser-Tren-
delags skriftserie (Trondheim: Tapir akademisk forl.), 179-194.

5 Hanna Mellemsether, “Folkemuseum - var tids museum for var tids folk,” in “En
Smuk Fremtid”. Trendelag Folkemuseum Sverresborg 100 ar, vol. 1, Museene i
Ser-Trendelags skriftserie (Trondheim: Tapir akademisk forl.), 179-194

6 John Age Gjestrum, “Fra folkemuseum til skomuseum,” Nordisk Museologi 2001, no. 1-2.
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Air Muscums continued as if nothing had happened. The onset of globalization, the en-
vironmental movement, did not materialized itself in the Open Air Muscums. Neither
did the shift towards social history, workers’ and women’s perspectives in social research
in general, seem to upset the museums. Instead, concept museums were formed; work-
ers museums, industrial museums, museum of immigration and women’s museum, and
the Eco-museum movement also started in this context.”

More and more Open Air Museums became something for the ‘special interested’
only. The aim was to show the residents and tourists what and who the regional iden-
tities are (or should be), how valuable the old culture and its cultural expressions are,
and how laborious, frugal, innovative, creative the people were. In the old days. With
a positivistic and linear understanding of history, the progress of modernity and the
nation’s growth were told in tableaux, interiors and exhibitions. Open Air Museums
had become introverted and static, they struggled to manage large collections and failed
to find there relevance for the society they exist in. The old wooden houses and the rose
painted bowls, burdened the museum workers” shoulders, and limited their work with
their constant demand for care and space.

OPEN AIR MUSEUMS AND ECOMUSEUMS

Ecomuseums emerges as a response to the environmentalism in the 1960’s. It is a very
difficult concept to define — and rightly so as the term is connected to place, identity
and local empowerment.®

Ecomuseums does not have the same meaning and position in Scandinavia, as for
example in China or Mexico. In Scandinavia the Folk Museum movement in the 19*
century served a similar function it’s society as the Ecomuseum, but the two are formed
in different historical contexts and the communities they serve are different.

Ecomuseums in Scandinavia have few of the markers that defines a museum accord-
ing to the ICOM definition: museums “acquires, conserves, researches, communicates
and exhibits the tangible and intangible heritage of humanity”. They appear more like
“historical socicties”, outside, but sometimes connected to a larger, professional muse-
um. In China, Ecomuseums are about “place, heritage and culture” of an ethnic group,
and focuses on a territory where this group lives, and on collecting anthropological in-
formation about this group in order to help the group to a sustainable development. An
example here is the Sago Ecomuseum, which preserves and collects the Miao lifestyle,
production, religion and old ballads.” The local people — the ethnic group — own the

7 Davis, Peter, “Places, ‘cultural touchstones’ and the ecomuseum,” in Heritage, Muse-
ums and Galleries: An Introductory Reader, 1st ed. (Routledge, 2004).

8 Davis, Peter, “Places, ‘cultural touchstones’ and the ecomuseum,” in Heritage, Muse-
ums and Galleries: An Introductory Reader, 1st ed. (Routledge, 2004).

9 Davis, Peter, “Ecomuseums and sustainability in Italy, Japan and China: Concept
adaptation through implementation” in Simon J. Knell, Suzanne MacLeod, and

Sheila Watson, Museum Revolutions: How Museums Change and Are Changed, 1st ed.
(Routledge, 2007).
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Ecomuseums as a collective, and their work is part of a collective identity process. The
Ecomuseums therefor are clearly an activist organization.

In Mexico, Ecomuseums started as a rebellion against the archaeologists and official
cultural politics that unearthed the heritage of the local people and removed artefacts
from the territory it belonged to — to national centers and cities. In both examples, it
is about empowering the local people by preserving/utilizing a common proud past.'

Open air museums by contrast, often removed tangible heritage from the original
context and keep it in a professional museum institutions, re-presented it to the public,
the local people, in the museum professional’s interpretation. In old Open Air Muse-
ums, there will be large collections and many buildings — accumulated thorough a cen-
tury or more. Still there are similarities between the discourse connected to the Ecomu-
seum movement and the arguments justifying the Open Air Museums in Scandinavia.

Nordiska Museet in Stockholm, Sweden, which started in 1873 as The Scandina-
vian Ethnographic collection, collected heritage objects from both Sweden and Nor-
way. Soon after, Artur Hazelius opened Skansen — an Open Air Museums with cultural
heritage objects from all over Sweden. The education of people form the lower classes,
inclusion of ordinary people into the nation’s history and in the “Swedish identity’,
were main goals for Artur Hazelius."! This lead to the removal of national heritage from
Norway to Sweden and to counteract this “culture drain”, Norsk Folkemuseum in Oslo,
Norway, started its own collecting process in the countryside in Norway. At the same
time, country cultural artefacts became interior fashion and much sought after amongst
the bourgeoisies in the cities. Heritage objects became commercialized. This in turn, led
to the establishment of regional folk museums in Norway — to keep the heritage in the
regions where it belonged. Regional folk museums in Sogn, Trondheim and Lilleham-
mer were established in opposition to the removal of “regional culture” to Oslo. In the
end, local museums in small town and villages opposed the removal from the local to the
regional museums. Small municipal or communal museums, often based in a historic
building or cultural heritage site in situ were established many places. These were often
run by volunteers based in the local community. Much like the modern Ecomuseum.

NEW RELEVANCE FOR OPEN AIR MUSEUMS.

Whether they call themselves Ecomuseums, Folk Museums, Open Air Museums or
community museums, they face the same dilemma: The focus on local monoculture,
the connection to a defined territory or space and the effort to create a common iden-
tity that has been the implicit or explicit focus for Open Air Museums, also make them
vulnerable to being exclusive. Thus they perpetuate an understanding of one group’s

10 Mario Prado Alcivia, “A Broken Promise: Zachila Site Museum,” ICOM News, no. 3
(2005)

11 Sten Rentzhog, Friluftsmuseerna: en skandinavisk idé erévrar vérlden (Stockholm:
Carlsson, 2007)., s. 28-29.
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belonging versus other groups who do not belong in the territory, the space, the culture
or the past. What kind of identity do we want to strengthen or build? The joint owner-
ship that is a feature of many Ecomuseums, does not guarantee an even representation
in the museum. In all societies there are always someone who represent others, who are
given/or have taken the power to interpret cultural meaning — being religious or politi-
cal power. Misrepresentation is therefore a risk even for Ecomuseums — as well as in the
traditional Folk museums.

To some ‘modern’ to mean widespread use of the latest and expensive in communi-
cation technology, and to some it means that the exhibition objects, artefacts, are not
‘old fashioned: If that is what it takes to change the negative connotations to the term
Open Air Museum or Folk Museum, they are fighting a losing battle. With really old
buildings and objects as their main area of responsibility, and with large and numerous
exhibitions on very tight budgets limited resources, such museums cannot jump on the
latest in. Fortunately, technology and expensive installations, does not define modern
museums. Modern Museums — Open Air Muscums as all other museums - are museums
that are topical and relevant to its users, and developing quality programmes for an ever
wider audience. They that are arenas for lifelong learning with implication for our daily
life, they play a part in maintaining and developing a democratic society, that contrib-
utes towards a better society for all.

The changes are already happening, but old Open Air Museums with large col-
lections and many vintage buildings are hard to change — much harder than the more
modern theme museums and exhibitions. The largeness and the oldness of it all, puts
constraints on both the public’s expectation of what they will face when they visit, and
italso limits (implicitly or explicitly) the museum’s internal development. In a relatively
large Open Air Museum, Trendelag Folk Museum in Trondheim, they have in recent
years worked with educational projects against sexual abuse, victims of war, and a new
museum of Deaf history & culture. But this has mainly been ecither projects that take
place outside the museum, or short term programs with no link to the vintage buildings,
collections or to the open-air museum as a whole.

Many Open Air Museums have opted for living history as a way to make themselves
interesting to the audience, were the visitors are transported “back in time” by good
actors. While this is an interesting and fun way to present the past, it is just one of many
activities for the museums. If all Open Air Museums develop in the same way, using the
same methods and offering the same programmes, there is a danger that we end up as
expensive but “authentic” theatre sets for tourism and businesses. That is a dim view of
the future of Open Air Museums: “Perhaps the open-air museums will be left destitute
and abandoned, and slowly sinks down into the soil. Turned into spectacular ruins, fas-
cinating traces of a lost past. An invented history, as Niklas Ingmarssons provocatively
writes in his review of Sten Rentzhogs book on the history of Open Air Museums.'

12 Niklas Ingmarsson, “Recensioner,” RIG: Féreningen fér svensk kulturhistoria
tidsskrift 3 (2008).
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Whereas I agree with much of the critic of the Open Air Museums as static and
romantic places for especially interested public, I do not agree that they will, or should,
die a slow death as cultural institutions. As a museum worker, as a historian and as a
member of my community, I believe there are potential in museums for real dialogue,
for developing even these museums as arenas where meaning is constructed, debated,
contested. Where prejudices are put under debate and where attitudes are changed.
One way of doing it is to stop digging for roots and a quest for local identity. Museums
should look at the possibility for movement and inclusiveness in the past. They must
re-present the past in a way that engage and communicates with the community, which
they exist to serve.

WE HAVE TO ASK FOR WHOM
THE MUSEUMS EXISTS IN OUR TIME.

A museum is not for museum employees, for the collections, for the educators or the
businesses — not even for the culture politicians. This seemingly obvious fact could be a
provoking thought for museum workers who think that the preservation catalogisation
of the collection is the end result of museum work. However, the museum’s legitima-
tion must be found in its role as stewards of knowledge, objects, intellectual and material
history, on the society’s behalf™ Museums must manage this stewardship, in order to
affect social development in the direction of a good society. We must believe that we can
influence the attitudes and actions at the time, through our stewardship of the past. °
That was what the founders of the earliest Open Air museums aimed at: They believed
in change, education, empowerment of new groups in the society — in their time it was
integration of the lower classes into the history of the nation. Our contemporary society
consists of individuals with different cultural identities, who need to find their place in
a narrative that is relevant and important in their lives - they must “find themselves in
history”, and history must give them a possibility to understand the past and form the
future. This can justify keeping large Open Air Museums, and the passive collections
cane come to life, which also gives them an existence outside of stores.

More and more people who visit the museum live in urban areas. The part of our so-
ciety that remembers a time were houses were build from round timber, before electric-
ity, before cars are getting smaller —the memory-work in museums will have to address
new publics with new memories. For 100 years old Open Air Museums this is a huge
challenge. Our society is not a homogenous one. We do not share a common culture in

13 Richard Sandell, Museums, Prejudice and the Reframing of Difference, 1st ed.
(Routledge, 2006).

14 Robert R. Janes, Museums in a troubled world: renewal, irrelevance or collapse?
(Routledge, 2009)

15 Cameron, Fiona, “Moral lessons and reforming agendas: history museums, scien-
ce museums, contntious topics and contemporary societies,” in Museum revolutions:
How museums change and are change, ed. Simon J. Knell, Suzanne MacLeod, and
Sheila Watson (Routledge, 2007), 330-343.
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the same degree as we did 100 years ago, when information about politics and culture
came from local or regional sources, when long distant communication between people
cities and countries were slow and expensive. In order to be in dialogue with our com-
munities — we need to know who they are. Identify what is important in their everyday
life, who is ‘the community’ and what are important in their lives.

W live in a complex and uncertain world full of choices. Media, advertising, gov-
ernment information, researchers, people’s own experiences, declaration, and social me-
dia - all contribute to different interpretations and recommendations for attitudes and
actions. Museums are trustworthy learning institutions with great potential for lifelong
learning. If the collection of cultural heritage, whether in the form of buildings and
collections, or as memories, myths and knowhow from the past, are going to have a
purpose and meaning in the lives of people in our time, it must be as part of a story that
communicate to as many as possible — in the dialogue rather than the elitist monologue.
By daring to detach ourselves from the “material determinism” of the collections, we
can create something new even in an Open Air Museum. Simultancously, the material
objects visualize the more theoretical knowledge in a very good way — transforming
knowledge into everyday action.

Of all the topics and issues that occupy people in today’s society are environmen-
tal and climate issue one of the most important. These issues and focuses on the en-
vironment will not disappear within the nearest future, the struggle for and against,
doubts and beliefs related to climate change, discussions and action plans will require
our (individual as well as political) attention for a long time to come. If museums
take their duties towards society seriously, as we are supposed to - this is one of the
issues where museums can take an active position: should we be fighting greenhouse
gas emissions and environmental problems by contributing to change, or should we
be traditional and pretend that nothing is wrong and hope that the technology solves
all problems?

ENVIRONMENTAL LEARNING IN OPEN-AIR MUSEUMS

Environmental Learning is about creating connections between material realities out
there, science, political goals, collective and individual values and their everyday pat-
terns of action. If we are to achieve sustainable development, measures must be rooted
in everyday life and everyday experiences. There is no lack of knowledge about pollu-
tion and climate change in our society. The amount of information is so huge and the
problem seems unsolvable or unrelated to our practise. Our task must be to encourage
action based on knowledge, inclusion and dialogue. To break down theories and global
problems to something local, concrete and useful. A visit to a museum whose build-
ings, interiors and exhibitions are based on environmental history would show the
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muscum as relevant in their own life, whether they are old or young, local or tourists,
urban or rural.

Environment history encourages understanding of the environment and nature as
more than just the physical background of human activities. Environmental history is
the story of human exploitation of the natural world around us. It is about the influ-
ence of agriculture and animal husbandry on soil and landscape, the exploitation of
forests, deforestation and climate. It is also about the environmental impact of mining
and transport routes, urbanization and industrialization. The environmental approach
to learning in museum gives us many possible, multilayered stories to tell, and many
different ways of creating dialogue with our users.

Open Air Museums have the opportunity to take advantage of the collections and
buildings to visualize in different ways, the material effect of environmental history and
connecting the past with the present. For example, water: On the obvious side, the
development of water pipes in the city, and indoor plumbing, is a story about tech-
nology. Then follows the impact running water had on human attitudes and behavior:
It changed the way houses are built, change our attitude to water sources and water
consumption, there were changes in the economic system through the pricing of water
at different times and a change in attitude to hygiene and subsequent health changes.

Ecological Footprints is a measure of human demand on the Earth’s ecosystems.
It compares human demand with the planet’s capacity to regenerate. It represents the
amount of biologically productive land and sea area needed to regenerate the resources
a human population consumes and to absorb and render harmless the corresponding
waste. Since the early 1960’s, our global ecological footprint has more than doubled. Al-
ready in 2006, humanity’s total ecological footprint was estimated at 1.4 planet Earths
- in other words, humanity uses ecological resources 1.4 times as fast as Earth can renew.
We are spending our capital — not only the interests. Museums should want to be part
of the solution, not the problem. Using Ecological footprints in an Open Air Museum
can be a way to show how the local is part of the global by showing the consumption in
the different periods, type of houses and small industries, and even compare it to our
way of life, here and now.

In most Open Air Museums, there are a wide range of buildings, homes and small
industries, with the possibility of telling the story of class, gender and ethnic groups,
through a wide span in time. Children are extremely environmentally conscious; this
interest can be developed through “learning by doing” elements: Recycling, waste sort-
ing, play, and creative tasks in relation to re-use. By seeing and trying they might find
that old technologies and knowledge may be just as good as new technology when it
comes to protecting the environment. But also we become aware that the “good old
days” were not as rosy and harmonious and ‘friendly towards nature’” as one has been
led to believe: New technology have help to reduce waste and pollution and made life
better for people.



3BOPHUK _280 _ YEARBOOK

_3BOPHUK _YEARBOOK _HEYYJHU [1ACOBU
_UNHEARD VOICES

Community groups and NGOs can be natural and resourceful partners in this kind
of work. Even a relatively small museum can build a good relationship with community
groups by inviting people from outside the museum to take part in the maintaining of
the activities. It is not the museum curator that possesses all the knowledge needed, and
most museums do not have enough staff to cover all the fields of knowledge needed
to make museums relevant. Museums need the community just as much as they need

museums.

CONCLUSION

Finding ways to becoming relevant to our users are necessary for all museums. Open Air
Museums have in my opinion the best tools possible to make a change in that direction:
The collections and buildings are already connected to the place, the museum have to
make the connection to the present community by offering involvement and meaning-
ful activities back to the community.
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HOPHKO XAJAKABA
My3eju Ha oTBOpeHOM y JanaHy -
Hekap u can

UCTOPUJA MY3EJA HA OTBOPEHOM Y JANMAHY

Tenrapo Tanaxamm (1869-1961), koju ce cMaTpa OLieM jamaHCKe MY3COAOIHje, OKO
1920. roaune y Janany, npsu nyt je npeactaBuo Ckancern (CTokxoaM) - IpBH Myscej
Ha orBoperoM y csery. M Kenso IlIuGycasa (1896-1963), npeayseTHUK KOju je UMaO
3HAYajaH yTHI}Aj Ha jallaHCKy POAKAOPHCTHKY, OCTaBsa 3aMiC Aa je moceTno CkaHceH
1922. ropune.

ITopea Tora, apxurexra Munpo Qysummnma (1899-2002) cryaupao je y EBponu oa
1925. a0 1928. TTouemmu oa Mapra 1938, oH je Ayke 0A TOAMHY AdHA ITHCAO O CBOjUM
,A,OCTI/II‘Hth/IMa y cepuju 4AaHAKa y jeAHOM wacommcy. Fberosu rexcroBu cy xachuje
00jaBbCHE IOA HA3HBOM 5, Ipapuunonasse kyhe y Esponn (Oshu-no-minka)“ 1949.
TOAMHE.

OBo je 1uTaT U3 HEroBe KIbUTE:

»¥ npearpahy Crokxoama, mocToju HapoaHH My3ej oa uMeHoM CKaHCeH.
[Ipoctupe ce Ha BeAMKOj MOBPUIIMHM M NPHKasyje TPAAHI[HOHAAHE
kyhe us pasamdurux pernona ca cBUM BUXOBUM Acrasuma. CKaHceH
je CBETCKHU ITO3HAT My3€j HAPOAHOT IPaAUTEASCTBA. MecTo je mpenusHo
HAIIpaBA>EHO IIPEMA MOAEAY AyTEHTHYHOL IIEj3aXka, a TPAAHIIMOHAAHE
xyhe Hucy nocraBscHe camo aa 61 crajasc Ty, Beh ce nornyHo ykaanajy
y OPUTHHAAHY CAUKY A00a U3 KOjer OTHYY, IIOYEB 04 CTAMOCHE 3Tpase
u cyceanux xoanba. [Topea Tora, myau xuse y muma u Hoce oachy Tor
BpeMeHa. [Tocernonu Mory ca060AHO Aa ux mocmarpajy. OBo mecTo
3aHCTa BPCAH jep IPHKasyje peIpeseHTaTUBHE cTape Kyhe oa 16. Bexa ma
Hapane. [IraBume, moce6HO je popMHUpaH jolI jeAaH My3€j TAE Ce HaAa3U
MHOTO HamelTaja, oache, nmpeamera somahe pasunocru, ura. Oso je
3aMCTa CaBpIICHA METOAA KOH3epBaLmje’.

Apxurexra Basupo Kou (1888-1973) nocerno je Ckancen y aero 1930. Harmmcao
je 9AaHaK O ¢BOjoj mocetn 1934. ropune y jynckom 6pojy gaconnca ,Mehynapoana
apxutekrypa“ (Kokusai kenchiku).

»Mysej Ha oTBOpenom y Crokxoamy, raaBHoM rpaay IIBeacke, 30Be ce CraHceH u
ocuoBaH je 1891. ropune. Ilpe Tora, 1872. roause, Takohe je OCHOBaH My3ej Koju je
HPHKYIAA0 IIPEAMETE HAPOAHE YMETHOCTH. Mysej Ha oTBopeHOM CKaHCEH je AOAATHO
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usrpaben xako 6u pomyHnO HepocTarke crapor myscja. Kao xusu Mysej, npeacraBaa
OpHUIMHaAHa ccocKa AOMahHMHCTBa, CBAKOAHCBHHU aAaT, [I0&a U HAIIBHAKe, K0 U APYTE
CTBapH Koje IPHKa3yjy PypPaAHH XXHMBOT KakaB je Hekaaa 6uo. Ty je moxpusesna GpsHapa
Aanonana ca ceBepa, aan u papma us jyxuor pernona IlIseacke. Ha oBom mecty moskere
BUACTH 00jeKTe U3 HajpasAMIMTHjUX ACAOBA 3eMac. Y puBarHUM Kyhama, syau Gopase
y crapurckoj oachu, paae Ha pas6ojy, Besy, uta

Y Jamany, Cxancen ce 4ecTo HasuBa MyscjoM TpasuuuoHasHux xyha. To je sato
LITO j¢ OBaj My3¢j IIPCACTABACH YTAABHOM OA CTPAHE CTPYy4ibaka Ha IOy apXHTCKTYpE.
MebyTtum, Ckancen ysraja Bulie BpcTa SKUBOTHEA H TO OA CBOT OCHUBAHA, YKiydyjyhn
aomahe skuBoTHE y ABOpHuITHMA ceockux aoMahuHcTaBa. Mopaau cy BHAeTH
KPaBC U KOHE Y THM ABOPHULITHMA, @ MIIAK CC IIUTAM KAKO HX jAIIAHCKU CTPYUbaLly 32
APXUTEKTYPy HUCY IPUMETHAM.

ToKOM YeTpAECETHX TOAMHA ABaAcceTOr Beka, Basupo Kon u Apyru nspapuau cy
IIpojeKaT My3cja Ha 0TBopeHOM 110 y3opy Ha Ckancen. Mnak, npsu Mysej Ha oTBOpeHOM
y Jamany ocHoBas je Tex 1956. ropuse: Mysej Ha OTBOPEHOM CTaPHX jAIIAHCKHUX CCOCKHUX
kyhay Ocaxu. ABanaect npuBatHux Kyha je mpeceseHO U3 pasAMMHTHX perroHa JanaHa
1 0GHOBACHO Ha OBOM MECTY.

Haxon Tora, ca pasBojem jarmaHcke IPUBPEAE, CTAPE 3TPAAC CY ACMOHTHPAHE jeAHA
3a APyroM. Y TakBUM OKOAHOCTHMA, IIOYCAH CMO A2 OTBapaMoO My3cje Ha OTBOPCHOM Y
APYTHIM ACAOBHMa JaraHa.

Myseju Ha oTBOpeHOM y JanaHy ce MOTy KaacuukoBaTy Ha cacachu HaunH:

(1) onu koju usaaxy TpapunuoHaste kyhe ns Eao nepuoaa (npe mopepHor A06a),

(2) onu xoju nsaaxy xyhe us panor nepuopa MoaepHe (3amasmbAIKU CTHAHSOBAHE

kyhe),

(3) onn xoju uzaaxy xyhe us oapehenor pernona.

[TowTo y JamaHy TpasMLMOHAAHO MMaMO MHOTO ApBeHHX rpaljeBuHa, jom oa
AABHHUHA TI03HAj€MO TEXHHUKE KOjHMA CE YyBajy 3TPAAE OA KYATYPHOT 3HaYaja Kao IITO Cy
XPaMOBH HAH YajJIMHUIIE; OHE CE IPEMEIITAjy U o6HaBA>ajy.

ITopea Tora, HOBa HAgja ,My3eja Ha OTBOpeHOM Ipy3eTa je us EBporne u oxa he ce
yKAOl'II/ITI/I y OPI/II‘I/IHaAHy TPaAI/IL(I/IOHaAHy KyATyPy

Myseju Ha oTBOpeHOM y Janany ce cyouasajy ca cacachum nuramuma:

ITpBo, MHOIHM jamaHCKH My3eju Ha OTBOPCHOM IIPHKA3yjy camo mpusarHe Kyhe. Y
HACAAHOM CAY4ajy, )KUBOT Y TOM TPeHyTKy 61 Tpe6aso Aa Oyae mpuKkasas Ha cBeoOyxBaTaH
Ha4MH Ca KpaBaMa, KomuMa u muanhnmma y aBopumrtnma ceockux aomahmucrasa.
Mebyrum, Hujeaan Mysej Huje 0BO cxBaTHO.

[lraBuine, MHOrH My3cju Cy (OKyCHPaHU Ha OdyBarbe NPUBATHUX Kyha ns crapux
BpeMcHa M OTYheHH 0A Haller XKHUBOTA Y CapallbeM TPeHYTKy. Y 6yayhHocth, npusarHe
Kyhe 13 HeAaBHE IPOLIAOCTH Tpeba cadyBaTH Y CKAAAY €A HOBUM BPEAHOCHHM CTAHAAPAUMA.
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Ocum Tora, BaxkHO je ocHOBatH 1 opranusanujy — canany AEOM-y (ACOLU/IjaLU/Ija
AMACpa My3eja Ha oTBopeHoM y EBporm) — y oxBupy koje 6u myau us Myseja Ha
OTBOPECHOM Y A3HjU MOTAU CAODOAHO AQ PA3MEIYjy CBOjE CTABOBE.

Tpenytno mocroju Caser 3a xyarypHo Hacache Jamama xoju ce cacroju o
IpeACcTaBHUKA 15 My3eja Ha OTBOPEHOM. Ja cam cexperap OBe OpraHM3alyje U MOj Ik
j€ ’EH Ad/oU Pa3Boj.

MY3EJ HA OTBOPEHOM EAO-TOKNO

Mysej y kome papum — Mysej Ha orBopenom Epo—Tokno ce Hasasu y samapHOM
npearpalyy jamancke npecronnue. Hamy nocraBky unHu Hus ncropujckux objexara
u3 obaactu Toxuja. Msrpaben je 1993. roanne, wro ra unnu HajMaahum Myscjom Ha
OTBOPEHOM Y JamaHy.

Tepmun ,Ea0” uma aBa sHauema. Jeano je crapo ume Tokuja, a apyro osHauyasa
nepuop npe moaepHe. ,Eao—Tokuo® ce opnocu na Eao nepuoa.

Hexe ceocke kyhe cy usrpahyencey 18. nan 19. exy (Eao nepuoa ). Behuna nsaoxennx
objekara cy us Meunn nepuoaa (1868-1912), Tajmo nepuopa (19121-925) uau us
HOBHjeT BpPeMcHa, a u3Mel)y ocrasor ofyxsarajy OuMBILIC PEe3HACHLHM]C HOAMTHYApA,
ceocka AOMahHHCTBa, jaBHA KyIIaTHAQ, PA3AMMHUTC PAAMOHHLE U IPOAABHHULIC.

OGjexTn €y OBAC NPEMCIITCHH Y LMAY O4yBama APXUTCKTOHCKE HCTOPH)E
Toxuja. Muore srpage u xyhe y Tokujy ¢y ckopo HOTIIYHO YHHINTCHE y HOXKAPUMA,
3eMADOTPECHMA, PATOBHMA U OOHOBHU IPAAOBA.

Oa Eao neproaa, Toxno je nsryGuo MHOTe BpeAHE HCTOPHjCKE 3rpasc 360r moxapa,
3eMmpOTpeca H paroBa. AaHac ce BpeAHO KYATYpHO Hacache rpasa jom yBex yHuumTasa
300T APYIUTBEHNUX U €KOHOMCKHX IIPOMEHA.

Topune 1993, Baapa rpasa Toxuja ocHOBasa je Mysej HA OTBOPEHOM HA CEAAM
xekrapa y okBupy Myseja Eao—Tokuo. Ham mysej npecesasa, pekoHcTpyuue, 4yBa 1
H3AQXKE UCTOPH)jCKE O6jCKTC OA BEAHMKE KYATYPHE BPEAHOCTH KOj€ je HeMoryhc OYyBaTH
Ha BMXOBMM OPHMIMHAAHHMM AOKanmjama; Takole, uus Ham je aa Gyayhe remepanuje
HACAEAE OBY BPEAHY KYATYPHY OaIITHHY.

[pecemere 1 peKOHCTPYKLH)y ObjeKaTa BPLUIMMO y CKAAAY Ca 3aXTEBHMA OYyBamba,
Ha OCHOBY AYTOPOYHOT IIAQHA 32 PeKOHCTPYKuHjy 30 objekara.

Ham Mmysej uma muoro mpobaema. Bupamo mnpasan xoju hemo caeamtn y
capammoctu u OyayhHOCTH, pacmpaBmaMo Kako OApXaBaTH cTape 3rpase, Koja
u3A0x06a Buie GpacuuHUpPa, HTA. MUCAMM A2 CY U €BPOIICKU MY3€jH HA OTBOPCHOM

IIPOIIAM OBAj IIyT.
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Y HACTABKY, XXEJIUM OA BAM NPEACTABUM
OBJEKTE HALLUET MY3EJA.

3amapHa sona 1: ®oro-cryano Toxusasau (CTapH Joto-cryano), 1937. roauna

Ogo je crapu dpororpadeku cryauno y Toxujy. [Tomrro onpema koja o6esbehyje cetao
3a $pororpaducame Huje A Y IOTIIYHOCTH PasBHjcHA y TO BPEME, MATHPAHO CTAKAO
je xopuuheHO 3a IPO30pe HA APYTOM CIIPATy Ha CCBCPHOj CTPAHU CTYAHja Kako Ou ce
MIOCTUTAO 60MmE OCBETHERE.

3amapna sona 2: Pesuaennuja Xaunpoyemona Murcyna, 1952. ropguna

ITopoauua Mutcyn sxuBeaa je y oBoj kombuaosanoj kyhu. Carpahena je 1952. roaune.
Cobasarocre u tpresapuja cy usrpahene oxo 1897. y Kjory, anpecesene mocae Apyror
cBerckor para. Ckaapuuire, koje aatupa us 1874, spaheno je y npsoburho crame.

3amaana sona 3: Msaurnytu cusoc ca ocrpsa Amamu-Ominma (Kpaj Eao nepHoAa)
OBaj BHCOKOCIIPATHH MaraliMH ce HeKaAa Haaasuo Ha octpBy Amamu-Ommnma. IToa je

BHCOKO OAHUTHYT KaKO 6I/I CC YCKAAAUIITCHEC JKUTAPHUIIC 3AINTUTHUAC OA BAAr¢ M MUIICBA.

3amaana sona 4: Ceocka xyha oa nopoauue Jomnno (kacuu Epo nepnoa)

OsBa Kyha je carpabeﬂa y Apyroj mososunu Eao nepruosa (Eao IIEPHOA: 1603-1867).
OBo je TummyHa crpatHa ceocka kyha y Tokujy. Buo je To npecTikaH apXUTEKTOHCKH
CTHA 32 TO BpeMe; Kyha nma yAasHH XOA ca HUCKHMM, IIHPOKUM APBEHUM CTCIICHUKOM H
(QUKCHPAHH CTO Y YHYTPALLEO0]j IIPOCTOPHjH, WUTO Cy KapaKTepucTuke Kyha npumnassnxa
BHIIIE KAACE.

3anasna 30Ha S: Kyha Bohe Xauuoju rapae (KaCHI/IjI/I Eao HCPI/IOA)

Xunaay Xaunoju parnuka, pacrnopehenux y Xadnojujy Tokom Eao mepuopa (Eao
nepuoa: 1603-1867), 6uan cy nparuoun nopopuue Toxyrasa (I_HoryHaT Toxkyraga).
Kyha Bobe parnuxa, koja ce Haaasuaa Ha MecCTy Koje je OAPEAHO LIOTYH, Huje buaa
BeAMKa Kao Kyhe okoaHunx ceocknx poomahnncrasa. Mehyrum, unmenuia oa nma yaasuu
XOA Ca HHUCKUM, LIHMPOKHMM CTCIICHHKOM, IITO je CTAHAAPAHA KapakTepucTuka Kyha

IIPUITAAHHUKA BHIIIC KAACE, noxasyje Aaje TO 6141\9. IIPECTHIXKHA Kyha

3anaana sona 6: Kyha Kynua Majexase, 1942. roanna

Osy kyhy je y Toxujy 1942. roaune carpapuo apxurexra Kynuno Majexasa 3a cebe.
ABe ropnne je 610 Ha mpakcu ko ysenor Ae Kopbusujea. Aao je Beanku ponpusoc
pasBojy moaepHe apxurtektype y Jamany. Kyha je carpalyena sa Bpeme Apyror cerckor
para Kaaa je 6uao rtemko Habasuru rpaleBuncku marepujas. Kpos je aBoBopHn, y
jAIIAHCKOM CTHAY, 2 Kyha MMa jeAHOCTaBaH H3IACA; CACTOjHU ce 0A pasHe cobe u caBahnx
coba pacniopehernx oxo AHeBHOT GOpaBKa ca CBOAOBHMA.
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3anasna 3ona 7: Kyha nopopune Okasa, 1925. roanna

Osga Kyha je carpabeHa 1925. roauHe, y jeAHO] 0OA CTaMOEHHX YETBPTH Y npeArpaby
Toxwuja. Tpresapuja, paaHa coba u crasahe cobe u pacnopehene cy oko pAneBHe coGe.
Cse npocropuje ¢y y 3aaABbaikoM CTHAY, LITO je 6HAO BeOMa PETKO Y TO BpeMe.

3amaana sona 8: Ceocka xyha nopoaune Llynamuma (cpeamn Eao nepnoa)

Oso je HajcTapuja ceocka kyha y oBom mysejy. Kyha ca xpoBom oA Tpcke u Beankum
xoaoM usrpahena je Ha maaroy usHaa peke. Acbeam cry6oBH ca IpaBOyraoHHM
IIOIPEYHUM IIPECEKOM OKO XOAQ, K20 U OuHa 32 Ackopauujy usrpaleHa y crapunckom
CTHAY AQjy Kth/I HCTOPHUjCKY HOTY.

3amapna sona 9: Kyha nopoauie Konaa, 1925. ropuna

Osy Kyhy je mpojekroBao apxurekra Cyremu XOpurydd, KOjH je BOAHO jaITaHCKH
MOAEPHUCTHYKH IOKPET, OAMAX HAKOH INTO C€ BPATHO Ca NyToBawa 1o Espomm.
Carpalyena je y cruay koju KoMOHHYje €BPOIICKH AM3AjH TOT BPEMEHA U TPAAHLIHOHAAHH

jaIllaHCKHU CTHA.

3amaana sona 10: Kyha Teopra ae Aasanpa, ckopo 1910. roanna

Osa kyha, npso6utHo carpalyena y Illumyxy y Toxujy, mpeacTaBsa AOM y 3aI1apABbaIkoM
cruay. Hemauxu apxurexraIeopr oe Aanana npommupuoje Kyhy oko 1910. npeTBapajth/I
je y ApBeHy KoHCTpyKuujy Ha Tpu crpara. Kyha je mmasa pasamunte BaacHHKe TOKOM
roAHHa, aau 0A 1956. roaune, y 10j je xuseo Llaanuc, mosHatu janancku GUsHHECMEH,

IIpOHaAa3a1 MACYHC KMCCAMHC U nuha.

Ilentpasna sona 1: [Tasara ,,Koxapen®, 1940. ropuna

Osa srpapa je carpalyena na pry ncnpea Llapcke nasare 1940. roanne kao npuspeMeHa
cBedaHa caaa 3a 2600. roAUIIBbUIYY CTYIAba IPBOr Lapa Ha npecro. IIpemermnrena je
y Koranen - BeAuKy seAcHy NMOBpIIHHY (aamammmu Koranen napK) 1941. roaune u

O6HOBA>CH3. Kao IEHTap 3a IMOCCTHUOLC OBOT Myseja.

Ienrpasna sona 2: Maysoaej Jumo-un, 1652. roanna

Ogaj xpam je carpapuaa npuniesa, cynpyra Osapu rocnopapa Munyromo Tokyrase,
KaKo 6u ce opprxkana cayxba sa weny majky O¢ypu-no-Kary (cynpyry tpeher moryna,
Hemuuy Toxyrase). OsHadeH je kao KyArypHO A06po Tokuja.

Ientpasna sona 3: Kyha Kopexuo Taxaxammja, 1902. roanna

OBoje raasna srpasa kyhe Kopexno Takaxamuja, Koju je ©Mao BaXKHY yAOT'y HA IIOAUTHYKO]
cueHu Jamana op Menym nnepuoaa Ao noderka Ao6a [llosa. Y nornynocrw je nspabena oa
APBETa jeac, a coba y 3aIaAmaikoM CTUAY MMa IapkeT. Apyru cipar je kopumheH xao
Taxaxammujesa papna u cnaBaha coba rae je 61ao monpuite yaapa oa 26. Gpebpyapa.
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Ienrpaana 3oHa 4: Apyra Kyha nopoaute Humukasa, 1922.

OBy Buay je u3rpapuo BaacHUK Hajsche ¢pabpuxe cBuac, busnnemen Humnxkasa; 6uasa
je TO meroBa BUKeHAMIA U roctuHcka Kyha. Carpabhena je nsmehy Tanmo nepruopa n
nouerka Aoba [Tlosa kasa je uHAycTpHja cBuae 61aa Ha BpxyHLy. Kyha je nHanpaaena
OA IKASUBO 0AA0PAHNX BUCOKOKBAAUTCTHUX MATCPHUjaAAQ.

IlenTpasna 3ona 5: Kanuja pesupennuje mopopune Aare (Tammo HCPI/IOA)

OsBo je yaasna kanuja kyhe nsrpabene y Tokujy y Taumo nepuoay (1912-1926).
Hanpasaena je y cTuay yrasHux kanuja kyha $peyaasHHX rocrmoaapa, a ca cTpaHe ce
HAAA3HU jOINI jeAHa Kyha ca 3200peHUM kposoM. Lleaa je Hspabeﬁa OA jaIIAHCKOT APBETA
3CAKOBC, 4 Ha Ipeau cTy6oBa je HcKAecaH mopoandnu rp6 Aare.

Llenrpasna 3oHa 6: Janancka vajunnuna ,Kancynan“ (Taumo nepuoa)

OBoje 4ajIIMHULIA KOjy je carpaano Kaucyu, MajcTop yaj-1iepeMoHuja CO-XCHPI/Iy LIIKOAE.
Kynnena je u npecesena y Toxkuo 1957. roaune. Tpu tatamn huamma cranaapase
BEAMYMHE U jEAHA Matba IPOCTUPKA IPEKPUBAjy OBY IPOCTOPH)Y.

Hcrouna sona 1: Ceocka xyha nopoanue Tenmuo (xacuu Epo nepuoa)

ITopoauna Termuo je 6usa Aco BAaAajth kaace Eao meproaa (1603-1867). Bucox
CTaTyC OBE IIOPOAHIIE j¢ EBUACHTAH U Y CACMEHTUMA APXUTEKTYPE, Ka0 IITO je KPOB ca
3abaToM.

Hcrouna sona 2: Crapa npopasuuia coje, 1933. roanna
OBo je crapuncka npopasuuua y Toxujy. OrBopena je y mepuoay Tanuro, a y moj ce
MOTA2 KyIIUTH IIacTa 0A COje, coja coc u nuhe. TaaBHa KapakTepucTHKA 3rpajc je BbeHa

OKPYyTIAa HAACTPCIIHHIIA HACAOIbCHA Ha CTy6OBC.

Hcrouna sona 3: Crapu 6ap, 1856. ropuna

OsBaj 6Gap je Hexapa mocrojao y crapom rpaay y Toxujy. Carpaben 1856. roaume,
HPEXHBEO je 3eMmdOTpec U APYrH CBETCKH par. 3rpasa U HEHA YHYTPAUIbOCT CY
npeypef)eﬂe u BpahCH UM je BHXOB H3raea oko 1970. ropune.

Hcrouna 30Ha 4: JaBHO Kymatuao ,,Koaakapa-jy®, 1929. roanuna

OBo je tunnuHo jaHO KymatHAo y Tokujy. OHO nMa AYKCySHE KAPaKTECPUCTUKE KAO
LITO Cy BEAHKH 326aT y KHHECKOM CTHAY IIOIYT OHUX KOju Cy KopuiheHnu 3a xpamose
u cBernanwTa, peabapuje ceaam Gorosa cpehe usHaa yaasa u pemerkactu naadon y

CBAQYHOHHUIIH.
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Hcrouna sona 5: Kpojauka papuonuna, 1879. roauna

OBo je Tnnuuna rpascka kyha us Toxuja. FIma okpyray cTpexy WwTo je KapakTepHUCTHKA
TproBaukux Kyha us panor Meuyu nepnoaa: (1868~1912). YHyTpa je perposykoBaHo
PaAHO MecTO Kpojada i3 Tauuro nepruoaa.

Hcrouna 3ona 6: [Tanupauna , Taken Canmoao®, 1927. roansa

OBa npopaBHHIIA KAHIIEAAPHjCKOT MATEPHjard OTBOPEHA je Y paHoM Mewuitu meproay:
(1868~1912). IIpBo ce mpoaaBasa kaaurpadcka poba Ha BEAUKO, a KACHHjE Ce II0YEAO
ca MasonpopajoM. 3rpaaa je usrpabena mocae semmorpeca. Msrpahena je y xanban

CTHAY, IPCABU 3HUA je MpeKpUBEH MMAOYHIIaMa M KUMa KapaKTCPHUCTUYIAH KPOB.
Y

Hcrouna sona 7: Llschapa ,, Xananun®, 1927. roanna

Osa uschapa je usrpalena y xkan6an ctuay, a npeama crpana je ypehena y rpanposnom
cTuAy KapakTepuctudnoM 3a uschape. Yuyrpammocr je penpoaykuuja nschape us
IIEACCETHX TOAMHA IPOLIAOT BeKa.

Hcrouna sona 8: [Toannujcka cranuia Ha mocry Mancen, (Apyra noAoBuHa Mennn
nepuoaa)

ITo AM3ajHy M apXUTCKTYpH OBC 3rpaAc, IPETIOCTaBAba c¢ Aa je usrpaljena y mepuoay
Meuyu (1868-1912). Hbeno spanuuno uMme je Tloamnmjcka cranuna Cyaaxo.
Hexapa ce Hanasuaa Ha MocTy MaHcen, a mpeceseHa je y jeAHOM KOMaAy KAMHOHOM C
IIPUKOAHIIOM.

Hcrouna 3ona 9: Pesuacnnuja mopoaune Yemypa, 1927. roauna
IIpearu 3uA IpeKpUBEH GaKapHI/IM IIAOYAMA OAAHKA j€ KxaHbaH cTHAA. YuyTpammocr je

ypabeﬂa Y 3alIaAAIKOM CTHAY, aAH ACO APYTOTr cr[paTaje Yy jal’IaHCKOM CTHAY.

Hcrouna sona 10: [Ipoaasuuna ,,Mapynu® (paHI/I IIloBa HCpI/IOA)

OBo je npopasanua usrpabyexa y cacrasy jeanor soomahuncrsa us panor Illosa nepuoaa
(IoBa mepuoa: 1926-1989). Ilpeamn 3ua je NPEKPHBEH CaBPIICHO YKAOMACHHUM
MaAUM 0aKkapHUM IAOYaMa. YHYTPAIIBOCT je PEIPOAYKLHjA PAAE U3 TPUACCETUX
roauna paseceror Beka. Oponyae xyhe cy nmpememrene usa npopasHnne xako 6u
Aodapase arMocepy TOT BpeMeHa.

Hcrouna sona 11: ITpoussoama xosmeruxe ,Mypakamu Cenkapo®, 1928. roanna
OBo je Ko3MeTHYKa paprba Koja ce Haaasuaa y Tanto Bapay y panom Illosa mepuoay:
(1926~1989); oBae ce mposaBasa KO3METHKA Ha BEAHKO M MAAO — XPaHAUBE KPEME,
KO3MCTHYKA yrva Kamuauue u napdemu. Ilpeamn aco je ypehen y Beoma moaeprOoM
CTHAY, IPEKPUBEH BELITAYKHUM KaMEHheM U Ca JOHCKUM CTyOOBUMA.
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Hcrouna 3ona 12: ,KaBano — Beaenpoaaja kuuobpana o yvaHor nanupa, 1926.
OBa npoaaBHMLA je POAABaAa jarlaHcKe KumoOpane Ha Beanko. Msrpalena je y
Eaorasa Bapay y Bpeme kaaa je npousBopma KHIoOpaHa 61aa HAIPEAHA HHAYCTPH]a.
YhyTpamsocT npukasyje mpoaasiia kumo6pana Ha Beanko us 1930.

Hcrouna 3ona 13: [Tumapa ,,Jamaroja®, 1928. roanna

OBsa papmwa je O1Aa CMEIITEHA Y TPOCIPATHOj APBEHOj 3IPaAU y TAKO3BaHOj ,Merypo-
sopu yauuu“ y Munaro-xy. Hasasuaa ce Ha tpechem cnpary mcnoa crpexe umju cy
Hocauu 6uAM HCTypeHH mpeko rpeaa. OBakBa sTpaja pHUITAAQ APXUTEKTOHCKOM CTHAY
HCTypeHUX 3paka. VIsyseTHa BUCHHA y OAHOCY Ha y3aK HPEABU ACO, GAKAPHH AHUM OA
KOIa je HalpaBs>CH GAAKOH Ha APYTOM CIIPATy M KOJH CC HAAA3U UCIIOA HPO30pa Ha
tpehem cpary jecy kapakTepucTuxe apxuTekType KaHGaH cTHAA. 3rpasa je 0GHOBb>CHA
U HMMa M3TACA Kao y BpeMe cBoje marpapme 1928. roamne. OBa papma ce 0p cBor
OCHHBama 0aBHAQ CYIICHEM H IPOAAJOM IPEXPaMOCHHX MPOUSBOAA, a OA KACHHUX
TpuaeceTrx roauHa 20. Bexa, Kaaa je MOCTAAO TEUIKO APXKATH MOPCKE IIPOM3BOAE Y
CKAQAMIITY, Y IPOAABHUIIH CE IIPOAA)E Yaj U CYIIEHE AATE (Hopn). Haxon pecraypanuje,
YHYTPALIIbOCT PaAtbe AOOHAA je 3IACA KAKAB je MMaAa Ipe APyror CBETCKOT paTa Kapa
Cce Ty MOTao KyIHUTH CYIICHH GOHHTO U MOpCKe TpaBe (Mopcka Tpasa KoHOY), macym,
CyIIEHA CHIIA, AATE U KOKOIIMja jaja. Y Mmusapu ,,JaMaToja“ ce Morao Hahu u AyBaH, a
HCIIPEA MIPOAABHHUIIE Ce HAAA3HO M30aYeHU ACO KOjU je CAY>KHO 3a IPOAQjy LIUTapeTa.
Aeo 3a mpoaajy AyBaHa, KOjH ce MOXeE BHAETH OBAE ITOTHYE U3 YEATPCETHX I'OAHHA
ABAA€ECETOT BEKa.

Hcrouna sona 14: Crapa kpuama ,Mantoxy* (kxacau Eao nepuoa)

Kpuma ManToky ce Harasuaa y Hummmsake-Yoy, y rpaay Ome, Ha jyxHOj cTpanu ayTo-
nyTa. Bepyje ce aa je carpalyena nsmelyy xacuor Eao u mouerxkom Mennu nepuoaa. To
je ABOCIIpaTHa APBEHa KOHCTPYKLMja KOja MMa KPOB ca 3a0aTOM; KPOB je NPBOOUTHO
HAIIpaBASEH OA KOpE KeApa M ACAMMUYHO AuMBmer kecreHa. Haxon pecraypanuje,
HOCTABUAM CMO YCAHK Ha BPX Kposa. Apyru cupar je usrpaben oxo cpeaune Menyu
IEPHOAA KAO IIPOUIMPEHE KPUIME AQ 6u ce mosehao 6poj TOCTHjy KOje MOXE Ad IIPUMHU.
Ha opurunasHOj AOKaLIUj1 TOCTOjA0 je U AOBUAAH MAralliH. Taxobe, IPOIIHPUBABEM
ayTo-myTa Herae oko 1940. roause, srpaaa je mpecescHa 3a 0ko 3,6 MeTapa METOAOM
XHKHja — IOAUTHYTA je AUBAAHMIIOM M IpeHeTa npeko muHa. Kpuma ManTtoky pasuasa
je A0 1993. ropuse y cBOM M3BOPHOM OOAHKY, 63 MHOIO M3MEHA y YHYTPALIBOCTH
uau npeypehema came srpase. Aanac je kpuma 0OHOBACHA Y CTUAY HAjIPUOAMDKHU]EM
OHOM M3 BPEMCHA KaAa je IIPBU IIyT usrpal)eHa AOK YHyTPaIBOCT 0AQjC IbCH UBIACA U3
1950. roaune, kaaa je jom pasnaa. OBo je jeAHA 0A PETKHX rpabeBI/IHa KOja je 3apAprKasa
amMOujeHT KpuMe U3 kacHor EAo nepuoaa.
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NORIKO HAYAKAWA
History and the present situation
of Japanese open air museums

A HISTORY OF OPEN AIR MUSEUMS IN JAPAN

Gentaro TANAHASHI (1869-1961) who is said to be the father of muscology in Ja-
pan first introduced to Japan in around 1920 that Skansen in Stockholm was the first
open air museum in the world. And Keizo SHIBUSAWA (1896-1963) — an entrepre-
neur who had a substantial impact on Japanese folkloristics — left a record that he had
actually visited Skansen in 1922.

Moreover, architect Ichiro FUZISHIMA (1899-2002) studied in Europe from
1925 to 1928. He wrote his achievements in a series in a journal over one year from
March 1938. This series was later published as “Traditional Houses in Europe (Oshu-
no-minka)” in 1949.

The following is a quotation from the book:

“In the suburb of Stockholm, there is a folklore museum called Skansen
on its extensive site where we can see traditional houses from various regi-
ons in detail. Skansen is a famous folklore museum in the world. The site
is modelled precisely after the actual landscape, and various traditional
houses are not merely restored to stand on their own but with everyt-
hing in the original arrangement starting with the residential building
and adjacent huts. In addition, people live in them being made to dress
according to the custom of the original costumes. Visitors are free to wat-
ch them. It is precious as they have collected representative old houses in
the 16th century and onward. Moreover, they have separately established
another museum where they keep a lot of furniture, custums, craftworks
and others. This is indeed a very ideal conservation method.”

Architect Waziro KON (1888-1973) visited Skansen in the summer of 1930. There
was an article on his visit in the June 1934 issue of the “International Architecture (Kok-
usai kenchiku)” journal.

“The open air museum in Stockholm, the capital of Sweden, is called Skansen, which
was established in 1891. The preceding year 1872 saw the establishment of another mu-
seum with the collection of general folklore arts: An open air museum Skansen was
additionally built to supplement its shortcomings. As a living museum, it has placed in
the original arrangement farmhouses, daily tools, fields and pastures, and other things
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which show the rural life it used to be. It has a tented log house of the Lapps from the
north, as well as a farmhouse from the southern region of Sweden. You can have a round
tour of Swedish houses on the site. In private houses, people in ancient clothing act as a
guard, work at a loom, embroider something and so on.

In Japan, Skansen is often referred to as a museum of traditional houses. This is be-
cause Skansen has been introduced mostly by experts in architecture. However, Skansen
has been breeding many animals since its establishment, including the breeding of do-
mestic animals in the yard of farmhouses. While they must have scen cows and horses
bred in the yard of farmhouses, I wonder if Japanese experts in architecture did not
notice them.

In the 1940s, Waziro KON and others drew a plan for an open air museum mod-
elled after Skansen. Nonetheless, it was only in 1956 when the first open air museum
was established in Japan: Open-Air Museum of Old Japanese Farmhouses in Osaka pre-
fecture. Twelve private houses were relocated from various regions in Japan and recon-
structed there.

Afterwards, with the development of the Japanese economy, old buildings were dis-
mantled one after another. In such a circumstance, we started to establish open air mu-
seums elsewhere in Japan.

Open air museums in Japan can be classified as follows:

(1) those which collect traditional houses in the Edo period (Before Modern)

(2) those which collect old modern styled houses (Western styled houses)

(3) those which collect houses from a specific region.

Since we traditionally have many wooden buildings in Japan, we have possessed
techniques since the ancient times to preserve culturally valuable buildings such as tem-
ples and tea rooms by relocating and reconstructing them.

In addition to that, the new idea of the “Open Air Museum” was imported from
Europe, to be combined with the original traditional culture.

Open air museums in Japan are facing the following issues.

First, many open museums in Japan show only private houses. Ideally, the life at the
time should be shown in a comprehensive manner by breeding cows, horses and chick-
ens in the yard of farmhouses. However, no museum has realized this.

Moreover, many museums are focusing on the preservation of private houses in the
old times, and are alienated from our life in the present time. In the future, private hous-
es in the recent past should be preserved based on new standards of value.

Furthermore, it is important to formulate an organization — similar to the AEOM
(association of leaders of open air museums in Europe) — where people from open air
museums in Asia can freely exchange their opinions.
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Currently, the Cultural Heritage Council of JAPAN has been organized, consisting
of 15 Open Air Museum facilities in Japan. I am serving as the secretariat of this organ-
ization, and aim for further development.

ABOUT EDO-TOKYO OPEN AIR MUSEUM

The Edo-Tokyo Open Air Museum, I am working is an open air museum in the
western suburbs of Tokyo, which exhibits a range of historic buildings from the Tokyo
area. Our museum is built in 1993, and new comer open air museum in Japan.

“Edo” has two means. One is old name of Tokyo, and one is before modern. “Edo-To-
kyo” means from Edo period (before modern) to present.

Some farmhouses are built in 18" or 19 century (Edo period). Most of the build-
ings exhibited are from the Meiji Period (1868-1912) Taisho Period (1912-1925) or
more recent times, and include among others, a politician’s former residence, farmhous-
es, a public bathhouse, various shops.

The buildings were relocated here in order to preserve the architectural history
of Tokyo. Many buildings and houses in Tokyo have been almost completely lost in
fires, earthquakes, wars and city redevelopment.

Since the Edo period, Tokyo has lost many valuable historical buildings because of
fires, earthquakes and warfare. Today, the city’s valuable cultural heritage is still being
eroded due to social and economic changes.

In 1993, the Tokyo Metropolitan Government established the seven-hectare
Edo-Tokyo Open-air Museum as part of the Edo-Tokyo Museum. Our museum aims
to relocate, reconstruct, preserve and exhibit historical buildings of great cultural value
that are impossible to preserve at their actual places as well as to inherit these valuable
cultural heritages to future generations.

We have been relocating and reconstructing buildings in accordance with the re-
quirements for preservation, based on a long-term plan for the reconstruction of 30
buildings.

Our museum have lots of problems. For example, what is the current and future
direction, how to maintenance old houses, what is more fascinated exhibition, et cetra.
I think that’s the way European open air museums have passed.
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IN THE FOLLOWING, | WOULD LIKE TO INTRODUCE OUR
MUSEUM’S HOUSES.

W1 Tokiwadai Photo Studio (Old styled photo studio) (1937)

This is old styled photo studio in Tokyo. Since lighting equipment for photography was
not fully developed in those days, frosted glass was used for the second-floor windows
on the north side of the studio for lighting purposes.

W2 Residence of Hachirouemon Mitsui (1952)

Family of the Mitsui combine was lived in this house. This house was built in 1952. The
guest room and the dining room were built around 1897 in Kyoto and relocated after
the Second World War. The storehouse, which dates back to 1874, has been restored to

its original condition.

W3 Elevated Granary from Amami-Oshima Island (End of the Edo period)
This high-floored storehouse was once on Amami-Oshima Island. The floor was raised
high by stilts to protect the stored grain from moisture and mice.

W4 Farmhouse of the Yoshino Family (Late Edo period)

This house was built in the latter part of the Edo period (Edo period: 1603-1867). This
is a typical upper farmhouse in Tokyo. The prestigious architectural style features an
entrance hall with a low, broad wooden step, and a fixed desk in the inner room, which
are characteristics of upper-class houses.

WS House of the Leader of the Hachioji Guards (Late Edo period)

The Hachioji Thousand Warriors were the retainers of the Tokugawa Shogunate Family,
who were deployed to Hachioji in the Edo period (Edo period: 1603-1867). The house
of the retainers’head, which used to stand at the site bestowed by the shogun, is not as
big as the surrounding farmhouses. However the fact that it has an entrance hall with a
low, broad wooden step, which is a standard feature of upper-class houses, shows that it
was a house of prestige.

W6 House of Kunio Mayekawa (1942)

This house was built in 1942 by the Japanese architect Kunio Mayckawa, for himself, in
Tokyo. He studied at Le Corbusier’s office for 2years. He contributed to the develop-
ment of modern architecture in Japan. The house was built during the Second World
War when it was difficult to procure building materials. It has a Japanese-style gabled
roof and a simple layout consisting of a study and bedrooms around a living room with
avaulted ceiling.
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W7 House of Okawa Family (1925)

This house was built in 1925, in one of Tokyo’s residential suburbs. The dining room,
bedrooms and study are arranged around the living room. The rooms are all built in the
Western style, something that was very rare in those days.

W8 Farmhouse of the Tsunashima Family (Mid-Edo period)

This is oldest farm house in this museum. This house with a thatched roof and a large
hall was built on a plateau overlooking the River. The thick pillars with rectangular
cross-sections around the hall, and the old-style stage for decoration give the house a
historical feel.

W9 House of Koide Family (1925)

This house was designed by the architect Sutemi Horiguchi, who led the Japanese mod-
ernism movement, just after he returned from a trip to Europe. It is built in a style that
combines the European design of those days and traditional Japanese design.

W10 House of Georg de Lalande (almost 1910)

This house is a Western-style home that was originally built in Shinjuku,Tokyo. The
German architect Georg de Lalande enlarged the house around 1910, transforming it
into a three-story wooden structure. The house came under various owners over the
years, but from 1956, Japanese famous businessman, the inventor of the lactic acid bev-

erage Calpis, lived there.

C1 “Kokaden” Palace (1940)

This building was built in the square in front of the Imperial Palace in 1940 as a
temporary ceremony hall for the 2,600th anniversary of the first Emperor>s accession
to the throne. It was moved to Koganei Grand Green Space (present-day Koganei Park)
in 1941, and reconstructed as the visitor center of this museum.

C2 Jisho-in Mausoleum (1652)

This temple was constructed by Princess, wife of the Owari Lord, Mitsutomo Tokuga-
wa, to hold a service for her mother Ofuri-no-kata (wife of the third shogun, Iemitsu
Tokugawa). It is designated as a cultural asset of the Tokyo Metropolis.

C3 House of Korekiyo Takahashi (1902)

This is the main building of the house of Korekiyo Takahashi, who played an important
role in Japanese politics from the Meiji period to the beginning of the Showa period. It is
made entirely of hemlock fir, and the Western-style room has parquet flooring. The second
floor was used as Takahashi’s study and bedroom, and it was the site of the Feb. 26 coup.
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C4 Second House of the Nishikawa Family (1922)

This villa was constructed as a retreat and guesthouse by the businessman Nishikawa, who
established a leading silk-reeling company. Built sometime between the Taisho period
and the beginning of the Showa period, when the sericulture and silk reeling industries in
the area were at their peak, it is made of carefully selected high-quality materials.

CS Gate of Date Family Residence (Taisho period)

This is the front gate of the house built in Tokyo in the Taisho period(1912-1926)

It reproduced the style of the gate of a feudal lord’s house, and a guard house with a
curved roof is attached to the side. It is made entirely of Japanese zelkova, and on the
beam on the posts there is a carved wooden Date family crest.

C6 Japanese Tea Arbor “Kaisuian” (Taisho period)

This is a tearoom built by Kaisui, a tea-ceremony master of the So-henryu school. It
was purchased and moved to Tokyo in 1957. The very small room is covered with three
regular-sized tatami mats and one smaller mat.

E1 Farmhouse of Tenmyo Family (Late Edo period)
The Tenmyo family administered in the Edo period (1603-1867). The high status of
the family is evident in elements of the architectural style, such as the roof with a gable.

E2 Old Soy Sauce Shop (1933)

This is an old styled shop in Tokyo. This shop was established in the Taisho period,
and sold soybean paste, soy sauce and liquor. The main feature of the building is its the
round cave purlin supported by brackets.

E3 Old style Bar ( 1856)

This bar used to be in old town of Tokyo. It is said to have been built in 1856 and to
have survived the earthquake and the Second World War. The building and its interior
have been restored to their appearance around 1970.

E4 Public bathhouse “Kodakara-yu” (1929)

This is a typical Tokyo public bath. It has luxurious features such as a large Chinese-style
gable like those used for temples and shrines, carvings of the seven gods of good luck
above the entrance, and a lattice ceiling in the dressing room.

ES Tailor’s workshop (1879)
This is a typical styled townhouse in Tokyo. This is a merchant-style house with a round
eave purlin, which was built in the early Meiji period: (1868~1912). The workplace of

a tailor of the Taisho period is reproduced inside.
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EG6 Stationary store, “Takei Sanshodo” (1927)

This stationery shop was established in the early Meiji period:(1868~1912). It first sold
calligraphy goods wholesale, and later started selling retail. The building was built after
the earthquake year. It is built in the signboard style, featuring a front wall covered with
tiles and a characteristic roof.

E7 Flower Shop “Hanaichi” (1927)
This flower shop was built in the signboard style, and its front is decorated in a graceful
style suitable for a florist. The interior is a reproduction of a flower shop in the 1950s.

E8 Police Box at the Mansei Bridge (Latter part of the Meiji period)

It is assumed from the design and architectural style of this building that it was
constructed in the Meiji period(1868-1912). Its formal name is Sudacho Police Box.
Once located by Mansei Bridge, it was moved in one piece using a trailer truck.

E9 House of Uemura Family Residence (1927)
The front wall covered with copper plates is a feature of the signboard style. The exterior
was constructed in the Western style, but the second-floor part is in the Japanese style.

E10 Household goods store “Maruni” (Early Showa period)

This is a houschold goods store built in the carly Showa period.(Showa peri-
0d:1926-1989) It features a front wall covered in small copper plates ingeniously
combined. The interior is a reproduction of how the shop was in the 1930s. Tenement
houses have been moved to the back of the shop to produce the street atmosphere that
existed in those days.

E11 Cosmetic Manufacture;”Murakami Seikado” (1928)

This is a cosmetics shop that used to stand in Taito Ward. In the early Showa period:
(1926~1989), it sold cosmetics such as nourishing cream, camellia cosmetic oil and
perfume, both wholesale and retail. The front is decorated in a very modern style and
covered by artificial stones with washout treatment and Ionic columns.

E12 Oil Paper Umbrella Wholesale Store “Kawano” (1926)

This was a wholesale store selling Japanese-style umbrellas, built in Edogawa Ward,
when umbrella manufacturing was a thriving industry. The interior shows the shop of
an umbrella wholesaler around 1930.
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E13 Grocery Shop” Yamatoya” (1928)

This store was a three-story wooden structure located along the so-called “Meguro-dori
Street” in Minato-ku. Found under the eaves of the third floor are brackets protruding
over the beams. Thisreflects an architectural design referred to as a protruding beam
style. The building, with its extraordinary height in comparison to the narrow front-
age, sheet copper used for the balcony on the second floor and beneath the windows
on the third floor, are the characteristics of sign-board architecture. The building has
been restored as it was at the time of its construction in 1928.This store had handled
dry provisions since its founding, and from the late 1930s, when it became difficult to
keep sea products in stock, the store sold tea and dried seaweed (nori, or laver). Upon
restoration, we have replicated the store area as it was before the Second World War,
when it sold dried bonito and seaweed (konbu,or kelp), beans, dried cuttlefish, laver,
and chicken eggs. The Yamatoya Store also sold tobacco, and in the front ofthe shop
was a fixture for a tobacco shop. The tobacco shop fixture seen here is from the 1940s.

E14 Old styled inn “Mantoku” (Late Edo period)

The Mantoku Inn was located in Nishiwake-cho, Ome city, on the southern side of the
Ome highway. It is believed to have been built sometime between the late Edo period
and early Meiji. It is a two-story wooden structure withgabled roof, originally made
of cedar bark and partially made of horse chestnut. Upon restoration, we have placed
corrugated steel on top of the cedar bark.The second story of the inn was built as an
extension around the mid-Meiji to increase the number of guest rooms.In its original lo-
cation, there was a storehouse attached to the end of the building. It is also said that with
the widening of the Ome highway sometime around 1940, the building was moved 2
ken (approximately 3.6 meters)using the hikiya method of jacking up the building and
rolling it along the rails. The Mantoku Inn was in business until 1993 in its original form,
without much alterations of the interior or remodeling of the fixtures. The building is
restored in the style close to the time when it was first built, while the interior shows
how the inn was in the 1950s, when it was still in business. It is a rare construction that
retains the ambiance of a late Edo period inn.
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