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Rethinking the Museum. What Turns a Museum
Visit into a Lasting Experience?"

So I have brought a catalogue. It’s a gift for Zelfira but if any of you want to have a look, I
will give it to you — if you allow. “Masterpieces of the Belvedere” [1]. Maybe with this book
I can initially point out a certain conflict we find ourselves in. Because I myself came from
the school of theory which is related to institutional critique, today I would much question
the concept of the masterpiece, but this is a kind of a compromise to call this catalogue of our
collection “masterpieces” of the Belvedere. This is a kind of conflict spanning our entire work.
And I will provide you an insight about how we deal with it.

The Belvedere has actually three venues: the Upper Belvedere, the Lower Belvedere and our
contemporary venue Belvedere 21. Because this is supposed to be a brief talk of about, as you
know, 20 minutes, I will concentrate on the Upper Belvedere where we show our permanent
collection. I came to the Belvedere almost two years ago, in the beginning of 2017. With my
fantastic team we took on the huge task to reorganize within the first year our entire collection
at the Upper Belvedere.

I will start with a few photos in case some of you don’t know about the Belvedere to give
you a few sights of what it is. It is a baroque palace completed in the 1723 by Prince Eugene of
Savoy. And we have, as I said, two buildings: the Upper Belvedere — this one — and the Lower
Belvedere both situated within a big park. This is what the Belvedere is world-famous for. In
2017 the Belvedere had been the most visited museum in Austria. And I don’t say this to shine
here especially, 'm saying this because this is at the same time a huge advantage, something
we are very proud of, we feel very responsible for our audience to provide them a good and
lasting museum experience, but it can also be a burden.

You should know that the structure of our audience is very specific: we have 90% of tourists
coming to the upper Belvedere and only 10% of local audience. So who is our audience, who
are these people? Again the largest group of these visitors, this year we expect 1.5 million visi-
tors and it might not seem so impressive to you but for our small palace it’s a quite significant
number and again this is the largest number of museum visitors in Austria. So the largest
group comes from South Korea, the second largest group comes from Italy and this goes on
with visitors from all over the world. So we have to be aware that our largest audience comes
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from completely different culture backgrounds. In the press conference I have already come
up with this notion: how much we have to be aware of this background of visitors. Because
till today much too often we use phrases like “us”, “us” speaking to “you”. But who are these
“us”? And who is this “you”? And this “you” is actually very, very numerous and diverse.
The Belvedere, the full name is Austrian Gallery Belvedere. The collection comes from the
imperial collections from the house of Habsburg, but our contemporary museum, I mean
the Belvedere museum as you find it today, goes back to the modern gallery in 1903. From
this founding moment the dedication of the museum had been to present Austrian art in the
international context. And basically this is what we have been doing until today. Now think
that many visitors who come to the Belvedere come to our institution as a landmark. Some
might not even know that this building houses a museum. Others only know one thing: that
this is the museum where you can find Gustav Klimt’s famous painting “The Kiss”. “The Kiss”
is the Belvedere’s “Mona Lisa’, that it is for the Louvre. And when we started thinking about
rearranging the collection, our driving questions were how do we get our visitors to engage
more with the entire collection, with the motivations of the artists working in Vienna around
1900 to provide them with experiences and ideas to change the situation where they might
probably leave the museum with a smartphone photograph of “The Kiss” and just having to
tell the friends and the family “I have seen “The Kiss” We wanted to give them other stories,
other ideas to take with them.

When you see “The Kiss” today — and it is now exactly one year that we have been in the
“MeToo” experience and debate — you might shine a very different light than it’s usually shone
on this image or how it’s usually discussed. It could be discussed for example in context of
gender relations, because it’s obviously an image of male domination over women. So what we
have just been doing is to introduce gender specific guided tours, but that’s maybe at this point
only a footnote. Tours are conducted with a man educator who discusses the images and the
collection and the gender related aspects deconstructing our male representations.

When I began my job there was no text around whatsoever, there were very sparse labels
coming with the paintings or sculptures, giving no information beyond the name of the artist,
the title of the artwork and the year. We have developed three text components and brought
them into the gallery. It starts with the labels. What we have added, what we find very impor-
tant, is where the artwork comes from and when it was acquired. So this gives you an insight
into the institutional history. It's very interesting to see that, for example, Klimt’s “The Kiss”
had been acquired almost at the same year when it was painted, so the museum was acting
very contemporary from very early on. And of course in Austria we also have to face the histo-
ry of acquisitions during the Nazi time, during the Second World War, this being a very active
topic in provenance research. And as you probably know there have been some spectacular
restitutions of Gustav Klimt’s and other’s paintings during last two decades.

So here is a visitor reading one of the texts. It has been very important for us to develop
these texts together with the art education department and this has raised many conflicts
within our team because the curators and art historians used to have a monopoly on writ-
ing the texts and publishing the texts for the collection. They are great experienced and very
knowing researchers and academics but, I must say, sometimes they don’t really communicate
in the best possible way with the audience. So I brought in a very new perspective on how this
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text should be written in accessible language and I admit that sometimes I find an anecdote or
story more interesting and rewarding for our audience than the usual scientific approach to
explain the painting technics or art history relations.

Now this is a very typical photo of a visitor who uses audio-media that we use for com-
municating in the background. You have the text and you can read it here, but it’s bilingual,
it's German and English, so you see it’s relatively short. This lady has a brochure and an audio
guide - so she really wants to learn something. We are always very happy about the visitors
who accept our offers.

This is the same gallery, the same room where we also have “The Kiss” and this is an example
for the changes we have done. In the earlier installation of the collection all the paintings by
Gustav Klimt used to be in one gallery, so it was like a gallery of masterpieces. You could see
one Klimt beneath another but you could not see how Klimt was actually positioned, if you
want, in his own time. And we wanted to provide the relations to the other artists working in
the same time as him. It’s also very important for our point of view to bring in the women art-
ists who have long been overseen or neglected. And here for example you see Gustav Klimt’s
“Sonja Knips” That’s the lady on the right side, the biggest portrait in the pink robe. And next
to her is Elena Luksch-Makowsky, another artist who was working in the time of Vienna Se-
cession, actually she was in very good relations with Klimt so we put them next to each other.

But there is one example, one story I briefly want to tell you. There is another artist, whose
work you see in the right corner. It’s Richard Gerstl, also an artist from the turn of the century,
who has gained a lot of attention recently. And he knew Klimt, they knew each other, Richard
Gerstl was quite a couple of years younger than Klimt and he very actively detested Klimt. He
stated that he never wanted to be exhibited in the same gallery with Gustav Klimt. And what we
did, and admittedly it’s very provocative, we tell the story in a text on a wall of this gallery and
we actually put Gerstl and Klimt next to each other to let the audience to find out why there was
such tension between these two artists. And if you ask me I have to say that I find Gerstl in this
direct comparison much more modern, even contemporary, than Klimt — but of course this is
up to the audience to decide. But I think it brings a little conflict, a little spice in this gallery of
so called “masterpieces” that you might want to think about. It's very human at the same time.

I think I have mentioned that our collection spans a huge chronology from the medieval art
— at least I mentioned it in the press conference — to the contemporary. At the Upper Belve-
dere the tour starts with the medieval art and ends with about the World War II, around 1950.
We have discussed for a long time about how to present this chronology, whether it should be
presented in the chronological way or in some different way. We came up with the solution
to stick with the chronology so you could start on the ground floor with the medieval art and
end on the second floor with art from around 1950. But we interrupt this chronology with
special galleries which are dedicated to one question or subject related to Austrian identity.
We wanted to share the ideas and maybe to deconstruct clichés about the Austrian identity
for our visitors who probably expect to find the core of Austrian identity at the Belvedere. So
this gallery talks about Habsburg dynasty and it includes the representation of the Habsburgs
which changes over time and it ends with very crude and very cruel images of the First World
War. I won't go into the details of the art galleries. You can just see that all the thematic galler-
ies have painted walls to distinct them from the chronological representation.
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Also we added something that had not been at the Belvedere before. We installed a couple
of galleries, which present the history of the building from its founding under Prince Eugene
in the early 18" century till today. We want to explain to our audience where we are actually,
what this building is, why there is a museum here and what the history of the collection is
like. This is the gallery where we represent the history of the architecture, of the building and
of Prince Eugene. Here with the art in the gallery that talks about the contemporary museum
Belvedere is the image of the one of its first directors Martin Haberditzl painted by Egon
Schiele. We have worked intensely with our archive and research center and in the vitrines
we have included many materials from the history of the Belvedere, like correspondence and
formal invitation cards. This is an original seat from the modern gallery.

We also have a specific gallery talking about the time of the World War II. We present es-
pecially the artists who have been forced to immigrate and to flee from Austria and national-
socialism. In the foreground you see a contemporary artwork by Manfred Erjautz. It’s a bro-
ken body made from a black material, it’s of course a metaphor for the broken existence of the
artist during that time.

In the back of the gallery in order to introduce the institution we have set up a timeline
along which you can walk and see different media. You have video included in this timeline to
learn more about the institution. That’s another important milestone in the history of the Bel-
vedere. It had also been the site in 1955 where the treaty had been signed according to which
Austria was freed and again became a neutral independent state after the Second World War.

And this is the last gallery we are taking you to. It’s very contemporary and is like an in-
tersection or intervention. This is an art installation by an American-Swiss artist, Christian
Philipp Mueller, who is very well known for his work in institutional critique and conceptual
art. He has reconstructed a work he did for a gallery in Vienna in 1993 where he deals with the
famous book and the touring exhibition “The Family of Man” organized by Edward Steichen
in the 1950s. “The Family of Man” meant to reconcile men and peoples after the time of war
in the 1950s and Christian Philip Mueller chose from this book art images of Austrians. And
it turns out that even after the war Austria was represented despite being at that moment a
heavy industrialized state as a cultural state like in the 19" century with rural aspects, music,
folk traditions. So everybody can consider and challenge these images of Austria and decide
if they are true and why they are so persistent.

Thank you, this was my tour. Thank you very much for your attention.
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420 of these works can be seen in the redisplay at the Upper Belvedere. This new arrangement and design
sheds fresh light on works by world-famous artists including Rueland Frueauf the Elder, Franz Xaver
Messerschmidt, Ferdinand Georg Waldmiiller, Gustav Klimt, Erika Giovanna Klien, Egon Schiele, Helene
Funke, and Oskar Kokoschka.

The concept phase faced the challenge of accommodating the needs of both tourists and the local audience.
While the first group has a limited amount of time available, the aim is to inspire the second to keep coming
back. The museum’s response was to devise a clear structure, understandable connections, and accessible,
succinct exhibition texts. The foremost aim of the new presentation is that the visitors take new experiences
and knowledge with them from the Belvedere and can then tell others about it. They are the museum’s
best ambassadors. The displays on the ground floor shed light on the history of the Belvedere, introduce
Prince Eugene, and offer an insight into the museum archives. Accessible and concise wall texts and object
descriptions provide information about the art-historical and thematic rooms while a new signage system
assists orientation around the museum. Artworks from the Middle Ages to the end of the Second World
War are at the heart of the presentation. This chronology is interrupted by a contemporary intervention, the
large installation The Family of Austrians (1993/2018) by Christian Philipp Miiller. A further fourthematic
rooms intersperse the chronological journey through the eras. These rooms address questions about Austria,
its history, and identity. Carlone Contemporary, a series of interventions, accompanies the redisplay of the
collection at the Upper Belvedere. The interventions are shown in the Carlone Hall on the ground floor and
make a reference to the mythological frescoes. In six-month rotations, artists present works that engage with
the Baroque pictorial program in the frescoed hall.
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Hassanme crarpm. [lepeocmbicias Myseit. brarogaps yeMy Brieyat/ieHne OT MOCEIIEHNA My3est OCTaéTcs
C HaMM HaJonIro?

Caepenns 06 aBrope. Pormur Crenna — Ph. D., gupexrop. Tanepes Benbenep. ITpuni OjireH-mrpac-
ce 27,1030 Bena, ABcrpust. j.hofer@belvedere.at

Annoramma. C mapra 2018 r. ranepes BenbBeniep nmpecrapisgeT COBEpLUIEHHO HOBYIO KOHIIEIIIMIO 9KC-
HOHMPOBAHIIA CBOEJ BCEMVMPHO U3BECTHOM KoyueKuuy. IToceTuTenm My3es MOTYT HaCTafUThCA Goree deM
800-neTHel MCTOpuEil aBCTPUIICKOTO MCKYCCTBA, a TaKXKe IMOCeTUTD SKCIIO3ULMY, MTOCBAIEHHbIE UCTOPUM
IBOpLA M My3esl, U 3aJIbl, pacCKa3pIBaloline 06 ABCTpUM 1 € HAaI[MOHAIbHOI neHTHYHOCTH. HOBBIiT dop-
MaT CO37aéT BO3MOYKHOCTD M/ BBICTPAMBAHMA YBJIEKATE/TbHOTO JAMANOra MEX/Y MCTOPUYECKMMY U CO-
BpeMeHHbIMI paboramu. Komrekius BenbBenepa HacunteiBaer 6o0mee 15 000 mmeeBpoB, OXBaTHIBAOIINX
BOCEMb BeKOB UCTOPMM UCKyccTBA. OK0mo 420 13 9TMX PabOT MO>KHO YBULIETh B OOHOBIEHHOI 9KCIIO3ULINN
B Bepxnem Benbsesiepe. HoBas passecka u iu3aiin IIOMOTAIOT MHAYe B3IIAHYTh Ha IPOM3BENEHNUA 3HaMe-
HUTBIX XY[JO)KHUKOB, TakMxX Kak Promany @proayd Crapumit, @pann Kcasep Meccepumunt, Gepaunanp
Teopr Banbamionnep, Iycras Knumt, Opuka J]xosanna Knaiin, Oron lnne, Onen Oynke n Ockap Kokor-
ka. Ha sTame paspaboTKy KOHILENIMY TPeGOBANOCh yIeCTh MOTPEOHOCTH KaK TYpPUCTOB, TAK M MECTHBIX
[IOCETHTesIel: IIepBble OTPAHIYEHBI II0 BPEeMEHII, @ BTOPBIX XOTEI0Ch BIOXHOBIUTD, YTOOBI OHV IPUXOAVIIN
CHOBa. 3ajiaueil Myses OBUIO pa3spaboTaTh YETKYIO CTPYKTYPY, IIOHATHbIE CBASKM U JOCTYIIHbIE, HO EMKIe
9KCIIMKALVM. [71aBHaA 3a71aua HOBO SKCIIO3MIMM — TIOMOYb OCETUTEAM IIONMYYMTD B ranepee benbsenep
KaK MOYXHO 007IbIlle HOBBIX BIIEYAT/IEHNIT 1 3HAHNUIT, KOTOPBIMIL OHI IIOTOM IOAE/IATCS ¢ Apyrumn. [locetn-
TeMy — JIydlive IOCTaHHUKY My3ed. DKCIO3UIMA IIepBOro 9TaXka 3HAKOMUT ¢ ucropueit bembsenepa, pac-
CcKasbIBaeT o NpuHLe EBrenny CaBoiickoM 1 AaéT IPEfCTaBIeHNe O My3eliHbIX apxuBax. EMkue u pocrymn-
Hble SKCIUIMKAINY ¥ STUKETKM COOOIAI0T MHPOPMALIMIO O Xy/I0)KECTBEHHO-MCTOPUIECKUX 1 TEMATNIeCKUX
3aj1aX, a HOBas CYICTEMa yKasareJiel IIOMOraeT jIy4llle OpPYeHTHPOBAThCA B My3ee. B ocHOBe akcrosumym —
npousBeeHnsa ckyccTsa ot CpeHeBeKOBbA 0 KOHLIa BTopoit MupoBoit BoitHbI. XpOHO/IOTYA HAPYIIAeTCA
MHTePBEHIIMel COBPEMEHHOTO MCKYcCTBa — 00/bIIoit nHcTauanmeir «CeMbs aBcTpuitnes» (1993/2018)
Kpucrrana @umnnmna Mronnepa. Ciegyromye yeTbipe TeMaTU4eCKUX 3a/1a IPOJ0/DKAIOT XPOHOIOIMYECKOe
IyTelleCTBYE CKBO3b BeKa I IOCBAILIeHbl ABCTpuM, eé uictopuu 1 crierpuduke. Cepus MHTEPBEHINIT COBPe-
MeHHOro uckycctsa (Carlone Contemporary) nononHser HOBYIO sKcrosuuuio B Bepxuem benbsenepe. Oun
pacronaraiotcs B mpoctpanctBe Carlone Hall Ha mepBoM aTaXke 1 IepeKIMKAIOTCA ¢ MG OIOTMIECKIMM
dpeckamn. Kaxxiple ImecTh MecsIleB XyTOXKHIKU MPEICTAB/IAIOT PabOThl, KOTOPbIE B3aMMOJIEIICTBYIOT C Oa-
POYHOII POCIINCDIO 3a71a.
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