Katalin Néray

Removing the walls - building up trust

Europe's cultural face shows us how we are

united by a common tradition. Our continent is

a treasure trove overflowing with millions of

objects. But they are often locked away. 
(Museum Collections on the Move, Conference Report, October 28-29, 2004)

One year ago the old Dutch parliament buildings in The Hague hosted an international two-day conference under the title Museum Collections on the Move for providing an opportunity for representatives of museums and cultural officials to strengthen contacts. The Dutch state secretary for education, culture and science said at this conference the following:
„ The great thing about the cultural face of Europe is that it speaks to the imagination; it is packed with cultural treasures but they are often stored out of view. “Opening up collections across Europe and sharing the cultural heritage – these are the key to collection mobility.” 

Some progress has been made since collections mobility was put on the European agenda in 1999. State indemnity schemes and museum standardisation have been discussed; ministers have re-emphasised the importance of collection mobility; the European Commission has proposed a programme featuring the circulation of artworks and transnational mobility for people working in the cultural sector; and the European Council decided to produce a working plan soon in which collection mobility is included.

The organisers of that conference were hoping that it would give answers to a series of questions. They were very much focusing on the issues to exhibit museum objects outside the context of museums, eg. ministries, airports, parliaments, hotels, department stores, etc. The museum directors
expressed their mixed feelings not exclusively concerning safety, but 

because of the fact that viewing museum objects requires time, concentration, contemplation. Are we sure a railway station, for instance, meets these criteria? Otherwise museum objects become just a background and a replica or reproduction may be sufficient. 

It was said that museums had to realise that the meaning of their collections was changing fundamentally. Museums began as by-products of the Enlightenment but most have now virtually given up collecting and stopped thinking about what their collections mean.
Museums are no longer primarily institutions collecting evidence for research. As far as the public is concerned, museums' primary function is to collect our meaningful past. At a time when younger generations are losing touch with the past, it is the job of museums to provide that link.

Works of art should not be treated as mere objects of consumption, admitted the general director of the Finnish National Gallery. We must ask how people experience art collections outside the museum environment.

The director of the National Museum of Modern Art Centre Pompidou in Paris, expressed the concern that if collections were put in places like railway stations, they would have to be protected with so much glass, so many barriers and security guards that they would be seen totally differently than intended – or wrongly.

All professionals declare that not everything should be lent. Every museum with national collections has treasures that should not be lent.
We all know about the special ’flavour’ of presenting contemporary art in alternative places, first of all the site specific installations. Museum items – even in case of contemporary artworks need to be displayed under museum circumstances. This point is more than crucial regarding loans.
And now we arrived in the topic of the present conference: to fascilitate,  increase and change the attitude of lending via building up trust between museum professionals.

Some museums are very successful at organising temporary exhibitions on a European scale, but there is still a lack of information, know-how and – in  most cases – the  money. Many museums in Central and Eastern Europe share the feeling of being outside of the regular and well-established museum circuit, being part of the periphery. The new EU member countries have to face new problems and difficulties: the lack of proper infrastructure, the state of the technology of the museums, the modest funds for exhibition exchange, the lack of sponsorship, marketing practice, sometimes personal professional contacts, etc. 
When it came to inter-museum loans, we can witness a growing tendency to impose large fees and high insurance values on their colleagues. Lenders (specially private collectors) place high insurance values on their works, the museums require couriers, restorers to travel with the important and valuable loans. The Hague conference pointed out that works in European museums lost their monetary value when they came into collections because they were no longer on the market. “We keep feeding the pockets of insurance companies” but we should say it is the artistic value that counts. Of course, there are positive examples from the side of insurance companies: in some cases they act as sponsors of an exhibition. In our country the state indemnity is rather complicated and long process. In case of a modern or contemporary exhibition the lenders very much insist on involving their own insurance company, this is sometimes a main condition.
In Hungary – and it is rather typical nowdays – the main ambition of the Ministry of Cultural Heritage is to increase public interest, the number of visitors via blockbuster exhibitions. These exhibitions normally involve lots of loans and their success is very much dependent on the funds for marketing and sponsorships, which mainly works in case of classical, modernist exhibitions. The contemporary art is far more difficult to be communicated properly, therefore to raise money – I am speaking about the Hungarian practice – is not an easy job. This is the financial side of the story only:  the professional work starts with the concept including the possible loans. An art institution or museum should provide a proper Fascility Report as well to convince and ressure the partner about the circumstances.

In my practice the fact, that our museum holds the name of the famous collector-couple, the Ludwigs, is an advantage concerning trust as it can serve as a reference all over the world. The Ludwig Museum in Budapest was established in 1989 (the contract was signed before the political change), and opened in 1991, occupying a wing in the former Royal Palace.

The international exhibition activity started in 1993 and we have had about 150 exhibitions up to now. Outside of the events and exhibitions proposed by the foreign cultural institutions (British Council, Goethe, Pro Helvetia, French, Italian, Polish, Slovak, Czech, etc. Institutes) we worked together during the past 12 years with the other Ludwig museums (Cologne, Aachen, Koblenz, Oldenburg, Vienna) on a big Picasso show and many others. Just to give an example of the list of artists we worked with: Yoko Ono, Antony Gormley, Nedko Solakov, Jum Dine, Sophie Call, Jan Fabre, Muntadas, Jiri Kolar, Annie Leibovitz, Cindy Sherman, Erró, Pistoletto, Soperri, Helmut Newton, Katarina Kozyra, Dopitová, Cartier-Bresson, Arroyo, Salgado Richter, João Penalva. We had loans from, or worked together with:  the National Museum of Modern Art, the Centre Pompidou, the New York MOMA and Center of Photography, The National Gallery in New Delhi, Neue Galerie Graz, Montevideo Amsterdam, Moderna Museet Stockholm, Zacheta Warsaw, City Gallery Prague, Slovak National Gallery,

Museum of Con temporary Art Zagreb, Moderna Galerija Ljubljana and many others.

The idea to build up a strong network of professionals is happening in the framework of ICOM/CIMAM and IKT but we do need to build up or reinforce the trust among museum professionals when the political barriers have come down but the mental ones still exist. 
