








Laexperiencia de Gae Aulenti en el proyecto del
parising Museo d'Qrsay se hace evidente en el
caso del MNAC de Barcelona, en ¢l sentido de
sistematizar un elevado niimero de obras dear-
te, sumamente hetereogéneo, en unos recorridos
degran longitud de visita que hacen necesariala
interposicion de espacios dotados de ilumina-
idn natural y en contacto directo con los paisa-
ies exteriores. La gran diferencia entre el Musco
d0Orsayy el MNAC es el peso que alcanza laim-
presionante coleccion de los fondos romdnicos
del museo cataldn.

Articulo redactado por la doctora arquitecta
Gae Aulenti.

Latransformacion de un edificio de principios
delsiglo XX en un museo del siglo XX1 unpu

nelanecesidad de atender las nuevas
ciones legales y normativas. Desde ul
devistaestructural, 1a totalidad del e
cubiertas, paredes, foriados y cimientos-- de-
bia cumplit, en concreto, con las normas sis-
micasy de uso piiblico. Ello ha supuestotraba

jarconelarquitecto e ingeniero AugustiObiol,
paraencontrar soluciones de refuerzo que no
desfigurasenla arquitectura original. Desde el
punto de vista de la conservacion de las obras
de arte, ¢l museo opté por la instalacién de
control climatico con aire acondicionado, lo

que supuso la creacion de falsos techos y con-
traparedes para conducir el aire tratado a to-
das las zonas en las que se exponen o albergan
las obras de arte.

La nueva arquitectura adopta caracteristicas
muy diferentes de la arquitectura original del
1929. A la escala monumental de los espacios
de origen se opone una nueva escala indivi-
dual. ala medida del visitante, mas adaptada
alusodel museo. A laarquitecturadetallista y
manierista del Palacio Nacional se adjunta
unaarguitectura apuraday monocroma. Estas
contraposiciones espaciales y formales favo-
recen ¢l entendimiento de la nueva interven-
cién y aclaran el mecanismo dc reforma del
edificio. Las arg logan
dejando que las obrasde arte sean pmngmns-
tas y iinicos motivos de inquietud perceptiva.
Acausade suextensasuperficie, el edificioori-
ginal ofrecia espacios interiores oscuros y tris-
tes, y el visitante llega a perder el sentido de la
orientacion. Se han abierto en el centro del
edificio unos espacios exteriores, tantoen la
plantabaja como en el piso primero, para faci-
litar la penetracion de laluz natural y permitir
las vistas de la cubierta del propio edificio, co-
‘mo puntode referenciay orientacion. Coneste
mismo propésito, a lo largo de todo el recorri-
do museograficose han creado espacios enco-

|

nexion con el exterior para aprovecharlas vis-
tas hacia el entorno verde de la montana de
Montjuic.

La nueva intervencién arquitecténica ha teni-
do como finalidad basica, ademis de los crite-
rios estrictamente técnicos y funcionales,
conducir dinamismo y alegria a los espacios
originales del Palau Nacional, concebidos, en
su diacon un propésito claramente mds insti-
tucional.

Un proyecto unitario dilatado en el tiempo
Los proyectos de consolidacién estructural y
de reforma se iniciaron en el afio 1986. En
aquel momento, los arquitectos fueron losen-
cargados de proyectar el conjunto de la rees-
tructuracion. El proyecto de consolidacion es-
tructural, de reforma arquitecténica y el mis-
mo proyecto museogrifico fueron desarrolla-
dos de forma conjunta para todo el edificio. A
pesar de que la finalizacién de las obras se ha-
ya producido dieciocho afios dlSpuLS y,ape-
sardel. dif i ue h,
en los programas a lo largo de estos afos, este
conocimiento inicial ha permitido que los ob-
;c:no» iniciales no se hayan perdido de vista
en ningtn momento y que, una vez finaliza-
das las obras, ¢l edificio presente un cardcter
arquitectonico homogéneo.
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Enlaplantabaja, el ! delascolec-

sidad de crear nelcentrode cada

ciones ya instaladas ha determinado la refor-
made Iasl’ninmas salasdeancgo: co paraalo-

grupo de salas para permitir una aponmén
de luz natural, unas vistas sobre |

equipo de la conservacién del muieoha podi
do, d:sde los primeros momentos, fa
los el ecesarios de

jary yel Ba-

ales del edificio, torres y clpula, y
&

rrocoy d auténo-
mos,el Legadu(‘nmbﬁyla (‘o!«cwnThysscn-

delos visitantes al aire libre.
La necesidad de conducir las insulaciones de

Bornemisza, esta dltima del mo-
nasterio de Pedralbes. Las dos colecciones se
han instalado en una ala lateral del edificio
conunaentrada independiente desde ¢l Gran
Salén. Para asegurar la continuidad de la per-
cepeion de las obras de arte, el proyecto adop-
ta la misma tipologia de salas de exposicion
que la reservada al arte gético: paredes de ex-
posicion, luz y falso techo p.

aire acondicionado, de ilumi . desegu
dad y contraincendios, reclamaba la creacion
deparedesy de falsos techos capaces d

Habilitar un edificio existente supone encon-
trar, a partir del analisis tipolgico de sus espa-
cios, lamejor adecuacion con el discursoexpo-
sitivoredactado por el equipo del museo, con-
sistente en una obsenra n de cardcter gene-

var as con la capacidad adecuada,

ral del del conjunto del equi-

pamiento, da con el caracter misde-

y siempre que el dibujo de las salas llevado a
cabodejaseala a elementos arquitectdni
cos significativos del edificio original. Como
enel restode laintervencién, se pretendia per-

delas instalaciones.
La articulacién del recorrido museogréfico ha
hecho posible, también en estas nuevas salas,
una relacion visual con el exterior y con el
Gran Salén, para permitir al vi

mitir la lectura I del contenedor y
del nuevo contenido.

Una vez liberadas de las particiones secunda-
rias, las salas anchas disponian de una long
tud aproximada de cincuenta metros. Vistala

yorientarse en elinterior del :emunmdelcd:—
ficio.

Enlassalas d,ccxposmén permanente. de arte
romanicoy goticoq!

el falsotecho, ¢l proyec-
toha repartido una serie de porticos de sopor-
te que atraviesan la sala y crean una serie de
salas mds pequefias, Gtiles para la recepeion
bt

badas. El proyecto ha previsto unos espacios
de doble altura, en conexion con los espacios
expositivos de la planta superior, que ofrecen
unas vistas hacia los nuevos patios exteriores
ajardinados.

Enlaplanta pisose h. ercade seis

&l Han

tallado de las necesidades museogréficas de
cada obra de arte a exponer. Idas y vueltas sis-
temdticas, de lo general a lo particular.

El proyecto museogrifico redactado por ¢l
museo se traduce en un andlisis grifico de ca-
da obra de arte que permita controlar sus di-
mensiones, volumen, caracteristicas fisicasy
perceptivas. Con los técnicos del museo se de-
finen los conjuntos y subconjuntos, entendi-
d i ivas deseabk

entee ellos. Una vez establecido el espacio re-
querido por cada grupo de obras de arte, seini-
cia una minuciosa investigacién dentro del
proyecto arquitecténico del conjunto, de los

sido acondicionadas para ser d:
ensalas de exposiciones, aunque sin perder su
carécter singular, dos tipos de salas de geome-
trias extraordinaria: las cipulas laterales del
edificio y las torres que culminan a veinticin-
comet bre [a cabeza del visitante.

metros cuadrados de exposicién perma-
nente, repartidos en dos conjuntos simétricos
situados aambos lados de la Gran Cépula. Los
espacios de esta planta habian sido concebi-
dos originalmente para acoger las exposicio-
nes artisticas de la Exposicion Internacional
de 1929, con dos tipos diferentes de salas, an-
chas ¥ :slrechas. Se ha podid:) respetar esta
del paracrear
las nuevas salas de expnslcldn Las salas an-
chassereservanalapinturay laesculturaylas -
estrechas a las exposiciones de arte grifico,
bisicamente dibujos, grabados, carteles y fo-
tografias.
A cada lado dela Gran Cpula se organiza, en
dos conjuntos de mas de dos mil metros cua-
drados, una serie de salas anchas frangueados
por salas estrechas, todas ellas ciegas y dota-
g minaciénamificisl De

-

el principio del proyecto, se havistolanece-

Finalmente, en conexién con la escalera prin-
cipal, los ascensores y la Gran Cipula, se ubi-
can las salas de exposi
temporal de numismitica y1as exposiciones
pclmanentes de Iotcgram estas ulumasen

espacios misid frecidos por el edi
existente. Con frecuencia el edificio obligao
sugiere algunas revisiones del proyecto mu-
seografico inicial

Un caso manifiesto de esta adecuacion expo-
sitiva se ha producido con la ubicacién del
conjunto de los bsides pintados rominicos
enunadelasdosgrandessalasdela plantaba-
ja de],edm:lo Era necesario no separar este
conjuntp de obras monumentales para poder
apn.-clarhs defcrma individualizada y la rela-

ncont
el Gran Salon a través de una cubierta escalo-
nada de vidrio.

El proyecto museogrdfico, una lectura
sensible de las obras de arte y del edificio
acogedor

cion dim nere ellosy esta-
blecer un amplio paisaje donde todos estin
presentes y articulados segtin su cronologia.
So]o una tipologia de sala respondia a este re-
quisito. El maximo esfuerzo se ha aplicadoen
Iaclgnmnclan apesar de la fuerte presencia
arquitecténica original, esta agrupacion per-

Las diferentes experiencias de ién
de edificio como sedes museisiticas han per-
mitide a nuestro despacho de arquitectos
comprobar que la garantia del éxito se en-
cuentra en la redaccién conjunta de los pro-
yectos de arquitecturay museografia. Enelca-
so del Museo Nacional de Arte de Catalunya,
esta simultaneidad ha sido posible porque el

delartero-
mamcohomcgéneoy sug:r:n(e El conjunte
delasala estd iluminado con unaluz artificial
puntual halégena de un nivel luminico gene-

-ral relativamente bajo. La majestuosidad de

las obras de arte se impone en la penumbra
ambiental.
Enla ja.lai
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and in spite of the modifications q
programmes over the years, this initial know-
ledge allowed us not to lose sight of the initial ob-
Jjectivesatany timeand that, with the works com-
pleted, the building should now present a homo-
geneous architectural character.

‘The end of the intervention in December 2004
permitted completing two major suites of spaces
that had hitherto been used only partially: the
public reception spaces and the permanent exhi-
bition halls. The museum route begins on the
ground floor with the Romanesque art exhibition
and ends onthe first floor with art from the twen-
tieth century right up to the Civil War. Itisalong
route dotted with spaces for the rest and enter-
tainment of the visitors.

S Y PEQL

sions than the main temporary exhibition hall
inaugurated in 1992, whose display configura-
tions wan be modified according to need.
Between the singular spaces of the vestibule and
the Great Hall of the museum a new space was
created for the shop and boolshop, inaugurated
in1995. Along illuminated, transversalfalse cei-
ling points out a wider shopping space in the
heart of the public spaces.

Inthe Great Hall the reserved spaces underneath
the stone grandstand was still pending occupa-
tion. Two assembly halls have been completed,
one of them connected to new teaching work-
shops. It has used the same structure and identic-
alrooftothatof the cafeteria installed inthe Great
Hall in 1992 in order to give these workshops the
sammrthuc(mm! continuity. The necessary ca-

2004, thy
reception spaces

Right from the start of the project a ‘dynarmic
ternal circulation axis was planned with the mu-
seum management that, from the main fagade
where the public entrance is located, leads to the
apposite facade coinciding with the private en-
trance to the museum, after crossing the spectacu-
lar space of the Great Hall, a large, covered public
plaza situated in the centre of the building, the
place of the museum’s everyday life and the loca-
tion for major ephemeral events.

The previous phases of the intervention saw the
creation of two lateral courtyards, a great glass

of {t

f public

fet d a lang transver-
sal spacebe:wvm :Ierm( Hall and the private
Vestibule of the museum, a typological replica of
the shop and bookshop. Also installed here, with
absolute respect for the geometry of the original
space, is a suite from the collection of twentieth-
century paintings, the six-metre-high decorated
panels made by the painter Josep Maria Sert for
the ballroom of Sir Philip Sassoon’s London man-
sion. In order to facilitate access to the first floor,

EXPOSICIONES TEN

2004, the completion of the suite

of permanent exhibition spaces

Until 2004 only the permanent Romanesque and
Gothic art collections could be visited and there
was access to only one room of temporary exhibi-
tions, all of it opened to the public between the
years 1995 and 1997 Since 2004, the inauguration
of almost seven thousand square metres of per-
manent exhibition halls and of @ new temporary
exhibition hall completes the museum’s exhibi-
tionspaces.

Oml:rgmu ndﬂoor lhemmpltmm: njflnemrlcr-

reform
of the last Gothic art rooms to house a part of the
Renaissance and Baroque art and two autonom-
ous museum collections, the Cambd Legacy and
the Thyssen-Bornemisza collection the latter
brought over from the Pedralbes monastery. The
two collections have been installed in a lateral
wing of the building, with an independent en-
trance from the Great Hall. To ensure continuity
in the viewing of the worls of art, the project
adopts the same exhibition hall typology as that
adopted in the gothic art room: display walls,
light and a false ceiling to house the piping of the
installations.

The nrlrcu!atmn of the museum roure l:ns made
po

ic lifts have been incorp inthe
space already inaugurated in the Great Hall
The entrance into and exit from the permanent
exhibition halls on lh! first floor takes place

roof over the new main staircase and wid
parent windows tham!iaw muumi light inand

dth Dome,
arest space and an ns!cmblyhall of six hundred

the original space, which was darkand gleomy.
is isitor has access to all of the
museum’s public facilities. On the ground floor is

hasafreeinner heightof forty-
twa metres and great windows opening on to the
new courtyards.

The rcsmnm-m accessed fmm the Great Dome,
i disinstalled

quare

tion wnl: lh:au!s\denndwﬂh llu'Gn'nl Hallthat
allows the visitors to locate their position and di-
rection inside the complex.

Some unfinished rooms remained in the perma-
nentexhibition halls for Romanesque and Gothic
art. Théproject designed double-height spaces
connected with the display spaces on the upper
storey thatgive a view of thenew landscaped out-
door courtyards.

Aroundsixth d nietres of

the ticket office, the point of i on the
museum activities, the entrances to the perma-
nent and temporary exhibition halls, the book-

shop, shop, cafeteria, teaching worlshops, chil-

dren's spaces and two conference rooms. Thefirst
ﬂoor houses the ., with

in theold:gz;aThroneRoom withafacade facing
plaza de Espana. In the spot occupied by the
throne there is now an opening of large dimen-
sions and the lateral windows, which have been

views over the city u_rEnm!mm. and access to the
balcony of the Great Oval Hall, plus the reserved
‘entrance to the art history library.

In the year 2004 the museum inaugurated a new

i to give the dining room of this res-
taurant a maximum of views over the city from
this privileged spot on the mountain of Mentjuic.
A mirrora hundred and sixty metres square, lean-

ing over the room, allows au dmers to enjoy the -

exhibition space have been installed on the first
floor, distributed over two symmetrical suites on
either side of the Great Dome. The spaces on this
floor had originally been conceived for housing
the art display of the 1929 International Exhibi-
tion, with two different types of rooms, narrow
and wise. It has been possible to respect this confi-
guration of the existing space to create the new
di uplay rooms. The wide rooms are reserved for

temporary exhibition hallinthe
accessible from the entrance vestibule on the

144 ground floor. It is a hall of more reduced dimen-

vistas over Barcelona, offectis

produced that enhances the decoration of theorr
ginal Throne Room.

d sculpture and the narrow ones for
graphic art displays, basically drawings, engrav-
ings, posters and photographs.



exclusivamente directa para la coleccion de
arte roménico y exclusivamente indirecta,
mediante proyectores de vapores deshaloge-
nuros, parala pintura del arte géticoy proyec-
tores haldgenos para las esculturas. La ilumi-
nacién indirecta se consigue aprovechando
como superficie reflectante la ancha superfi-
cie de los falsos techos, elementos de condue-
cién de las instalaciones. Los p se

bajo una cubierta escalonada de vidrio. En el
caso de la numismarica, el proyecto ha plan-
teadouna serio dg vitrinas colgadas, veintisie-
te para las exposiciones permanentes y cator-

ce para las exposiciones temparales, disenia-
da:

nece-
sarias de acondicionamiento climdtico, segu-
ridad e iluminacién.

instalan sobre railes electrificados, para per-
mitir la maxima flexibilidad de la instalacién.
Enel caso de las colecciones Thyssen-Borne-

Elmontaje de exposicién temporal
‘La imatge puiblica de Roma', con motivode la
inauguracion de estas salas, permitié experi-
mentar una de las posibles presentaciones.

miszay el legado Cambé, la i dela
iluminacién indirecta es inferior para poten-
clarladirecta
las i més moder-

Los estudios y previas
tuvieron por objetive coordinar y planificar
Iaccrochage de Iasobxasdeaxbepara facilitar

nas, qucscdnsponcn enlaplanta primera, sélo
elsetenta por ciento del nivel luminico es ase-
gwidu pmum |Ium|nac:6n indirecta. Elmvcl

ha mnmgundo |ncd\amepm'yccturesllpo I.uf

a i e v seis

architect and engineer Augusti Obiol tofind rein-
forcement solutions that would ot disfigure the
original architecture. From the point of view of
conserving the works of art, the museum chose to
installaclimatic control and air conditioning sys-
tem that required creating false ceilings and coun-
terwalls to pipe the treated air into all the zones
where the works of art are displayed or stored.
The new architecture adopts very different cha-
racteristics to that of the original 1929 architec-
ture. Opposed to the monumental scale of the ori-
ginal spaces is a new individual scale, in the size
of the visitor and more adapted to the use of the.
museum. Added to the detailed, mannerist archi-
tecture of the original 1929 architecture is a re-
fined, muno(hmme ardmm«re These s:mlrai
and fi

w proceden(es engenexaL delos proj
dos del MNAC, del primitivo Museu d'Art Mo-
dern ubicado enel Parc de Ia Ciutadellay dela

fi
of the new intervention and (lnnfy the rvjurm

i the building. Th live
!ogerlur and establish a dialogue, leaving the

coleccion Thy

de pared’. Los volimen en ¢l monasterio de Pedralbes.
lassalasdisp deunaalturali Los seis meses dos parael montajehan
rable, entre siete 'y nueve metros, cond servido, cnmcsc:speraba paracontrolaryre-
ideal para una buena il i delos proyec-

ducclasm unainterferencia perceptivade los
aparatos.
P las. dici deob.

servacién de las obras de arte, no se ha dejado
alavista ninguna terminal de impulsién y de
retorno de aire y se han sistematizado y orde-

tos. Fue ¢l momento de observar, finalmente,
las obras de arte en el nuevo marco expositivo
yde tantear los impactos perceptivos; siempre
momento de extremas emociones artisticas.

The experience that Gae Aulenti acquired with
the ;:rom—r]ar the Musée d'Orsay in Puns be-

nado el resto de terminales de instalaciones,
come cdmaras de vigilancia o de

movimiento.
. d

he case of| lona’s MNAC,
in the sense of systematising a high and highly

Elpavime iedra prefa-
bricada de color blanco, creado especialmente
para este proyecto, igual al utilizado al resto
del edificio. Su neutralidad beneficia a otros
protagonistas.

Parala presentacidndelas obras de arte se uti-
i imas. L i tipold

g number of works of art into very
long visitors' mlllrslhn( makeitnecessarytoin-

entre stage and to become the
onily rmsonsfor perceptive concern.
Bemuseof its extensive surface space, the original
building had dark, gloomy interior spaces in
which visitors could easily lose their sense of di-
rection. Outdoor spaces have been opened in the
centre of the building, both at ground floor and
Jirst floor level, to allow natural light into them
and to give a view of the roof of the building asa
point of reference and direction. With this same
purpose, and throughout the museum route, we
created spaces that linked up with the outside in
order to make the most of the vistas over the green
environment of the Montjuic mountain.
The new architectural intervention has had the
basicaim besides the strictly technical and func-

terpose indirect contact with
outdoor Iandrmprs The major difference bet-
ween the Musée d'Orsay and the MNAC is the
weight attained by the spectacular collection of

gicae:
la misma, las dimensiones son variables en
funcién de cada obra de arte. El color es el de

icion. Lasvitri -
rall rs para los objetos y las monedas, y;-xemas

artin the Ce
Article written by the architect Gae Aulenti.

The transformation of an early twentieth century
bmlduig mron twenty-firstcentury n:uscum im-

paralas medallas. La estry

tefido interior es del color del resto.

Las exposiciones permanentes de fotografiay
& aumi 1

yel

cgulato—
ry requirements. From a structural point of view,
the cnrm building -roofs, walls, forgings and

¥
se han instalad dos salas

ded to meet sefsmic and public

use This entailed working with the

of giving a sense of dynamics and joy
tothe original space of the Palau Nacional, which
at the time was clearly conceived with a more ins-
titutional aim in view.

Aunitary project that extended over time

The projects for the structural consolidation and
reforms began in the year 1986. At that time, the
architects were entrusted with drawingup a pro-
Jject for restructuring the whole. The project for
!he munumlwnsohdnuon ar(hurmurm rrfonn

Jnr the building as a whult Even though the
works have been completed eighteen years later,
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On either side of the Great Dome two suites of
over two thousand metres square have beenorga-
nised, a series ojwudt momsﬂunhd by narrow

NDES ESPACIOS M

our disposal. To refurbish an exrs:mg bwldmg

TICOS Y PEQUENAS EXPOSICIONES TEMPORALES

allow maxmiumﬂcxrblluyoj installation. In the

means finding through the typ
itsspaces, Iht!:rsrwayaj‘adaplmgu tothedisplay

rooms, all of them blind ar-
tificial lighting only. Right from the start of the
project we saw the need to create courtyards in
the centre of each group of roomsto allow natural
light into them, vistas over the monumental roofs
of the building. towersand dome and an open-air
rest space for visitors.

The need to install the air conditioning, lighting,
security and fire prevention facilities required
buildinga set of wallsand false ceilings capable of
creating chambers with suitable capacity that
would leave a view of the significant architectu-
ral elements of the original building. Asin the rest
of the intervention, it was sought to permit a si-
multancous view of both the container and of the
new content.

Once liberated from secondary partitions, the
wide rooms had an approximate length of fifty
metres. Inview of the need to support the false cei-
ling, the project dotted them with a series of sup-
port porticoes that cross the room and create a se-
ries of smaller rooms that are useful for receiving
autonomous museum suites. Transformed into
display rooms, though without losing their
unique character, are two types of rooms of extra-
ordinary geometries: the lateral domes of the
building and the towers that culminate twenty-
five metres above the head of the visitor.
Finally,inconnection with nhrn staircase, the

project museum team, consisting
of ageneral overview of the way the facilities are
run, contrasting with the more detailed nature of
the specific needs of the museum for each work to
be displayed. It is a systematic to and fro from the
general to the particular.

The project drawn up by the museum is translat-
ed into a graphic analysis of each work of art in
order to control its dimensions, volume, physical
and viewing characteristics. With the museum
technicians we defined suites and sub-suites, un-
derstood as the viewing relationships that are de-
sirable between them. Once we established the
space required by each group of art works we be-
gan a painstaking investigation of the architee-
tural project as a whole, of the most ideal spaces
that the existing building offered. Often the bui
ding forces or suggests certain revisions in the ini
tial museum project.

A manifest case of the way this adaptation to the
display space takes place was the installation of
the painted Romanesque apses in one of the great
halls of the ground floor of the building. It wasim-
portant not to separate this suite of monumental
works so that they could be viewed individually
and in the dimensional relation that existed bet-
ween them, in order to establish an ample land-
scape in which theyare all present and articulat-
ed according to lhmrchmno!ogy Only one hall

lifts and the Great Dome, are and
temporary numismatics exhibition rooms and
the permanent photography display, the latter in

typology meet A maximum ef-
Jortwasapplied to the organisation, in spite of the
powerful original architectural presence; this

Great

que spacesin wit
Hail through a graded glass roof.

The museographic project, asensitive
reading of the works of art

and of the building that houses them

The different experiences in refurbishing buil-
dings for use as museums has given our architec-
tural practice the certainty that the guarantee of
success lies in drawing up joint projects for the ar-
chitecture and the museum requirements. In the
caseof the National Art Museum of Catalonia, this
simultaneous exercise has been possible because
themuseunt’s team of curators has been able, right

146  from the start, to put the necessary knowledge at

grouping has allowed hieve a homogerre-
ous and suggestive display space for the Roma-
nesqueart. The roomas a whole s litup with arti-
Jicial lmlogen spotlighting with a relatively low

case of the Tl ollections and
the Cambé lcgnry. the intensity of the indivect
lighting is lower in order to enhance the direct
lighting.

Finally, for the more modern collections on the
Jirst floor, only seventy percent of the luminance
levelisachieved through indirect lighting. The de-
sired level of luminance in the graphic arts rooms
‘has been achieved by means of wall floodlights.
To ensure the best conditions for viewing the
worksofart, notasingleair renewal unithasbeen
leftin view, and the rest of the installation termi-
nals, such as surveillance cameras or movement
detectors, have been arranged and systematised.
The floor of these rooms is mndrjmm white-co-
, d fally for this pro-
J'ecrami the same ns that used in the rest nj the
building

Plinths ordcrl.-shaurbccn used for presentingthe
works of art. The typological family is the same,
the dimensions are variable according to each
worltofart. The colour s that of the display walls.
The glass cases are wall-mounted for the objects
and coins and freestanding for the medals. The
structure is minimal and the internal fabric isin
the colour of the rest. The permanent photagra-
phy displays and permanent and temporary nu-
mismatics displays have been installed in two
longitudinal halls under a graded glass roof. In
the case of the numismatics display, the project
designed a series of hanging cases, twenty-seven
jarlhepsrmanmu displays and fourtcen for the
lrmpomlyd playL(hzunltegmteda!ilhrne:rs
ning, security and lighting fnstal-

The montage of the first temporary exhibition,
"Rome’s public image’ for the inauguration of
these roomsallowed us toexperiment with one of

On the groundfloor, the lighting of the hallsis ex-
clusive direct for the collection of Romanesque art
and exclusively indirect, with halide vapour
lights, for the Gothic art paintings and halogen
spo(hghrsfor IH(‘ sculptures. lndlr«( ||gi1{mgl5
achieved by
face of the faise ceilings that conceal the piping.
The spotlights are installed on electrified rails to

of the wids

_ level of I Tlarmmm:r app of lhf.,m....( Thenumerousmu:
the works of art i presence il muniu—
the surrounding half-light. 'J'amoclmgc‘ hel

the works of art, in order to facilitate the installa-
tion in fifty-six display spaces of over a thousand
two hundred art works that generally came from
the MNAC's own collection, the pri

“d'Art Modern (Modern Art Museum) located in

the Pare de la Ciutadellaand the Thyssen-Borne-
miszacollection installed in the monastery of Pe-
dralbes.
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EL MNAC DE BARCELONA,

En el articulo se propene una breve revisién de
los antecedentes histdricos del MNAC, de los di
ferentes locales ocupados por las diferentes co-
lecciones que, graci

enunreducidonimerode! !omlcs ilcgz: nconsti
tuir la espléndida coleccidn del n(mnl Musco
Nacional de Arte de Catal i

ban las miradas de aquellos que, conscientes

d aquel

delos beneficios dela Exposicion Universal de
1888, se esforzaban, a finales del siglo XIX, en
conseguir la celebracién de un nuevo certa-
men internacional. En sintonia con este es-
fuerzo, el .\rqmlmc }ustf\lnargbs proyectd

cdificioqueesenlaactualidadel rdr[nudﬂ Pa-
lau Nacional de Catalunya. El articulo concluye
«con una breve panordmica de los contenidos
Jundamentales del proyecto de rehabilitacién
del edificio.

El presente articulo ha sido redactado por Enric
Steegmann

Elonce de noviembre de 1934 se inauguraba el
MuseudArtde Catalunya en el Palau Nacional
de Montjuic. Las andmalas circunstancias del
acontecimiento, con el presidente Companys
¥ otras autoridades en prisién, palidecen la
culminacién de tres grandes anhelos de laso-
ciedad barcelonesa: la urbanizacion de la
montaia de Montjuic, la Exposicién Interna-
cionalde 1929 yla reunién de los fondos piibl
cosde arte en una tnica coleccién.

Montjuic
Sobre la suave falda de la montafia de Mont-
juic orientada hacia Barcelona se concentra-

en 1894 la rural y el ajardina-
miento de la mentafia, atn virgen salvo las
servidumbres impuestas por la presencia del
Castillo. Fruto actual de estainiciativa es el es-
pléndido trayecto que hoy une las avenidas del
Marqués de Comillas, al pie dela Fuente Magi-
ca, del Estadi y de Miramar.

Con el nuevosiglo la idea fue tomando forma
y con apoye de la entonces reciente Manco-
munitat de Catalunya, el arquitecto Josep Puig
i Cadafalch formalizaba la implantacién de la
futura exposicién con un anteproyecto de
1915, que ya prefiguraba el conocido recinto de
la Feriade Muestras de Barcelona, con una se-
riede pabellones dispuestos de forma simét
caysucesivaalo largode laavenida de acceso,
‘hasta culminar la perspectiva del conjunto en
la rotunda clipula del Palau Central.

La gran guerra interrumpié el proyecto y su
reanudacion no tomé impulso real hasta que,
de forma paradéjica, el régimen primoriveri:
ta lo hizo suyo en 1924, con el significativo
concurso pliblico de anteproyecto del Palau

Central, d nto Pala
ciodelas Naciones. Lainauguracié de la Expo
sicién Internacional tuvo lugar el inueve
de mayo de 1929, presidida por el Rey de Espa-
fia, Alfonso XII, en la gran Sala Oval del Palau
Nacional.

Las colecciones de arte

Afalta de unlinaje real, Barcelona, a finales de!
siglo XI1X, no atesoraba una coleccion de arte
como Paris, Madrid o San Petersburgo, sedes
de monarquias o capitales de estado. A pesar
de ello, 1a Exposicién Universal de 1888, al ce
rrar sus puertas, ofrecié el Palau de Belles Arts
como primera sede de la migrada coleccion
pliblica de arte, entonces poco mis que alma:
cenadaenla Capilla de Santa Agata.

Con la creacién de la Junta de Museos de Bar
celonaen 1891, toma cuerpoel proyectodeunz
instalacion digna de los fondos de arte en ¢!
edificio del Arsenal de la Ciutadella, ampliade
11902 por el arquitecto Pere Falgus comore
sidencia real de la ciudad, aunque nunca utili
zado con esta finalidad.

Nembrade en 1920 Joaquim Folch i Torres di
rector de los Museos de Arte de Barcelona, ¢l
museo del Arsenal ve incrementados sus fon
doscon laincorporacion de las pinturasromi-
nicas del Pirineo y la magnifica coleccion Pla.




nura,almismotiempo que se hacen evidentes
deforma absolutamente dramatica laslimita-
ciones espaciales del edificio.

Con el acceso de la Repiblica y la aprobacién
del Estatut de Nuria en 1932, el suefio del des-
plazamiento de las colecciones de arte a
Montjuic,empiezaa ser realidad. Bl Arsenal se
verd convertido en la sede del Parlament de
Catalnya mientras que ¢l Palau Nacional y ¢l
Palau de les Arts Grafiques acogerdn respecti-
vamente las colecciones dearte y arqueologia
Elarquitecto Ramén Raventés, el aytor de las
torres gemelas que enmarcan el acceso al re-
0 ferial, llevd a cabo en 1934 1a primera
adaptacién del Palau Nacional, segin ladirec-
cién museogrdfica de Folch i Torres. Poco des-
puésen1937, la guerra civil espafiola forzardel
traslado de los fondos a Olot, Darnius y Paris
para su salvaguarda. Acabada la guerra, los
fondos de arte antiguo se reinstalan en Mont-
juic, pero el resto de la coleccion volverd al edi-
ficio del Parlamento, perdida definitivamente
su condicion original.

El Palau Nacional

ElPalauNacional esobradelos arquitectos Pe-
reDoménech, Pedro Cendoyay Enric Cata, cla-
105 ganadores del concurso de anteproyectos
convocado en 1924, con el insélito programa

de unificar en un tnico edificio los espacios
necesarios para la muestra de colecciones de
artey la celebracién de grandes actos sociale:
Construido en menos de tres afos --la prime
ra piedra se pone ¢l treinta de junio de 1926~
el edificio recoge segiin un claro eje de sime-
triay de acceso transversal, con dos vestibulos
opuestos, un cuerpo rectangular con salas de
exposicion a derecha e izquierda y una gran
sala oval flanqueada por cuatro torres, con la
gran escalera de honor dispuesta en el centro,
tras la cpulacentral que preside el conjunto
desde la Avenida de la Exposicién.

La canédnica disposicion Beaux Arts escompa-
tible ala perfeccidn con el estilo clasicizante y
un tanto rudo de la expresién arquitecténica,
que se extiende también a toda la decoracion
interior, en un conjuntoyaesclerdtico en 1934,
cuando se empiezan los primeros trabajos de
adecuacién para la instalacion del Museu
d'Artde Catalunya. SiFolchiTorres nodudaen
descabezar o camuflar los excesos decorativos
de las alas donde se han de instalar los fondos
de arte rominicos y gticos, Ramén Raventds
saca provecho de la enorme extensién del ar-
matoste ¢ incorpora sin muchos problemas
los servicios de conservacién, restauracién y
administracién propios de un museo modet-
no, al mismo tiempo que acomete las prime-

ras obras e reparacién de las patologias dela
edificacién que yaenaquel momento comien-
zan a ponerse en evidencia.

Alolargodelosanos,ylaguerra civil no resul-
ta ajena a ello, la construccion del edificio se
degrada de manera ineludible mientras su
lueta, presidiendo la avenida de Maria Cristi
na, se consolida como una de las imdgenes
mis emblematicas de la ciudad. El proceso de
degradacién llega a tales extremos que, a me-
diados delosanosochenta, apenas se uti
treinta por ciento del edifi

El Museu Nacional d’Art de Catalunya
Con la mayor parte de los espacios del Palau
Jacionaldevastadap ivasintervencio-
nes, que quisicron entender algunas partes del
edificio como poca cosa mds que un solar con
cubierta, los criterios bisicos del largo proyec-
todelarehabilitacién actual se basan enla re-
construccion de la arquitectura de los espacios
conservados con la ornamentacion or
en dialéctica confrantacién con las arquitec-
turas de nueva construccion que debian per-
mitir el uso racional del inmenso edificio. Ala
resolucién de sus déficits constructivos era
preciso anadir también la de las deficienci.
les que un museo an
exige en la actualidad, como complejas insta-
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Carbonell,
nto controlar la desmesu-
spitabilidad de i

ajustada en fo
do.usoqu
o

proyecto de la arqy
denu i

técnicas

el juego de larel
ia un papel sul

premises occupied by the various collections
that, thanks to gradually being built up over a
reduced number of premises, came to constitute
the splendid collection that the National
Museum of Cataloniais currently hou:

v +ful building that is taday the Palau Na-
cional de Catalunya. The artiele ends with a
brief overview of the fundamental contents of
the building’s refurbishment project. .
The present article has been written by Enric
Steegmann

anomalous circumstances of the even!
ident Companys and other authe
clouded the culmination of the th










ings of Barcelona society: the development of
Montjuic the1929 Int il hi-

With theuppomlmrn: in |9znnﬂouqulmFaIrh1
Torresas s Art Museuns,

bition and bringing the publicly awned works of
arttogether to form a single collection.

Montjuic

Concentrated on the gentle slope of the Montjuic
mountain overlooking Barcelona was the gaze of
allthose who, conscious of the benefits of the 1888
Universal Exhibition, were striving at the end of
thenineteenth century to bring off asimilar inter-
national event. In keeping with thiseffort, thear-
chitect Josep Amargos planned in 1894 the rural
development and landscaping of the mountain,
was still in a virgin state except for the faci
lities surrounding the Castle. The result of this ini-
tiative is the splendid trajectory that joins up ave-
nida Marqués de Comillas, at the foot of the Ma-
gic Fountain, avenida Estadi and avenida Mira-
nar that we enjoy today.

With the new century, the idea was gaining shape
and with the support of the then recently formed
Mancomunitat de Catalunya, the Association of
Catalonia, the architect Josep Puig i Cadafalch
Jormalised the implantation of the future exhibi
tioriwith a draft project in 1915, thatalready anti-
cipated the well-known Trade Fair enclosure of
Barcelona, with a series of pavilions arranged
symmetrically and successively along the access
avenue and culminating the wholein the forceful
dome of the Palau Central.

The Great War interrupted the project and was

the Arsenal museum saw its collection increased
with the incorporation of the Romanesque pain-
tings front the Pyrenees and the Planura collec-
tion, with the space limitations of the building
becoming evident in the most dramatic fashion.
‘With the advent of the Republic and the approval
of the Estatutde Nuria, the Nuria Statutes, in1932,
thc dreant of moving the art collections to Mont-
began to take shape. The Arsenal was made
into the head: for Catalonia’s Parliament,
while the Palau Nacional and the Palaudeles Arts
Grafiques, the Graphic Arts Palace, respectively
housed the art and archaeology collections.
The architect Ramén Raventds, the author of the
twin towers that flank the access to the trade fair
enclosure, undertook in 1934 the first adaptation
of the Palau Nacional, under the museographic
direction of Folch i Torres. Shortly afterwards, in
1937, the Spanish civil war forced the collecti

of the pathologies of which the building suffered
and which were beginning to show themselves.
Over the years, and with the civil war playing a
pml n: it, !h!‘ ronsrmr:wn began lo de:ennrarf

deMaria
Cristina, became consolidated as one of the most
emblematic images of the city. The deterioration
process reached such extremes that in the mid-
nineteen-cighties barely thirty percent of the
building was belng used.

The National Art Museum of Catalonia
With the greater part of the ;pnm‘ of the Palnu
Nacional d d by successive i

that saw some of the parts of the building as little
more than a buildingsite with a roof, the basic cri-
teria of the lengthy refurbishment project were
based on rebuilding the architecture of the con-
served spaces with their original ornamentation,
in a dialectic ron,‘mumlmu with the newly built

to be moved to Olot, Darnius and Paris for safe-
keeping. When the war was finished, the collec-

f i in Montjuic, but
the rest of the collection returned to the Parlia-
ment building. asithad lostits original condition.

The Palau Nacional

The Palau Nacional is the work of the architects
Pere Doménech, Pedro Cendoya and Enric Catd,
the clear winners of the competition for the draft
project organised in 1924, with the unusual pro-

not truly taken up again until, doxically, the
regime of Primo de Rivera made itits own in 1924
with the significant public competition for adraft
project for the Palau Central, at the time called
Palacio de las Naciones, the Painn’ of Ncrnuns
Thei ion of the

bt funifyingin a single buildi

cessary spaces for showing the art collections and
Jor holding major social events. Built in under
three years -the first stone was laid on 30 June
1926-the building reflects a clear access oj‘sym-

took place on 19 May 1929, presided over by the
Kingof Spain, Alfonso XI1, in the great Oval Hall
of the Palau Nacional.

Theart collections

Lacking in a royal lineage, Barcelona, in the late
teenth century, could not boast an art collec-
like those of Paris, Madrid or St Petersburg,
the seats of monarchies or state capitals. In spite
of this, the 1888 Universal Exhibition, when it
closed its doors, offered the Palau de Belles Arts,
the Palace of Fine Arts, as the first headquarters
Jor the first migrated public art collection, at the
time poorly stored in the Chapel of Santa Agata.

With the creation of the Barcelona’s Museum
Board in 1891 began to take shape the project for
a proper facility to house the art collection in the
Arsenal building of the Ciutadella, the Citadel, ex-
panded in 1902 by the architect Pere Falgués as a
royal residence for the city, though it was never
used for this purpose.

metry access, with
vestibules, a rectangular body with cxml:mon
halls to the left and ngnrandagm!t aual hail

archi to permit the ratio-
naluseof the huge building. To the need to resolve
its constructional faults we also had to add the
functional deficiencies that a modern museum
requires today, such as complex technical facili-
ties, reserve premises, restoration workshops,
offices, documentary archives, plus the always
growing facilities for attending to the visiting
public

The project drawn up by Gae Aulenti, under the
guidance of the Musewm Trust and the museo-
graphic project of its chairman, general Eduard
Carbonell, has therefore sought ta control theim-
moderate and inhospitable size of its original
spaces, including the great Oval Hall that retains
its civic vocation, with the added architecture
adapted in shape and dimension to the new esta-
blished use, a use that extends from the organisa-
tion of the itineraries and the showcases for the
works of art to the air conditioning and the light-

Jlanked by four towers, with the

honour in the centre, behind the central d'om:
that presides over the complex from Avenidadela
Exposicidn.

The canonical Beaux Arts layout is perfectly com-
patible with the classicist and somewhat rough
style of the arcnnetmml :’xpmslun which also

In places where other interventions had negated
the existing building, the project drawnup by the
Italian architect has chosen to once again show off
the original architecture in spite of its roughness,
because the will to maintain the !:mldmgwlnlc
interior could not be und d.Un-

extends inabuil-
ding that was already sclerotic in 1934. when the
Sirst building works began to adapt the building
toits iew use as Catalonia’s Art Museum. While
Folch i Torres did not hesitate to behead or dis-
guise the decorative excesses of the wings where
the Romanesque and Gothic art collections were
going to be installed, Ramén Raventds took ad-
vantage of the enarmous extension of the con-
traption to blithely fit in the conservation, resto-
o i "

ly, some of the original spaces such as
lhrsmlrs -and among them the great staircase of
honour situated at the back of the vestibule-that
showed unrepairable structiral pathologies had
to be sacrificed. The new great staircase, together
with the access podium -the ceiling of the under-
ground hall housing the nucleus of technical faci-
Iities-actively participate in the refurbishment,
which assigns a major role to the penetration of
natural light and the new vistas as well as to the

museun requires, while tackling the frst repairs

through ies, of the
building from its own interior.
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servas. Elconjuntodela Sala Ovalocupaunto-
talde 5,520 metros cuadrados, entre los que s
incluye unml.aldc:mlo:hmentosdg("?mdm
aespacios subordinados. El programa funcio-

nal del edificio debe ordenar los espacios co-
rrespondientes alos espacios de servicio, tales
comooficinas de administracién, gestiény di-
reccion (600 metros cuadrados), centro de di-
fusion y proyeccién pubhm {640 metros cua-
drados), consulta especializada, bibli

dar acogida a las actividades especificas de los
servicios del museo que, con sus exigencias de
confort y contral, acabaria por desvirtuar su
propia condicién espacial. Se propone, encon-
secuencia, mantener laactual vocacién de este
gran espacio que, por sus especiales caracte-
risticas de dimensién y condiciones ambien-
tales, es un dmbito tinico para usos ciudada-
nos, civicos e institucionales, culturales y so-

ciales, para ap! de esta manera su

tar este espacio come un punto de descanso,
para retomar posteriormente la visita al resto
de salas. Este espacio, de caracteristicas volu-
métricas singulares, resulta especialmente
adecuado, como se indicaba con anterioridad,
para la celebracion de acontecimientos espe-
ciales fuera de la actividad ordinaria de lains-
titucién museistica.

Se consolida ¢l uso de la denominada Sala de
las Bovedas como sede de las exposiciones

documentacion (1, adrados), Ga-
binete Numism: de Catalunya, con un to-
talde doscientos veinte metros cuadrados, Ga-
binete de Dibujos y Grabados ( 540 metros
cuadrados), departamento de fotografia artis-
tica, con un total de cien metros cuadrados, el
centro de documentacién y registro de obras
de arte { 600 metros cuadrados), el centro de
restauracién con mil doscientos metros y
otros espacios diversos, lo que supone laorde-
nacién de un total que se aproxima a los cua-
rentamil cuadrados.

Los accesos

La geometria del edificio prefigura con clai
dad cuatro puntos de acceso sobre sus ejes de
simetria. Se propone mantener estos cuatro

fusién de las actividades del propio MNAC. La
utilizacién y versatilidad funcional del gran
salon para actividades sociales, como presen-
taciones, reuniones o cenas, hacen necesario
disponer de facilidades de acceso, instalacio-
nes fijas e soporte para a preparacion ydls-

n el seno de la global.

gir requerimientos ambientales que no puede
ofrecerlasala delas bovedas. Esta necesidad la
cubri ].1salademmmesdimensinnusquese
propone en la posicién simétrica ala primera
que, por sus caracteristicas concretas.admite

tribucién del servicio

mayor de transformacion, trata-

realizar trabajos preparatorios de los mom:r
jesalmargendel gransalon parareducirlas in-
terferencias con el funcionamiento del museo.

Exposiciones permanentes
Los espacios de la planta piso, situados sobre
los 4mbitos de arte romdnicoy gotico, se des
nan a salas de la exposicion permanente. El
contenido de Ias enpnsmones

miento ¢ iluminacién.
Vistas las expectativas formuladas por el
MNAC en el campo de libreria y tienda, se
plantea desdoblar este servicio a ambaos lados
del eje principal de acceso a la Sala Oval, dota-
dosambos dealmacn.n propio.
Las

onferencia:
ba;olasgﬁdasde]a Sa]a Ovalh.mn necesario

delmuseo, 1

accesos principales, con las especi

que se indican: el primero de ellos, orientado
haciaelnorte y abiertoenlafachada principal,
como acceso general del publico a las exposi
ciones permanentes y temporales del museo,
algran Salén Oval, alatienday libreria del mu-
seo, salas de conferencias, actividades lidicas
y educativas y acceso interno a la cafeteria-
restaurante. Elsegundo seria el acceso al mue-
lle de descarga vinculado alas dreas de restau-
racién y reservas; el tercero operaria como ac-
cesoa labiblioteca, archivo, dreas de consulta
especializada -tanto a gabinete de dibujos y
grabados como a fotografia artistica-- y el ac-
cesoaladireccién, gerencia y administracion,
¥y patronato y acceso de personal. El tiltimo de
5105 Cuatro accesos se plantea como entrada
de servicio y suministros para el Gran Salén,

T andlovigaal

LaSalaOval
El cardcter de este espamo desaconscia cual-

salas acabadas dci arte gético, siguiendo en

mantener: p av
suales y conferencias. La capacidad y la geo-
metria se han adecuado tanto como ha sido

planta bajay con sahdaalasah()ual Apa posibleal; idade

de este punto, el recol p dades pl das, como

enlapl forconk idos dear-  ciasy

tebarroco, y hasta la exposicién de los fondes  ciéndelostalleres didacticosenla p]ami baja,

del siglo XX. La incorporacién de nuevas co-
lecciones a los fondos del MNAC objeto de ex-
posicién permanente, (legado Cambé, colec-
cién Thyssen y coleccién C. Cervera) hahecho
necesario ampliar las salas y modificar diver-
sas veces el planteamiento del proyecto mu-
seistico y las soluciones arquitectonicas du-
ranteel procesode obra. Las dreas situadasba-
jolasgradas del primer piso, proximas al pun-
to de llegada de las escaleras principales y los
nuevos ascensurcs representa una em-lemc

asomados a laSala Ovaly dispuestos de forma
simétrica a la cafeteria, ya que se trata de una
actividad que puede aportar vitalidad al espa-
ciocentral.

Durante el desarrollo de la propuesta arquitec-
tonica se considerdla posibilidad deincluirun
restaurante en el programa funcional del mu-
seo. El antiguo Salén del Trono del Palacio,
destinado en sus origenes a las recepciones
reales, eralalocalizacién ideal para este servi-
cio. Su cardcier monumental, sus dimensm-

]a exhibicion permanente de fondos relativos
afotografia artistica y numismatica.

Lapresenciade Iagran ctipulacentralen el re-

corrido posi-

nesy d.ntcr:mm asi

posicion privilegiada

laciudad, hacian de este espacioun puntosin-
gular para poder disponer de un servicio de

quier fracc

<il laplanta piso, inviuaua-

de calidad.
La intencién del MNAC de articular los servi-
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i0s de biblioteca de historia del arte, archivo,
egistro de obras de arte, consultas en el gabi-
nete de dibujos y grabados, y consultas en fo-
tografia artistica, para formar una unidad que
permita potenciar su funcionamiento como
o de consulta especializada, es un dato
determinante de la organizacion de espacios
se propone. La integracion de todas estas
acti dwuummagr ndrea conjuita permi-
aciény un horariode
cionamiento con plena autonomia respec-
103l museo en general, lo que sg favorece por
medio de un acceso independiénte con con-
wol de entrada propio que es también ¢l del
sonal y de acceso a la administracion y di-
eccion. La disposicion propuesta permite
ambiénel acceso controlado desde el espacio
al del museo.

gares de trabajodelos responsables de lx
teca, de la catalogacion, el intercambio,
:u.anmrcdcdor delesp:

el control yla acreditaci ndnloslcc-
esy que dispone también de un espacio es-
co para fotocopiadoras, impresoras, etc.

ciar un subterrineo directamente conectado
conlos locales para suconsulta. El Antiguo Sa-
lén del Te, por su parte, se destina a sala de lec-
tura y los espacios laterales cubiertos con ar-
cos y bovedas, situados en el primer piso del
alameridional, acogenlos servicios de consul-
ta. Articulados con este dmbito de consull
pecializada pero integrados con los servicios
correspondientes, se disponen los espacios
paralaconsulta especifica de dibujos y graba-
dos, fotografias, archivoy documentacion. Es-
tos locales se interponen entre el drea publica
de consulta especializada y los servicios co-
rrespondientes que se dispondrian a ambos
lados endiferentes nive

s,

Direcciény Administracién
Los espacios destinados a direccion, gerencia,
presidencia del Patronato, con sus correspon-
dientes secretarias y salas de reunidn, se di
ponen en la planta altillo del sector meridio-
nal. Por su parte, los espacios destinados a
contrata gestion econdmica, recursos
humanos y econdmicos, relaciones publicas,
publicaciones y edicién se sittian en el mismo
sector, pero a nivel de planta baja, dadala ma-
lidad exigida a las dependencias

ios externos al museo. Un
ascensor especifico conduce alabibliotecay el
espacio general de consulta especializada,
Estevestibulo conecta conla salaoval através
n acceso controlado y, desde aqui, con el
conjunto del museo.

que prestan sen

Talleres de restauracion y departamentos

de conservacion

Se propone situar los talleres de restauracién
y los despachos de sus responsables en planta
pisodelaladelevante del edificio, sobre los de-
positos de reserva. Este espacio tiene unas
buenasdi i !

caracteristicas en lo relativoala posibilidad de
iluminacién natural.

Se construyen dos escaleras interiores que co-
munican este taller con las reservas de planta
baja y ¢l muelle de entradas de obras de arte.
Por sus caracteristicas especificas, el taller de
restauracion de piedra se sitia en planta baja,
préximo al muelle. Los diversos departamen-
tos de conservacién del musco se sitan en el
primer piso del ala de poniente.

desde disponerde lasuperficie necesaria para
nuevos requerimientos se resolverd con la
construccién de entreplantas en este sector.
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The works for a great art museum, which have

ds twenty years, ilysuffera
problem of fragmentation in the works and in-
terventions undertaken. Moreover, the tortuous
geometry of the buifd:‘ng -zhe resul: OIIncurpo-

P reeful
ur(hogonnl geometries nepresemd an
ulty whenit came tojitting the func-

exis

PACIOS MUSEISTICOS Y PEQUENAS EXPOSICIONES

S TEMPORALES

ric he MNAC Trust a
Junctional plan for the completion of the refur-

of needs that was setoutinitially
issummed upina mlafof srxmn thousand five

bishment works on the b sform its
eutmuyfar musewm uses. This functional plan

; of which
twrlw lhoumnd correspond to the permanent

he year 1997 enci ntire
bmh!mgaj:hr old Falacio Nacional that had hi-
therto not been the object of any intervention.
The proposal starts with keeping intact all the
date, as well still be-

tional n the archil of the Pa-
lace, added to which was the necessary require-
ment of not modifying its external appearance
or its external volumetry, nor its external faca-
des. The final result is an excellent example of
coordination between existing architecture, the
complex programme proposed and the internal
circulation plan.

Article written by Josep Benedito.

After completing the structural consolidation

ing undertaken. In this sense, the works corres-
ponding to the permanent Gothic painting and
sculpture exhibition were considered to be com-
pleted. In this way, the global model we set out
consolidated all the stages that have guided the
works executed in the Palacio Nacional in previ-
ous phases. The powerjul impositions of the buil-
ding's geometry establish major spatial rzqmrz-

two thousand five hundred to tempo-
rary exhibitions and two thousand to reserves.
The Qval Hall suite occupies a total of 5.520 me-
tres square, among which is included a total of o
thousand eight hundred destined for subordinat
spaces. The building's functional programnic
must arrange the spaces corresponding to theser-
vice spaces such as administration offices and
management (600 metres square), the publicdif-
ionand i 640
specialised consultations, library and documen-
tation (1.200 metres square), Numisniatic Officc
of Catalonia, with a total oj two hundred and

ments when it came to suitably
hugmysmu;":junmoum programume. Tmmuiu-
I

‘works begun in 1990, the of the
Oval Hall -coinciding with the outset of the
Olympic Games and the opening to the public of
the vestibule and permanent exhibition halls of
the Romanesque art collections as per :Me arclur
tectural project drawn up by Gay I

he insertion of the
|molheonhogonnlgeomﬂryoflhrnam thear-
ches, the vaults and the lintels are elements that
would necessarily affect the architectural treat-
ment of the solutions and proposals propounded

by the funicti

n Dy d Engravings
OJT« fidﬂ metres square), art photography de-
partment, the documentation and registration
centre for works of art { 600 metres square), the
restoration centre with a thousand two hundred
metres and other various spaces, all of which en-
tailed arranging a total space that comes dose to
Jorty thousand square metres.
















The accesses

The geometry of the building clearly prefigures
four access points on its axes of symmetry. It was
proposed to keep these four main accesses, with
the following specialisations: the first of them,
facing north and opened in the principal facade,
isforthe general access of the public to the perma-
nent and temporary exhibitions of the museum,
thegreat Oval Hall, the shop and bookshop of the
iseum, conference rooms, leisure and educa-
tional activities and internal access to the cafete-
ia-restaurant. The second gives acces to the un-
loading bay linked to the restoratiorramd reserve
areas; the third operates as an access tothe library,
archive, specialised consultation areas -both the
drawings and engravings office and the art pho-
tography office-and access to the management
and administration arcas and Trust and person-
nel entrance. The last of these four accesses is the
ervice and supply entrance for the Great Hall,

cifiic activities of the museum that, with their re-
mnrtmrm;]nrcmwmrsnrmud control, would
have di i dition. Incon-
sequence it was proposed to maintain the current
vocation of this great space that, owing to its spe-
cial characteristics of dimension and ambient
conditions, is a unique space for citizens’ civicand
institutional, cultural and social uses, in order to
thus take advantage of its economic dimension
and the indi rfcﬂerlajm:smgmvarmrssaf(lm

in continuity with the finished Gc!h:c ml rooms

the Oval Hall. !rum this point, llirmuwum route
Jollows on the upper storey with the contents of
Baroque art and ends with the exhibition of the
twentieth-century collections. The incorporation
of new collecfions to the MNAC for ts permanent
displays (Cambd legacy, Thyssen collectionand €.
Cervera collection) have made it necessary to ex-
tend the rooms and modify several times the ap-

MNACsactivities. The f and versa-
tility of an great hall for social activities such as
presentatii 1s.u:=clmgsordmncunmderrm-:us
sary togive itaccess facilities, fixed supportinstal-
Iq:mn<jor;:repamgnnddusmhmmg table servi-

archit

wseun proj
alsolutionsin the course of the warls. The arcas si-
tuated below the grandstand of the first floor, near
the landing of the main staircase and the new lifts,
representan cxm Icm opportunity for arranging

tam tur-

cesand the possibil

tasks for montages outside the great lmu in nrm'r
to reduce any intetference with the runming of the
museun.

P ¢ exhibiti

stage montages and audiovisual,

The Oval Hall
The character of this space made it inadvisable to
ireakitup or manipulate it inorder to house spe-

The: hejirst floor, sit dabove the Ro-
manesque and Gothic display halls, are destined
Jfor permanent exhibition rooms. The content of
the museum’s permanent exhibitions is arranged

pen esfor theart photogra-
phy and numismatics collections.

The presenceof the great central domein the route
between the permanent exhibition roomis on the
Jirst floor invitesusto treat thisspace asarestarea
before continuing the visit to the rest of the rooms.
This space, with unique volumetric characterist-
particularly suitable, as mentioned carlier,
asavenue for special events outside the ordingry
activities of the museum.

onzH
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The use of the so-called Vault Room is consolidat-
ed as the centre for temporary exhibitions within
the global proposal. Some of the temporary dis-
plays may have ambient requirements that the
vault room cannot provide. This need can be co-
vered in a room of smaller dimensions located
asymmetrical position to the former that, owing
toitsspecific characteristics, accepts greater flexi-
bility for transformation, treatment and lighting,
After considering the expectations formulated by
the MNAC for the bookshop and shap, it was de-
cided to locate these services on cither side of the
main axis leading into the Oval Hall and to give
cach of them their own storeroom.

The characteristics of the conference rooms un-
demeath the grandstand of the Oval Hall made it
necessary to retain its use as audiovisuals and
conference rooms. The capacity and the geometry
have been suited as much as possible to the needs
of the various activities plamied for them, suchas
concerts, conferences and plays. It was proposed
to install the teaching workshaps on the ground
floor, looking towards the Oval Room and ar-
ranged in symmietry to the cafeteria, as this is an
activity that can give vitality to the central space.
During the development of the architectural pro-
posal we considered the possibility of including a
restaurant in the functional programme of the
museum. The old Throne Roomof the Palace, ori-
ginally destined for royal receptions, was the
ideal location for this service. Its monumental
character, its dimensions and decorative treat-
ment, together with its privileged situation with
possible vistas over the city, made this space a
unique place for a quality restaurant service.
The intention of the MNAC of articulating the
services of the art history library, archive, ant
works registration, consultations in the drawings
and engravings office and consultations in art
phatography in order to form a unit that would
enhance its operation as a specialised consulta-
tion centre was a determining fact in the organi-
sation of the proposed spaces. The integration of
all of these activities into a great joint area would
permit a fully autonomous regime of use and
opening timetable from the museum in general,
something that was favoured by means of anin-
dependent access with its own entrance controls
and that doubles up as a personnel, administra-
tion and management entrance. The proposed
layout also gave controlled access from the central
space of the museum,

The workplaces of those responsible for the libra-
ry, cataloguing. exchange, loan service, etc. aressi-
tuated around the vestibule/reception/left lug-
gagespace, etc. where control and accreditation of
readers takes place and where there is also a spe-
cific space for photocopiers, printers, etc. The book
and documentation depots have to be able to










grow, which is why it was proposed to empty an
directly connected wit
premises for consultation. The old Tea Room, in
turn, is destined for reading room and the lateral
spaces covered in arches and vaults, situated on
the first floor of the south wing. iloqsq\_i;t consul-
tation services. Articulated with this specialised
consultation space but integrated into the corres-
ponding services are the spaces for the specific
consultation of drawings and engravings, photo-
graphs, archive and documentation. These pre-
mises are ru:erposed between the public rpmn-

La doct ta Gae Aulenti

dadministration, and the di

Jjunto con el arquitecto Enric Steegmann, de los
prayectos redactados y realizados entre 1986 y
1997, ¥ autora de los proyectos de los espacios
piiblicos de acogida del piiblico y de exposicio-
nes permanentes ¥ temporales (1999 y 2004).

Valérie Bergeron es arquitecta y colaboradora
: del

of the worls carried out during 2000-2005.

Gaspar Costa isanarchitect collaborating inthe
drawing up of projects and in works manage-
ment, together with Josep Benedito.

The articles included have been written by the

different author: din the cor di

e Aulentiy 1
proyectos llevados a cabo entre 1986 y 2004.

Enric Steegmann ha sido arquitecto director de

lised I and the cos
cilities, which are located on rlll:er:!decn differ-
entlevels.

Management and Administration

The spaces destined for management, the chair’s
affice, the Trust chair’s office, with their corres-
ponding secretaries’ spaces and meeting rooms,
are located on the mezzanine floor in the south
sector. In turn, the spaces destined for contracting,
financial management, hurnan and financial re-
sources, public relations, publications and editing
are situated in the same sector but on the ground
Jloorlevel, given the greater degree of accessibility
required for facilities that give external services to
IJ::muieum Mpr ﬁchjrlmdsm rhchbmryand

las obras 1

0y

El arquitecto Josep Bene: ¢5 coautor junto

con laarquitecta Gae Al

introductions tothe texts, with certain modifica-
tions introduced in order to avoid repetitionsin
the information provided by the different texts.

Fase 1986-1997. Autores: Gae Aulenti y Enric
Steegmann, arquitectos. Colaboradares: Obiol,

los espacios piblicos realizados entre 1998 v
2005 y autor de los proyectos de la bilbioteca y
centro de consulta, reservas, restauracién y ad-

inistracion y director de las obras realizadas
durante ¢l periodo 2000-2005.

g

Gaspar Costaesarquitecto colaborador en lare-
daccidn de proyectos y direccién de obras, junto
con Josep Benedito.

Los articulos que se incluyen han sido redacta-
doi porlos dljemltcs autores indicados en las

This vestibule links up with the ml room
through a controlled access and, from here, with
the museum asawhole.

departments

It was proposed to situate the restoration work-
shops and the offices of those who work there on
Hrrfrsrﬂomnjlhabu\ldmgsmstwrng,nlmvtlh?

introducciones de sus textos,
con ciertas modificaciones impuestas para evi-
tar algunas repeticiones en la informacién
aportada en los diferentes textos.

Thearchitect DrGae Aulentiis the co-author, to-
gether with the architect Enric Steegmann, of
the projects drawn up and carried out between
1986 and 1997, and the a tharuflhcpro]cds,l‘ur

Moyay estructuras, J.G.Asociados,
Angel Sdnchez, Josep Villalonga, instalaciones,
Piero Castigli luminacion, Higini Arau,
actistica, Juan Ovejeroy Pedro Galera, arquitec-
tos técnicos, Albert Aballanet, Rosa Bassols, Va-
Iérie Bergeron, Anne-Monique Bonadef, Anna
Casanovas, Anna Escudero, Angela Gori, .-lngel
Muiioz, Anna Ma. Ovejero, Juan Ovejero, Emil
Palau, Giuseppe Raboni, José Manuel Quifioa,
Eulalia Sdnchez, Josep Ma. Serra, Imma Subias,
Juan Lluis Zamora, equipo de arquitectura, Pal-
imira Espuelas, archivoy secretarfa. Construc-
cién: UTE Palau Nacional.

Fare 2000-2004. Proyecto espacios piblicos y
de manente y Autores:
Dott, Arch. Gae Aulenti y Valérie Bergeron, ar-

quitectas, Colaboradores: Anne Imbert, Marce-
la Lavitula, Fernanda Matasy Marco della Por-
ta, arquitectos. Colaboradores: Piera Castiglio-

rquitecto, y BM Lighting design, flumine
cién. Proyecto espacios privados del museoy di-
reccidn de obms deJ conjunto. Autor: Josep Be-

the Museum's public spaces, the

depots.Thi . in  cesforthe publicand the permanentand tempo-
ive ch initspossi-  rary exhibiti es between 1999 and 2004.
blh‘lfrsfornaturarligmirig,
Two internal staircases have been built, linking  Valérie Bergeronisan architectand sanova:
this workshop with the reserves of the ground — of th hitect Gae Aulenti and te, Miquel Milian, Jordi

fioor and the unloading bay for works of art. Be-
causeof its specific characteristics, the stone resto-
ration workshop is situated on the ground floor,
near the unloading bay.

The various conservation departments of the
museum are situated on the first floor of the east
wing. The need to have the necessary surface
space available for new requirements will be
resolved with the construction of mezzanine flo-
orsin this sector.

nedito, Valérie Ber-
geron, Gaspar (‘mn, M?® José Pacheco, Anna
Freixa, David Hernando, Mariana Diodati,
Cristiana Marzoli, Max Hausmann, AlvaroCa-

the projects carried out between IQEGmIEfqu

Enric Steegmann has been the directing architect
of the works between the years 1990 and 1997.

Thearchitect Josep Beneditois the co thor,

tos, qurmsLdprz estudian-
g, ¥ Teresa Serna,
aparejadores, AIA Salazar & Navarro, instala-
ciones, y Albert Salazar, arquitecto instalacio-
nes, Jordi Fornellsy Cristian Gonzdlez,arquitec-
105,y David Rotllan, ingeniero industrial y Jordi
Oliva, mgemem telecomunicaciones, Agusti

getherwiththe architect Gae Aulenti, of the pro-
Jects for the public spaces carried out between
1998 and 2005 and the author of the projects for
the library and consultation centre, reserves,

Obial, turas y J. Ignacio Esku-
i rquluclaca!abamdorcs(ruc(uMs Fotogra-
Jia: Lluis Casals.
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