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1.1 Definition

An art gallery or art museum is a building
or space for the exhibition of art, usually
visual art. Museums can be public or
private, but what distinguishes a museum
is the ownership of a collection. Paintings
are the most commonly displayed art

objects; however, sculptures, decorative
arts, furniture, textiles, costume, drawings,
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pastels, watercolours, collages, prints,
artists’ books, photographs, and installation
art are also regularly shown.['l Although
primarily concerned with providing a
space to show works of visual art, art
galleries are sometimes used to host other
artistic activities, such as performance art,
music concerts, or poetry readings.?!

1.1 ZREMIEE X

CAEYESERERREZAR (BEEN
RER) NERAATE, BUETUL LA
8, LT R EYN, EREVIENERE
HEGSHWEDREN,. HBEERELNE
R, BB, BKiFZAR. RE. AR, &K
¥. HE@m. K¥EE. fibaE. Op&. Z
ARERE. BEELUREKEZAGT+4E
Ro "RETAEHMENETEDHERHET
MRZARBNZE, ENEOEBERIEM

=l
2]
ZAR

]

ERER, URALR. TRE. BRHA
2%, @

1. The Louvre in Paris, France, is one of the world's
largest museums and it is the most visited art
museum in the world.
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1.2 Types of Galleries

The term is used for both public galleries,
which are non-profit or publicly owned
museums that display selected collections
of art. On the other hand private galleries
refer to the commercial enterprises for the
sale of art. However, both types of gallery
may host travelling exhibits or temporary
exhibitions including art borrowed from
elsewhere.

In broad terms, in North American usage
the word gallery alone often implies a
private gallery, while a public gallery is
more likely to be described as an art
museum. In British and Commonwealth

usage, the word gallery alone implies

a public gallery, while a private or
commercial gallery will be distinguished
using those terms, and the word museum
alone is generally understood to refer to
institutions holding collections of historic,
archaeological or scientific artefacts, rather
than of fine art.

Galleries in museums

The rooms in museums where art is
displayed for the public are often referred
to as galleries as well, with a room
dedicated to Ancient Egyptian art often
being called the Egyptian Gallery, for

example.

1.2 ZREMIBERR
ZAREBYIEREAXZAEYIE, NERAZ
REME, 2HZABYERFEFNMERIA
FHRRZARGOENE, RAZAREDIEN
EMLEAFEEZAGMHATRTIAOF LM,
A, RAPRENZAREYIEE TN HEER
WZARBHTHKEREN IR RH,
-XCkWE, AL, EREBFERAZAE
WIE, MAHEREMNHERAZAEDE, &
KEBER, EREENRLQ2LAZAREYIE,
Htb RO EZRBERRABAZRIERF L X
RiE. BYWE—BAURREXNHLE. FEHH
FROEHATERBAONGE, BETRHEARE
HYIE P A EARIE
BYEPHZRAERHATRANTEBE h
MAZERE, flw, ENMRTERRZIARGH
ZEBBERIERREARE,

2. The Gallery of Cornelis van der Geest, Willem
van Haecht, 1628. A private picture gallery as an
early precursor of the modern museum.

2. ARG - R - BEFUBROR AT EARIET 1628
FEFB, XRBAZRNEEUREDIEN LR,
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Chapter 1 Outline

1.3 Brief History

Apart from public art, designed from

the start for public display, large and
expensive works of art have generally been
commissioned by religious institutions,
who normally have wanted these to be on
display in temples or churches, rulers, the
social elite, or civic bodies. Much art in
private ownership has long been available
for viewing by some portion of the public.
In classical times religious institutions
began to include a function as art galleries,
with Roman collectors of engraved gems
(including Julius Caesar) and other objects
donating their collections to temples; how
easy it was to get to view these small items
is rather unclear. In Europe, from the late
medieval period onwards, many areas

of royal palaces, castles and the houses
of the social elite were often generally
accessible, and large parts of the art
collections of such people could often be
seen, either by anybody, or by those able
to pay a small price, or those wearing the
correct clothes, regardless of who they
were, as at the Palace of Versailles, where
the appropriate extra accessories (silver
shoe buckles and a sword) could be hired
from shops outside. The treasuries of
cathedrals and large churches, or parts of
them, were often set out for public display.
Many of the grander English country
houses could be toured by the respectable
for a tip to the housekeeper, during the
long periods when the family were not in
residence.

Special arrangements were made to

allow the public to see many royal or
private collections placed in galleries, as
with most of the paintings of the Orleans
Collection, which were housed in a wing

of the Palais Royal in Paris and could
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be visited for most of the 18th century.

In Italy the art tourism of the Grand

Tour became a major industry from the
Renaissance onwards, and governments
and cities made efforts to make their

key works accessible. The Capitoline
Museums began in 1471 with a donation of
classical sculpture to the city of Rome by
the Papacy, while the Vatican Museums,
whose collections are still owned by the
Popes, trace their foundation to 1506,
when the recently discovered Laocodn
and His Sons was put on public display.
A series of museums on different subjects
were opened over subsequent centuries,
and many of the buildings of the Vatican
were purpose-built as galleries. The Uffizi
in Florence opened entirely as a gallery

in 1765, though this function had been
gradually taking the building over from the
original civil servants’ offices for a long
time before. The British Royal Collection
remains distinct, but large donations

such as the Old Royal Library were made
from it to the British Museum, established
in 1753. The building now occupied by
the Prado in Madrid was built before the
French Revolution for the public display of
parts of the royal art collection, and similar
royal galleries open to the public existed
in Vienna, Munich and other capitals. The
royal treasury of the Kingdom of Saxony,
the Grunes Gewolbe, was opened to

the public in the 1720s. The opening of
the Musée du Louvre during the French
Revolution (in 1793) as a public museum
for much of the former French royal
collection certainly marked an important
stage in the development of public
access to art, transferring ownership to a
republican state, but was a continuation of
trends already well established.
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3. The interior court of the Palace of Versailles

3. A REEARE
4. The Grand Trianon Castle interior
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Privately established museums began

to be founded from the Renaisssance
onwards, often based around a collection
of the cabinet of curiousities type, such as
the Ashmolean Museum in Oxford, opened
in 1683 to display a bequest to Oxford
University, and the British Museum in
London (1753), after bequests to the state.

1.3.1 Architecture

The architectural form of the art gallery
was established by Sir John Soane with
his design for the Dulwich Picture Gallery
in 1817. This established the gallery as a
series of interconnected rooms with largely
uninterrupted wall spaces for hanging
pictures and indirect lighting from skylights
or roof lanterns.

The late 19th century saw a boom in the
building of public art galleries in Europe

5-6. Dulwich Picture Gallery in 1817 defined the
architectural form of art museum.
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and America, becoming an essential
cultural feature of larger cities. More art
galleries rose up alongside museums and
public libraries as part of the municipal
drive for literacy and public education.

In the middle and late 20th century earlier
architectural styles employed for art
museums (such as the Beaux-Arts style
of the Metropolitan Museum of Art in New
York City or the Gothic and Renaissance
Revival architecture of Amsterdam’s
Rijksmuseum) were increasingly replaced
with more modern styles, such as
Deconstructivism. Examples of this trend
include the Guggenheim Museum in

New York City by Frank Lloyd Wright,

the Guggenheim Museum Bilbao by
Frank Gehry, Centre Pompidou-Metz

by Shigeru Ban, and the redesign of the
San Francisco Museum of Modern Art by

5. 6181 7EEIBRNEFFBBHE T TARAEMIENRKA
iz
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