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Editorial 

Museums, it is said, are booming. Attendance is mounting and in some cases breaking 
all records. In France, 70 million visits a year are recorded, three times the rate in the 
1950’s. In Australia, in the twelve months spanning 1989 and 1990, 17 million visitors 
called on 187 museums; during the same period, the twenty-eight museums of New 
Zealand welcomed 3 million visitors. And in Canada it appears that more people attend 
museums than sports events. Visitors have thus become a major force on the museum 
scene and their needs and requirements play an increasingly preponderant role in the way 
museums function. 

Learning what these needs are is no longer simply a matter of flair and intuition; the 
growing field of visitor studies has brought to bear upon this question a host of research 
tools, methods and attitudes aimed at making museums an educational environment 
where communication with the public is a top priority. The very term ‘visitor studies’ has 
evolved over the years from the gathering of basic statistical data to the development of 
fully fledged behavioural profiles. 

To shed light on how this area of study came to be and its impact on contemporary 
museum life, Museum Intervational called upon one of the leading figures in the field 
to co-ordinate this issue’s thematic dossier, Dr C. G. Screven, Director of the International 
Laboratory for Visitor Studies at the University of Wisconsin (Milwaukee) in the United 
States. In his introduction and in the article that follows, Dr Screven reports on the state- 
of-the-art in this rapidly expanding discipline and provides detailed guidelines to assist 
museums in embarking upon rdsearch and evaluation projects. W e  are very grateful to 
him for sharing his vast experience with our readers. 

A description of the Musée Grevin in Paris completes the dossier with a glimpse of some 
unusual visitor reactions. Finally, w e  have accompanied the articles with photographs 
showing a highly personal vision of visitors. They are the work of Gilma Suarez, a 
Colombian photographer who has had a long-standing fascination with museum look- 
alikes. 

M.L. 
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Visitor studies: an introduction 
C. G. Screven 

Over the years, considerable progress has 
been made by museums throughout the 
world in designing the scholarly, aesthetic 
and physical aspects of exhibition spaces. 
Less understood by museum managers 
and exhibition planners are the motivations, 
preconceptions, attitudes and learning ca- 
pabilities of visitors (and potential visitors) 
- especially unguided visitors, the indin 
audience, who view exhibits without the 
benefit of teachers, docents or others to 
explain or interpret what they see. Muse- 
ums are comfortable places free of pres- 
sure where one can learn about art, sci- 
ence, history and culture at one’s own 
pace. Unlike schools, they have no grades, 
no ‘top-down’ control and no reasons to 
pay attention or expand effort on a topic 
except for its own sake. While museums 
have more educational potential for inde- 
pendent, self-directed learning than is gen- 
erally realized, limited knowledge about 
the needs of the public for understanding 
exhibit content has led to exhibits that 
mislead and confke the majority of 
visitors. 

However, evidence indicates that exhibi- 
tions for unguided casual visitors can be 
educationally effective. But this requires 
that planners have reliable knowledge about 
the interests, preconceptions, and limita- 
tions of the public and about how fun, 
challenge, mystery and social activities can 
be used to create the conditions for learn- 
ing in museum settings. Unfortunately, 
museum directors and exhibit planners 
seldom possess such knowledge; on the 
contrary, they often approach decisions 
about exhibit content and format with 
many misconceptions about the public 
who will eventually view them. This is 
mainly because directors and planners 
have limited direct experience and back- 
ground concerning the actual public or 
with the museum as a teaching - learning 
environment. 

Motivating and communicating in mean- 
ingful ways to unguided visitors under the 
leisure-oriented conditions of museums 
requires a different perspective than would 
be appropriate in classrooms. Over the 
past twenty years, encouraging progress 
has been made in research with museum 
visitors, their use of exhibits, ancl their 
responses. It is now possible to identih 
some of the factors that affect the produc- 
tivehon-productive use of exhibits by the 
public and some of the characteristics of 
the visitor - exhibit relationship that en- 
hance (or inhibit) the quality of attention 
and what visitors learn. 

With growing competition from other leis- 
ure-time activities and the need to remain 
financially viable, many museums now 
recognize that the voiuntary, seif-directed 
nature of museum visitors requires exhibits 
to be ‘entertaining’. But, this poses a di- 
lemma: museums are not amusement ar- 
cades, and some kind of educational or 
cultural enrichment is the primary pur- 
pose, not entertainment. So the question is 
how to survive in a competitive world and 
still remain fundamentally educational. 
Fortunately, much educational research in 
recent years strongly suggests that enter- 
tainment need not be at the expense of 
education if it is used as a means to an end 
and not as an end in itself. ‘Fun’ aspects of 
exhibits can be made to stimulate visitors 
to become involved with their content so 
that new information can be acquired. The 
challenge is combining these elements 
with those which communicate useful in- 
formation and ideas. 

Unfortunately, some museums that have 
attempted to do this have produced enter- 
taining exhibitions that do not require 
focused attention on the exhibit’s content. 
Unless great care is taken, dazzling media 
and electronics can defeat an exhibit’s 
communication purpose by overpowering 
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Visitor studies: an introduction 

the message and reducing tlie concen- 
trated attention essential to learning. The 
primary purpose of any exhibit design or 
strategy is to coiiziizr~nicate. not to impas. 
If educational impact is the consequence 
of visitor involvement with the content of 
an exhibit, then entertainment must be 
designed to motivate this involvement. 

There is still much to be learned about how 
exhibits can both stimulate interest and 
facilitate learning. But principles are emerg- 
ing that can be applied to what unguided 
visitors are likely to do during a visit, how 
they will move through exhibit spaces, 
how much time they spend reading text, 
viewing a display, remaining in an exhibit 
hall, and even choosing what exhibit halls 
to visit. These principles are described in 
the articles that follow and form the con- 
text in which educational exhibits for tlie 
general public must function. Positive and 
negative impressions that visitors experi- 
ence affect whether they come back, bring 
friends or encourage others to visit (or not 
to visit). Exhibit characteristics such as tlie 
density of new information, logical organi- 
zation, crowded text, placement, entrances/ 
exits, media, active/passive exhibit eie- 
ments and museum services, all play a part 
in what these impressions will be. 

Interest in such matters has led to a rela- 
tively new discipline which, in the United 
States and Canada, is being called 'visitor 
studies'. Most readers are familiar with 
audience research in terms of socio-eco- 
nomic surveys, which provide data on 
demographic attributes of visitors, visita- 
tion habits and attitudes. Although this 
data may be useful, there are other aspects 
that have been generally ignored by mu- 
seum planners but which should have a 
more direct effect on decisions about spe- 
cific exhibit elements. Examples would 
include how visitors react to, and are 
motivated by, exhibits, their reading level, 
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entering knowledge, biases and iniscon- 
ceptions about exhibit topics, time con- 
straints, perceptions and activitiedevents 
likely to be 'rewarding' to particular visitor 
groups. Such information helps exhibit 
planners make more realistic decisions 
about the content and style of kdbek, 
choice of artefacts, illustrations, colours, 
placements, the design of instructions and 
signposting, marketing, and content or- 
ganization. These go far beyond the Famil- 
iar visitor surveys and broaden the mean- 
ing of the term 'visitor studies'. 

The most extensive and long-term system- 
atic efforts to develop and apply visitor- 
studies research have been in the United 
States, Canada and the United Kingdom, 
the result of which has stimulated similar 
efforts in France, Germany, Australia, New 
Zealand, Holland and India, etc. System- 
atic efforts in France have grown rapidly in 
recent years and there should soon be 
good .,examples of educational exhibits 
from other countries that are utilizing evalu- 
ation' and visitor-centred approaches. '. 

This specjal. ikqe of Museimi h7Yenîn- 
tionnl di$%bes this new perspective in 
sopie of ~$5 countries active in ti& fieid. 
InCruded here are reports from the United 
States, the United Kingdom, Canada, France 
and Germany. Both time and space have 
liiniteü 'the number of articles that would 
otherwise have been included from, for 
exampie, India, Spain, Sweden, Australka, 
Israel, the Netherlands, New Zeaiand, Rus- 
sia and Greece. Many other countries are 
currently encouraging museum profession- 
als to iead the published literature i"n tlie 
field; attend international conferençes and 
irivitFspecialists to their countries.fGshoct, , 
there are exciting plans going on 'behind 
the .scenes' that should, in tlie next few 
ye&, produce demonstyable results in 
new' exhibit installations "all over the 
world. w 

.. 
<, 
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United States: a science in the making 
C. G. Screven 

The United States has led the way in defin- 
ing and refining the body of knozuledge 
that has come to be knouva as ‘uisitorstui- 
ies’. Based on the postdate that tniiseum 
have a dynamic social role and responsi- 
bilities to thegeneral, non-specialistpublic, 
research met~~odsaizdprocedLires hcrue been 
devised to produce practical results uhich 
caiz be integrated into euetyday museum 
operations. These are descnbed in tbis 
article. 

Y 
G ‘Z 
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The term ‘visitor studies’ has undergone 
important changes over the past twenty- 
five years. Its original association was with 
visitor surveys conducted to help adminis- 
trators justify expenditure, predict attend- 
ance or improve efforts to cater to larger 
audiences. Today, visitor studies encom- 
pass not only demographics and attend- 
ance data, but such activities and topics as: 

The ‘psychology’ and ‘personality’ of visi- 
tors, for example, learning styles, atti- 
tudes, knowledge about exhibit topics, 
language skills and time frames. 

Observable behaviour patterns of visitors 
in museum environments, such as 
where they go, whom they come with, 
time spent, label reading, fatigue, fam- 
ily and social behaviour, return visits, 
use of services and preferences for 
hands-on and interactive devices or 
other exhibit formats. 

ISSN 0027-3996, iihsezrm Intenirr 
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The ability of visitors to understand exhibit 
messages and the impact of exhibit 
information on visitor attitudes, behav- 
iour, misconceptions, interest, etc. 

How the design and presentation format of 
signposting, labels, objects, layout, 
media, noise, information density, etc., 
affect reading behaviour, comprehen- 
sion, way-finding, attention, the ability 
to follow directions, time spent, atti- 
tudes and other reactions. 

The development and improvement of 
measurement and evaluation methods 
for assessing visitor learning, short- 
and long-term impact of exhibit expe- 
riences, involvement, effort, social- 
behaviour patterns, attendance and 
post-visit interests. 

Evaluation in visitor studies involves the 
systematic effort to obtain data about mu- 
seum audiences that contribute to plan- 
ning educational exhibits (visitor 
demographics, knowledge, pre-concep- 
tions, interest, attitudes). Evaluation seeks 
information on whether an exhibition is 
successful or not, how early versions of 
exhibit ideas (mock-ups) appeal to visitors 
so that potential problems can be antici- 
pated or improvements suggested. The use 
of evaluation in visitor studies is not the 
same as formal research. It simply provides 
concrete information to help improve de- 
cisions about exhibits such as the placing 
of labels or other practical matters. Today, 
evaluation in American museums mainly 
seeks cost-effective solutions to immediate 
questions that arise during the planning 
and design process. 

Evaluation tools in use during different 
stages of exhibition development include: 

Surveys, questionnaires, focus groups, 
observations providing basic informa- 

tioiiai (UNESCO. Paris), No. 17X (Vol. XLV. No. 2. 1993) 
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United States: a science in the making 

tion about targeted audiences, tasks 
and goals used during the planning 
stage of exhibit development (fiioizt- 
eizd evaluation). 

Observations and testing visitor reactions 
to quickly made mock-ups of exhibit 
ideas during early stages of their design 
(fionnative evaluation). 

Observations, testing and evaluation of the 
overall impact of the exhibit after it is 
installed and occupied (sui?zmative 
evaluation). 

Using formative evaluation to improve 
installed exhibits ( mnedidevaluation) . 

The different kinds of information pro- 
vided here form a basis for exhibit devel- 
opers to make more informed decisions 
about exhibit goals, to avoid problems 
and, in general, to increase the chances for 
success both educationally and 
motiva tionally. 

A little history 

In 1916, Benjamin Gillman, a museologist, 
wrote an article in ScientZfic Montlily on 
museum fatigue. He photographed visitors 
to test the idea that visitor fatigue resulted 
from the poor designs of exhibit cases. His 
photos showed the physical efforts visitors 
had to make (kneeling, twisting, stretch- 
ing, etc.) to examine objects on display. He 
concluded that this encouraged superficial 
viewing and suggested that designers 
should take the physical and psychological 
aspects of visitors into account when de- 
signing display cases. He predicted that 
this would improve the quality of visitor 
attention. During this early period, there 
was lively criticism of museums in which 
they were characterized as ‘places of gloom’, 
‘cemeteries of bric-à-brac’ which were gen- e O UNESCO 1993 
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C. G. Screuen 

erally insensitive to visitors’ needs, boring 
and difficult to understand. Gilman’s con- 
cerns and study anticipated the visitor- 
studies viewpoint of the 1980s. 

In the 1920s, the first evidence of a visitor- 
oriented methodology was applied by Otto 
Neurath to an educational exhibition on 
social change in the Social and Economic 
Museum inVienna. Each exhibit’s ‘message’ 
was first analysed, graphics and 
other features were then developed and, 
finally, efforts to improve their quality were 
made through trial and error. Known as 
the Isotype method (International 
System of Typographic Picture Education), 
the process began with visitors’ needs 
and communication goals and proceeded 
to designs that best served these goals - 
a ‘bottom-up’ model for exhibit 
development-anticipating what laterwould 
be regarded as a visitor-studies approach to 
exhibit planning and development. 

Between 1928 and 1931, Edward S. 
Robinson and Arthur Melton, with help 
from the American ASSOC?dtiOn of Niuse- 
ums and the Carnegie Foundation, con- 
ducted a series of classic empirical studies 
of visitors as they moved freely through 
galleries and at choice points, recording 
the number and location of stops, and their 
use of exits and other aspects of behaviour. 
Their data yielded reliable behaviour pat- 
terns, distribution ofvisitor attention within 
galleries and other information which 
revealed orderly behaviour patterns in re- 
sponse to architecture, fatigue, exhibit lay- 
out and interpretive labels. 

In the 1940s, various studies gathered data 
on ways exhibit designs affected participa- 
tory behaviour, traffic flow, label usage, 
the role of story lines in enhancing visitor 
interest, the effects of live demonstrations, 
light and colour, and how the ratings of 
exhibits by museum experts compared 

with those by ordinary visitors. Although 
this shift towards the psychology of lay 
visitors developed slowly, several signifi- 
cant and sophisticated evaluations were 
conducted which paved the way to what 
was to come in the 1970s. Most notable 
among these were pioneering studies by 
Harris Shettel, which were the first to use 
mock-ups systematically to pre-test view- 
ers’ reactions and revise text and illustra- 
tions prior to fiinal production. Shettel also 
employed an array of measurement strate- 
gies: unobtrusive observation, photogra- 
phy, closed-circuit TV, interviews, objec- 
tive tests, as well as pre-testing experimen- 
tal mock-ups. 

By 1970, interest in experimentation and 
evaluation research in the United States 
had gathered momentum. An increasing 
body of knowledge on museums as learn- 
ing environments took shape, and included 
pioneering work on visitor and Family 
behaviour patterns, visitor movement, atti- 
tudes and learning, testing the attention 
capabilities of interactive response devices, 
criteria for evaluating exhibit effectiveness, 
applying naturalistic evaluation methods 
and comparing the effectiveness of visitor 
orientation strategies. 

This emerging knowledge base supported 
the idea that information obtained from 
and about visitors should improve the 
ability to design exhibits and programmes 
that more effectively communicated to lay 
audiences. The burst of interest and activ- 
ity in the 1970s was facilitated by a series 
of national forums initiated by the 
Smithsonian Institution on museums as 
educational environments that brought 
together and helped focus the field toward 
multi-disciplinary approaches to the edu- 
cational aspects of museums. 

In the 1980s, growing interest in informal 
education and visitor studies spread to 
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United States: a science in the making 

more museums and zoological and botanic 
gardens. Private funding also increased. 
The Kellogg Foundation took an interest in 
and funded a national series of training 
programmes for museum directors, educa- 
tors and curators aimed at increasing their 
awareness of the potential for visitor-cen- 
tred exhibits. The American Association of 
Museums’ publication Museziw News ran a 
series of articles on visitor learning, evalu- 
ation and educational programming. In 
1990, the AAn/I gave Standing Committee 
status to the Committee on Visitor Re- 
search and Evaluation and a new national 
organization, the Visitor Studies Associa- 
tion, was formed in 1991. 

But, in spite of all this attention in the name 
of education, museum planners were still 
not employing visitor methods en masse. 
Most exhibit decisions remained ‘top-down’ 
and design features were determined mainly 
by artistic and subject-matter specialists 
with little or no information on how lay 
visitors might respond. By the beginning of 
the 1990s, exhibit planning and design 
were promoted in the name of education, 
but remained, in practice, more or less 
isolated from the public. 

Museums and education 

Traditionally, the educational role of mu- 
seums has taken the form of school pro- 
grammes, guided tours, outreach pro- 
grammes, interpretive kits and publica- 
tions aimed at helping different age-groups 
and kinds of visitors to make sense of 
exhibitions. Before the mid-l980s, educa- 
tion staff were seldom concerned with 
planning exhibitions that, later, they were 
expected to interpret to the public. In 
developing their own programmes and 
materials, their background and daily con- 
tact with real visitors have given them the 
advantage of knowing something about 

the general public and the educational 
process. These programmes have gener- 
ally been more educationally productive 
than exhibitions for unguided visitors. 

Like museums elsewhere, those in the 
United States began as places for the cue 
and study of collections by scholars. Mu- 
seum mission statements have long as- 
serted that ‘educating and informing the 
public at large’ was a major mission. In 
practice, however, priorities usually l-iave 
been on collections and scholarly research 
in which the focus is the exhibit’s value for 
knowledgeable rather than lay audiences. 
Objects were said to ‘speak for themselves’ 
and it was the visitor’s responsibility to 
derive meaning from them. Exhibits simply 
provided the opportunity for learning by 
those with the interests and background to 
benefit rather than the general public. Only 
recently have museums begun to give 
priority to exhibitions as an educational 
medium for general and non-traditional 
audiences. The great assets of museums - 
their expertise and collections - are being 
redirected to provide the needed support 
for the role of the exhibition as a teaching 
medium. 

This new priority, however, has not re- 
sulted in a new influx of understandable 
exhibits. While exhibitions l-iave become 
more entertaining, their educational sub- 
stance, despite the best of intentions, is 
rarely getting through to most visitors. One 
reason for this is that their planners are 
designers, curators and copy-writers who 
have had no formal course-work in educa- 
tional psychology, tests and measurement, 
or communication. Their view of the ‘pub- 
lic’ has been formed mostly by their expe- 
rience with graduate students, peers and 
other knowledgeable people. This means 
that their well-intentioned efforts to design 
educationally effective exhibits are handi- 
capped by their isolation from the public 

b 
7 

O UNESCO 1993 9 



C. G. Screveii 

and their unrealistic views about the ex- 
hibit medium. 

The scholarly focus of exhibits and ‘top- 
down‘ decision-making processes have 
probably been the chief contributors to the 
poor track record of would-be educational 
exhibits. From a visitor-studies point of 
view, the problem is a systemic one that 
requires shifting responsibilities from cura- 
tordspecialists and exhibiugraphics-design- 
ers to educators, instructional designers and 
evaluators. In other words, exhibit plan- 
ning, design and installation would start by 
identifying the message, or messages, and 
work backwards to the objects, layout, 
presentation media and formats most likely 
to convey the message. Subject-matter spe- 
cialists (curators) would have prime re- 
sponsibility for identifying exhibit content 
and communications specialists would trans- 
late messages and shape presentation for- 
mats to attract visitors. Samples of target 
visitors would become a part of the ‘editing’ 
process at various planning stages through 
responses to questionnaires, interviews and 
focus groups. The critical stages for visitor 
involvement would be prior to and during 
stages of exhibit design, after installation to 
assess overall performance and after a pe- 
riod of public visits to correct or adjust 
interpretive signposting. An evaluatorwould 
be on the exhibition team with responsibil- 
ity for maintaining linkage between exhibit 
messages (or purposes) and visitor reac- 
tions, attitudes and learning. The evaluator 
would (a) collect front-end data on visitor 
knowledge, attitudes and preconceptions 
and reactions to mock-ups of visuals, text 
and presentation formats; (b) co-ordinate 

summative and remedial evaluation; and (c) 
report results to the exhibition team with 
recommendations. Each team would be led 
by a ‘team director’, responsible for guiding 
the exhibit through planning 
and installation to post-installation adjust- 
ments, and maintaining communication 
between members. A ‘summary protocol’ 
covering all exhibit elements and evalua- 
tions would serve as the co-ordinating docu- 
ment to keep the team informed of progress. 

There appears to be a growing consensus 
in the United States that preparing and co- 
ordinating such activities should not be the 
job of curators or other subject-matter 
specialists whose role should be confined 
to tasks for which they are uniquely quali- 
fied: that is, elaborating the messages to be 
delivered by an exhibit or programme. 
Planning for the delivery of these messages 
would be left to persons experienced in 
educational communication and evalua- 
tion processes. 

Some working principles 

A few of the working principles that have 
emerged from the accumulated experi- 
ences of the past thirty years would include 
the following. 

Audience information should be available 
to planners before decisions are made 
concerning exhibit content and presenta- 
tion. Such information would include data 
on the knowledge, attitudes, expectations 
and misconceptions that visitors have about 
prospective exhibit topics, objects and art- 
ists and on the kinds of questions they 
might pose, their special interests, per- 
sonal experiences, beliefs and preferences. 
This could be obtained from the visitors 
themselves and from published literature. 
The most important educational goals of 
the exhibit - primary messages, what visi- 
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United States: a science in the making 

tors are expected to do, feel and learn - 
need to be carefully identified beforehand 
using this information. 

Just as much attention should be given to 
ways to motivate visitor involvement with 
the content of key exhibits. There must be 
a fun element in the experience or visitors 
will ignore the exhibit. 

Rewarding features of exhibits must be 
designed to encourage visitors to give 
focused attention to exhibit content, visu- 
als and text, which are keys to the learning 
that should take place (for example, asking 
visitors to make comparisons, discovering 
answers to leading questions, solving a 
problem! and to discourage random, 
unfocused attention. Lots of activity at 
popular exhibits does not necessarily mean 
that useful ideas are being conveyed. 

Exhibitions that require visitors to follow a 
specific path should be avoided or mini- 
mized. Orientation panels can provide a 
‘menu’ of approaches, sequences and struc- 
tures that visitors can then adapt to their 
interests, personal learning styles and time- 
frames. These measures can reduce visitor 
fatigue and encourage more efficient use 
of the visit. 

Visitors should be able to skip from one 
panel to another without becoming ‘lost’ or 
confused. Whenever possible, understand- 
ing a display should not depend on imme- 
diately understanding it or interacting with 
another display. 

Most visitors notice objects, pictures, move- 
ment: and manipulative/action elements 
more than they do text. Such elements can 
generate enough interest to encourage 
visitors to seek more information from text, 
graphics or other materials. However, they 
are likely to do so only if the text is easily 
and quicklyfound, as close to the object as 

O UNESCO 1993 

possible, well illuminated, using large print 
and having high contrast. Avoid placing 
text too far away from the exhibit or on an 
opposite wall, numbering labels to be 
matched to exhibit objects, or see-through 
mountings on glass. Text should require 
minimal time for comprehension; how- 
ever, it must not be too short. Visitors 
prefer more text when explanation is 
needed and they resent shortened text that 
does not answer a question. Length, posi- 
tioning and other features should always 
be pre-tested with visitors. 

Objects, illustrations, text, headings, ques- 
tions and processes must use familiar, 
active language and visual formats when- 
ever possible. 

Time is crucial to most visitors. The less 
time required to decipher an exhibit’s 
message the better. Pursuing the content of 
an otherwise interesting exhibit is influ- 
enced by the amount of time visitors be- 
lieve will be needed to get an answer to a 
question or to find desired information. 

Noise, crowds, sight-lines and unfamiliar- 
ity often distract attention from individual 
panels or confuse visitors. They can be 
corrected only with observations made 
after public occupancy. A portion of the 
exhibit budget (commonly 10 per cent) 
should be set aside to make adjustments to 
interpretive components after public occu- 
pancy (remedial evaluation). Signposting, 
headings, text and graphics are the compo- 
nents that most often require remedial 
adjustments. 

The potential of museums as places for 
alternative educational enrichment will 
require some time before it can be fully 
achieved. However, it seems clear that 
museums today have reached a stage where 
their benefits as real educational institu- 
tions are beginning to be realized. There * 
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Geougc Segnl, Portrait of 
with Mondrian Painting, 

Sidney Janis 
1967. 

are good reasons for optimism that there 
will be rapid changes in the next few years. 
Many museum planners are convinced that 
visitor studies can play a usef~il role in 
inaking exhibits more effective education- 
ally. Large and small museums of all kinds 
are already sending key staff to pre-confer- 
ence worlcshops on visitor studies meth- 
ods despite tight budgets and are re-assess- 
ing priorities so they can, at least, try to 
incorporate some aspects of visitor studies 
and evaluation into staff operations, sched- 
ules and budgets. Some are holding back 
portions of exhibit budgets to make adjust- 
ments to exhibits after installation and are 
reporting dramatic improveinents in in- 

creased attention and self-directed learn- 
ing of children and adults as a result. 
Eventually, these successes should lead 
others to follow the same path. 

Note 

Space does not permit publication of a 
complete bihliography that reflects the recent 
explosion of articles and I>ool<s devoted to 
visitor studies in tlie United States. The aiithor 
kas drawn LIP a Imic reference list OF books, 
bihliographies, journals, periodicals, articles 
and organizations concerned with visitor 
studies, which readers may obtain froin 
hi~~sei~in Iizterimtioiznl upon request. - Ed. 
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I/isitoi- studies iii Fraiice, timzigh of recent 
oi-igiri, n1.e iioruapei~r?iaiiêiitfeatiii-eoti the 
citltziial larzdscnpe. In this nificle, Ham 
Gottesclierier, editor of Publics et musées, 
traces the deuelopiiieizt of reseauAv Liiciel-i 
Miroriet; director of a social-siimey miit in 
Paris, describes a perwaiieiit uisitor-obser- 
untioiz project arid Jean Daunllorz, 
u1ell-kiioiivi iniiseologist arid pvofessoi. at 
the Uti iueisité Jean Mon riet it i Saint-Etier i I ie. 
explains ~UIJJJ eualiiatioii bas become itzdis- 
per isable. 

Research 

In France, evaluations were rare before the 
1980s but were to develop rapidly there- 
after. The importance that national authori- 
ties placed on the dissemination of culture 
(in particular scientific and technical cul- 
ture) coupled with the creation or renova- 
tion of museums and exhibition centres for 
both the sciences and the arts, encouraged 
the conducting of visitor surveys. Depart- 
ments devoted to evaluation, studies and 
research were set up in certain major 
institutions, as in the case of tlie Georges 
Pompidou Centre and the Cité des Sci- 
ences et de l’Industrie. Studies have occa- 
sionally been conducted or commissioned 
by the cultural reception and communica- 
tion departments of numerous arts centres 
and museums such as the Orsay and LOU- 
vre museums, and research programmes 
have been launched at ministerial level 
with support provided by local initiatives. 

In parallel with the publication of studies 
and research work, dissemination and train- 
ing bodies have been set up. A preliminary 
series of three symposia on exhibition 
media and evaluation was organized in 
1982 by Peuple et Culture and was fol- 
lowed by other symposia. A number of 
works were published on the initiative of 
Expo Média, including evaluation reports, 
theoretical examinations of the exhibition 
media and bibliographies. A periodical 
(Publics et r?izfsées) was founded in 1991, 
focusing on relations with tlie general 
public. Various French papers began to be 
submitted at symposia abroad and teach- 
ing curricula were set up (training courses 
and post-graduate specializations). 

The development of visitor evaluation in 
France lias benefited from earlier research 
work, particularly in the English-speaking 
countries. At first glance, there would seem 
to be a considerable diversity in the types 
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of approach, content and methods in- 
volved. The evaluations fall into three 
categories: preliminary (during the pro- 
gramming phase), educational (during tlie 
exhibition phase) or synoptic Cafter the 
exhibition has been opened to the general 
public). The studies deal mainly with tlie 
various types of visitors, their motivations, 
inethods of representation, visiting habits 
and initiation aspects. The data have been 
collected tlirough polls among national 
sample groups, questionnaires for visitors, 
in-depth interviews and observation of 
behaviour. 

Attetidance, niotiuatioiis and 
preferei ices 

There has been no shortage of attendance 
studies dealing with the socio-demographic 
features of visitors as well as tlie visiting 
conditions or methods, inotivations and 
preferences. 

Among the most recent surveys are the 
ones conducted among visitors to the Cité 
des Sciences, the Palais de la Découverte, 
the Louvre, the Musée d’Orsay, the Saint- 
Etienne Museuin, the Fountainebleau Mu- 
seum, the National Museum of Modern Art, 
the Georges Pompidou Centre and the 
Château and Park ofversailles. In a number 
of cases the results produced have been 
compared with those of carlier surveys, 
which makes such research on attendance 
all tlie more valuable. 

In addition to surveys conducted among 
visitors in museuins themselves, there have 
also been national surveys which have 
focused on specific institutions or which 
relate to cultural habits in general. Since 
1987, an opinion poll has been conducted 
each year, among the French population as 
a whole, with tlie aim of assessing the 
popularity and attractiveness of the Cité 
des Sciences. Since 1988, this survey has 
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been extended to other cultural institutions 
in Paris. This constitutes an interesting 
example of co-operation between differ- 
ent institutions, which makes possible the 
joint use of resources and results. 

If we are to understand and provide for 
certain trends in public response to exhibi- 
tions, w e  must be able to assess visits to 
museums and exhibitions as part of a whole 
range of cultural habits and to identifi the 
attitudes which the French public have with 
regard to various cultural activities. It is also 
important to work on the basis of certain 
representation concepts when devising the 
form an exhibition will take. Finding out 
who are and who are not museum visitors 
and attempting to define the target public 
makes it easier to fulfil the tasks that have 
been defined for a particular museum. It is 
not a matter of adapting the institution to 
any particular public at any cost but rather 
to have something to offer visitors which 
takes account of the real profile of the 
general public. 

Perception and interpretation 

When an exhibition is completed, educa- 
tional evaluations can be conducted with 
the aim of checking the effectiveness of 
certain components. Use is therefore made 
of more or less simplified prototypes and 
models, often in the form of written docu- 
ments. 

and observation procedures, research fo- 
cuses on the different types of visit, a 
comparison between the methods of ap- 
propriation of museological presentations 
according to various types of media (for 
example, display cabinets, notice boards, 
hands-on objects, audio-visual documents, 
computer games and live attractions) or 
preferences for various museological ac- 
cessories. These studies indicate, to vary- 
ing degrees, modifications that could be 
usefully made. 

Collecting data from visitors is not the only 
approach. In certain cases, where the ex- 
pertise of evaluation staff is explicitly called 
for, analysis criteria are proposed either for 
describing the objects or for drawing up an 
inventory of their impact on visitors. 

Some of the theoretical approaches and 
methodological contributions to be found 
in these reports are quite specific to studies 
in France. An illustration of this is the way 
linguistic problems are dealt with in pro- 
ducing and identifying description cards 
for scientific and technical exhibitions, and 
in the semio-linguistic analysis of display 
panels or the integration of didactic diag- 
nosis throughout the conception phase of 
a museum. Also worth noting is the study 
of socio-professional categories and the 
attempts to go beyond the mere utilization 
of socio-demographic features for defining 
classes of visitors. Some evaluation experts 
have emphasized the need to go further 
than the analysis of particular elements of 
the exhibition in order to focus attention 
on its overall structure and the significance 
it may have as perceived by visitors. They 
have also explored ways in which the 
integration of elements within a structure, 
or their non-integration in certain cases, 
can convey a particular meaning. 
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Withsynoptic evaluations based on a quali- 
tative approach mainly involving interview 

It was also considered useful to compare 
the effect of the meaning the designer 
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intended to convey with that actually per- 
ceived by the visitor. Such an analysis, 
coupled with the semiotic analysis of the 
exhibition and observation of visitors’ hab- 
its reveals whether the museum’s aims 
have or have not been achieved. 

Although obviously building upon the re- 
search tradition in the English-speaking 
countries, there is reason to observe that 
French surveys have their own specific 
identity. In particular, didactic, semiotic 
and linguistic approaches are strongly de- 
veloped and reflection on the exhibition 
media has highlighted the visitor as an 
agent of meaning. 

Observation 

In 1991, the Direction des Musées de 
France undertook to set up a permanent 
visitor-survey unit in a number of muse- 
ums (approximately forty institutions to- 
day). This initiative on the part of the 
Bureau d’Action Culturelle had been de- 
vised and tested the previous year in some 
ten institutions. 

The Observatoire Permanent des Publics 
(OPP) comprises a permanent survey pro- 
cess through an opinion poll conducted 
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among visitors to a museum on a given day 
with the aid of a do-it-yourself question- 
naire. This survey involves all visitors, with 
the exception of school parties (whose 
motivations and practical arrangements 
make individual consultation inappropri- 
ate) and those who are unable to take part 
for linguistic reasons (in the near future, 
the questionnaire will be provided in Eng- 
lish and, in certain museums, in other 
languages). 

Poster by He?& Di Rosa. 

The questionnaire deals with six major 
themes: (a) antecedents of the visit (expe- 
rience of the museum visited, information 
of all kinds in the visitor’s possession); 
(b) circumstances and motivation of the 
visit; (c) appreciation of the various parts of 
the museum visited; (d) degree of satisfac- 
tion and expectations; (e) readiness to 
return and possible reasons for doing so; 
and (0 socio-demographic features and 
geographical origin of the visitor. 

The sunrey is conducted on a permanent 
basis so as to reflect the changes and 
developments that affect what museums 
have to offer, as well as their attendance 
from year to year or from season to season. 
Data collected at a given time may be out 
of date a few months later as temporary 
exhibitions occur in succession and often 
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bear little resemblance to each other. The 
museums themselves adapt in order to 
meet more adequately public expecta- 
tions, fulfil new duties and attract new 
visitors. Museums undergo constant change, 
and reality as recorded by surveys is con- 
stantly subject to modification. By compar- 
ing at regular intervals the data recorded by 
OPP, it is possible to monitor these devel- 
opments and also to assess, at any time, the 
effectiveness of action taken by those in 
charge of cultural and communication 
policies. 

Thanks to OPP, the administrators of the 
museums concerned have permanent ac- 
cess to a 'scientific' method of identifying 
their visitors more clearly and of establish- 
ing a dialogue with them. Short-term sur- 
veys on specific problems of management, 
organization, communication and display, 
etc., may be conducted among visitors or 
a particular category of them in parallel 
with the permanent survey and according 
to the same method. 

It should also be noted that the OPP is 
considerably less costly than periodic sur- 
veys involving interviews. in addition to 
keeping down costs, it has the advantage 
of providing a national overview of the 
problem (though the questionnaire is 
adapted to each specific institution) and 
the centralized utilization of the answers to 
the questionnaire. 

A methodology adapted to the context 

In any survey, the reliability of the results 
depends on the validity of the methods 
used, the rigour with which they are ap- 
plied, the relevance of the questions and 
the sincerity of the answers. A survey using 
a 'do-it-yourself' questionnaire is undoubt- 
edly more likely than any other to be 
exposed to certain influences which can 
affect the answers in so Far as it gives far 
greater latitude to the people questioned. 
If, however, the visitor's co-operation is 
secured, the questions are well understood 
and the practical arrangements are up to 
scratch, there is no valid reason for ques- 
tioning the value of the information col- 
lected in this manner. For all that, the 
influences inherent in the OPP method 
(which may themselves be evaluated) are 
a constant, which means that changes in 
the results over time and comparisons 
between different institutions can be accu- 
rately monitored. 

As in any survey, OPP strikes a compro- 
mise between ideal statistical rigour and 
the more or less favourable reality of local 
circumstances; by encouraging greater 
awareness among administrators, by train- 
ing reception staff and involving and mo- 
tivating the visitors being questioned, every 
effort is made to create the most positive 
conditions for the successful outcome of 
the approach adopted. 

The visitors in the survey are selected on a 
random basis according to the number on 
their admission ticket. Do these visitors 
actually respond? Around 80 per cent of 
them do. It is an accepted fact that the 
participation rate of people questioned is 
usually much lower in a conventional 
survey with a face-to-face interview. This 
high degree of participation is by no means 
automatic; it is obtained when many fa- 
vourable conditions are met, first and fore- 
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most, by the form and content of the 
questionnaire which, in this instance, plays 
a fundamental role. 

The questionnaire normally includes no 
more than four pages. Special care is taken 
to make it attractive (structure, typogra- 
phy, colour, clarity, etc.). Its content, how- 
ever, is just as important from the visitors’ 
point of view. The questions are not only 
of interest to the museum administrators 
but also enable visitors to assess their own 
experience through the evaluation pro- 
cess; they can dwell on what their tastes, 
habits and expectations actually are and 
what they have seen and appreciated dur- 
ing their visit, and what may have been a 
source of satisfaction or disappointment. 

Visitors are therefore encouraged to assess 
the situation, become more aware of what 
is at stake and answer questions which 
they had never asked themselves and, in 
the process, discover a number of things 
about themselves. In this way, the ques- 
tionnaire emphasizes and reveals what the 
visit means to them, by showing themwhat 
they have come to do in the museum and 
what they have learnt on this occasion. 

When visitors are asked to complete the 
questionnaire, at the entrance, they are 
promised that they will be presented with a 
small gift as a souvenir when they return the 
completed questionnaire on leaving the 
museum. This small gift, whose value is 
mainly symbolic (postcards, a poster, a 
badge, a brochure on the various collec- 
tions, etc.) is psychologically indispensable. 
it is not merely a gesture of thanks but adds 
a convivial note to the way visitors were 
welcomed to the museum and the pleasure 
they derived from the visit. In every way the 
visitors’ co-operation with the Observatoire 
Permanent des Publics is far from being an 
inconvenience but rather a significant part 
of the experience of visiting the museum. 
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Evaluation 

Gone are the days when it was thought out 
of place to mention the financial, adminis- 
trative or economic aspects of museum 
activities, exhibitions and the evaluation of 
the heritage as a whole. Today, the oppo- 
site seems to be the case. Museums and 
exhibitions appear to be following in the 
footsteps of the cultural industries (pub- 
lishing, the cinema, the record industry, 
etc.) in that far greater importance is being 
given to those for whom these activities are 
organized, namely, the general public. In 
this light, evaluation is seen as a valuable 
tool for optimizing the relationship with 
the public, and in France, it is no longer 
perceived as a marginal activity of second- 
ary importance. 

The development of activities related to 
exhibitions, public information, publica- 
tions and lectures illustrates the museum’s 
new circumstances and how it is required 
to communicate with the general public. 
This focus on communication has had a 
twofold impact. First, even in the most 
traditional and long-established museums, 
there has been a.growth in ‘mediation’ and 
managerial functions. A sign of this is the 
growing importance of programming ac- 
tivities in the form of ‘events’. Secondly, the 
field of museum activity has tended to 
cover a vast area comprising an increas- 
ingly varied range of museums (of art, 
history, archaeology, ethnology, the natu- 
ral and physical sciences, etc.) and which, 
furthermore, has extended to other cul- 
tural institutions such as archaeological or 
natural sites, science centres, historical 
monuments and even exhibitions. As a 
result, a new concept has emerged of the 
heritage, namely, that which is worth pre- 
serving and presenting to the public. 

All these cultural institutions - the diversity 
of which has earned them the title of 
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‘museum institutions’ and not merely ‘mu- 
seums’ -are now subject to the imperatives 
of an ‘economic’ approach. Admittedly, 
there is a wide consensus according to 
which culture belongs more to a symbolic 
rather than a purely economic domain. 
However, the cost of preserving the herit- 
age and running these institutions, the 
investment allocated to the creation or 
renovation of museums, the increase in the 
number of institutions and the develop- 
ment of the professions which now have a 
part to play in them, are all factors which 
force us to think in terms of funding, 
management, resources and, inevitably, 
supply and demand. 

Focused as they are today on responding 
to public needs and preoccupied with 
economic considerations, museum institu- 
tions are seeking and finding the means, 
through evaluation, of identifying their 
public more closely and responding more 
effectively to economic imperatives. 

Nerv approaches 

In order to respond to the needs of the 
museum institutions, evaluation has pro- 
vided them with a number of techniques 
but it now has to develop new tools. 
Evaluation in its most traditional forms 
furnishes information on visitors and the 
general public: for example, surveys on 
visitor attendance, their age and occupa- 
tional characteristics, their expectations, 
motivations and behaviour. Obviously, all 
information of this kind is vital as a clearer 
identification of the public facilitates com- 
munication with visitors and ensures the 
management of these institutions accord- 
ing to general economic criteria. 

What today is a carefully mastered tradi- 
tional approach has been expanded in 
recent years by research and surveys on 

the way an exhibition or a museum actu- 
ally operates. The focus has therefore shifted 
away from the visitor towards what the 
museum has to offer the visitor. It is no 
longer a matter of knowing whom the 
museum is for but of understanding how it 
meets this requirement. One of the striking 
examples of this shift has been the devel- 
opment of semiotic or mediatic approaches 
according to which the museum is, first 
and foremost, a context inwhich the public 
can have access to the objects and knowl- 
edge on display and in which meaning is 
produced. 

The advantage of this shift is quite easy to 
appreciate: these approaches provide a 
better grasp of possible effects among 
visitors. For example, they involve under- 
standing the impact of the spatial configu- 
ration of an exhibition, the drafting and 
composition of texts and the way in which 
a succession of various display units forms 
a thread that guides visitors in their discov- 
ery of the objects and their assimilation of 
information. Understanding this can help 
subsequently towards a sounder grasp of 
communication strategies. In other words, 
evaluation may be used to devise the visit 
scenarios which optimize the relationship 
between the visitor and the objects on 
display and knowledge of them. 

There can be no doubt that preparing 
communication strategies in this way has a 
particularly determining effect for muse- 
ums and exhibitions whose task is to reveal 
a sum of information or a scientific content 
to visitors. It is therefore hardly surprising 
that these museums, rather than art galler- 
ies, have contributed most to the develop- 
ment of such methods. It should be pointed 
out that making use of studies and research 
work for devising communication strate- 
gies requires that the results be available 
before the organization of the exhibitions 
even begins. 
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However, the new communication and 
economic imperatives of museum institu- 
tions and, more generally, those that be- 
long to the national heritage, have meant 
that the field of evaluation has had to be 
extended even further. This has led to a 
second shift in direction which we are 
witnessing today and which, after having 
moved from the visitor to the medium 
(exhibition or presentation), moves from 
the medium to the institution that pro- 
duces, manages and operates it. 

As regards the evaluation of the heritage, 
this second shift of emphasis has led to an 
increase in surveys aimed at providing a 
direct response to economic imperatives 
(e.g. feasibility and marketing studies). 
Nevertheless, it should be remembered 
that these surveys deal only with one 
aspect of the heritage or museum institu- 
tion. It would hardly be plausible to tackle 
the economic dimension of museums and 
exhibitions without due regard for their 
cultural dimension. Operating needs can- 
not be dissociated from the aims and 
characteristics of the institution. 

Consequently, new forms of studies and 
research work are now developing, fo- 
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cused on the conception and program- 
ming of museum institutions and museum 
products. The aim is a clearer understand- 
ing of how a coherent pattern can be built 
which will include the various constituent 
parts of the institution or object produced 
- a pattern that will serve objectives and 
contribute substantially to the SLICC~SS of 
the venture. What is required is a scheme 
that takes into account both symbolic 
specificity and economic imperatives. For 
a museum, this means developing a con- 
sistent relationship between the objectives 
and the functioning of the institution and 
the products or activities it provides. For 
the evaluation of the heritage, this implies 
that coherence between the monument 
itself, the concept of presentation and the 
way it is exploited should be a determining 
factor. It is clear that as conception and 
programming aids, these new studies and 
research work can have practical operating 

Almutzder Culder, Mobile. 

implications. rn 

Note 

Space does not permit publication of' the 
detailed bihkograpliy provided by the 
authors, which inay lx ohtained froin 
Mz~semz Intenirrtionnl upon request. - Ed. 
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Canada: no going back 
Ridgeley Williams and Rosa[yn Rubenstein 

Aildience research is increasingly irnpor- 
tant in the rieuelopinent of miisetinipolicies 
andpractices in Canada. The evoliitiori of 
sisitor stiidies and tbeir ftitiive pvospects 
ave described by Ridgeley Williams of the 
Cnnndinn iWiiseiirn of Nature (Ottaiun), 
Vice-President of tbe Visitor Studies Asso- 
ciation aiid boavd member of the 
International Laboratory for Visitor Stud- 
ies arid RosaSn Rubenstein, President of 
Rosa&n Rubenstein & Associates, Inc., 
rniiseologists in Ottauia, and n recognized 
nidience-research specialist. 

Museums have committed themselves to 
change. In the past twenty-five years they 
have transformed themselves from mauso- 
leums of dead objects, with static taxo- 
nomic displays based on secure, élitist 
academic traditions, into more democratic 
‘people places’ incorporating interactive 
displays about ideas and concepts, de- 
signed according to principles of modern 
educational and communication theory. 
While the rate and degree of change has 
varied between institutions, clearly there is 
no going back. Instead, museums are faced 
with decisions of setting new limits. The 
question is complex for it is no longer a 
simple matter of improving the educa- 
tional effectiveness of displays but of as- 
sessing the overall success and failure of 
museums as places of entertainment and 
leisure. In Canada, this is compounded by 
a new economic reality, because, in re- 
sponse to a decrease in the percentage of 
operating revenues from government, fi- 
nancial security is more and more depend- 
ent on success in the commercial market- 
place. 

The use of visitor studies and evaluation in 
the design of exhibitions has not followed 
a smooth evolutionary path; rather it has 
been characterized by forward progress 
followed by periods of inactivity and lost 
momentum. Advances made by one gen- 
eration have been ignored by later 
museum workers, and the methods, mod- 
els and systems of exhibit evaluation have 
had to be reinvented. While most muse- 
ums would claim a strong commitment 
both to public education and to visitors, 
exhibit evaluation has existed through 
the insight and perseverance of individu- 
als rather than institutional acceptance. 
Few museums have employed dedicated 
exhibit evaluators, and those few practi- 
tioners have enjoyed more precarious ex- 
istences than curatorial or designer col- 
leagues. 

However, several Canadian contributions 
to the field of visitor studies have become 
milestones in the history of audience re- 
search. For instance, the first systematic 
visitor surveys undertaken in museums 
were by P. S. Abbey and D. F. Cameron 
from 1959 to 1961. The high quality of 
survey techniques and data analysis em- 
ployed in this series of studies on the 
demographics and attitudes of visitors to 
the Royal Ontario Museum, Toronto, set 
visitor-survey standards rarely matched in 
the following thirty years. 

New museums blossomed for Canada’s 
Centennial in 1967. Museum growth con- 
tinued through the 1970s with excellent 
new galleries, such as those at the Ontario 
Science Centre, Toronto, and the British 
Columbia Provincial Museum, Victoria (now 
known as the Royal British Columbia Mu- 
seum), setting world standards for exhibit 
design. Exhibits built in the mid-1970s 
reflect the start of profound changes in 
exhibition design to meet better the needs 
of the visitor. Professional and creative 
designers were playing a more important 
role in the design of exhibitions and their 
contributions reflect the general trends in 
the design world towards customer values. 
Certainly, standards in graphic design, 
audio-visual techniques, signposting and 
space utilization established in the design 
of world fairs and shopping malls were 
profoundly influential. 

Change principally resulted from an inter- 
nal recognition by museums of the require- 
ment to communicate effectively with the 
public. The impetus came from a need to 
demonstrate accountability for the expendi- 
ture of public funds (particularly as the 
costs of exhibit production escalated dra- 
matically), and because ofa genuine belief 
in the educational value of museums, 
though the question ofwhat constituted an 
effective museum display continued to be 
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contentious. Cameron debated the ques- 
tion from a visitor’s perspective in a series 
of incisive articles in the late 1960s and 
early 1970s. In a controversial paper he 
recognized that, while educated middle- 
class visitors might possess the necessary 
knowledge to understand the cryptic ex- 
hibit messages of curators and designers, 
the majority of visitors were not able to 
decode museum exhibits and thus re- 
ceived a distorted message. 

A methodology was required to define 
visitors’ needs and to test the effectiveness 
of design ideas before and during the 
exhibit-production process. Methods based 
on measuring performance against defined 
behaviour objectives were being success- 
fully employed in other fields, notably edu- 
cation. Several museums embraced, and 
sometimes reinvented, the exhibit-evalua- 
tion techniques based on these methods 
which were described by H. Shettel and 
C.G. Screven in the United States and by 
later workers at the Natural History Museum 
in London. Very important contributions to 
the development of a planning process and 
methodology for designing exhibits were 
published by the Royal Ontario Museum 
which endorsed audience survey techniques 
as necessary to the planning and design of 
both exhibition policies and displays. 

Front-end analysis 

Since then, audience research and evalua- 
tion have been considered by many to be 
essential to the design of museum exhibi- 
tions and education and interpretation pro- 
grammes. Indeed, audience research has 
been conceived as an integral part of the 
overall institutional planning process. The 
past decade has seen a shift away from 
summative evaluations of existing exhibits 
to an emphasis on front-end analysis and 
formative evaluation during the early stages 
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of exhibit development. Also, while a bet- 
ter understanding has emerged of how 
cognitive values are transmitted by indi- 
vidual displays, the importance of affective 
experiences of the entire exhibition and 
museum visit has been realized. Actual 
case-studies of exhibit evaluations by Ca- 
nadian institutions exist mostly as unpub- 
lished reports and degree dissertations 
from museums and universities in Ottawa, 
Montreal, Victoria and Toronto. 

i’iolu McMillan Milieml Gcilleiy, Gold 
Miw, Cunudiu~z Museiim of Nutwe. 

Some of the implications and studies aris- 
ing out of these evzluations are notewor- 
thy in the debate over the communication 
or educational value of exhibits. Studies at * 
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the Royal British Columbia Museum, for 
example, examined the attracting and at- 
tention-holding power of different kinds of 
displays and their relative effectiveness in 
producing knowledge gain and attitude 
change. It was found that while large 
natural-history dioramas were enjoyed by 
visitors - they captured and held attention 
- there was little knowledge gain and no 
significant change in attitude as a result of 
the experience. Furthermore, less attrac- 
tive exhibits were equally effective in trans- 
mitting knowledge. This paradoxical situ- 
ation suggested that museums would have 
to examine their motives for exhibits. Are 
they designed to increase attendance 
through casual visitor satisfaction or are 
they produced to realize valuable educa- 
tional objectives? 

At the Nova Scotia Museum in Halifax, 
similar questions were posed which fo- 
cused on the impact of exhibits on eleinen- 
tary-school children. To date, Canadian 
studies have concentrated on adults, de- 

spite the fact that children are a majority 
audience at inany institutions. However, 
children were the appropriate focus of the 
front-end research for the planning of the 
Children's Museum at the Canadian Mu- 
seum of Civilization in Hull. 

The Canadian Museum of Nature (formerly 
the National Museum of Natural Sciences) 
in Ottawa, used a comprehensive front- 
end study with a range of audience groups, 
including casual visitors, teachers, special- 
ists and donors, to plan a new mineral 
gallery. Visitor surveys showed that differ- 
ent audiences had different expectations 
of the subject-matter and expected differ- 
ent display techniques. Accordingly, the 
gallery was designed to accommodate dis- 
tinct learning or visitor styles. It included: 
(a) an experiential section, which used 
environmental reconstructions and low 
density/complexity information to empha- 
size affective values; (b) an exploratory 
area which, adopting experimentation and 
psycho-motor learning, encouraged visi- 
tors to explore cause and effects using 
interactive displays and demonstrations; 
and (c) an analytical section designed for 
cognitive learning, where the subject can 
be explored in depth. 

innovative approaches 

Evaluation methods, such as behavioural 
observations and sample group interviews, 
are derived from social-science research 
but innovations have increased their effec- 
tiveness within the museum environment. 
For example, the focus group method was 
modified for museum application and it 
has proved particularly effective in front- 
end evaluations. Other projects notable for 
their experimentation with methods in- 
clude the use of open-ended questions 
with Bronze Age artefacts to plan a new 
Royal Ontario Museum exhibition, and a 
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front-end evaluation of a natural history 
gallery for the Manitoba Museum of Man 
and Nature, Winnipeg, that took evaluators 
on to the streets in towns across the 
province for community input. 

Major research projects at the Art Gallery of 
Ontario employed empirical controls to 
correlate changes in visitor behaviour with 
changes in display techniques. In an el- 
egant study of a contemporary art exhibi- 
tion, visitor behaviour was first recorded 
when only traditional labels accompanied 
the objects. Later, behaviour was recorded 
after a variety of interactive display media 
(audio tapes, computers, flip labels) were 
added to the installation of exactly the 
saine art works. Average viewing time 
increased by over 300 per cent consistently 
across all audience categories and a variety 
of other positive effects was documented. 
This laboratory-style study provides com- 
pelling reasons for the use of audience- 
research techniques to improve exhibi- 
tions. The importance of such research in 
challenging institutional structures, goals, 
and management systems cannot be over- 
estimated. 

Government policies relating to increased 
accessibility of museums to the public and 
better accountability for public spending 
have generated numerous audience sur- 
veys. At an institutional level, they have 
been routinely conducted by museums, 
parks and zoos throughout the country on 
a regular basis, but are mostly unpub- 
lished. Notable surveys include those by 
the Musée de la Civilisation in Quebec, 
museum marketing studies by the Univer- 
sity of Montreal, regular surveys by various 
national museums (Canadian Museum of 
Nature, National Gallery of Canada, Na- 
tional Museum of Science and Technology 
and the Canadian Museum of Civilization 
in Ottawa and Hull) and, in Toronto, by the 
Audience Research Consortium. 
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In the most important national study of 
museum audiences, published in 1974, 
multistage sampling was used to select 
respondents representing 93 per cent of 
the population 14 years of age or older. 
Personal interviews with more than 7,000 
individuals on their leisure activities were 
supplemented with questionnaires on at- 
titudes, patterns of museum visiting, pdc- 
tors affecting attendance decisions, desir- 
able improvements, and a wealth of other 
related facts. The survey noted that mu- 
seum visitors (about half the population 
of the country visits museums each year) 
were well disposed towards museums 
and predicted a steady increase in attend- 
ance as the population grew older and 
became better educated. It suggested that 
museums could augment attendance by 
increasing repeat visits rather than by 
persuading non-goers to become first- 
time visitors, and proposed that museums 
achieve this by providing for the existing 
audience demands for interactive, partici- 
patory educational displays rather than 
by changing museums into entertainment 
centres. 
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Despite the proliferation of new museums. 
in the 1970s and 1980s, it has been shown 
that expected attendance gains have not 
been realized. The need for a new national 
survey of similar scope to the 1974 report 
appears necessary as a basis for future 
government policies on museums. Expec- 
tations for such a survey are high given the 
1991 completion by the Federal Govern- 
ment of feasibility studies for both an on- 
site survey of museum-goers and a na- 
tional household survey on attitudes about 
museums. 

An optimistic future 

The Visitor Studies Association annual 
meeting was held in Ottawa in August 
1991. Of the 215 participants in the week- 
long series of lectures and professional 
development workshops 60 per cent were 
from Canadian museums, universities, pri- 
vate consulting companies, aquariums, 
parks and other interpretive centres, repre- 
senting more than sixty different organiza- 
tions from all parts of the country. Just a 
few months earlier, the Canadian Muse- 
ums Association’s Annual Conference in- 
cluded evaluation as a major theme, while 
in Montreal, evaluation was an important 
theme of the symposium entitled Faire 
voir, Faire sauoir - La muséologie 
scientifique mi present, organized by 
CREST, Université du Québec in Montreal 
and the Musée de la Civilisation. 

The level and quality of participation at 
such conferences indicate the consider- 
able degree of acceptance of the impor- 
tance of visitor information and feedback 
in the design of effective exhibitions and 
interpretive programmes. This suggests an 
optimistic future for visitor studies in Canada 
and not just another high point in the 
cyclical ebb and flow that seems to have 
characterized past acceptance of exhibit 

evaluation. However, it would be incorrect 
to imply that exhibit evaluation is standard 
practice, for it is true that few of the more 
than 1,200 museums in Canada employ 
objective exhibit-evaluation techniques. It 
is also true that, despite a body of knowl- 
edge about museum visitors and non- 
visitors in Canada and emerging principles 
of exhibit effectiveness, museums have 
failed to change what research continually 
reveals as the profile of the adult Canadian 
visitor - 20-44 years old, professional 
with post-secondary education and high 
income. 

Traditional arguments against evaluation 
(that it is unable to record the essential but 
undefinable museum experience and that 
it is too costly given the competitive de- 
mands on fewer resources) fail in the 
absence of objective alternatives. Another 
problem of the past has been related to 
professionalism and the need to articulate 
a museological framework for audience 
research distinct from educational research, 
market research or polling. The accept- 
ance of audience research by the museum 
community as an integral component of 
university training in museology (notably 
in Toronto, Montreal and Victoria), and the 
emergence of dedicated research associa- 
tions (Visitor Studies Association and the 
International Laboratory for Visitor Stud- 
ies) mean that the framework is in place 
and need not be reinvented by some future 
generation of museums. 

Exhibit evaluation and audience research 
have partly provoked and partly responded 
to the past change in the public face of 
museums, but it is crucial that they be part 
of the future. The future positioning of any 
museum in the entertainment/academic- 
education matrix cannot rely on the ups 
and downs of institutional consensus be- 
tween scholars, educators, designers or 
marketing staff, however well-meaning their 
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opinions of the public, but must be based 
on objective data about visitors and visitor 
interaction. Evaluation is the only objective 
way of keeping in touch with museum 
audiences. The survival of the institutional 
structure of museums as w e  have come to 
know it may be at stake. 

Note 

Space does not permit publication of the 
detailed bibliography provided by the 
authors, which may be obtained from 
Mzrseunz International upon request. - Ed. 

Tlx Winged Victoiy of Samothmce, Musée du Lowre, Paris. 
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United Kingdom: focusing on the 
market 
Paulette A!lcManus and Roger Miles 

After a long andsomeuhat chequered his- 
toi35 sisitor research seenzs to have come of 
age in British mtrseiims. The authors look 
btieJy atprogress niacle before examining 
four case-stirdies of recent and cirrrent 
zilork. Paulette McMamu is a constillant 
specialising in the relationship betilieen 
maiseunas and their public. Roger Miles is 
head of the Departnient of Public Senlices 
at the Natiiml Histoy fiIzisezini in London 
andhas been one of thepioiieers in making 
niuseuni exhibitions more responsive to the 
public. 

A visitor study at the T T. Tsiii Galle y 
shorved that labelling shozild he in both 
Chinese and English and that visitors 
iuorild like to be able to touch the objects. 
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Very little past research in the United 
Kingdom lias been published, largely be- 
cause it was intended only for internai 
circulation in institutions or for local con- 
sumption. This fact, coupled with the du- 
bious quality of some surveys, too many of 
which have been undertaken by amateurs, 
no doubt with enthusiasm but without 
proper survey design and sampling meth- 
ods, has resulted in a degree of scepticism 
of the findings. Curators have tended to 

rely on the advice and requirements of 
their specialist colleagues, rather than take 
heed of what they perceived as unreliable 
records of their visitors’ expectations and 
needs. 

Apart from a few notable papers, it was only 
in the 1980s, thanks to pioneering work by 
the Natural History Museum in London in 
particular, and the publication of methods 
and findings‘ that visitor studies began to 
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gain credence and wider attention, both 
within and outside the museum profession. 
It was a time when people in various 
disciplines - educationists, sociologists, psy- 
chologists and museology students - began 
to show an interest in examining communi- 
cation in the museum environment. The 
increasing availability of support from re- 
search funding bodies enabled high-quality 
studies to be completed, which led to an 
increasing acceptance of, and a greater 
demand for, such work. 

In the present climate the effects of serious 
financial constraints, brought about by 
government funding policies, the economic 
recession in the late 1980s and early 1990s, 
and competition between the increasing 
number of museums, science centres and 
heritage sites, have brought a new focus to 
visitor-study efforts in the United King- 
dom. Work is now more likely to be 
market-led and more aware of the need for 
accountability in the use of public funds. I 

A new kind of museum professional is 
emerging. Many museums have fully staffed 
marketing departments, and even muse- 
ums without specially trained staff are likely 
to have marketing policies. The concerns of 
marketing people are in many ways similar 
to those of museum curators and education- 
ists: none can afford to be boring or irrel- 
evant, or to misjudge the visitors‘ aims and 
expectations. A more market-led approach 
to exhibition planning and design has re- 
sulted in an increasing use of preliminary 
assessments of visitors’ opinions on con- 
tents and topics for new eirhibitions. 

The most recent code of conduct pub- 
lished by our Museums Association states 
that museum professionals should be pre- 
pared as a general management principle 
to participate in the evaluation of their 
work and take the results into account in 
their future plans. The guidelines encour- 
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age the analysis of feedback from visitors 
on the quality of, and the popular response 
to, exhibition work and other services. 

Many museums must now demonstrate 
that public money is being wisely spent on 
exhibitions - a new cost-effective dimen- 
sion to visitor-study work. The large na- 
tional museums, which are funded by the 
government through the Office of Arts and 
Libraries, have mandatory performance 
indicators on which they must report. 
Gathering the required information in- 
volves considerable time, effort and cost, 
and while larger museums may have the 
resources to formalize the work, smaller 
museums will be hard-pressed if they are 
required to make similar reports in future. 
There is a danger, too, that more explora- 
tory investigations over the whole range of 
national museum activities (not just those 
related to quantitative performance meas- 
ures) will no longer be undertaken: there 
will be little time, money or attention 
available for such work. 

Four case-studies follow, outlining work 
that has been completed recently or is still 
under way. The differing institutional and 
funding arrangements behind each study 
should be noted.* 

The Tsui Gallery, Victoria and Albert 
Museum 

The Victoria and Albert Museum is a large 
national museum devoted to the decora- 
tive arts, funded partly from public funds 
and partly from corporate sponsorship. For 
many years the marketing department has 
commissioned work from a large public- 
opinion survey company. 

In 1988, Mr T. T. Tsui gave the museum 
over $2 million to re-furbish and re-design 
its forty-year-old Chinese Gallery. The Far 
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These ‘Sto?iehenge’ monoliths cary the 
tale of life on land, from ice cap to 
tropical fouest. Projected onto these 
stones, uniqriefllnîs tell bou~ the rich 
diveusicy of liJe is adapted to extremes of 
temperntiire and available water. 

Eastern Collections staff at the museum 
managed the project and the new gallery 
was opened in 1991. The arrangement of 
the material has been heavily influenced 
by preliminary studies undertaken by the 
public-opinion survey company and on a 
smaller scale by the Far Eastern Collections 
Department itself. M r  Tsui’s generous do- 
nation meant that the costs of preliminary 
visitor surveys were included in the overall 
project budget from the outset. 

The aims of the studies were to explore a 
range of new presentational ideas using 
information from the museum audience to 
help decide the layout of the new gallery 
and to provide greater insight into the 
preparation of exhibitions. 

Two studies were undertaken, with the 
larger and more expensive survey con- 
ducted by the public-opinion survey com- 
pany. It was designed to define the needs 
and preferences of the potential audience 
with regard to the presentation and expla- 
nation of the collections. The survey tar- 
geted groups which the museum hoped to 
attract, more strongly than in the past, to an 
exhibition on Chinese Art. These groups 
included senior-school students and teach- 
ers of art, design, religious studies and 
history, parents of 7-1 Zyear-old children 

and adults and teachers from the Chinese 
community. 

The key ingredients for a successful gallery 
which this potential audience identified 
were: (a) a wide variety of objects pre- 
sented within themes; (b) large and legible 
labelling; (c) the provision of photographs 
and illustrations to provide a context for 
the objects displayed; (d) in-depth infor- 
mation presented on video; (e) the use of 
a minimum number of objects to display 
the range and depth of any particular 
category of items; (0 explanatory diagrams 
and information, which were regarded by 
the respondents as just as important as the 
accompanying objects; and (g) the label- 
ling of exhibits in Chinese. 

The second and smaller study was con- 
ducted by the staff of the Far Eastern 
Collections Department. The target audi- 
ence consisted of the actual visitors to the 
old Chinese Gallery. The department staff 
sought advice from the Natural History 
Museum on the design of their question- 
naire, and conducted and analysed the 
survey themselves. 

The survey showed that the majority of 
visitors to the old gallery were not aware of 
the chronological order of the displays. 
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This finding reinforced the staff feeling that 
such a display was inappropriate. Further 
questions dealt with the interest in differ- 
ing aspects of Chinese culture, and the use 
of supplementary information, video and 
audio guides. A large majority of the sam- 
ple indicated that visitors would like to 
touch objects in the new gallery. 

Information from both surveys, combined 
with a knowledge of the strengths and 
weaknesses of the collections, led the team 
to present the material around the question 
‘How are things used?’, under the themes 
of burial, religion, living, eating and drink- 
ing, ruling and collecting. Videos and hands- 
on objects are provided and labelling is in 
Chinese and English. 

Future plans include setting up an informa- 
tion desk in the gallery for an entire week. 
During that time staff will make observa- 
tions of the movements and behaviour of 
visitors in order to formulate their ideas for 
a proposed evaluation of the finished ex- 
hibition. 

The Natural History Museum 

The Natural History Museum in London is 
a large national museum devoted to the 
promotion of understanding and enjoy- 
ment of the natural world through high- 
quality exhibitions, education and science. 
Funding is from both public and private 
sources. Visitor studies have been carried 
out there since the 1970s by marketing and 
public-services departments. 

Amajornewecologyexhibitionwas opened 
in 1991. The work on the exhibition was 
based on the results of a qualitative focus- 
group study commissioned from an out- 
side market-research company. The study 
set out to assess the potential audience’s 
level of interest in ecology and their knowl- 

O UNESCO 1993 

edge of the topic. It also tested the pro- 
posed story-line, identified accessible and 
obscure concepts and sought issues that 
would make the subject dramatic, relevant 
and involving. 

SIii-iiikiiig dozuiz to 8,000 times smnllei; a 
yoz~ng visitor enters n leaf in the new 
ecology ediibition. 

A second project was set up by the Public 
Services Department to help plan a com- 
plete new exhibition programme for the 
Geological Museum, a division of the Natu- 
ral History Museum since 1987. New exhi- 
bitions were required to halt a decline in 
the audience at the Geological Museum. 
The objectives of the project were to iden- 
tify visitors’ understanding of geology and 
the areas of greatest interest to them. The 
overall interest and appeal of nine ideas for 
new exhibitions were tested and the attrac- 
tiveness of different methods of display 
was explored. The results were used to 
plan a series of exhibitions using interac- 
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tive and high-technology display methods 
to make clear the relevance of geology to 
our everyday lives. 

The National Museums and Galleries 
on Merseyside 

The National Museums and Galleries on 
Merseyside (NMGM) is an umbrella institu- 
tion embracing seven museums: the Liver- 
pool Museum, the Walker Art Gallery, the 
Museum of Labour History, the Sudley Art 
Gallery, the Large Objects Collection, the 
Merseyside Maritime Museum and the Lady 
Lever Art Gallery. By grouping themselves 
under one banner in 1986, the museums 
qualified for direct central-government 
funding. Interpretation and visitor-study 
work have been carried out since 1986, 
initially by the Education Department Evalu- 
ation Unit from Liverpool University, but in 
recent years under the direction of the 
Head of the Education and Public Pro- 
grammes Department of the museum. The 
university team has become a part of the 
internal working group which reviews the 
visitor-study programme and policy. All 
work is planned centrally and funded from 
a combination of departmental budgets, 
the museum research fund, the museum 
training budget and exhibition budgets. 
Great care is taken to ensure that agreed 
recommendations are implemented, and 
staff have come to experience the solid 
benefit of their involvement in visitor stud- 
ies, resulting in a remarkable team culture. 

In 1990 the Maritime Museum installed a 
temporary Dock Watch display to inform 
visitors of the recent improvements in the 
marine conditions in the surrounding docks. 
The display included a full range of live 
marine species from the dock waters. 

A questionnaire was used to gather infor- 
mation from 100 randomly selected visitors 

as they left the exhibition. The aim of the 
inquiry was to determine whether visitors 
leaving the exhibition were aware of the 
variety of marine life in the River Mersey 
and of the fact that its presence was a result 
of a recent clean-up campaign. Visitors 
were also asked questions about their use 
of a ‘touch tank’, a video microscope, a 
video programme, their contact with dem- 
onstrators and their opinions of the presen- 
tation and explanation of the exhibits. 

It was found that, before visiting the exhi- 
bition, more than half of the visitors were 
of the opinion that there was no marine life 
in the Mersey or its docks. It was also 
revealed that specimen labels were needed 
for the tanks containing marine animals, 
that many visitors were not aware of the 
‘touch tank‘ and that the video was difficult 
to see. Improvements were made to the 
display and their effectiveness was tested 
later in the season using a questionnaire to 
seek information from randomly selected 
visitors as they left the display. The accu- 
mulated information from the investiga- 
tions was used in planning a similar exhi- 
bition for the 1991 summer season. 

Birmingham Museum 
and Art Gallery 

Birmingham Museum and Art Gallery is a 
large museum run by the Birmingham City 
Council. It houses a nationally important 
collection of Pre-Raphaelite art and a full 
range of exhibitions, including the decora- 
tive arts, natural history and ethnography. 
Visitor-study work has not been under- 
taken to any large extent in the museum. 

In 1990, Galley 33: A Meeting Groimi of 
Cirltirres was opened, a permanent exhibi- 
tion that looks at different cultures around 
the world through the themes of music, 
signs and symbols, food and drink, body 
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decoration, identity, textiles, social cus- 
toms and collecting. A wide range of 
interactive forms of presentation are used 
alongside more traditional displays. 

The Keeper of the Archaeology and Etli- 
nography Department decided to carry out 
evaluation and visitor-study work on tlie 
finished exhibition. The aims of the study 
were to assess the success of a relatively 
expensive interactive video-disc pro- 
gramme, to improve tlie exhibition where 
necessary, to investigate how exhibition 
project methods affect the way in which 
information is received by visitors, to in- 
crease understanding of their behaviour 
and to provide professional development 
in the commissioning, design and inethod- 
ology of survey work. 

The Keeper and a visitor-studies consult- 
ant planned nine critical and descriptive 
studies on tlie functioning of the exhibi- 
tion, which were designed to provide 
maximum information for minimum time 
and money. Each study threw additional 
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light on at least one topic covered by 
another study. 

The studies included: (a) a gallery traffic- 
flow survey to determine the best data- 
collection times and to provide a general 
sample of visitors to the gallery against 
which individual studies could be com- 
pared; (b) a tracking study of fifty visitors 
to the exhibition; (c) an analysis of com- 
ments written by visitors at a purpose-built 
stand in the exhibition; (d) a visitor inemo- 
ries project using a postal survey; (el two 
questionnaires filled in by 100 randomly 
selected visitors; (0 an analysis of the 
computer record showing how many visi- 
tors use the video-disc programme; (g) a 
survey of the use of an image-bank held on 
video-disc; and (h> staff-assessment re- 
ports of the experience ofworking on both 
video-disc projects. 

Auguste Renoil: Bal du Moulin de la 
Galette, Montmartre, 1876. Mzisée 
d’Onq ), Paris. 

Visit-duration data showed that user inter- 
est was well-maintained by the programme; 
visitors were able to identify tlie explicit 
and implicit messages of the exhibit and 
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manywere stimulated to formnew thoughts 
about the various aspects of museum 
collectioh A third of the sample would 
have liked moje information and 10 per 
cent found the programme difficult to 
use. 

The analysis of the computer record of the 
use of the video-disc programme looked at 
the choices of some 2,500 exhibit visitors. 
From this data it was possible to identify 
the most popular topics and programmes. 
An uneven response to some topics was 
shown to result from the fact that visitors 
had not accessed the information. Deeper 
analysis revealed that a detail of the archi- 
tecture of the programme may have made 
it difficult for some users. 

tion of visitor-study research needs to be 
fostered. 

Perhaps more important is the need to 
ensure that sufficient funding is made 
available to carry out the research to an 
appropriately high standard. There is a risk 
that some museum staff may be led to 
undertake badly designed, unreliable in- 
house studies because they cannot afford 
professional advice or training. The way 
forward is to make it common practice to 
include both visitor-study and exhibition- 
review costings as a set percentage of all 
exhibition budgets. 

Notes 

The information from the above two stud- 
ies will be combined with the report of staff 
working on the project in order to formu- 
late guidelines for future implementation 
of interactive-video projects. 

I. Space does not permit publication of the 
detailed bibliography provided by the 
authors, which may be obtained from 
hkezLw2 international upon request. - Ed. 

2. The assistance of the following in the 
preparation of this paper is gratefully 
acknowledged: Rose Kerr, Curator, Far Eastern 
Collections, Victoria and Albert Museum, 
London; Peter Reed, Head of Education and 
Public Programmes, Nationdl Museums and 
Galleries on Merseyside, Liverpool; Jane 
Peirson Jones, Keeper, Department of 
Archaeology and Ethnography, Birmingham 
Museum and Art Gallery, Birmingham. 

Future prospects 

There is still a need to build up and 
maintain an up-to-date body Of theory 
combining descriptive, academic visitor- 
study research of broad application and 
smaller-scale studies around which future 
work can be based. To this end, publica- 
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Berlin: putting theory into practice 
Sigrid Heinze 

The application of ?nodem visitor-research 
niethods to four local histoiy wnfieims is 
described iz the this article. As the two-year 
project zuas conapleted in October 1990, 
befoie Gernian reunification, it does not 
include niaisezims from the fomer East 
Berlin. Sigrid Heinze, who conducted the 
research, is now an assistant in the Depart- 
ment of Visitor Studies of the Institzit j2r 
Musezimskimde in Berlin. 

The tradition of small local history muse- 
ums in Germany is more than 100 years old 
and there are vast numbers of them. Some 
deal with the history of a small town or the 
history of a region. In smaller cities these 
museums deal with the history of the entire 
city; however in larger cities, they deal only 
with a particular district. Local history 
museums were often founded as a reaction 
to regional or social change which created 
a need for a stronger historical orientation. 
Berlin’s local history museums developed 
in various phases, beginning with the 
strengthening of local history organiza- 
tions or the establishment of a district 
archive and augmented by additional col- 
lection efforts. 

The latest wave of fundamental and inno- 
vative changes occurred in the 1980s when 
a broader approach to historical issues 
began. New approaches to history were 
discussed and tested, based on the ‘new 
history’ of everyday life and the spread of 
history workshops. Throughout this pe- 
riod, a series of large exhibitions made 
historical themes interesting to a wider 
public. Many museums were established 
from scratch or fundamentally reorganized 
according to a new thematic approach to 
local history and exhibition-presentation 
formats, while others attempted to utilize 
new themes within their traditional organi- 
zation. This dynamic development en- 
couraged the implementation of new con- 
cepts by some museum planners and in- 
creased public interest in the museum’s 
work. 

Concurrently, a new generation of mu- 
seum staff entered the local history muse- 
ums. Directors who had been heading the 
museum for many years were replaced by 
younger heads who had been influenced 
by the ‘new history’ movement. in other 
museums, younger staff members brought 
with them new ideas. As a result of these 
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influences, a new thematic orientation for 
special exhibitions could be observed such 
as those which dealt with Alltagsgescbichte, 
or everyday life. 

The results of these changes could also be 
seen in the new forms of research methods 
which utilized historical witnesses and lay 
people working together with trained schol- 
ars, graphic designers and exhibition plan- 
ners. Moreover, close contacts with groups 
and working committees with different 
points of view were developed in the city 
district, thus fostering closer ties within the 
cultural fabric of the neighbourhood. This 
new relationship between the museums 
and their environment directly influenced 
the dialogue on the role and functions of a 
local history museum. 

Planning the project 

Reunified Berlin consists of twenty-three 
districts with a population of 3.4 million. At 
the time of the study, West Berlin Was a city 
of 2 million people which was divided into 
twelve districts. In each of these districts, 
there are local history museums whose 
organization and structure vary greatly. 
Some contain everyday objects and house- 
hold artefacts from the nineteenth and 
twentieth centuries alongside prehistoric 
artefacts and natural history collections. 
Others include extensive nineteenth- and 
twentieth-century painting and photogra- 
phy collections. There are hardly any col- 
lection-management policies in the muse- 
ums, though discussion on this topic has 
begun. Four museums were selected for 
the purposes of this research project: two 
traditionally run museums and two with an 
up-to-date conceptual approach. 

The purpose of the project was to focus on 
the evolution of local history museums and 
their current significance as cultural institu- 
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Sigrid Heinze 

An exhibition ~ootz in the local histov 
museum in Zehlendoi$ 

tions. The work of local history museums 
(especially exhibitions) is the result of a 
long process influenced by a variety of 
factors. This research attempts to analyse 
this process and its impact by utilizing a 
more comprehensive research approach 
and complex set of questions than previ- 
ously used in this field and by going beyond 
the method of surveying visitors’ views on 
the museum. It was not the goal of this study 
to influence, directly or indirectly, special 
exhibitions in the planning stages. 

The study was undertaken by selecting a 
mixture of qualitative and quantitative meth- 
ods such as standardized questionnaires, 
partly standardized question-based inter- 
views as well as open participant observa- 
tion whereby the researcher observes a 
process (e.g. exhibit planning sessions or 
exhibition installation) in order to formu- 
late more detailed descriptions of the work 
undertaken in a museum. Three distinct 
yet interrelated areas were singled out for 
analysis. 

The first area concerned the politico-cul- 
tural, organizational, financial and techni- 
cal constraints which influence the work of 
Berlin’s local history museums, including 
their relationship with the unusual struc- 
ture of the city’s administration as well as 
the state of current politico-cultural plan- 
ning and development. 

The second area consisted of a field-study 
of the planning and implementation of 
special exhibitions on a historical theme. 
The study made use of open participant 
observation and museum-staff interviews 
so as to pinpoint the processes and factors 
which influence a museum’s work. The 
question of which museum processes could 
be thus observed was the central issue of 
this research phase. 

The third part provided information about 
the type of public attending a special 
exhibition. This data was gathered with the 
help of standardized questionnaires and 
complemented by the use of short inter- 
views with museumvisitors: the aim was to 
determine whether a local history museum 
attracted a particular kind of visitor. The 
questionnaire inquired about the frequency 
of visits to the museum, the context in 
which a visit took place and the public’s 
overall interest in visiting a local history 
museum. Short interviews were made to 
determine the public’s understanding of 
the exhibition vis-à-vis the original inten- 
tions of the exhibition planner. 

Analysing the results 

Local history museums in Berlin today 
range from the traditional documentary 
museums to neighbourhood museums that 
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understand their goal as a politico-cultural 
contribution to the community and whose 
exhibitions create a critical reference point 
within the community. The survey of find- 
ings indicated that an understanding of the 
role of historical research and its interpre- 
tation in the neighbourhood was of prime 
importance. While some museums paid 
particular attention to the politico-histori- 
cal dimension of their institutions, others 
regarded history more as a matter of pure 
information, presenting the history of the 
neighbourhood and its people in an almost 
anecdotal manner. 

Notwithstanding the social influences on 
the museum, it was the museum director 
who most influenced the character and 
work of the institution. Because the tasks 
of a local history museum were always 
broadly defined, the director could under- 
take a wide variety of projects. In the 1980s 
new directors and a new generation of 
museum staff stepped into a vacuum which 
could be filled with a new conceptual 
approach. None the less, despite the new 
orientation and ‘modernization’ of local 
history museums there are some functions 
that have remained the same. There exists 
today a strong core of activists organized in 
associations that bring groups and inter- 
ested individuals together around the local 
history museum as part of their community 
activities. 

The museums surveyed may be classified 
in the following fashion: museums strongly 
integrated into the community’s cultural 
structure; museums with a strong educa- 
tional purpose; museums whose effect is 
felt outside the city; and museums that 
encourage positive integration of mem- 
bers within the community. 

Along with the changes occurring on the 
local-history-museum scene, it should also 
be pointed out that there has been a shift 
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in focus of the kind of work being done. 
Traditionally, these museums concerned 
themselves with collections, storage and 
exhibitions. Today, this emphasis has 
moved to the areas of research and inter- 
pretation, the latter having expanded to 
include a variety of cultural events such as 
group discussions, working committees, 
walking tours, etc. The special exhibition 
has gained importance as an interpretative 
tool and is seen as a flexible way of 
presenting the results of new research or 
commenting on developments in the neigh- 
bourhood. A considerable amount of the 
available financial and personnel resources 
of local history museums is allocated to 
special exhibitions. These exhibitions can 
raise interest in the museum’s permanent 
collections as well as in the institution as a 
whole. By influencing the historical work 
being undertaken in the neighbourhood, 
local history museums can also develop a 
raison d’êtw for the institution’s role in the 
community. These factors were evident in 
the museums surveyed. 

Additional influential factors also emerged 
from the research, and in particular the 
cultural-political milieu of the museum: 
when the importance of the city’s various 
cultural organizations or events is deter- 
mined on a political level, the structural 
organization of the museum, its finances, 
location and personnel, are either posi- 
tively supported or negatively affected. 
Despite media coverage of history exhibi- 
tions and the reaction of the general public 
it became clear from our research that the 
activities and the potential of local history 
museums were not at all understood by a 
large majority of politicians and adminis- 
trative staff. 

While outside influences determine the 
specific working conditions of the mu- 
seum, it is the museum’s ‘inner character’ 
that affects its work and thematic empha- 
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TheMaison de Santé exhibition, which 
zuas installed in serieral containers. 
Schonenberg District. 

sis. This inner character can be the aware- 
ness of the local history museum’s role, its 
decision-making processes and organiza- 
tional structure (i.e. a ‘one-man museum’ 
or a team-run institution) as well as the 
composition and qualifications of the staff. 
The character of a museum’s work is 
affected by the motivation of those in- 
volved in its conceptualization and content 
development. The research showed that in 
local history museums identification with 
the neighbourhood was particularly visible 
in the museum’s exhibitions. This close 
relatidnship with the neighbourhood con- 
tributed to the intensity and scope of the 
historical references in the exhibitions. 

That ‘character’ has the most lasting effect 
on a museum was determined from the 
individual histories of the museums sur- 
veyed. Some museums are traditionally 
orientated, while the character of others 
has been drastically revised as a result of a 
new generation of directors and their ori- 
entation towards the public aspects of their 
institutions. 

Turning from the museum to its visitors, 
the survey examined how the local history 
museum’s clientele had changed A prem- 

iss of the research was that a museum 
would attract visitors through the specific 
character of its exhibitions. This w d S  con- 
firmed when it became evident that the 
different social approaches to history de- 
scribed earlier had resulted in a new public 
for the museum. Although this cannot be 
scientifically documented, the large number 
of younger visitors and neighbourhood 
activists indicates that the effect of this 
development has already penetrated the 
local history museum scene. 

The interviews revealed that Berlin’s local 
history museums are increasingly popular. 
The number of repeat visitors is rising and 
the number of younger visitors is ex- 
tremely high. In addition, visitors to special 
exhibitions are culturally active and inter- 
ested individuals, thus demonstrating that 
local history museums are not confined to 
schoolchildren and senior citizens but have 
a broader appeal. Their visits were planned 
in advance and lasted for the most part 
from thirty to sixty minutes which, consid- 
ering the size of the museum, is a relatively 
long span. Their interest focused primarily 
on the presentation and explanation of 
neighbourhood history and it is particu- 
larly noteworthy that the importance of a 
local institution was made very clear. 

In general the exhibitions surveyed were 
rated positively by their visiting public. The 
short interviews revealed a range of reac- 
tions from ‘satisfied’ to ‘impressed’ with 
regard to the exhibition themes, their con- 
tent and presentation. The difficulty of 
visitors orienting themselves in the exhibi- 
tion was criticized and a desire for better 
orientation devices was mentioned. In fact, 
a great deal of the information that the 
exhibition planner wanted to communi- 
cate to the visitor was lost. This gap be- 
tween the planning of an exhibition and 
achieving the desired effect with museum 
visitors remains a problem even though 
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the general goal of the exhibit planner was 
reached in all cases. 

This research project provided for the first 
time an overview of the nature of the work, 
tasks, spectrum of activities and the possi- 
ble effectiveness of the local history mu- 
seum. It confirmed that local museums are 
ideal places to collect and preserve neigh- 
bourhood history due to their proximity to 
the visitors as well as their archival and 
collecting activities. These institutions can 
serve as the neighbourhood’s ‘memory’ 
and by so doing are predestined to lead the 
efforts of researching Berlin’s neighbour- 
hood history. As a result, after more than 
ten years of restructuring and redesign, 
Berlin’s local history museums have talcen 
over the function of cultural initiators in 
their innovative and integrated neighbour- 
hood projects. The significance of this 
evolution is that every local district has a 
contact person with whom historical mat- 
ters can be discussed, an achievement 
which other large German cities cannot 
equal. It appears that several local history 
museums have outgrown the narrow defi- 
nition of such institutions by offering the 
public the opportunity to participate not 
only in exhibitions but in a series of 

O UNESCO 1993 

additional activities based on the institu- 
tion’s collection and archives. 

Scu@ure b y  Jaime Plem-a. 

A significant problem for local history 
museums at the’ present time seems to lie 
in their relationship with the responsible 
political bodies. Traditional, often narrow 
concepts about such museums and their 
role in the neighbourhood prevail. The 
interpretation of the local history museum 
as a type of second-class museum exists 
even within Berlin’s museum community. 

It is hoped that the results of the research 
described here can make a contribution to 
the discussion of the function and role of 
the local history museum as a dynamic 
neighbourhood institution. 
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Illusion or reality: unravelling the 
Musée Grévin 
Ma y Louise Kelly 

Visitors’ responses are perhaps ?zoulhere 
quite so imzistral as those registered at the 
Mzisée Grévin in Paris. &layLoiriseKelly, a 
Museum International intei-tz aid senior 
editorofrhe Harvard Crimson, tells us why. 

When the director of the Musée Grévin 
awoke one morning in the spring of 1992 
to discover one of his museum’s most 
prized objects missing, he quickly called 
security guards and the press. Soon dozens 
of reporters descended on the museum, 
snapping photos and jostling for quotes in 
what was to become the season’s best 
publicized art theft in Paris. 

Paul Boc 
n 
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What exactly had the thieves taken - an 
irreplaceable Monet painting? An exqui- 
sitely carved Rodin sculpture? Far from it. 
The wily burglars weren’t professionals at 
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France; their prey wasn’t a famous Impres- 
sionist painting, but a wax statue of 
superchef Paul Bocuse. The story begins to 
fall into place when we learn that the 
Musée Grévin isn’t a national repository of 
ancient, priceless works of art, but France’s 
most celebrated wax museum and ‘Palace 
of Mirages’. 

By mid-afternoon reporters had located 
the missing statue on a high-speed train to 
Lyons, and by evening all was revealed: the 
chef-‘thieves’ had collaborated with mu- 
seum staff members to kidnap the statue 
and present the real Bocuse with his wax 
double as an April Fool’s Day joke. Whether 
the kidnapping was intended as a hoax or 
a serious statement on gourmet cooking 
was unclear until after the pranksters re- 
vealed their plot; either way the chefs’ 
action seemed more than a little weird. But 
then, the Grévin is no ordinary museum. 

Founded in 1882 by cartoonist Alfred 
Grévin, the museum was designed to illus- 
trate current world and French events, a 
sort of ‘plastic newspaper’ for the masses. 
Originally incorporating fifty-eight wax fig- 
ures, the Musée Grévin today boasts over 
450, including tableaux of leading politi- 
cians, heroes from French history, grue- 
some torture scenes, as well as gyrating 
rock stars. The museum’s formula for suc- 
cess seems to be working: the Grévin 
draws 600,000 visitors annually, making it 
one of France’s most popular museums, 
behind the Louvre and the Château of 
Versailles but far ahead of the Rodin and 
Picasso museums. Clearly the Grévin is a 
commercial triumph. 

Perhaps the most intriguing aspect of the 
museum is the way its visitors respond to 
the figures. What enthrals visitors at most 
museums -the knowledge that what they 
are seeing is real, not a copy - is com- 
pletely absent here. Museums are based on 
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the idea that they preserve cultural objects 
that are worth saving: a real Michekangeio 
sculpture, the real jewels in a crown, a real 
2,000-year-old mummy. Collections tradi- 
tionally revolve around objects valued for 
their beauty or their rarity. By contrast, the 
wax figures at the Grévin could never be 
mistaken for ‘art’. They are created for 
display in a museum and have no value 
outside this context. Thus everyone who 
enters the Musée Grévin tacitly agrees to 
play a game. Visitors must accept the mix 
of reality and fantasy that lies at the core of 
the Grévin; they must accept a museum 
based not on things worth preserving, but 
on figures that try to fool viewers into 
believing that they are real. , 

Sifting through the entangled Payers of fact 
and Fantasy that make up the Musée Grévin 
is no easy task for any visitor, for the true 
soul of the museum lies somewhere be- 
tween the two poles. If we are to believe 
the testimonies of its founder, the Grévin 
was not intended to be a fictional Fantasy 
at all. Alfred Grévin planned his museum 
as ‘a type of flexible newspaper where the 
public will enco~inter personalities who 
have captured its attention, copied with 
scrupulous attention to their true essence’.’ 
The cartoonist believed that wax dioramas 
would function like grand-scale picture 
journals, bringing world news to the masses 
in a better way than written text because 
they were more ‘real’. 

Authenticity and fantasy 

The Musée Grevin does more than just 
promise authenticity - it delivers. In the 
basement panorama of scenes from the 
French Revolution, Marat‘s wax look-alike 
bleeds to death in the very bathtub in 
wliich the journalist was really murdered. 
The museum went to great pains to obtain 
the black leather tub, rescuing it first from 
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a church exhibition and later from a British 
minister. And the appeal to authenticity 
doesn’t stop there: the exhibit also features 
the actual knife which Charlotte Corday 
allegedly used to stab Marat, as well as a 
map of France which the Revolutionary 
statesman was supposedly studying at the 
time of his demise.l 

Mozal-t at Versailles. 

Great care is taken to ensure that the wax 
duplicates are not only portrayed in the 
clothes ancl with the props that they might 
have actually useci, but that even their 
mannerisms üre perfectly staged. In one 
scene, for example, a gathering of artists 
including Dali, Picasso and the novelist 
Georges Simenon are shown in a box at the 
Paris Opéra. Simenon, who was evidently 
never seen in public without a lighted pipe 
in his hand, is shown in the scene without 
his pipe, because smoking was forbidden 
at the Opéra. 

But a11 pretensions of accuracy and of 
being a realistic newspaper aside, the Musée 
Grévin’s appeal to visitors is undeniably its 
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magical, fantastic side. The Grévin offers 
an escape into a world that is more fairy- 
tale than fact. Of course, the museum’s 
surroundings are. mundane enough. The 
grey street scene of the Boulevard Mont- 
martre smacks of the responsibilities of’ 
ordinary life: commuters pour in and out of 
the Métro, car horns blare, and a gritty 
wind blasts down the cracked sidewalk. 
But behind the faded golden doors at No. 
10, soft strains of music float out onto the 
late afternoon air, inviting passers-by to 
step in for a unique experience. Walking 
from today’s dusty street scene into the 
sumptuous palace of mystery is a luscious, 
strangely decadent experience. The Musée 
Grévin, replete with lavish costumes and 
intriguing sets, represents not fact or even 
art so much as fantasy. 

The interior of the Grévin is suggestive of 
a mirage. The damp, narrow-walled en- 
trance corridor opens onto a huge emer- 
ald-green and gold chamber flecked with 
pink. Small mini-dioramas, separated by 
columns and set off from the main space, 
depict outrageous scenarios such as a 
conversation between state leaders Margaret 
Thatcher, FrançoisMitterrand, George Bush, 
Deng Xia0 Ping and movie star Raque1 
Welch. Woody Allen, posing in a silver 
bodysuit as an ‘electrician in space’, flies 
above the group. Back in the centre of the 
main chamber, Michael Jackson - decked 
out in characteristic white gloves and silver 
studs - stands on a pedestal above the 
room, belting out his hit song ‘Thriller’. 
Upstairs on the second floor, the Théâtre 
Grévin hosts a regular travelling drama 
corps and children’s magic shows. Mirrors 
adorn nearly every inch of wall and ceiling 
space in the auditorium, producing a diso- 
rienting, ethereal atmosphere. The Palace 
of Mirrors next door uses pulsating red 
lights, jungle noises, and magically grow- 
ing and disappearing vines to create a 
surreal effect. 

The most common visitor’s response to 
the Musée Grévin is not a clear-cut pro- 
nouncement of fantasy or reality, false- 
hood or truth, black or white. Another 
level of response exists, on which the 
border between fantasy and reality be- 
comes blurred, and spheres of illusion 
and truth become entangled. Take the 
case of Dante Ephyhoni, an Italian engi- 
neer from Turin, who in 1938 committed 
suicide in the Musée Grévin in front of the 
wax likeness of Mussolini. Ephyhoni had 
written to the ambassador of his country, 
saying he wanted to die in front of the 
statue of the man he held responsible for 
all his unhappiness. Nearly every news- 
paper in Paris, from LeFignro to Lefilatin, 
from Paris-Soirto LePetitParisien, blazed 
juicy headlines of the incident across 
their front pages on 28 June 1938. 

But beyond the tragic tabloid-interest fac- 
tor of the story, the more intriguing issue is 
that of Ephyhoni’s response to Mussolini’s 
likeness. His letter to the Italian ambassa- 
dor, as reported by Le Figaro, did refer to 
the figure as a ‘statue’; thus on the literal 
level, at least, Ephyhoni acknowledged 
that the figure was an imitation. So why did 
he choose the Musée Grévin to make his 
political statement, when he could have 
done so in dozens of more public spaces? 
W e  can only guess that, somewhere be- 
yond his rational acceptance of Mussolini’s 
figure as a wax effigy, Ephyhoni responded 
to it on another level as well. The statue, 
with its apparently incredible resemblance 
to the dictator, had assumed an aura of the 
‘real’. 

Before the Second World War exploded 
across the European continent, the Musée 
Grévin’s effigy of Hitler drew equally 
mystifying responses. A reporter from 
L’CEzivre, assigned in 1933 to monitor 
responses to the statue, observed several 
fascinating episodes. Early one morning 
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an elegantly dressed young woman with 
several friends in tow entéred the mu- 
seum and suddenly cried out, ‘It’s him!’ 
Jumping in front of the statue, she looked 
the Führer square in tlie eyes and mc- 
thodicaiiy crossed herself three times. A 
few hours later, a portly middle-agedman 
stopped to stare at the Hitler effigy for a 
few moments, then turned to exainine 
himself in a mirror. After a quick glance 
around to verify no one was watching, he 
turned back to the mirror and raised his 
arm in a Heil Hitler salute.3 The sophisti- 
cated young woman and portly man both 
responded to the wax effigy much as if 
they had found themselves face to face 
with Hitler hiinself. Perhaps for a fleeting 
moment, they forgot real life and actually 
believed in the vitality of the wax figure. 

It is on this level of response that the 
curious intertwining of truth and fiction in 
tlie Grévin becomes most interesting. The 
young woman, the iniddle-aged inan and 
Ephylioni all agreed to play the game 
which the Grévin asks of its visitors - they 
accepted tlie ‘apparent authenticity’ of a 
copy. By swallowing the mix of Fantasy 
and reality that is tlie Grévin, they allowed 
themselves to be fooled - at least for a little 
while - into believing that the wax figures 
were real. 

And for that matter, how do we know that 
the art in the Musée Grévin is pure Fantasy? 
Perhaps all the Fact and fiction and reality 
and fantasy that we iinagine to be so clearly 
divided are a little bit more mixed up than 
we would like to believe. w 

Illusion or reality: unravelling the Musée Grévin 

Notes 
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Archaeology and community: a village 
museum in Ecuador 
Colin McEwnn, Chvis Hudson and Maria-Isabel Silva 

In 1987, iuepriblislxd an article deuotedto 
the archaeological site of Agiin Blanca in 
Eciindor iuhose residents had joined IlJith 
archaeologists in ti ncoueiing andpreseni- 
ins a host ofpre-Colunihian ai-tefacts.’ The 
actiue partic@ation of the villagers had 
resulted in the cl-eation of a commrinity 
archaeological exhibit Luhich iuas inmgil- 
rated in 1986 Todaji Agzia Blanca boasts 
a genuine site miiseii?i? ctiin ciiltr&ral ceiz- 
tre entire[y bidt by the villagers. The Casa 
Cultural, as it has come to be knouiiz, is the 
result of ten years’ collaboration betzveeii 
‘heritage’ professionals, villagers and na- 
tional institiitions. Undevpin~iing this zuork 
is the iiiezv that localpeople, when aiuare of 
the meaniiig and value of their past, can 
plq] an iniportantpart in its recovety and 
protection The ston/ is told bji three key 
j&il-es: ColinMcEuun, directorof theAgLia 
Blanca Al-chaeology Project and specialist 
in the pl-ehisto- of the Americas; Chis 
Hiidsoi?, ruho designed the mitse~tin; and 
ilkwia-Isabel Silva, fol-mer head of the De- 
partinent ofArchaeolo~vni~dIIMtory in the 
Ecuadorian Niitional Institute of Ctiltiiral 
Patrimony and co-director of the pl-oject. 

As a result of several seasons of fieldwork 
by the Agua Blanca Archaeological Project 
the site is now recognized as one of the 
major pre-Columbian centres in the north- 
ern Andes, and is visited by over 10,000 
people each year. 

The exhibit organized by the village of 
Agua Blanca in 1986 was a tangible expres- 
sion of the community’s links with its past. 
It also showed that it was prepared to 
assume responsibility for caretaking that 
past. The national authorities, however, 
had different ideas, planning to locate 
visitor facilities well away from the village. 
The creation of the new archaeological 
exhibit challenged all their assumptions. it 
was nurtured by the active and enthusiastic 
participation of the whole corniina. Its 
inauguration drew a crowd from all over 
the province: cainpesinosfrom neighbour- 
ing hamlets and villages, schoolteachers 
from nearby towns, family and friends. 
Members of the archaeological team ex- 
plained in their own words their experi- 
ence of discovering the past as they guided 
visitors through the site and this has now 
grown into the annual enctientro cziltiiral 
(cultural festival) in which villagers cel- 
ebrate their experience with people from 
all parts of the country. 

As the excavation progressed in the follow- 
ing months the casa coniu?zal became the 
venue for evening classes for the archaeo- 
logical team dealing with all aspects of 
Manteno culture. Visiting specialists col- 
laborating with the project, such as geolo- 
gist Dr Ramon Vera of the National Poly- 
technic Institute in Quito, contributed with 
lectures and field excursions to explain 
their work. The project director took mem- 
bers of the team with him on visits to other 
projects and archaeological sites all over 
the country. This provided the chance to 
learn about the scope and variety of ar- 
chaeological investigation and to see how 

other sites were being managed, misman- 
aged or even completely neglected. They 
could appreciate that the participatory 
approach to archaeology in Agua Blanca 
was something new. in addition to setting 
up the field laboratory, Maria-Isabel Silva 
arranged meetings with national institu- 
tions in Quito. Where would the support 
come from to sustain the efforts that were 
being made at the site to conserve Ecua- 
dor’s cultural heritage? Why was it so 
difficult to find a modest sum to help in the 
task of upkeep and maintenance? 

Slowly, backing was found for the task of 
building up site infrastructure. The British 
Council responded to a request for funds to 
install two relief models and rest shelters, 
to better accommodate and inform visitors 
to the site. The National Forestry Service 
released funds to build a boundary fence 
around the site, consolidate footpaths and 
construct stairways. in due course the 
Central Bank Museum in Guayaquil recog- 
nized the need for year-round mainte- 
nance of the site and provided a budget to 
make this possible.2 

One idea that arose from discussions be- 
tween the project directors and village 
leaders was to create a cultural centre - a 
building that would display finds from the 
excavation and extend facilities available 
to both the Archaeological Project and 
visitors. Chris Hudson, designing a mu- 
seum for the neighbouring village of 
Salango, was asked to think about the 
design, and sketches as well as possible 
locations were discussed. Right from the 
start it was decided to use local materials, 
to create a structure that would fit into the 
village and landscape and that would also 
be inexpensive to build. It was hoped that 
by successfully using natural materials and 
local techniques, others would be encour- 
aged to do the same, rather than construct 
buildings that did not blend into the area. 
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Archaeology and community: a village museum in Ecuador 

In 1988 funding was obtained from the 
Ecuadorian Oil Corporation’s fund for com- 
munity development, and a British Council 
travel grant enabled Chris to return to the 
village to supervise construction, which 
began in July 1989. Labour for the project 
was entirely drawn from the village itself 
and in addition three iniizgas (an Andean 
tradition entailing communal labour on 
public projects) were organized to get 
things going. One of these, at the sugges- 
tion of the village president, Samuel 
Martinez, was made up of schoolchildren 
who enthusiastically collected stones for 
the foundations. The idea was to involve as 
many people from the village as possible, 
so that even the children could be able to 
say that they had helped to build the casa 
cultiiral. 

The building is of timber, split bamboo, 
palm thatch and quiizcha - a mixture of 
manure, earth, straw and water. it com- 
prises a generous porchwit ha shop, plus an 
exhibition hall on the first level. An office, 
store-room and living accommodation for 
the Archaeological Project are on the sec- 
ond level. The entrance porch and balcony 
afford a magnificent panorama of the valley 
and welcome shade to sit and rest. 

Nearly evev one of the thirty-five founda- 
tion holes yielded pre-Columbian remains 
- floor levels, potsherds, hearths and ani- 
mal bones; in two places stone walls were 
uncovered, which were excavated, mapped 
and photographed by the archaeological 
team. One of them was later cleaned up 
and roped off to become an exhibit at the 
entrance to the museum. A balsa-wood 
scale model was made of the structure and 
this proved to be an invaluable tool for 
refining the design and explaining it to the 
carpenters. 

The display in the 8 x 8 metre exhibition hall 
is modest, due to limited resources, but 
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aims to be bright and informative. The 
purpose of the exhibition is to orient visitors 
concerning the extent and significance of 
the prehistoric town before they tour the 
archaeological site on foot. Simple glass 
modules on plywood bases protect the 
exhibits and larger pieces, such as stone 
seats, are on open display, including a 
‘please touch’ table. Information is pro- 
vided by text, photos, maps and a simple 
time-chart incorporating real potsherds. The 
display will be upgraded to include new 
finds as resources become available, and 
funds are currently being sought to produce 
a ten-minute audio-visual introduction. * 

Casa Cultural 
exhibitioiz: 

villagers aie 
juxtaposed with 
inmges ofpre- 
Coluni Dia pi 
objects, to S ~ J J  

‘continuity’. 
Grills let in 
ambient light 
and welconze 
veiltilation. 

pbotos of today’s 
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Builders nt work. 

Living, learning and celebrating 

Reviewing the story of the last decade in 
Agua Blanca gives pause for reflection. Are 
there things that could be improved? Could 
it have been done differently? The answer is 
almost always in the affirmative. Neverthe- 
less some valuable lessons have been learned 
about how and why things have worked. 

The overwhelming reality facing the 
conzunn has been that of limited material 
and financial resources. However, this has 
also had its positive side. Nearly everything 
that has been attempted by the coinzincz 
and the Archaeological Project working 
together has had to be based on careful 
deliberation and discussion. Much thought 
has gone into asking what the C O I I I L I ~ Z ’ S  
real needs are and, equally important, 
what is feasible. This community-based 
approach poses an alternative to the top- 
down development strategies that are nor- 
mally applied. Preconceived development 
models imposed by government and inter- 
national agencies run the risk of excluding 

or deliberately overriding the creative con- 
tribution that a local population can make 
towards solving problems of environmen- 
tal and cultural resource management. 

The Agua Blanca Archaeoiogicai Project 
instead adopted an approach of building 
from the grass roots up. This was based on 
the recognition of the necessity to work 
from the expressed needs of local people. 
A respect for, and a willingness to work 
with, the existing cornzii7~1 organization 
went hand in hand with a recognition of 
the pressing economic realities of a com- 
inunity whose natural environment is in 
jeopardy because of progressive deforesta- 
tion. The advent of the Archaeological 
Project and its close involvement with the 
village opened up new possibilities in the 
cultural life of the community which have 
proved to be a tool for education in the 
broadest sense. 

A basic goal of the Archaeological Project 
has been to try to ensure that everything 
attempted is brought to fruition and seen to 
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work. This often means a painful process 
of trial and error and the need to acknowl- 
edge where things l-iave gone wrong. A 
conscious attempt has been made to in- 
volve a wide range of institutions and 
individuals and thereby avoid a monopoly 
by any one institution or interest group. 
This process has met with many obstacles, 
some stemming from ignorance, some from 
indifference and some from outright hostil- 
ity to new ways of working. O n  the other 
hand, vital interest and support has some- 
times come from unexpected quarters. 

W e  believe that just this sort of change of 
consciousness in human working relation- 

Eiztmizce po~ch, 
striiî-s to office 
aizd 6doomep’ 
ex12 ibit. 

ships is instrumental in determining the 
kind of future that can be created. While 
more challenges lie ahead, we are optimis- 
tic that these first steps forward have shown 
how a knowledge of the past and an 
identification with it can be catalysts for 
change in rural Latin America. 

Notes 

1. ‘Focusing Pride in the Past’, Mzisezrin, Vol. 
EZE, No. 2 (1541, 1987. 

2. ‘A Museum Viking in Ecuador’, Mziseziin, 
Vol. XLIV, No. 1(173), 1992. 
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‘A Tale of Two Cities’ 
Rogev Smith 

A neLu concept in mzziseiini innnagemetit 
has invigorated the ciiltirml life of n comer 
of riirnlNeio Zealand. Roger Snzith, Execu- 
tiue Director of the Hariike’s Bay Ciiltirrd 
Ttzist, explniizs hOLlJ this came about. 

Regional New Zealand is known for its 
rural lifestyle and dependence on the mar- 
ket fluctuations of the farming sector. 
Hawke’s Bay, on the east cost of North 
island is no exception and is regarded as 
the fruitbowl of New Zealand and a major 
wine-producing region. 
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This article focuses ona selection of Hawke’s 
Bay Cultural Trust activities and achieve- 
ments since its formation four years ago. 

The two principal cities in the province - 
Napier and Hastings -would be regarded 
globally as sizeable towns with populations 
of 52,000 and 65,000 respectively. Hastings 
has always fulfilled the role of a rural 
service town whereas Napier with the 
region’s only port and airport prides itself 
as the administrative centre. Both cities 
were extensively rebuilt after a devastating 
earthquake in 1931. 

As might be expected there has been 
considerable rivalry between the two 
cities over the past century. Local par- 
ochialism is somewhat legendary; it 
is therefore even more remarkable that in 
1988 the first moves were made to 
rationalize the cultural resources of the 
region. A report by museum consultant 
Ken Gorbey made several recommenda- 
tions, among them the formation of a 
single management body to control 
the major art and history institutions. Ex- 
tensive public consultation with local and 
national interested parties was undertaken 
and a report produced to brief the two 
councils. In April 1989, the Hawke’s Bay 
Cultural Trust officially began the 
task of achieving what had been recom- 
mended by the Gorbey report and estab- 
lished as goals by the council and Friends’ 
representative on the Cultural Trust Board. 
It was at this time that I had the pleasure 
of being appointed the first Executive Di- 
rector. 

A sizeable inheritance 

The site of the Hawke’s Bay Museum had 
been well used for cultural activities since 
1865 when a Mechanics’ Institute first oc- 
cupied it. This later became the Napier 
Athenaeum, whose popularity as a lending 
institution threatened to outstrip its budget. 

In 1936 the Athenaeum was replaced by 
the Hawke‘s Bay Art Gallery and Museum, 
which since its inception was operated by 
an enthusiastic and dedicated group of 
local patrons known collectively as the 
Friends. With the formation of the Hawke’s 
Bay Cultural Trust, the Friends who had 
already handed over their assets to the 
Trust, became the official support organi- 
zation and relinquished control of man- 
agement. They have, however, retained a 
presence by being represented on the 
Board by three members, one of whom is 
also a representative of a technology group- 
ing. The other representatives on the 
Hawke’s Bay Cultural Trust guarantee a 
major presence for the local authorities as 
principal funders. Additional representa- 
tion includes a member of the recently 
established Regional Council and a 
kaumnttm (elder) of the local Maori tribe. 

In Hastings the Trust inherited the local 
City Cultural Centre. Established in 1970 
this multifunctional space had seen a vari- 
ety of uses during its short history. Every- 
thing from local flower shows to art exhi- 
bitions were staged. None of these was 
particularly successful in terms of building 
structure and spatial requirements. Musical 
performances often competed with the 
shunting of diesel locomotives on a nearby 
railway track. Staff morale was poor and 
interaction with the public was at such a 
low ebb that at times the exhibition lighting 
and heating were only switched on when 
a visitor arrived at the door! Clearly here 
was a challenge in museum public rela- 
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‘A Tale of Two Cities’ 

tions that needed to be addressed with 
some urgency. 

Structurally the building was sound, with 
clearly defined galleries. One of the first 
things the newly established Hawke’s Bay 
Cultural Trust undertook was to embark on 
a major redevelopment for the Cultural 
Centre. First, a change of title to the Hawke’s 
Bay Exhibition Centre clearly signalled the 
facility’s mission - that of being the re- 
gion’s main venue for touring exhibitions 
of art and in some cases historical exhibits. 
A new entrance way and foyer were de- 
signed by local architect Morgan Flynn to 
make the entrance far more welcoming 
and to allow easy access for the physically 
handicapped. The walls of the exhibition 
galleries were clad in composition board, 
providing a suitable surface for exhibition 
hanging. The floor was carpeted and strict 
environmental controls were introduced. 
Guzzini track and fittings for the lighting 
were chosen, each track having the poten- 
tial to be individually dimmed to the re- 
quired lux levels; state-of-the-art air-condi- 
tioning was installed. With these environ- 
mental modifications the Exhibition Centre 
was now able to take international and 
major national exhibitions from the touring 
circuit, something that rarely happened 
prior to the alterations. aquatic life! Mziseim. 

were no major problems with relocation of Dem Bones exl~ibition, HaiiJke’s Bay 

Fund-raising for any capital project is al- 
ways a challenge but the Trust was fortu- 
nate to reach its target figure of NZ$442,000 
for the first stage of the redevelopment 
relatively easily. The building was re- 
opened in April 1991 by the Governor- 
General, Dame Catherine Tizard. Stage 
two has seen the construction of a café 
facility at a cost of NZ$150,000 in what had 
previously been an enclosed courtyard 
area resplendent with fish-pond. As fate 
would have it, a large wading bird swal- 
lowedmost of the pond‘s occupants shortly 
before construction commenced so there 
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The Exhibition Centre’s café provides an 
additional focus for the Centre and fulfils a 
visitor need identified in recent surveys. 
Many of our public travel substantial dis- 
tances to visit the Exhibition Centre and 
they had often requested a café-style re- 
freshment area. 

Getting to know the audience 

One of the first things the Trust did was to 
conduct comprehensive visitor surveys 
between November 1989 and Februa 3 
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1990. The survey documents were devel- 
oped in-house and non-users of our facili- 
ties were canvassed by telephone. Leisure 
pursuits, perceptions of museums and 
media influence were all addressed and 
provided a valuable insight into the habits 
of those members of the local community 
not making use of our services. W e  discov- 
ered for instance that while 89 per cent of 
those surveyed knew the exact location of 
the Museum with its long-established com- 
munity profile, only half those polled knew 
where the Exhibition Centre was. W e  re- 
solved that all future promotion would 
reinforce the Exhibition Centre’s location. 

The in-house survey was a far more com- 
prehensive exercise and was only able to 
be undertaken because of the support of 
volunteer researchers from the Friends’ 
organization. From the results, we were 
able to determine our visitor profile; visi- 
tors’ access to our facilities; a description of 
their museum visit; their perception of our 
facilities and exhibitions; what visitors 
planned to do with the rest of their visit to 
the cities; thoughts on our related benefits 
such as the museum shops; what other 
services visitors would like to see us pro- 
vide; and what media influenced their 
decision to visit our facilities. 

Results were compiled and cross-refer- 
enced so that w e  had an overall Trust view, 
an Exhibition Centre/Museum division and 
finally a breakdown of responses from 
local people, visitors from other areas of 
New Zealand and from overseas. 

The results of these surveys are too de- 
tailed to define fully in this article but, 
suffice to say, they proved invaluable in 
helping us develop a marketing plan for 
our operations. 

A more recent survey in December 1991 
conducted by the Queen Elizabeth II Arts 

Council of New Zealand gave us an update 
of our visitor profiles for both Museum and 
Exhibition Centre. 

Using economic indicators 

The Trust is an entrepreneurial non-profit 
organization, which prides itself on using 
a variety of techniques and complemen- 
tary attractions to provide income. 

As the Museum has the modern 330-seat 
Century Theatre attached, an effort has 
been made actively to promote the venue 
as a conference centre with an ambience 
unequalled in New Zealand. The Museum 
offers delegates the opportunity to sample 
local history and arts at their leisure and 
provides a welcome break from the pace of 
a conference agenda. 

An art house cinema has been developed 
for the same theatre, screening two nights 
per week. The Century Cinema has revital- 
ized movie-going in Napier and has devel- 
oped a loyal and appreciative following. 
Profit from the Cinema (NZ$10,000 in its 
first year of operation) has been chan- 
nelled into other Trust activities and into 
acquisitions for the collection. The value of 
the Cinema as a public-relations exercise 
for the Trust has been great as it brings yet 
another audience into the Museum and 
many stay to shop or return to see the 
current exhibitions. 

Being a member of the Friends’ organiza- 
tion also has the added benefit of discounts 
for the Cinema and the Museum shops and 
entitles one to free admission to the normal 
exhibition programme. 

The Trust receives NZ$641,925 from local 
authorities in a financial year. This equates 
to NZ$4.89 per head of population in 
Hastings and NZ$6.33 per head in Napier. 
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The national average of operational fund- 
ing for provincial city museums and art 
galleries for the current financial year is 
NZ$9.65. Staff naturaiiy look forward to 
some movement from its principal funders 
to bring it closer to the national average. A 
severe nationwide economic recession lias 
not helped matters. 

Undeterred by the inequality of ratepayer 
funding, the Trust has developed its own 
income sources to such an extent that the 
funding for capital and income sources 
from local authorities represented only 
46.5 per cent of total income. 

The Museum shops for instance generated 
a net surplus of NZ$22,824 and trends for 
the current year indicate a doubling of this 
figure. Other sources include the New 
Zealand Lottery Board, grants and be- 
quests and contributions from Friends and 
volunteers. 

Nevertheless, it appeared necessary to 
convince local councils that apart from 
patronage, public programmes, heritage 
preservation and public relations, they are 
getting good value for every dollar in- 
vested in our organization. 

W e  recently calculated our effect upon the 
local economy in three different ways. First, 
we quantified’visitor industry spending in 
our Museum and Exhibition Centre and 
using an accepted tourist multiplier, deter- 
mined the total impact for a year at 
NZ$767,964. A similar principle was used 
for wages and salaries paid to our employ- 
ees over the same period but using a lesser 
multiplier. This equated to an ~ M L I ~ I  impact 
ofNZ$679,268. Finally, direct spending with 
local merchants and industry was analysed 
and this figure came to NZ$772,500. 

W e  have therefore determined that the 
total impact of Hawke’s Bay CulturalTrust’s 
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operations upon the local economy came 
to the substantial figure of NZ$2,219,732, 
surely enough to convince even the most 
cynical council of an excellent return for 
their, investment in our operations. These 
calculations do raise the issue that many 
museums undersell themselves and need 
to adopt to a greater degree the economic 
indicators and evaluation techniques of 
industries such as tourism. 

Since its early beginnings the Trust has 
pursued a vigorous promotion policy. The 
Freedom Independent Travel segment has 
targeted the overseas visitor; a specially 
designed tee-shirt has been produced; spe- 
cial programmes aiid activities have been 
widely publicized. A new full-colour Trust 
brochure clearly spells out the education 
and entertainment values of our institu- 
tions and dispels once and for all the old 
association of museums being equated 
with dust and dead objects. 

W e  have been fortunate in having an 
excellent rapport with the local press and 
so our media profile is high. The estimated 
advertising value of free publicity received 
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in the local print media alone is calculated 
at NZ$26,000 per annum. 

The Trust has a weekly newsletter on the 
local community radio station and lias 
initiated a number of promotional arrange- 
ments with this station for exhibitions. A 
recent international craft exhibition from 
the Llnited States saw us receiving 
NZ$13,000 worth of radio advertising for a 
small percentage of the door takings. 

Exhibition openings and previews have 
always been a popular way for the Friends 
to meet, though we have noted that in- 
creasingly with both adults in most family 
groups working there has been a decline in 
numbers attending mid-week. W e  now 
have fewer general openings but make 
those we do have more of an event. This is 
helped by sponsorship from a national 
wine company which provides NZ$3,000 
worth of wine each year to an appreciative 
art audience. 

Other sponsorships have included IBN1 
who provided computer hardware for the 
Trust’s office management; local 
sponsorships for the two national touring 
exhibitions produced by the Trust and 
even an international air travel agreement 
with Canadian international Airlines. 

It is not possible to detail every activity 
undertaken by the Hawke’s Bay Cultural 
Trust. A local Science Centre is being 

developed, a regional Arts and Crafts Guide 
is at the design stage and many more 
schemes are afoot. One of the key indica- 
tors of our success has been the response 
from the public over the first three years. 
Our patronage has become one of the 
highest recorded for any provincial centre 
with 264,000 visitors being recorded in the 
Museum complex over the past year. The 
trend indicates a 4-5 per cent increase each 
year since 1990. 

Since the redevelopment the previously 
little-used Cultural Centre has become the 
much-used Exhibition Centre, championed 
in the local press as ‘the place to visit’. The 
recent international exhibition mentioned 
earlier saw 3,300 paid admissions over six 
weeks, a considerable achievement for the 
Hastings district. Since the redevelopment 
and the new café, numbers have continued 
to increase and current building totals 
suggest monthly increases of 200 to 300 
per cent over the previous years. 

The Hawke’s Bay Cultural Trust was a new 
concept in museum management in New 
Zealand when formed in 1988. This short 
article gives some indication of its achieve- 
ments since its inception. The impact at the 
local level has been immense thanks largely 
to the dedication of the twentyseven staff 
members and the support of its 1,400- 
strong Friends’ organization. Many excit- 
ing challenges lay ahead and we wouldn’t 

w have it any other way! 
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The anatomy of a loan 
Maije C. Malar0 

77Je increasing uchaîzge ofobjects betueeiz 
mmu?tis calls for clear-crrt policies aizd 
practices tl~atplricegreatereiiiplJasis on t h  
museuni’s true pziipose and its responsi- 
bilities to the public arid to its collections. 
TIJeseareenietging in the UrzitedStatesnrzd 
are described by Marie C. hfalaro, author o f 
A Legal Primer on Managing Museum 
Collections, n staizdard referetice ruork. 
Ms Malam is Director of the Gmdziate 
Pi.ograninie in Mriseilîn Studies at the 
George Washington University in Wash- 
ington, D.C., aizdbas, in tlJepast, serued ns 
a legal aduiser to the Suiitlxonian Institu- 
ti0îl. 

In these times of specialization and mass 
communications we can find ourselves 
longing for the simple days when ‘black 
was black and white was white’, and a 
contract could take the form of a mere 
handshake. The simple days are certainly 
long gone for most of us, and this is true 
even in the relatively sheltered world of 
museums. Let us take, for example, the 
topic of loans. Here in the United States, 
museums are dissecting, debating and ex- 
perimenting with loan situations to the 
point where lawyers and other specialists 
are regularly consulted to help address the 
list of rights and obligations now consid- 
ered essential elements of a good loan 
agreement. The handshake has been re- 
placed by thick legal documents. Why lias 
this happened? is it a sign of true progress? 
How might this more complex approach to 
lending affect future exchanges between 
museums? 

What is a loan? 

In the law a loan creates a bailment. The 
term ‘bailment’ is derived from the French 
word ‘bailliet’, to deliver. ’It imports a 
delivery of personal property by one per- 
son to another in trust for a specific pur- 
pose, with a contract, expressed or im- 
plied, that the trust shall be faithfully ex- 
ecuted and the property returned or duly 
accounted for when the specific purpose is 
accomplished or kept until the bailor claims 
it.” 

When a loan is made the lender is the 
bailor (the one giving) and the borrower is 
the bailee (the one receiving). There is a 
transfer of custody (the right to have pos- 
session for certain purposes) but there is 
no transfer of title (the right ultimately to 
control the property). The law of a country 
invariably addresses bailment situations 
and, as a rule, it describes the standard of 
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performance expected of bailors and bail- 
ees. The standard can vary depending on 
the particular circumstances. When the 
parties to the loan are considered to be 
trustees because they are dealing with 
property held ‘in trust’ for others, the 
standard of performance imposed by the 
law in a bailment situation is relatively 
high. Museums rightfully describe them- 
selves as holding their collections ‘in trust’ 
for the public and, accordingly, they should 
expect to be held to a relatively high 
standard of care in bailment situations.’ 

Several decades ago American museums 
found themselves being prodded to be 
more accountable. An educated public 
was raising questions about the legal obli- 
gations of those who manage museums 
and museum procedures came under scru- 
tiny. When more critical attention was 
given to loan practices there were causes 
for alarm. Museums found that their records 
were often in disarray. When loan records 
were available they were usually inad- 
equate because they did not spell out the 
purpose of the loan, the obligations of the 
borrower, or the ways in which the lending 
museum could protect its interests. Fre- 
quently there was no monitoring of loans. 
In the worst situations there were no 
termination dates for the loans so there was 
no incentive for the lending museum to 
even check on the location and condition 
of its property. The adage ‘out of sight, out 
of mind’ rang very true. These conditions 
hardly comported with a legal standard 
that imposed a relatively high degree of 
care in loan situations. Museums in the 
United States began to worry about possi- 
ble legal liability, and this fear provided the 
impetus for re-evaluation of loan practices. 
It was evident that more thoughtful loan 
policies had to be articulated which would 
describe when a museum would lend its 
objects and under what conditions so as to 
reflect the museum’s mission. Lending is 
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not an isolated activity, it is merely one 
possible means of achieving the purposes 
of the museum. By starting with the mis- 
sion of the organization attention is fo- 
cused on such important questions as: 

What is the purpose of this museum? 

exercising due care. It is the contract that 
sets forth the performance expected of both 
the bailor and the bailee, and to be effective 
the contract must be fairly explicit. This is 
why the average loan agreement issued by 
a United States museum now covers in 
appropriate detail the following points: 

What public is served? The parties to the agreement. 

How are the needs of the public consid- 
ered when outside organizations seek 
the use of the collection? 

The purpose of the loan. 

The term of the loan. (A definite term should 
be set and it is usually for a relatively 
short period of time. This forces the 
lending museum to monitor the well- 
being of its objects. The obligation of a 
museum to take care of its objects does 

What is the museum‘s obligation to protect 
its collection? 

How is the obligation to protect factored 
into loan decisions? 

What are the lines of authority in the 
museum and who should bear respon- 
sibility for approving loans and for 
overseeing the implementation of loans? 

All these questions need to be kept in mind 
as a loan policy is drafted. It is very difficult 
to show that a museum is exercising due 
care in lending - the standard the law 
usually expects - if loan practices appear 
to be at variance with the organization’s 
mission. 

Turning policy into practice 

As museums in the United States began to 
articulate loan policies that considered ‘mis- 
sion’ and ‘trust responsibilities’, changes in 
practice were inevitable. One result was a 
more formal decision-making process on 
the issue of whether a loan request would 
be approved. Another was insistence on the 
consistent use of carefully drafted loan 
agreements. The loan agreement, normally 
issued by the lending organization, is the 
most visible evidence that the parties are 

not disappear just because the objects 
are on loan. While the term of a loan 
may be, for example, two years it could 
be understood that the lending museum 
will entertain a renewal of the loan if all 
appears in good order as the expiration 
date approaches.) 

Clear descriptions of objects, their condi- 
tion and their insurance values. 

Detailed packing and shipping instruc- 
tions. 

Insurance requirements and any rights of 
the lender to adjust insurance values if 
the loan is for more than a brief period. 

Costs to be assumed by the borrower. 

Credit line to be used if objects are to be 
exhibited or published. 

Clear articulation of any other uses the 
borrower may have of the objects. 

Standards for handling and caring for the 
objects while they are in the custody of 
the borrower. 
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The anatomy of a loan 

Reporting of Jamage and procedures for 
providing any needed restoration or 
repair. 

The lender’s right to cancel the loan. 

Any procedures for extending the loan. 

Return procedures 

Does the existence of formal loan policies 
and the resulting greater emphasis on 
procedure represent true progress? Be- 
cause I am a lawyer I might be expected to 
answer with a resounding ‘yes’. instead my 
answer is a qualified one. These changes 
represent progress only if procedures are 
consistently interpreted in light of the 
museum’s mission. When procedures be- 
come ends in themselves they can quickly 
be used to mask unwise decisions. Con- 
sider the following. 

First, a lending museum routinely insists 
on a courier service and on-site installation 
of objects by its personnel without an 
objective evaluation of the risks involved 
in a particular loan. Its justification for 
always imposing these costs on a borrower 
is that one cannot be too careful. But the 
lending museum will, without doubt, one 
day wish to borrow. Can it then complain 
if it is asked to expend considerable sums 
to support precautions of questionable 
value? A museum that interprets its loan 
policy in light of its mission remembers 
that it is a borrowing as well as a lending 
institution, and makes its loan decisions 
with a more balanced outlook. 

Second, a museum is in a position where 
it can demand high fees for the loan of 
certain objects from its collection - fees far 
exceeding the traditional sums charged. 
(Loan fees usually reflect actual loan costs.) 
The proposal to charge high fees for lend- 
ing is presented as an easy way for the 
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museum to raise needed income. Those 
proposing the plan quickly add that, of 
course, proper procedures will be fol- 
lowed. Strict loan agreements will be re- 
quired and insurance coverage will be 
obtained. Who could complain? But what 
about the museum’s mission? If the central 
concern of that museum is to preserve its 
objects, to encourage scholarly research 
and to make the collection available to its 
public how can this concern be given due 
consideration when the alternative is 
weighed with the assurance of large finan- 
cial gain? It can be argued that by entertain- 
ing seriously the idea of lending for high 
fees the museum has relegated its mission 
to second place. Careful adherence to 
‘procedures’ does not improve the situa- 
tion. Thus, more formal loan practices 
represent progress only if they are consist- 
ently interpreted in the light of the muse- 
um’s mission. 

The more structu’red approach to lending 
reflects a greater awareness on the part of 
museums of their core responsibilities to 
the objects entrusted to their care. At the 
same time museums are experiencing other 
pressures that support the argument that 
loans should be granted more freely. Should 
not large museums share their wealth? Will 
not increased international exchange pro- 
mote goodwill? Cannot some repatriation 
demands be resolved through loan ar- 
rangements? Is it not better to have an 
object on loan for use in another museum 
than have it tucked away in storage? These 
are all good questions and ones that muse- 
ums are grappling with, but so far the 
thoughtful response to each seems to be 
‘Perhaps, but we must examine the indi- 
vidual circumstances.’ The reality is that 
prudent lending is time-consuming and 
costly. When decision-makers realize this 
and then take into consideration their 
resources and overall responsibilities they 
are forced to make hard choices. Some * 
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museums, after examining their missions, 
may see Fit to promote active loan pro- 
grammes and budget accordingly. Other 
organizations may find that their 
missions dictate different priorities. I would 
argue that this is the way it should be and 
that this approach should be encouraged.g 
In years to come loan practices should sort 
themselves out quite nicely if each mu- 
seum has its priorities firmly rooted in a 
clear interpretation of its charter 
responsibilities. 

Notes 

1. See M. C. Malaro, A Legal Primer on 
Il.lnnnging Mirseiim Collections, Chapter VI, 

pp. 157 et seq., Washington, D.C., 
Smithsonian Institution Press, 1985. 

2. The museum community’s acknowledge- 
ment of a public trust status is usually found 
in professional codes of ethics as, for 
example, the Code of Ethics for Museums 
promulgated by the American Association of 
Museums (1991). [See Mziseicin Internntionfll, 
Vol. XLV, No. 1(177), 1993. -Ed.] 

3. The above-mentioned Code of Ethics for 
Museums of the American Association of 
Museums states that a museum should ensure 
that ‘loan activities conform to its [the 
museum’s] mission and public trust responsi- 
bilities’. The Code of Professional Ethics of 
ICOM is not quite as specific on the issue. 

Cail for contributions 

Musezinz International welcomes suggestions and articles on all subjects 
of interest to the worldwide museum community. Proposals for individual 
articles or themes for special dossiers should be addressed to the Editor, 
iWuseum Iutemntional, UNESCO, 1 rue Miollis, 75732 Paris Cedex 15 
(France). W e  promise a prompt reply! 
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Books 
Mziseos y coleccioiies de Espaiïa 

Accustomed as we were to the lack of 
interest shown by official institutions and 
organizations in the provision of publica- 
tions with up-to-date information on the 
national cultural heritage, not to mention 
the air of indifference and neglect 
generally surrounding the cultural 
heritage itself, we were surprised to 
come across an excellent Spanish guide 
under the general title of lzluseosy 
coleccioms de Espmia (Museums and 
Collections in Spain), which has suc- 
ceeded in encapsulating a legacy that, 
for many of us, brings us close to the 
historical, social, political and cultural 
evocation, not simply of Spain but of 
Europe, Africa and Latin America as 
well, reflecting centuries of complex and 
fruitful processes of transculturation that 
have extended beyond national bounda- 
ries. 

The author, Ms Consuelo Sanz-Pastor y 
Fernandez de Piérola (former director of 
the Cerralbo Museum and member of 
the Spanish Committee OF the Interna- 
tional Council of Museums (ICOM), has 
adopted an original point of departure 
for studying the Spanish heritage, setting 
out the information in alphabetical order 
and by province, community, city and 
village, which makes the guide ex- 
tremely easy to use. it is a real guide to 
‘places of interest’, providing information 
in its 780 pages concerning some 1,056 
museums and collections scattered all 
over the country. 

There are six different sections in the 
general index which group museums by 
administrative categories and provide 
practical details (titles, addresses, 
telephone numbers, times of opening), a 
short history of the museum or collec- 
tion and a description of its contents, 
plus a concise bibliography. 

If we look under ‘Madrid’, for example, 
we see that there are eighty-four 
museums and collections in the capital, 
some as unusual as the hgel Nieto 

Motorcycle Museum, or the Museum of 
the Romantic Period established by 
Benign0 de la Vega-Inclan y Flaquer 
(second Marquis of Vega-Inclan) which 
displays nineteenth-century objects 
including furniture, paintings, furnish- 
ings, and books and engravings of rare 
beauty. Others, such as the Open-air 
Museum of Sculpture and the Temple of 
Debod (presented by the Egyptian 
Government to the Spanish people for 
their contribution to the International 
Campaign organized by UNESCO for the 
Safeguarding of the Temples of Nubia) 
are helping to refashion the appearance 
of the city in which modern office 
buildings seem to come under the 
scrutiny of age-old stones, and of bronze 
sculptures representing the most avant- 
garde trends. In other cities, such as 
Barcelona, the impressive number of 
museums and collections includes some 
quite unusual ones such as the Collec- 
tion of Footwear through the Ages, the 
Perfume Museum, the Automata Museum 
and the Funeral Ceremony Museum. 

The reference in one of the chapters of 
the guide to collections and inuseums 
that have vanished claims our attention. 
Detailed explanations are given of the 
circumstances and the course of events 
that led collections to be dispersed, 
merged with those of other centres and 
institutions, transferred to private hands 
(like the Madrid Collection of Paintings, 
seventeenth- to nineteenth-century 
works collected by Cesareo de Aragon y 
Barreta Aldamar, fifth Marquis of Casa 
Torres; after the death of his children, 
the property went to his niece, Fabiola 
de Mora y Aragon, the present Queen of 
Belgium), or, again, put into store, made 
over to foundations, or never reconsti- 
tuted because of bureaucratic problems 
or administrative and financing difficul- 
ties. 

However, if we estimate the number of 
collections and museums that have 
vanished for one reason or another and 
compare this figure with the number of 
those recently created (1980-901, the 
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result is encouraging and augurs well for 
the future of the cultural heritage, which 
is starting to emerge from its long period 
of lethargy and neglect. 

One important aspect of this revival is, 
perhaps, the active involvement of 
private bodies which act as sponsors of 
cultural events and exhibitions or as 
patrons and promoters; sometimes they 
may form part of consortia in association 
with public institutions (e.g. the Prado 
Museum, consisting of a cultural consor- 
tium associating the Ministry of Culture 
(Fine Arts! with the Banco de Bilbao- 
Vizcaya). The involvement of large 
enterprises of this kind makes for a 
greater degree of autonomy in regard to 
the mobilization of human and eco- 
nomic resources, thus ensuring continu- 
ity in the work of dissemination vis-à-vis 
the public. 

O n  13 December 1986 a resolution 
adopted by Ministers of Culture relating 
to commercial sponsorship of cultural 
activities was published in the Official 
Journal of the European Communities. In 
that resolution the Ministers agreed to 
encourage: 

The promotion of greater business 
sponsorship of cultural activities 
within the member states of the 
European Community, by calling 
attention to sponsorship as an 
activity providing benefits to both 
parties, as well as helping to en- 
hance cultural and economic activity. 

Consideration of the introduction within 
their own countries of measures to 
promote suitable sponsorship 
schemes. 

The setting up of organizations to advise 
and help those businesses and arts 
institutions interested in sponsorship. 

The development of links between the 
sponsorship organizations con- 
cerned. 

The sharing of information on current 
sponsorship activities, thus permit- 
ting an assessment of the need for 
future initiatives. 

If w e  compare Spain‘s budgetdry 
provisions for ‘cultural promotion’ (in 
accordance with a future law on spon- 
sorship) with those of other European 
Community countries, we see that our 
figures are substantially lower. (For 
example, Germany spends $71 million 
on cultural promotion; the United 
Kingdom, $53 million; France, $50 
million; while Spain spends only $25 
million.) This is because there is still a 
great deal of mistrust in political and 
economic circles, which prevents Spain 
from taking the great step that could 
place it - in view of the importance of 
its astonishing cultural heritage - among 
the countries that are the most active 
and effective in promoting the reap- 
praisal of economic relations between 
businesses, artists, national museums, 
the art market and cultural industries. 

To conclude, let us hope that the 
dissemination of this magnificent cultural 
guide, Museos y colecciones de Espnfi,n, 
will bring about more than one encoun- 
ter, through works of a similar kind, 
between countries which, though far 
apart on the map, are linked through 
their common cultural heritage, the 
dimensions of which are indeed not 
confined to the community or its 
environment. 

~Iiiseosy colecciones de Espn fia by 
Cor,suelo Sanz-Pastor y Fermandez de 
Piérola. Madrid, Ministry of Culture. 
780 pp. 
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Professional 
news 
The Getty Art History Information 
Program 

Created in 1983, the Getty Art History 
Information Program (AHIP) aims at 
helping scholars and researchers to use 
fully the new possibilities offered by 
computer technologies. 

It is intended to promote in particular 
consistency and compatibility among the 
ever-increasing number of data banks in 
art history and related disciplines. The 
different products it develops enable art 
historians to access information in the 
world’s museums, archives and libraries. 

AHIP has recently announced the release 
of the Ail and Architectwe Thesazirus: 
Authority Reference Tool (TM] Edition, 
the first comprehensive thesaurus of 
descriptive terminology used in these 
fields which should meet the needs of 
experts and scholars for a standardized 
art-history vocabulary. 

Arranged both alphabetically and by 
concept, it is meant to facilitate the 
exchange of electronic information. 
Available in printed volumes and now 
on computer diskette, it demonstrates, 
together with other ongoing projects, the 
activity of AHIP in a newly emerging 
field: the automation of art-information 
resources. 

For further information: The Getty Art 
History Information Program, 
401 Wilshire Boulevard, Suite 1100, 
Santa Monica, CA 90401-11455 
(United States) 
Tel: (1.310) 395 1025 

Art at home 

Jocoizde is the name of the new database 
created by the Direction des Musées de 
France (the authority responsible for 
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French museums). It catalogues French 
collections of paintings, drawings, 
engravings and sculptures kept in over 
s&y museums, and can be consulted by 
Minitel (a small and very widely distrib- 
uted terminal in French households 
which provides access to a vast range of 
services made available by the French 
telecommunications network, France 
Telecom). 

It is designed for students, researchers 
and publishers, providing precise 
information and, very often, leading to 
the discovery of neglected works 
through the co-ordinated use of different 
research criteria (museum, artist, school, 
iconographic themes, etc.). 

Having worked long and hard to stand- 
ardize descriptive terms, the creators of 
Joconde can feel justified pride in having 
produced the world’s largest art-history 
database: some 120,000 catalogued 
works, with co-ordination being facili- 
tated by the centralized organization of 
French museums and their growing 
computerization. 

Direct consultation of the Jocoizde 
database using the Minitel should enable 
all those interested in art history to gain 
access to knowledge which until now 
had all too often been reserved for a 
fortunate few. 

For further information: Direction des 
Musées de France, 
Bureau de l’Informatique et de la 
Recherche, 6 rue des Pyramides, 
75041 Paris Cedex 013 (France) 
Tel: (33.1) 40.15.35.37 

Telemuseum 

It is now possible to follow a lecture on 
Goya’s ‘black paintings’ live, even 
though neither the paintings nor the 
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lecturer are physically present, thanks to 
a method designed and distributed by 
Eurolearn: Telemuseum. 

This new service concerns countries 
connected to Numéris/ISDN and to 
‘broadband’ telecommunications net- 
works, which means most countries in 
Europe as well as the United States, 
Japan, Hong Kong, Singapore and 
Australia. Telemuseum, which at present 
functions mostly within France, is now 
ready to assume international status as is 
shown by the negotiations taking place 
with a view to the transmission of 
lectures from France to New York and 
Singapore, and from the Paul Getty 
Museum in California to France. 

The audience can watch images of the 
subject being dealt with on one screen 
while the moving image of the lecturer is 
shown on another. The lecturer can see 
his or her group and carry out a dia- 
logue with it. Most of the lectures 
concern the history of art (Champollion 
and hieroglyphics, Ingres’s The Tiirkish 
Bath, the birth of the Louvre Museum, 
etc.), while some concern more scientific 
and technical subjects such as botany 
and astronomy. New subjects (including 
Lalique, Picasso’s Giiernicn and the 
history of cartography) should shortly be 
included in the catalogue. 

As an added advantage, the Telemuseum 
terminal can be easily installed in 
universities, libraries, museums and 
cinemas. 

This system, which was created in 
partnership with the Direction des 
Musées de France and France Telecom 
in particular, should enable a wide 
audience to gain access to a means of 
transmitting knowledge which in the 
past was available only within the 
frameworli of the museum. 

For further information: Eurolearn, 
11 rue Castex, 75004 Paris (France) 
Tel: (-33.1) 42.77.07.37 

Micro Trace 

Infallible memory protection is what the 
Micro Tixe Company is proposing in 
order to enable the identification of 
stolen works of art and the showing of 
proof of ownership. 

This recently designed technique, which 
makes use of advanced research in 
physics, consists in marking objects with 
microcrystals which take on a memory 
function. it involves putting a specific 
message inside the molecules of the 
microcrystals in different parts of the 
object. This inscribed code has the 
advantage that it cannot be falsified or 
damaged (even if the object is melted 
down in order to pass it on to a receiver!). 

The field of application of Micro Trace 
technology is wide-ranging: paintings, 
sculptures, ceramics, jewels, tapestry, 
Furniture and books, as well as luxury 
vehicles, yachts and computer materials 
can be marked. 

Public bodies and owners of private 
property have already used Micro Trace 
to protect prestigious works such as the 
‘Princeps’ Edition of The Praise of Folly 
by Erasmus. They are not the only ones 
to have shown interest in this new 
technique. International judicial authori- 
ties immediately realized its advantages, 
especially when passing through customs 
and investigations in groups suspected of 
receiving stolen objects. Moreover, Micro 
Trace is the first marking technique to be 
approved by the European Committee on 
Scientific Co-operation PACT (Council of 
Europe). 

Micro Trace technology is reliable and 
acts as a deterrent. Coupled with the 
provision of assistance in case of theft, it 
should be welcomed by people who 
either own or are in charge of valuable 
objects. 

For further information: Micro Trace S.A., 
Boulevard Wahis, 26-28/36, B-1030 
Brussels (Belgium) Tel: (32.2) 216.33.10 
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WFFM 
Chronicle 
World Federation of Friends of 
Museums, Via Goito 9,20121 Milan, 
IdY 

Tlie eighth International Congress of the 
World Federation of Friends of Museums 
will be held at Treviso (Italy) from 1 to 6 
June 1993. Its theme will be ‘The 
Renaissance of Public Participation in the 
Consewation and Promotion of Cultural 
Works’. 

Seminars and workshops will be 
organized on such subjects as how to 
form a Friends’ society; tlie role and 
responsibilities of Friends in the museum 
world; fund-raising for museums; Friends 
and cultural tourism; training volunteers; 
and volunteers and educational pro- 
grammes. International experts and 
Friends will provide the basic papers, 
and contributions and discussions by 
congress participants are also foreseen. 

Why has tlie WFFM Council chosen 
Treviso as the site of its most important 
activity? The answer lies not only in the 
city’s extraordinary but little-known 
charm but also in its active role as the 
centre of one of south-central Europe’s 
most dynamic, productive and modern 
regions: tlie ‘Marche trévigiane’, once 
called tlie ‘Garden of Venice’. 

Ancient Treviso possesses a remarkable 
urban quality and is an exceptional city 
of art. Beautiful museums and medieval 
churches containing precious artistic 
treasures abound. Sixteenth- and 
seventeentki-century frescos and paint- 
ings bear such naines as Thomas of 
Modena, Lorenzo Lotto and Titian. 
Although the past thirty years have seen 
a quickening of the region’s pace, the 
‘Garden of Venice’ has been barely 
spoilt. Tlie countryside, cut diagonally 
by tlie River Piave and protected on tlie 
north by tlie Dolomite mountains, is still 
dotted with Venetian villas, the most 
splendid having been constructed by 
i’alladio, a reminder of a living land- 
scape that was once one of the most 
beautiful and civilized in Europe. 

Treviso eagerly awaits Friends from the 
twenty-three member countries of WFFM 
and all those who are interested in 
museum life in all its aspects. 

For further information concerning tlie 
Congress: Mrs Angela Perraro, 
Associazione degli Amici dei Musei di 
Treviso, Borgo Cavour, 31 100 Treviso 
(Italy). 
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Museums Journal 
Museums Journal is Europe's leading museum 
magazine. With news, views and comment, it 
provides facts and opinion on a rapidly changing 
museum community, Comprehensive coverage and 
incisive analysis make it a forum for debate on 
contemporary museum practice. 

Future editions of the Journal will 
include major features on the following issues: 

O the return of human remains from museum 
collections 

O compulsory competitive tendering 

O the educational role of museums 

I would like to order the following books 

TITLE PRICE QUANTITY 

Museums Journal (Individual) 
UK f40.00 
Overseas Surface €55.00 
Overseas Airmail €80.00 

Museums Journal (institutions) 
UK fb0.00 
Overseas Surface €75.00 
Oveiseas Airmail € 100.00 

museums and the public understanding of science 

O technological and industrial museums 

O museums of religron 

Museums Journal reviews new galtery displays and 
books and regular columns discuss the latest develop- 
ments in products and sewices, training, legislation, 
disability provision, documentation and education. 

Museums Journal is the most important source of 
information about job vacancies in museums and 
galleries. Subscription includes free copies of Pluseums 
Journal Recruitment Supplement, which appears 
between issues of Museums Journal carrying further 
recruitment advertising. 

The Manual of Curatorship: 
A guide to museum practice 
Edited byJohn M A Thompson 

Using contributions from many of the world's leading 
specialists, the manual encompasses all the drfferent 
aspects of curatorial work, from fegislation ta 
conservation, from finance to education, from 
interpretation to collections management. The manual 
surveys the range of theory and practice required in the 
management of museums. 

'This is an essential purchase for the libraries of every 
museum, regardless of size, and anyone on a museum 
studies course' Patrick Boylan, professor of arts polky 
and management, City University, London. 

TITLE PRICE QUANTITY 

Manual of Curatorship (Non-members) €67.75 

Manual of Curatorship (MA Members) f52.75 

Subtotal ............ 

Plus postage (see bdow) ............ 

y.otaf ....... ' .... 

Postage on the Manual of Curatorship is free within the UK. Overseas add €2.25 for suriace mail, L 17.2s for airmail 

Museums Journal comes free with membership of the Museums Association and substantial discounts are available on all other titles. 
Please tick box for details. 



Is more theory needed in decorative art study, or should the subject be firmly object 
based? Should the decorative arts be more open to approaches used in other humanities 
disciplines? And are the decorative arts a subject at all, or simply a grouping of medium-specific 
disciplines? These are some of the questions raised by 'Re-thinking the Decorative Arts?', 
a conference to be held at the University of Manchester, England, on the 13-1 5 July 1993. 

This is to be a multi-disciplinary conference examining approaches to the decorative arts 
from a range of disciplines, including not only traditional object centred study but also social 
and economic history, material culture studies, psychoanalytical theory and design history. 
Speakers will come from a range of academic and museum backgrounds, presenting papers 
based on both academic projects and case studies. 

Proposed speakers 
Michael Berlin 
Annette Carruthers 

Philippa Glanville 
Jane Graves 
Jennifer Harris 
Lesley Jackson 
Nichola Johnson 

Tim Putnam 
Catherine Ross 
Charles Saumarez Smith 
Rosalind Savill 
Penny Sparke 
Alex Werner 
tan Wolfenden 

Conference sessio will be held at 
the University's Whitworth Art Gallery. 
Bed and breakfast accommodation will be 
available at the University's Dalton Ellis 
Hall, a ten minutewalk from the Whitworth 
Art Gallery. There will also be ample 
opportunity to visit Manchester's 
decorativeart collections atthe Whitworth 
Art Gallery and the Manchester City Art 
Ga I le r ies . 

For further details and booking 

Anne Kershaw 
Art Gallery and Museum Studies 
History of Art Department 
Un ive rsity of Manchester 
Manchester M 13 9PL 
England 

Fax 061 -275 333 1 

forms, please contact: 

Ph 061-275 331216 

1 
History of Art Y I I 

De part m e n t 

University of 
Manchester, England 



Pil AT L AN T I S" 
SUPPLIERS TO THE CONSERVATION WORLD 

Atlantis moves to new premises in Brick lane - ûec 92 Already established as the leading 
supplier of archival materials to the 
museum world, Atlantis are pleased to Atlantis opens largest art materials shop in London -./an 93 new to expand the 
services they offer. 

The seminar and studio areas are the 
first such facilities built specifically for 
the conservation, archive and museum 

Atlantis opens conservation shop selling archival materials 
and equipment - May 93 
Atlantis opens lecture facilities and conservation studio for 
practical seminars - Aug 93 

profession. They are available for 
meetings, lectures, discussion groups 
and training seminars. 

146 Brick Lane, London El 6RU. Tel: 071 377 8855 Fax: 071 377 8850 
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Everything you expect h.om @ Plan & Map storage cabinets - and more. ntc no o51m 

simple operation 
0 13 models in range 
0 Designed for all current 
paper sizes 

ELITE STEEL PLAN CHESTS 
0 6 models for A 0  & AI sizes 
0 British made, British Materials 

Elite Manufacturing Co Ltd 
Manningtree, Essex CO1 1 1 DZ. 

Tel: (0206) 392171 Fax: (0206) 391465 

THE OXFORD JOURNAL OF ARCHAEOLOGY 
Edited by J Boardman, B Cunliffe and A Sherratt 

The only English language iournal which deals with the whole range of European archaeology, from 
prehistoric to medieval times. 

Publishing original articles and engaging in topical debates on current issues, The OxfordJournul of 
Archaeology is essential reading for anyone studying European archaeology. 

Subscription rates fur volume 12, 1993 ISSN 0262-5253 

Individuals: €39.50 UK/Europe, $85.00 N.Arnetica, €5 1 .O0 Rest of World 
Institutions: €97.00 UK/Europe, $228.50 N.Arnerica, f 123.50 Rest of World 

Please direct orders and enquiries to: 
Paula Stewart, Journals Marketing, Blackwell Publishers, 108 Cowley Road, OXFORD OX4 lJF, UK 

~ ~~ 

Blackwell Publishers Oxford, UK and Cambridge, MA, USA 



visual possibilities of their new gallery, and the Crafts 
Council rose to the occasion. 

CLAM and NEXUS, the systems used here, are part of a range of 
display-glazing options which also includes INCA and QUADRANT. 
ALI of them can be seen in the Click showroom in Milton Keynes. 

detailed. Withprecisely-directed external lighting, they helpec 
to create an ambiance in which the exhibits stood out witk 

exhibitions and offices. 

Click Systems Ltd. 
40 Elundelis Rod, Milton Keynes, MK13 7HF Tel: (0908) 220033 
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