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Herbert Ganslmayr 

Born in Germany in 1937. He studied Education, 
Ethnology, Egyptology and Ancient History in 
Munich and Basle, and received his Ph.D. in 1265. 
After lecturing in ethnology at Munich University 
and doing fieldwork in southern Nigeria, he 
became a curator at the Übersee Museum, Bremen, 
of which he has been the Director since 1975. He 
has been a member of the Executive Council of 
ICOM since 1986 and has also served as Chairman 
of the International Committee for Ethnography 
Museums, and Chairman of the ICOM Advisory 
Committee. 

Speaking about ‘Museums and Crafts’, 
one is faced immediately with two pro- 
blems of definition. What is a museum, 
and what are crafts? The definition of a 
museum may seem easy: it is a place 
where objects are collected, no longer 
mostly from the past, where they are 
looked after and on display, at least a very 
small part ofthem. But museums are still 
associated with the past and wirh dust, a$ 
the public does not realize the role 
museums are already playing in solving 
problems of the present and predicting 
those of the future. This enlarged defini- 
tion of the museum will form part of my 
article.1 

The definition of crafts or handicrafts 
is very difficult for me. Being the direc- 
tor of an integrated museum of ethno- 
graphy and natural history, as well as a 
specialist in African cultual anthro- 
pology, I am faced with several problems: 
I have to display as art objects items 
which, in their traditional African con- 
text, have never been considered as art. 
Where they were made, there was no 
definition of arr such as is found in 
Europe or parts of Asia. But now they are 
considered as art. 

For instance, 1 am at  present dealing 
with mral crafts from African villages: are 
they only utilitarian crafts 0% are they 
creative crafts, skilled crafts or artistic 
crafts? C m  they be grouped with the ar- 
tistic crafts of a European town such as 
Bremen where my museum is situated? 
In my museum there is m annual exhibi- 
tion of the Arbeitsgemeinschaft der 
Kunsthandwerker Bremens (Association 
of the Artistic Craftsmen of Bremen). 
Outstanding pieces of craft are exhibited 
as well as art objects, but where is the 
dividing line? 

H am not in a position to define crafts, 

handicrafts or craft objects or CO draw 
dividing lines. The Consultation of Ex- 
perts on the ‘Preservation and the 
Development of Crafts in the Contem- 
porary World’ sponsored by Unesco at 
Candido Mendes University, Rio de 
Janeiro, in August a984 did not find a 
solution to this problem, SO I would like 
to leave it at that for the moment. Only 
one further remark: crafts or handicrafts 
should and will be seen to include more 
than the rather restrictive definition 
used, for example, in the Federal Repub- 
lic of Germany, where, on the one hand, 
several years’ training completed by a 
‘master’s examinarion’ is required and, 
on the other, additional training in 
aesthetics, forming and figuration is 
demanded, before anyone is allowed to 
be called an artistic craftsman. In the 
Federal Republic of Germany the prob- 
lem of definition concerns the dividing 
line between artistic crdtsman and artist, 
and no longer the one between the ar- 
tistic craftsman and the common crafts- 
man who produces utilitarian crafts. 

Since we are dealing here principaliiy 
with museums and crafts in developing 
countries, and since the theme ofthe con- 
ference is ‘The Role of Crafts in the 
Development Process’ , the terms ‘crafts’, 
‘craftsmen’ and ‘CIaftsWQmen’ will 4 5 0  

indude those in the urban and mral areas 
of the developing countries. The Euro- 
pean or, let us say, the industrialized 
country’s definition will not always fit. 
As I understand it, the task ofthe 
Crafts Council (WCC) is to find a way to 
group all of them together and make 
them work together without ideological 
and financial domination of one group 
by another. 

The new socio-political orientation of 
museums in both industrialized and 
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developing countries changes the 
museum’s priorities. Displays become 
more important. Their role in formal and 
informal education is newly defined and 
strengthened. It was also found that this 
added importance of the displays has to 
be reinforced with various educational 
services. Today the argument about the 
museum’s role in society has more or less 
come to an end; its significance is fully 
accepted, though the role it plays will 
vary according to the different structures 
of the countries concerned. In in- 
dustrialized countries it will be different 
from what it is in developing countries, 
even if certain basic elements making up 
a museum will always be the same. 

In the developing countries, museums 
have special tasks or perhaps it is just that 
special emphasis is placed on certain 
tasks. One of the most significant of 
these - as this is part of the process of 
nation-building - is the preservation of 
a people’s cultural heritage and its 
presentation in such a way, that the na- 
tion’s unity becomes visible in the diver- 
sity of cultural property. The cultural 
heritage is an important element for the 
establishment of a nation’s cultural iden- 
tity. In the case of nations lacking any 
written historical sources of their own, 
museums are taking over the function of 
archives, at least for the material expres- 
sion of their cultural past. 

Thus museums have become some- 
thing like data banks, holding material 
which may be used for many different 
kinds of research. And this is where 
museums will be increasingly important, 
particularly with regard to arts and crafts. 
In their storerooms, and also in their 
displays, museums hold material 
documentation on technical skills or work 
processes which are often long forgotten 

and for which no written documentation 
exists. Such skills and processes were 
developed at a certain time, for certain 
purposes and under certain geographical, 
economic, ecological and cultural condi- 
tions. Apart from being part of a people’s 
material culture, this material will help a 
nation or an ethnic minority to find its 
identity. In addition to being essential 
aids to anyone writing the social or 
cultural history of the people concerned, 
they are of great importance in another 
respect: they play a significant role in 
discussions on appropriate technology. 

Appropriate technology should not be 
understood as ‘primitive’ but as adapted 
to the geographical, sociocultural, 
ecological and economic conditions in a 
particular area. We cannot discuss in 
detail here the question of appropriate 
technology, but it should be made clear 
that it certainly does not mean directing 
people to use a technology which is felt to 
be the one most suitable for them. This 
was done during colonial times, and in 
many cases it is still happening in so- 
called development aid programmes. It is 
only in joint research carried out by equal 
partners that specific solutions can be 
found and implemented. A decision on 
whether or not a certain technology is to 
be introduced can only be arrived at in 
discussions with the people concerned. 
What could the role of museums be in 
this particular field? 

Museums could help to trace tradi- 
tional technologies, for example, special 
weaving techniques, which have been 
forgotten, but which can be recon- 
structed from material in the storerooms. 
In addition, museums could help to im- 

~ 

1. This article is the transcript of a lecture 
prove certain technologies, as was-done in 
the where the traditional 
watermill with vertical-blade wheels was 

delivered at the International crafts Conference 
of the World Crafts Council in Jakarta in August 
1985; the characteristic features of a lecture were 
left unchanged. 



4 Herbert Gmdmayr 

changed following &e example of a 
similar watermill in Romania with spoon- 
shaped blades which catch more warer, so 
that the water turns the wheel more 
quickly. Small. models of both types ex- 
plained the advantage to the farmers. In 
the meantime these watermills are used 
not only for irrigation and grinding corn 
and rice but also as a power supply for 
small joiner’s shops. 

The best example of how museums 
could work in this field is the National 
Council of Science Museums in India 
which runs beside its large museums 
small district science centres in less 
developed areas like Purulia, 
Bengal. There the regional museum tries 
to upgrade traditional technologies ac- 
cording t~ the demands formulated in 
participation with the population con- 
cerned, or to introduce appropriate 
technologies after research has been done 
in the large museums. The first project in 
Purulia was such a success that the 
Planning Commission of the Republic of 
India is now giving financial support to 
&e work of the museum. 

The unique quality OB a museum is that 
it possesses original objects, mostly three- 
dimensional, impressing people by their 
authenticity and innate charm, and often 
attracting than more thalta books, radio 
or television can. Often a dialogue will 
take place between the object and h e  
onlooker. In addition to the fascination 
of the three-dimensional orïginal, the 
museum offers the visitor a fitting 
presentation of the object and, in doing 
SO, even takes into consideration the 
specific visual and mental approach to be 
expected from certain target groups. 
Such considerations are supplemented by 
special efforts on the parr of the 
museum’s educationists to make the 
visitor understand the message of the ex- 
hibit. The museum not only provides the 
space for the display of objects for the ex- 
hibitions but rooms for interaction 2nd 
communication, where the visitor can 
take an active part. The visitor might also 
have a chance to participate in museo- 
logical projects such as helping to plan 
and carry out an exhibition. A museum 
like this is no longer a museum in the 
traditional sense, it is rather a cultural or 
social centre, endowed with the two 
elements that are the specific character- 
istics of a museum: three-dimensional 
objects and exhibitions. 

What has been the role of museums SO 

far in relation to crafts, m d  what should 
it be in the future? We shall see that there 
is a significant difference between 
museums for crafts and artistic crafts in 
industrialized countries and museums for 
crafts of any description in developing 
countries. As the theme of the WCC con- 
ference was ‘The Role of Crafts in the 
Development Process’, the emphasis 
here will be on museums in the develop- 
ing countries. 

In Europe, museums have been 
founded for the specific purpose of docu- 
menting and preserving - rescuing - 
technologies and products that were dy- 
ing out. However, such museums were 
also to serve as ‘pattern books’, for the 
further development of the crafts. To 
give an example from Germany, in 1870 
the Bremen Chamber of Commerce ad- 
dressed a letter to the City Government 
complaining that the products of non- 
Bremen adtsmen sold better than those 
of Bremen craftsmen, and proposing that 
an institution be created which would 
supply the Bremen craftsmen with ideas 
and models. In 1873, the Technical In- 
stitute for Tradesmen was founded, and 
in 1884 the Museum for Applied Art, 
which in 1922 merged with the Pocke- 
Museum to become today’s Bremen State 
Museum for Art and Cultural History. 
The activities of the former Museum for 
Applied Art were, in the first place, of an 
educational nature. Their purpose vas to 
train craftsmen and to develop the skills 
of those wishing to improve their artistic 
abilities as designers, moulders, etc. ~ in 
trade and industry. The large collection 
of objects which - ‘as a whole or in some 
oftheir details, are remarkable and worth 
copying, which might be applied to 
modern works of art, or which might 
serve as an inspiration for the creation of 
new products and new decorative orna- 
mentation’ - was in the first place used 
for education. In addition, the collection 
was to improve the public’s ability to 
form an independent opinion, based on 
a knowledge of styles, aesthetic rules and 
questions ofthe applied arts, and to pro- 
mote the public’s artistic taste. There was 
also a special ‘designs bureau’ in this 
museum where original designs were 
made available to the craftsmen. Designs 
prepared by trainees or apprentices, as 
well as outstanding objects, were 
presented in exhibitions. 

For similar reasons the Museum for 
Applied Art was founded in Franlhrt- 
on-Main: The  fact that singular pieces 
made by craftsmen were supplanted by 
machine-made products, entailing a loss 

in quality, initiated the idea that the arts 
and crafts must be rescued and pro- 
moted.’ In 1877 the Museum and the 
Technical College connected to it were 
established. In many other places, collec- 
tions of prototypes were ser up, far in- 
stance in 1880 at Krefeld, as part of the 
College for Weaving and Dyeing Tech- 
niques, which later became the German 
Textile Museum, 01, in Pforzheim, the 
‘Patterns for Historicist Ornamentation 
of the Pforzheim Industry’ in the late 
nineteenth century. 

All these museums of applied art, 
municipal or regional museums of art 
and cultural history, or museums of local 
history and culture are still collecting 
such witnesses of the past, in order to in- 
crease our knowledge of bygone times 
and cultures and to demonstrate artistic 
developments and contexts. These 
witnesses of the past not only h d p  to 
broaden the visitor’s mind, but they are 
also still used for the training of crafts- 
men, as, for instance, in the GermanTex- 
tile Museum where this educational 
aspect is still emphasized as an integral 
part of the museum’s CQncept. 

Now it is a matter of course that craft 
objects currently produced, be they 
utilitarian, creative or artistic, are ex- 
hibited in museums,. On the one hand, 
museums wish to demonstrate the latest 
developments in arts and crafts, and, on 
the other, they want to call the visitor’s 
attention to the works of certain crafts- 
men or artists, and perhaps encourage 
them to buy a piece, which will be 
beneficid for the artist arad his wo~k  and 
for the survival of the arts and crafts. The 
promotion of the arts and crafts may be 
supported by a number of activities ar- 
ranged in connection with an exhibition, 
such as WQrkShops held by the artists in 
the museum, lectures by artists and 
discussions with them, which help to 
make visitors more familiar with thena 
and their work. An ideal solution would 
be the installation in the museum of 
studios for artists. Museum educational 
activities, demonstrating 2nd explaining 
certain artistic techniques, would also 
help to arouse visitors’ interest in the arts 
and crafts and teach them to discern 
quality. But there is the danger that these 
activities may degenerate into poor 
romantic amateurism ‘allowing of no 
profound expression of individual sen- 
sitivity or personality’ .= If these aspects of 
a negative development are seen, they 
could be counterbalanced by well-trained 
and experienced educationists and could 
finally have positive results. 
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Sales may be promoted by way of 
special sales exhibitions, like the ones 
held at Christmas at the Hamburg 
Museum for Art and Applied Art and in 
the museum shops. However, such pro- 
motion efforts have raised certain doubts. 
Although such activities will certainly 
have a stimulating effect on the visitor, it 
is often argued that the museum’s con- 
cern should really be to present 
developments and reflect them, not to 
exercise an influence on the visitor’s 
taste. This rule may be illusory in view of 
the role of good displays in forming 
public opinion. The museum should be 
something like a catalyst between crafts- 
medartists and the public; it should be 
a kind of a patron, promoting artists by 
purchasing directly and commissioning 
work from them, or establishing contacts 
between them and the public. Regional 
museums can take an active part in the 
promotion of crafts, particularly in areas 
where only a small number of crafts- 
medartists are working. But there is 
something else museums can do for 
craftsmen. In view of the special social 
and economic circumstances in which 
they now find themselves, museums 
might help -with exhibitions explain- 
ing the situation - to give the public a 
better understanding of the craftman’s 
changing role. 

After these remarks on the positive 
relations between museums and the 
crafts, I should like to mention a point 
which has more than once been a matter 
of discussion. Museums call the public’s 
attention to certain objects, give them a 
prominent place and introduce them to 
the visitor, but they also turn them into 
‘untouchables’, by stowing them away in 
glass cases where they are shown in what 
has been carefully considered to be the 
most appropriate light. Crafts are prac- 
tical, functional things, and this is true 
not only for utilitarian crafts. In such 
displays they are robbed of their func- 
tion. And this mistake used to be made 
by many museums: objects were cut off 
from their function, they were nothing 
more than objects, d’artpour d’art. This 
happened not only in museums of eth- 
nography, but also in many European 
museums of art. 

Before moving on to the role of craft 
museums in the developing countries, a 
short remark concerning the role of 
ethnographic museums in industrialized 
countries specializing in the crafts of 
Africa, parts of Asia and Latin America: 
one of the tasks of these museums is to 
minimize prejudices about other cultures 

and their creators. They have therefore to 
display crafts from these countries in such 
a way that their importance and value is 
fully understandable and so that they can 
be admired for their aesthetic value and 
their social and economic importance. 
These museums can also guide the taste 
and the purchasing attitudes of their 
visitors. The Hamburgische Museum f i r  
Völkerkunde once had an exhibition of 
pottery from Spain in which special em- 
phasis was laid on places of still existing, 
good-quality traditional pottery-making . 
Afterwards an increase of tourists’ visits 
to those places could be observed. 

Craft museums in industrialized coun- 
tries generally play the same role as those 
in the developing countries. But here one 
should always keep in mind that in 
developing countries museums are not 
specialized to the same degree as those in 
the industrialized countries. Often, all 
the different museum exhibits are 
assembled under one roof, except in the 
case of a national museum, presenting 
either art or ethnological exhibits with at 
the most a natural sciences section added 
to it. 

Because of the special significance of 
crafts in the developing countries and be- 
cause of the specific questions and prob- 
lems connected with the preservation and 
further development of crafts, the mu- 
seums in these countries have an addi- 
tional task to cope with. What is the 
nature of this additional task? 

Comparing it with the role Jacques An- 
quetil assigns in his essay on museums,3 
we can easily see the difference. His is still 
the traditional concept of a museum’s 
tasks, and in his opinion the specific pur- 
pose of the craft museum is merely to 
arouse the visitor’s interest and to en- 
courage and promote the crafts and 
handicrafts mainly by acquiring pieces 
and arranging exhibitions. 

The preservation and promotion of 
crafts have two different aspects: first 
their preservation as such, that is, as pro- 
ducts; second, the necessity to improve 
the living conditions of craftsmen and at- 
tists, or even to create conditions which 
will enable them to survive. So this would 
have to be a joint development, that is, a 
harmonious cultural, economic and 
social development. It is now no longer a 
matter of discussion but an established 
fact that crafts and handicrafts, whether 
utilitarian, creative or artistic, are a 
manifestation of a group’s or a nation’s 
cultural identity. On the one hand, they 
transmit the cultural values of the past, 
and, on the other, they demonstrate the 

2. Jacques Anquetil, CREA Report, No. 17, 
Paris, Unesco. 

3.  Ibid. 

I 

. I  



6 Herbert Gandmayr 

particular craftsman’s or artist’s creative 
talent. Such crafts have often been con- 
trasted with industrid products, which 
might easily induce people to roman- 
ticize the crafts and handicrafts. 

This tendency is very often an eqres- 
sion of dissatisfaction with the present 
world situation and nostalgia for ‘the 
good old days’, 01 it is a sign of not being 
able to cope with the challenges of our 
time. This looking back, which does not 
lead to anything new, is only retrogressive 
and conservative. According to Anquetil, 
it is actually one of the reasons for the 
decline of crafts and handicrafts. It Beads 
to conserving objects without meaning 
and function; authenticity, creativity and 
originality are lost. The production of 
crafts and handicrafts becomes mere 
therapeutic activity. 

It is a similar process which leads to 
tourist art, with different causes and dif- 
ferent effects. In defining tourist art, 
one aspect. is always its contradiction to 
traditional art, which also includes crafts 
and handicrafts. Traditional art had a 
function for the society, in which 
aesthetic viewpoints have ailso been im- 
portant. If the function of an object 
changes --either through internal 
changes or external influences - the ob- 
ject will no longa be pr~duced, unless 
it acquires a new function. But if there 
is a demand on the part of collectors, 
museums or tourists, the objects cona- 
tinue to be produced, as a source of in- 
come. They will change according to the 
taste of the buyers, and new ones are 
even invented, as in the case of the 

m b a  carvings of Kenya 01 those of &e 
rang Asli in Malaysia. 
Tourist art is mostly seen in a negative 

way. Very often it is considered as 
‘degenerate’ at, especially since the 
dividing line between it and kitsch is not 
easy to define. Tourist villages very often 
give the impression of 200s in which 
craftsmen are kept. But since the produc- 
tion of tourist art is very often the only 
source of income for many people, they 
cannot be blamed for it. And there are 
many cases of crafts and handicrafts being 
revived through tourism, for example, in 
Spain, Tunisia, Mexico and Western 
§ m o a .  

Disdain is not the only ob the best ap- 
proach to tourist art. Since all over the 
world it is an important source ofincome, 
several balanced measures have to be 
t a k a .  On the one hand quality has to be 
improved and standards kept up, while 
still suiting the taste of the buyers, since 
otherwise there would be no sale. On the 

other hand, the taste of tourists is not a 
constant dominant factor; it can be 
changed; i t  can be guided. Besides 
cultural factors, social factors argue in 
favour of the preservation and develop- 
ment of crafts and handicrafts. These are 
significant since, as we have seen, the 
situation of human beings is involved. 
However, it is not only the social and 
economic benefits of craftsmen or artists 
that argue in support of efforts to pro- 
mote crafts and handicrafts. There are 
 SO the economic effects such promo- 
tional efforts will have on the develop- 
ment of a region or a country. 

On the international market there is a 
growing demand for crafts and han- 
dicrafts. In 1984 ir was estimated at 
$2,600 million. The ASEAN countries 
alone ae at present exporting each year 
crafts worth $100 million. For the pro- 
duction of &ese objects, each of the 
ASEAN co~ntries has been creating jobs 
for a million people. The crafts and han- 
dicrafts have thus become an important 
economic factor, with &e additional ad- 
vantage of requiring much labour and 
little investment. It has been estimared 
that about 15 to 20 per cent ofthe work- 
ing population in the developing coun- 
tries are employed in this sector, and &at 
30 to 50 per cent ofthe mral population’s 
income comes from the sale ofcrafts. This 
includes &e recycling crafts, which in 
Pakistan? according to careful estimates, 
have a 15 to 25 per cent share in the real 
GDP. These figures are based on 
estimates, because much of this kind of 
work belongs to the informal sector Qfthe 
eCQnQmy and therefore does not appear 
in official statistics. Some of the small- 
scale crafts operate in secret to avoid taxa- 
tion, so they do not appear in statistical 
surveys either. 

After rhe M u r e  of development 
strategies conceived in the industrialized 
countries, such as one-sided in- 
dustrialization, or &e so-called trickle- 
down effect, other possibilities are being 
considered, panicullarly in the field of 
small-scale crafts and - which is often 
the s m e  thing - in the informal sector 
of the economy. The application of dif- 
ferent standards has been demanded to 
measure the quality of development ef- 

demands and at the same time create jobs 
and income. However, it is now insisted 
that this cannot be done without the 
people’s co-operation, without their 
determination to help themselves or 
without their ability to express 
themselves. Economic growth in terms of 

forts. Their purpose should be to Illeet 
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industrialization is no longer a primary 
concern. 

The encouragement and advancement 
of crafts and handicrafts can thus play a 
significant part in the economic develop- 
ment of a country. Not only can crafts 
bring in foreign currency, or help to save 
it by replacing certain imported products 
with locally produced ones, but they can 
also create new jobs which will, in turn, 
help to improve the country’s economic 
and social structures. 

There is a whole catalogue of measures 
that have been proposed for the purpose 
of promoting crafts and handicrafts, such 
as the training of craftsmen (this should 
include the provision of more informa- 
tion on technologies and their possible 
further development), assistance with the 
creation and maintenance of quality, or 
the marketing of products and the crea- 
tion of a suitable organizational in- 
frastructure. Here I would stress that all 
proposals for the advancement of crafts 
and handicrafts must be specifically 
adapted to the regional conditions in- 
volved, whether they be of a socio- 
cultural, economic or ecological nature. 

Even if a detailed description of 
possible promotional measures cannot be 
given here, I should like to single out 
some aspects which might become the 
concern of museums. For the entire 
cultural sector with which I have been 
dealing above, it is a fact that in the 
museum cultural heritage is assembled, 
preserved and as such presented to the 
visitor. Cultural tradition as well as 
developments becomes evident in the 
museum. Both these aspects are deter- 
mining factors in the establishment of a 
people’s cultural identity. Particular em- 
phasis is placed on crafts and handicrafts 
not only because they are part of the 
cultural heritage, with all its values, but 
also because of their significant role in the 
living culture, as they preserve their 
authenticity and originality in the face of 
a technologized world drifting away from 
its roots. Anquetil defined this identity as 
follows in describing the handicrafts of 
South-East Asia: ‘The development of 
handicrafts enabled them to regain 
possession of their inner selves, their 
cultural and moral values, self-con- 
fidence and dignity, in short, their 
identity.’ 

However, museums also provide some 
information on the sociocultural, 
economic and ecological environment of 
crafts and craftsmen, unless their displays 
are purely object-orientated. Museums 
demonstrate and explain the conditions 

under which certain objects have been 
created and under which they have ex- 
isted, and they make plain that cultures 
are not static, but are constantly sub- 
jected to changes. Where such 
knowledge is communicated to the 
visitor, crafts will not be looked upon as 
something belonging to the past, but 
seen realistically, so that the visitor is in- 
duced to think about ways and means of 
preserving such crafts, or adapting them 
to a changing environment. 

As one of the reasons for the decay of 
crafts and handicrafts, the disregard for 
manual work and the lack of understand- 
ing for the human and spiritual values of 
manual crafts has been named, combin- 
ed with an increasing inability to ap- 
preciate works of art. This is true for the 
industrialized as well as the developing 
countries. Therefore intensified educa- 
tional efforts are called for to promote the 
appreciation of the arts. This is where 
museums can accomplish a significant 
task, in view of their role in formal and 
informal education. In addition to such 
efforts in the cultural field, museums in 
developing countries might - like some 
of those in the industrialized coun- 
tries - do something to improve the 
social prestige of craftsmen, by stressing 
their important role in cultural life and 
preserving cultural values, and by em- 
phasizing furthermore the role of crafts- 
men in the economic development of a 
region or country. 

Finally, I should like to take up again 
in this connection an aspect I have 
touched on before: the role of the 
museum as a communication and par- 
ticipation centre. In his essay Anquetil 
mentions the Mediterranean Centre for 
Creative Handicrafts, which comes under 
the auspices of the French Government 
and whose aims he describes as follows: 

Its main objectives are to take creative cra$s 
out of their traditional isolation and to try to 
serve at one and the same time as a centre for 
information, exchanges, creation, reflection, 
co-ordination, research, experimentation, 
training and distribution, and above all as a 
meeting-place of an interu’irciplinary and in- 
tercul’tural nature where the cul’turalandpro- 
fersional i d e d t y  of one and all is respected 
and mutual4 appreciated. 

In view of the museum’s newly adopted 
tasks, the role of this centre might well be 
played by it. If museums fail to do that, 
they will have missed their chance to res- 
pond to the challenge, but one must ad- 
mit that many, such as eco-museums and 
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4.  Founded in the meantime as MINOM 
(International Movement for a New Museology) 
which became an affiliated association to ICOM. 

5 .  ICOM could help to establish the necessary 
contacts. Effective co-operation also needs a 
greater awareness of governmental organizations 
for crafts and museums, otherwise neither will 
have the necessary support. As the late Mrs Grace 
Morley, the famous promoter of museum 
development in Asia, once stressed at a 
conference entitled ‘Museums and Rural 
Community’ in India, a joint project 
of Thailand’s National Museum with the 
Department of Adult Education to help farmers 
near Lopburi failed because the subordinate 
officers of the Adult Literacy Programmes did 
not help, since they ‘were not committed to the 
principle of visual communication’. 

To provide a basis for further activities, 
co-operation should not only be established 
between ICOM, the WCC and Unesco, but also 
with the Federation for the Development of 
Utilitarian Handicrafts (FÆDEAU). 
This conference may propose relevant 
recommendations in this direction and create the 
institutional basis for co-operation on the side 
of the WCC, maybe in the form of a working 
group. 

regional museums, have responded to 
the challenge. 

The opportunities that museums have 
been given for the advancement of crafts 
and handicrafts are evident, as they go 
with the museum’s funcrion as a cultural 
institution. However, there is still 
another way in which museums can help. 
To be able to maintain certain standards, 
one needs, as has often been stated, an 
inventory of crafts, a complete register in- 
cluding information on the sociocultural, 
economic and ecological environment of 
the objects. Information on the role of 
craftswomen is, in this connection, con- 
sidered to be of particular importance. 

During a seminar on the role of 
regional museums in West Africa (Lomé, 
Togo, May 1985), under the auspices ~f 
the International African Institute, the 
establishment of such national data 
banks, which would later feed into a 
regional data bank, was postulated by 
Professor Adande of Benin. In Mali the 
Musée National du Mali is having a 
decisive share in a project for the 
documentation of the country’s entire 
material culture. This project is currently 
being prepared and, if the necessary 
funds can be made available, it will be a 
pilot for similar projects in other parts of 
the world. Anquetil feels that such data 
banks for crafts are expandable: ‘This 
data bank could build up its stock 
gradually, and ulimately cover all the 
cultural products ofthe region, including 
films, plays, painting and sculpture, 
literature, audio and video recordings’, a 
vision which will perhaps become reality 
with the Invenrory Project in Mali. A data 
bank such as this, covering a wide range 
of cultural phenomena, would enable the 
people concerned to take into considera- 
tion the specific environmental qualities 
of a certain region, before proposing 
measures for the promotion of local crafts 
and handicrafts. 

Not only in the field of documenta- 
tion, but in that of research too, 
museums can play an important part, for 
example by calling attention to certain 
traditional technologies and forms which 
may be revitalized. Museums may also 
become active in the field of applied 
research, and the improvement and 
adaptation of technologies, as in the case 
of the Himalayan watermill mentioned 
above. However, museums should not 
only be centres of research, they should 
also have workshops where, in co-opera- 
tion with skilled craftsmen, the most 
suitable technologies may be discovered 
and where people can be trained in the 

use of such technologies. The prereq- 
uisites for such combined efforts have in 
a unique way been created by the Na- 
tional Council of Science in India, with 
its highly sophisticated science centres, 
on the one hand, and its district science 
centres in less developed regions, on the 
other. 

More in keeping with the traditional 
role of the museums is the role they are 
playing in the marketing of crafts and 
handicrafts. Here the museum’s main 
concern is to publicize the exhibits and to 
set standards by arranging displays in the 
countries of origin and abroad. 

Ifthe idea is accepted that the museum 
should take care of these tasks connected 
with the advancement and preservation 
of crafts ~ what would the practical conse- 
quences be? 

First of all, it means a greater awareness 
of the task and the possibilities involved, 
both on the part of museums and institu- 
tions which group together and represent 
craftsmen. In a concrete way, it could 
mean that IGOM, the NGO for the 
museums, should take up the Unesco 
recommendations concerning crafts, or 

, and recommend that 
especially certain of its 

international committees, be active in 
rhis field. These international committees 
which could be asked to co-operate are the 
International Committee of Museums of 
Ethnography, the International-Commit- 
tee of Museums of Applied Arts, the In- 
ternational Committee of Regional 
Museums, and the International Com- 
mittee of Eco-Museums, which is at 
the moment in the process of being 
formed.4 Their working groups could 

tasks, in close co-opera- 
C and with national and 

regional groupings of craftsmen. Por ex- 
ample rhey could carry out pilot projects 
concerning museum shops, craft studios, 
improved educational activities involving 
craftsmen, or travelling exhibitions, 
which could range from the size of 
museum kits to elaborate art exhibitions. 

But museums could also help, as ex- 
plained above, in building up inventories 
or data banks of crafts, which could be 
the basis for further developments. In 
the developing countries, museums, 
especially regional and local ones, could 
play an active role in the preservation and 
development of crafts. In the present 
discussion about the role of these 
museums the craft aspect should be 
brought in as soon and as strongly as 
possible.5 Y 

- _ j  
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Extract from the Jakarta Declaration 
of the International Crafts Conference 
organized by the World Crafts Council, August 1985 

M U S E U M S  

Commission V agreed that museums must be attractive, inviting and vital, placing 
objects within the social context and reflecting the tradition and heritage of a 
culture: the past, the present, and looking toward the future. As well as sources 
of information, they must be a living part of the community, where all are free to 
participate. They should promote the craft and the maker, providing opportunities 
for local and exchange exhibitions, for demonstrations, workshops, sales and the 
education of craftsmen and the public. 

The promotion and well-being of the craftsman must have priority in craft 
organizations. 

Recommendations 
1. That museums play a more important role in the development process. 
2. That WCC asks museums to give more attention to people in remote areas as 

they also may benefit from museum work in the centres. 
3.  That museums be aware that continuity is very important in the preservation of 

cultural heritage. All museums for crafts having mainly historical collections, in 
both developing and industrialized countries, should make the link with the ac- 
tual production of crafts and place them in the context of today’s everyday life. 
Staffs must be trained for the purpose, in order to make museums more alive 
and more attractive. Shops with selected present-day crafts could be established. 

4. That all museums, and especially those in developing countries, publish their 
collections in illustrated catalogues for use in scientific study and as examples for 
craftsmen. 

5 .  That WCC asks that all development projects have a certain percentage of funds 
set aside for the preservation of crafts and the betterment of working conditions 
for craftspeople. 

6. That museums and traditional craft industries which are located within the ur- 
ban/ rural historic / traditional living environment must be taken into account in 
the city’s development process. 

7 .  That WCC encourages national craft organizations to accept their responsibility 
to promote in their museums crafts now being produced. This can include 
assisting in the training of staff for their activities in the promotion of those 
crafts. 

8. That crafts organizations recognize the welfare of the craftsman as a top priority. 

ResoZutìons 
(a) Be it resolved that a working group be established between WCC and ICOM 

(International Council of Museums) in order to promote co-operation between 
museums and craftspeople. . 

(i) Museum projects dealing with crafts; 
(ii) Sources of potential funding; 
(iii) Training opportunities; 
(iv) Technical assistance and consultants. 

(b) Be it resolved that WCC acts as a clearing house for information on: 
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A museum is defined (in Vebster’s New 
~ o r ~ ~ ~ j ~ ~ ~ o ~ a ~ ,  1973) as a ‘building or 
area used for exhibiting interesting ob- 
jects connected with literature, art, 
science, histoí-y OP nature’. Dr Herbert 
Ganslmayr’ says that 

it is a place where objects are collected, no 
longer mostly from the past, where they are 
looked after and on display, at least a very 
small part of them. But museums are still 
associated with the past and with dust, as the 
public does not realize the role museums are 
already playing in solving problems of the 
present and predicting those of the future. 

estern countries buildings set 
aside for such purposes are now com- 
monphce. Museums as we know them to- 
day are highly specialized organizations 
that have become integrated into the 
socio-economic, technological, philoso- 
phical and artistic concepts of nations. 

A national museum embodying all the 
aspects of human life is to00 vast a project 
to be encompassed by one complex 
organization. Diversification into various 
specidized fields is necessary to ensure 
adequate treatment and acquisition; ar- 
chaeology, religion, ethnology, m- 

a few, are special subjects requiring dif- 
ferent methods. 

The need for special crafts museums is 
experienced in many countries for various 
reasons: in Nepal because of the rapidly 
growing social changes which have ac- 
celerated h e  process of urbanization, 
resulting in the loss of creative abilities; 
in Mexico because ofthe imminent threat 
of debasement of traditional crafts by the 
production of cheap souvenirs for 
tourists. 

‘The Role of the Museum in Changing 

&rQpOlOgy, aPtS ;LHld crdts, to na%ne only 

Asian Societies with Special Reference to 
its Role in Preserving and Strengthening 
Traditional, Rural ;and T1iba.I Cultures’ 
was the subject of a Regional Symppo~i~m 
in Sri Lanka in 1977, and many valuable 

reference to fine examples of museums in 
the Asian Region. Dr Grace Morley in her 
presentation stated h a t ,  in New Delhi, 

with its recently founded Village Com- 
plex, was providing fine older models for 

ners and artisans and, in attracting 
the interest of h e  public, providing en- 
joyment, but also instruction on high 
standards of handicrafts, as a museum’s 
outstanding contribution to &is field. 

In Sri Lanka, traditional crafts are 
facing gradual but inevitable decline in 
the face ofthe slowly rising and maacing 
tide of science and technology combined 
with the growing trend towards urbmiza- 
tion and industrialization and &e ef- 
forts made t~ change the life-style of mral 
people. On h e  other hand, Sri Lanka 
with its high literacy levels could well set 
an example of d e v e l ~ p ~ ~ ~ n t  in craft pro- 
duction through improved skills and the 
reduction d the dmdgery of labour. 

A nation’s ar ts  md crafts are a part of 
its cultural heritage, giving it its in- 
dividuality , reflecting the life-style of its 
people, md it is absolutely necessary to 
protesr and preserve for posterity the 
many material, as well as non-material, 
~QOPIIIS of this heritage that still exist. This 
is the prime function of a crdts museum. 
A museum should not be seen as a 

place where antiquities are stored away, 

stbldetats or by visitors, tourists, school- 
children and other casual sightseers. Still 
less should a crafts museum be seen in 
this way. In the present context, a 

cQntribhatiQIl§ Were presented W i d l  

India, the I d e  O f  the CrdtS MUXUlrsl, 

to be Viewed QSSZSiQnd)J by research 

c_michotte
*
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museum, or more precisely a crafts 
museum, is not understood to be a 
repository of handcrafted things of beau- 
ty  rendered obsolete by the passage of 
time. It is seen rather as a storehouse 
where items are displayed and arranged 
carefully for the eye not only of the con- 
noisseur, but also of those who need to 
purchase them for their utility or for their 
beauty-cum-utility, or for the sheer 
delight of possessing replicas of them. 

The objectives of such an institute 
need not be confined to the mere collec- 
tion and documentation of artefacts and 
cultural forms within a given field. They 
could be more general and far-reaching, 
to provide a living testimony to the 
history of a nation through the ages. This 
history would epitomize the nation’s 
dreams, hopes, reverses and aspirations as 
they are embodied in the vestiges of the 
past and the achievements of the present. 
It is thus the crafts museum’s task to offer 
both to the eye and to the mind a con- 
crete and scientific representation of na- 
tional culture. It is a medium of cultural 
information which rescues from oblivion 
and safeguards the foundations of a na- 
tion’s culture, but without detracting 
from their authenticity as other media 
such as the press or cinema are liable to 
do. It lets the objects speak for 
themselves. 

Culture may be defined as all of a man’s ac- 
quisitions in the scientific, technical and ar- 
tistic fields by means of which he takes over 
the raw material of nature, transforms it and 
uses it for his own purposes. Thus, the inven- 
tion of the ploughshare, whose importance 
for man’s evolution was greater than that of 
the pyramids etc., forms part of the cultural 
heritage of mankind. Human culture is the 
only culture there is, as each national culture 
is an expression of man’s presence in a specific 
natural environment within us, which is a part 
of our daily lives. It is the function of 
museums to be the living memory of the 
people and for the people. 

This being so, the crafts museum should 
contain not only paintings, sculptures, 
weapons and ornaments, but also everything 
that binds people to their native soil and to 
their ancestors.2 

Crafts are many and varied. They are a 
combination of crude raw material and 
human skill. The skill may be imposed on 
the raw material by carving or weaving or 
moulding or other variations of these 
three basic techniques. The raw material 
could be metal (gold, silver, brass, etc.), 
wood, clay, thread, cloth, paper, rushes, 

reeds, grasses, leather, feathers, ivory, 
shell, quills, horn or a host of other such 
materials. A crafts museum would hold 
within its walls a full range of this vast 
miscellany, displayed in such an order 
that the beholder would view the crafts in 
their various aspects - the evolution of 
each craft unfolding its development 
throughout the ages, and depicting the 
heritage of a people. The understanding 
and appreciation of this cultural aspect 
would certainly serve to promote the 
value of these crafts. 

A crafts museum would also display, to 
the discerning eye, each different skill, 
whether simple or highly technical, 
which has been available during certain 
periods, in a specific country, culture or 
tradition. For instance, remnants of 
clayware from each age are displayed 
systematically, showing the development 
of pottery; various designs and shapes in 
brassware; or designs, shapes and colours 
in a range of masks. Such displays con- 
vey an idea of the available technical skill 
on which to build, so as to use that skill 
for the production of items to meet cur- 
rent market demands. In Sri Lanka the 
rustic pottery that has developed over the 
ages into exquisite pieces of art and 
handicraft points towards various 
possibilities which are used to meet 
modern market needs eventually leading 
to glazed pottery, in various modern, 
abstract styles comparable to the most ex- 
quisite pieces of classical Greek or Italian 
pottery (Figs. 1 and 2). The age-old art of 
carving, while being preserved, has 
allowed itself to be developed into 
meeting the requirements of a market for 
art in objects of utilitarian value (Fig. 3). 
A crafts museum could then exhibit the 
availability of skills from among which 
technology appropriate to particular pottery- 
needs could be identified and built 
upon in order to meet market needs. A 
well-organized and laid-out crafts 
museum would display so many skills 
that it would be a demonstration of the 

1 
Red clay Pottery with design and biscuit 
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3 
Carvings in differem coloured woods. 

4 
Brass- and silverware. 

possibilities that a particular heritage 
offers. 

A crafts museum would, from its vast 
range of materials, depict the growth and 
evolution of skills, the variations in these 
skills vhen used on different raw 
materials and other such valuable idor- 
mation. It would show the visitor and the 
student how the technique of moulding 
varies when it is used on brass (Fig. 4 )  01 
silver in comparison to its use on clay; 
how the technique of caning varies when 
it is used on wood as against its use 08 

brass, silver, copper 01 gold; how the 
technique of weaving varies when ap- 
plied LO &read (into lace), rushes and 
reeds (into basketing or mats), or fibre 
(into rugs 01 mats). A museum would 
also ofk.1 a display of each stage of the 
development of each of these techniques 
when applied to each different raw 
materid. Really a crafts museum would 
display and reveal how all these ‘dead’ 
materials are given life by manual skills. 

From the point of view of the crafts- 
man, a crafts museum would comprise a 
vital source of inspiration OD. which to 
draw. It would be a design house from 
which to select, emulate abad improve, 01 
a departure point for innovation. The 
museum would be a store-house from 
which to obtain design elements, par- 
ticularly lesser-known ones during a 
given period in time. Out of these 
elements the craftsman would be able to 
produce new excellence. The awareness 
that a museum would give to a craftsman, 
that he is not alone in the field but the 
heir to a long tradition which has ex- 
pressed itself in evolving tangible forms, 
would necessarily be an inspiration to 
him, both to preserve the craft’s purity 
and to improve it by innovations 

calculated to meet current needs and 
demands. 

Grafts are a backdrop to cerelllony (Pig. 
5). In a particular culture they gain a 
utility vdue in a very specid sense. In §ri 
Lanka, for example, as in India, the oil 
lamp is the bearer of light for ~ ~ m m ~ n  
use and it also has a votive use at the 
time of domestic rites, festivals and 
ceremonies. It is fully lit, using d l  seven, 
sometimes nine, wicks, on auspicious and 
ceremonial occasions, in symbolic 
respresentarion of the endless increase of 
light and knowledge produced by the 
unstinted sharing of wisdom. Hence in 
Eastern culture the lamp is doubly 
valuable in a utilitarian sense. This vdue 
itself leads directly to the development of 
alocd consumer market. Similarly, in the 
case of jewellery, sri Lanka is not d ~ n e  in 
recognizing ‘utility’ value ceremonial 
occasions. A wedding is never complete 
without precious gems, silver and gold 
adorning the bride and even the meanest 
guest. Even the clay pot is needed as a set- 
ting for traditiond C Q C Q ~ U ~  flower ar- 
rangements at a wedding ceremony, sym- 
bolizing the dawn ofprosperity. It is also 
used to boil milk ora auspicious O C C ~ S ~ O ~ S  

like a housewarming ceremony, the spill- 
ing over of the milk symbolizing a surfeit 
of prosperity. 

Apart from ceremonies, the crafts are 
of day-to-day use. For example, a mat 
(Fig. 6) is used for sleeping or sitting on, 
a bag is used for shopping, and in more 
modern usage they become beach bags or 
beach mats. In fact the vast array of crdts 
in the Asian countries owe their origin to 
human needs in daily life. The ~ U ~ ~ P Q U S  

festivals in a calendar year provide 
another demand for crafts. With the 
passage of time craft objects have also 
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developed an ornamental value. Thus the 
demand has developed and branched out 
into many dimensions. 

Indigenous crafts and craftsmen flou- 
rished under the patronage of kings and 
nobles in ancient times, but their 
displacement by foreign overlords caused 
a radical change in social values. Crafts- 
men, who ranked next to noblemen, 
Hondrews, as Robert Knox calls them, 
were relegated to a much lower social 
position by a new élite emerging under 
British patronage, and their work was 
demoted to an inferior status. Since in- 
dependence, a slow but inexorable 
change in social values has taken place, 
towards restoring the craftsmen to their 
former position. 

Ananda K. Coomaraswamy, author of 
Mediaeval Sinhalese Art, foresaw this 
decline in 1908 when he wrote: 

In Ceylon, as in India, the direct and indirect 
influence of contact with the West has been 
fatal to the arts. The two most direct causes of 
this adverse influence have been the destruc- 
tion of the organization of state-craftsmen, 
following upon the British occupation; and 
the subsequent systematic neglect, by British 
and Sinhalese alike, of a local architectural 
tradition. A less direct, but equally sure and 
certain, cause of the decline of the arts has 
been the growth of commercialism, that 
system of production under which the work of 
European machines and machine-like men 
has in the East driven the village weaver from 
his loom, the craftsman from his tools, the 
ploughman from his songs, and has divorced 
art from labour. In the words of Blake: 

When nations grow old, 
The Arts grow cold, 
And commerce settles on every tree. 

6 
Rush- and reedware with a fine-weave 

matting with design for the ceiling. 

In such grim fashion has commerce settled in 
the East. 

In this context a repository for the pro- 
ducts and their genius in the form of a 
craft museum would contribute in no 
small measure to the recognition of the 
importance of craftsmen and a change in 
popular feeling towards them. This 
would ensure a logical evolution from the 
old to the new following a regular pattern 
of cultural change against the 
background of the social changes taking 
place. 

In the Asian countries, crafts museums 
have a new and important responsibility 
for the promotion of handicrafts within 
the country and thereby creating a fur- 
ther interest abroad. 

Dr Herbert Ganslmayr, in his article 
above, very clearly states some of these 
functions and requirements for the pro- 
motion of crafts. 

In view of these considerations, the 
main functions of a crafts museum may 
be summarized as follows: 

Conservation: (a) storage of all crafted 
objects available; (b) systematic collec- 
tion of past and present-day objects for 
the purposes of study, display and loan to 
craftsmen; (c) systematic recording of the 
forms, patterns and designs used in the 
main crafts. I would like to add that a 
great deal of our valuable artefacts are 
being taken out of our countries, as our 
craftspeople do not realize the value of 
keeping them. 

Revival of  crafts. Of special importance 
are: (a) the revival of old crafts drawing 

5 
Traditional and kol'am masks used in folk 
dances, rituals and ceremonies, and lacquer 
ware for functional use. 



14 Sivanamie Verina Obey esehere 

on objects preserved in public or private 
c~l lect i~ns;  and (b) the encouragement 
of apprenticeship wherever Master 
Craftsmen are available to teach these 
crafts. For example, in Sri Lanka in the 
early IgbOs, when serious efforts were 
made for the first time to revive and 
develop crafts in the country, an em- 
porium named L&sala was established to 

onay did this venture open the doors 
to a complete revival of crafts in Sri 
Lanka, but it also highlighted the fact 
that many crafts were in imminent 
danger of dying out. Immediately, a 
preservation anad protective scheme in the 
form of a Master Craftsmen Appren- 
ticeship programme was launched, and 
this far-sightedness has led to greater in- 
volvement of people in crdtwork, par- 
ticularly in the traditional crafts. 

promote the marketing of CI&§. Not 

Loan of exhibits. The organization of 
direct loans or exhibitions, showing 
craftsmen's design changes by means of 
photographs and artefacts, to familiarize 
them with old products of their craft I POS 
this pupose, specimens from their own 
locality are used, SO as to maintain the 
purity of the local styles and designs of 
each community 0% region. IFOH example, 
very recently Lakpahana participated in a 
national exhibition, and took the oppor- 
tunity of presenting to the public the 
entire range of traditional jewellery in the 
form of chains, necklaces andpaddakams 
(large pendants) worn down the ages by 
Sri Lankan women, each chain having a 
name of specid significance. It was an 

rowed from private collections) and the 
new, and to observe how standards both 

QppQfiunity to compare the Old (bor- 

in design and style, although in quality 
good, had deteriorated through commer- 
cialism inspired by 
Here then was an opportunity for 
Lakpahana to work with its members to 
rectify this situation, by showing and 
teaching crdmorkers ways to recover lost 
quality. Traditional craftspeople rarely 
keep an example of each oftheir designs, 
and thus each generation loses some of 
the original beauty of form. This was 
clearly seen in the Lakpahma experience. 

Organiziivg temporay and travelling 
exhibitions. The need to organize such 
exhibitions both within a country 2nd 
outside it cannot $e overemphasized. 
The ignorance among our own people 
about the variety of handcrafted articles 
made by their own people is amazing. 
Knowledge is lacking even regarding the 
raw materid used 01 the techniques ira- 
volved in their production. Greater em- 
phasis must be placed on educating the 
people within a country, and crafts 

role, especially by organizing regional 
exhibitions - nor competitions - and 
travelling exhibitions for students in 
school. Por example, recently a group of 
craftspeople from Thailand, accom- 
panied by Sri Lankans, visited 
Lakpahana. At the end of the lecture 
tour, it was the Sri Lankans who were par- 
ticularly grateful for the experience, and 
for the knowledge they had gained about 
the crafts of their own country. Crdt  em- 
poria too could co-ordinate the research 
efforts of museums I 

Travelling exhibitions both in Asian 
countries and elsewhere would be of 
immense promotional value. I am aware 

mUSe?dlIlnS could play a red pHQPraQtiona1 
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7 
Some of the members of the Sri Lanka 
National Artisans’ and Craftsmen’s 
Association, rich in traditional skills and 
producers of the most beautiful handicrafts 
in Sri Lanka. 
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that it was attempted in Canada with suc- 
cess, and recently the Bangladesh 
Artisans Workshop provided an eye- 
opener through the wonderful oppor- 
tunity that craftsmen had enjoyed, 
benefiting from the experience of 
meeting similar craftspeople from four- 
teen other countries in the region. Such 
an experience brings unity to human 
aspirations. 

The use of crafted objects and the real 
recognition of the value of those who 
make them, the credibility of the creative 
spirit translated into visual reality, will 
confer on the living museum a promo- 
tional and vitalizing role in endogenous 
development. 

Information a n d  publ ic i ty  . Crafts 
museums have a unique responsibility in 
this important area. A library with 
publications on every aspect of craft 
development is an important require- 
ment, not only for craftsmen but for 
students of crafts. Few institutions 
engaged in marketing have the time to do 
research to produce the relevant informa- 
tion which, ifmade available with a craft 
item, would actually increase sales oppor- 
tunities. Publicity campaigns through 
the wide range of media available would 
both increase domestic sales and exports 
and deepen appreciation for handcrafted 
articles in the face of the tremendous 
competitive market of industrialized 
goods. An article becomes a real living 
item when its history is known. Thus 
crafts museums could award scholarships, 
grants or other facilities to research 
students and make such information 
available, which would play a positive 
role in promoting and marketing crafts 
and contribute to the survival of crafts. 

Financial assistance to craftworkers. 
Crafts museums could, through their 
own programmes or through advice to 
public and private organizations, provide 
financial and technical aid for the most 
skilled and outstanding craftsmen, so as 
to raise the standards of their work.and 
production, and re-establish a link with 
old traditions and design. In this way 
they could influence other craftsmen to 

produce objects of quality. Such 
assistance would also help to spread the 
good influence of crafts museums. 
However, there are other financial needs 
of craftsmen and craftswomen in their 
daily work, such as the purchase of raw 
materials and tools or other equipment. 
Such support, if organized through other 
available channels, would eliminate the 
stress and difficulties they often suffer in 
simply practising their trade. 

Demonstrations o f  crafts. The crafts 
museum need not be static: it could 
play a living role, by arranging for dem- 
onstrations of crafts ‘from the raw 
material to the finished product’ - so 
that it becomes a cultural centre. Here 
the visitor would have the opportunity of 
taking an active part, and there would be 
room for interaction and communica- 
tion. The educational process thus 
derived from such demonstrations is well 
known in Asian countries to be one of the 
best promotional features in crafts 
development. 

In Sri Lanka, in 1974, the Tenth An- 
niversary Exhibition, to commemorate 
the founding of Laksala (Cottage In- 
dustries Emporium), provided, for the 
first time on such a large scale, a 
demonstration of all crafts including 
hand-loom weaving. This latter was the 
most successful in providing knowledge 
to the public and status and financial 
reward to the craftsmen. Since then 
Lakpahana has regularly provided such 
demonstrations for international 
meetings, and the crafts represented are 
enriched by the appreciation of the 
spectators, who in fact often wish to pur- 
chase what they have witnessed being 
produced. In the centre of Sri Lanka, 
which used to be known as the Kandyan 
Kingdom, where the largest group of 
craftsmen still live and work, the Kan- 
dyan Arts and Crafts Association was 
formed over a century ago in 1882. Here 
there are daily demonstrations of selected 
crafts, of great interest to those who visit 
them. 

Thus, a crafts musem can come alive, 
and such activities can forge a strong link 
between the museum and the crafts com- 

8 
‘Lakpahana’ -the home for marketing the 
handicrafts of 400 craft members, set in 
quiet surroundings, and serving the needs 
of craftspeople and consumers. 
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munities, promoting the value of their 
Work. 

We@re of cra@speople. Pew countries 
have reliable data on their own crafts- 
people and Sri Lanka is no exception. To 
solve this serious problem, crafts 
museums could take the following steps: 
Carry out a general survey of all 

craftspeople -full time, part time and 
seasonal. 

Make a general inventory of past and 
present-day crafts and their products. 

Make a smdy of technical and commercial 
prC?bkHaas facing bk ut. 
rganiae regional studies of crafts m d  
their problems. 

Analyse living conditions - housing, 

Make an economic study, showing that 
craftspeople are valuable contributors 
to the foreign-exchange earnings ofthe 
country; this would involve requesting 
relevant Ministries and organizations to 
classify crafts in a separate CattegQry and 
making information available to 
policy-makers SO that they can  make 
budgetary d1ocations for devehpment 
programmes in the crafts sector. 

give training and education to crafts- 
men SO that they can secure prices 
satisfactory for both to the producer 
and the consumer. 

Initiate schemes for national awards. 
(Reference to 23.8, p. 52, of the 
background paper on ‘The Handicraft 
Industry in Selected Asian Countries’ 
by G. H. Obeyesekere, is relevant.) 

health and WQrkhg conditiolas. 

Guide alld support prQgPamme§ that Will 

In general, the working and living condi- 
tions of craftspeople are very poor. 
Therefore, it is important that govern- 
ments should provide the means by 
which basic amenities such as higher 
wages, social-security benefits, improved 
occupational safety, housing and educa- 
tion can be provided. For instance, a 
scheme to provide pensions to craftsmen 
in needy circumstances is a very goad way 
to provide some form of social security to 
&e craft community. Literacy is mother 
area &at requires attention. Por real pro- 
gress it is important that craftspeople 
become literate. 

Young people while receiving craft- 
training either as apprentices or as regular 
trainees in private or government centres 
should at the same time be provided with 
faciPities for improving their literacy. We 
would thus have what is highly 
desirable - literate craftsmen. Educa- 
tion whether idormal or f ~ ~ m d  W Q U Q ~  

impart independence, dignity md socid 
status to the pdession in addition to 
providing competence. 

and Working conditions of craftspeople 
improve but their skills must be main- 
tained and respected as well. Therefore, 
there must be prestige as well as financial 
rewards. Craftspe~pk must be hQnQured 
with national awards. 

museum the Lakphana story should be 
mentioned. 

However, not only muSI: the e Z n h g  

Iba the Context of the rQk of &e Crafts 

9 
Hand-painted Batik wall hangings. 
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Lakpahana means 'the light of Lanka'. 
In a traditional sense it is a fitting name 
for a crafts marketing outlet, and as light 
banishes darkness Lakpahana hopes to 
bring light to the craftworkers, who toil 
to preserve the cultural heritage for all of 

The Lakpahana experience is firmly 
linked with the Sri Lanka National Ar- 
tisans' and Craftsmen's Association (Fig. 
7) with its membership of 400 tradi- 
tional and new craftspeople. Individually 
and personally, we are concerned not 
only for their production but for their 

'physical and mental welfare. We have 
witnessed many tragic situations, par- 
ticularly with old age. One programme 
for relief in old age is the very successful 
Savings Deposit Passbook Scheme, which 
has already proved to be of great benefit. 
Besides this, friendly relationships and 
continuous dialogue have created an at- 
mosphere of greater understanding with 
regard to the value of producing quality 
crafts, both traditional and new. Crafts- 
people are slow to accept change in 
design or methods, but respond even- 
tually. It is not easy to bring diverse com- 
munities and persons in crafts together, 
but the assurance of good marketing op- 
portunities and welfare programmes 
enables them to care for each other. This 
has been a rewarding experience (Fig. 8). 

How is Lakpahana able to keep alive in 
difficult conditions? It is faced with an 
open economic policy which is flooding 
the markets with every known and 
unknown imported article, and with the 
competition of government emporia, 
which have monopolies over trading and 
production entities in certain com- 
modities, and have their overheads sup- 
ported by public funds and reduced 
mark-ups, in addition to which the pre- 
sent tourist export market is depleted. 
When Lakpahana was established it was 
to be kept small, but it represented all Sri 
Lankan handicrafts under one roof. We 
wished to have the time to work closely 
with craftspeople, in order to encourage 
quality, purity of work and perfection in 

. design as far as possible, and we were con- 
tent to sell in small quantities, but in a 
short space of time the supply could not 
match the demand (Figs. 9-12). More im- 
portant to me was to witness a craft revival 
in our membership. Having worked with 
craftspeople for the past thirty years, I am 
happy to see in my lifetime a third and 
even fourth generation of craftspeople, 
enthusiastically involved in production. 
The membership of the national Artisans' 

us. 

10 
Carved ivory ornaments and delicate 
tortoiseshell articles and jewellery. 

11 
Hand-made 'pol'l'ow' lace. 

and Craftsmen's Association is there in 
full strength to make people aware of 
crafts. They come and not only see, but 
by touching, feel through the object, the 
spirit, the artwork and the design that has 
unfolded and manifested a human 
aspiration to create a demand and an ap- 
preciation in the minds of the buyers. 
There will always be that hunger, not on- 
ly from within Asian countries, but from 
outside as well. Lakpahana enjoys the ex- 
perience of being, like all true crafts em- 
poria, a living crafts museum, both for 
the connoisseurs of artefacts and for the 
average users of folk art in their lives and 
homes. Thus when our Crafts Association 
establishes a crafts museum in the near 
future it will create that link with the past 
and present in recognition of one of the 
most beautiful and traditional sectors of 
our country which, though economically 
poor, is so rich culturally. 

We have faith in all our efforts. As we 
have seen over the last thirty years, the 
WCC has made, and is making, a strong 
impact on all its member countries. Every 
meeting has brought out new dimensions 
of craft development and more em- 
phatically of the welfare of craft workers. 
As Mahathma Gandhi said: 

True beautiful creations come when right 
perception is at work. If these moments are 
rare in life they are also rare in art! . . . Meetings 
and group organizations are all right. They are 
of some help, but very little. They are like a 
scaffolding that an architect erects - a tem- 
porary and makeshift expedient. The thing 
that really matters is an invincible faith that 
cannot be quenched. E 

I L  

Hand-painted batik wall-hangings and 
ready-made clothes. 
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Born in 1936 in Tampere, Finland. M.A. from the 
University of Helsinki (Hstory of Art and Architec- 
ture, Ethnology, Pedagogy, English Philology, 
Romance Philology) in 1964; teacher-training 
course from 196s to 1966. From 1962 to 1967 was 
Assistant on National Board of Antiquities and 
Historical Sites (Underwater Archaeology). From 
1968 to 1970 Curator and, from 1971 to 1978, 
Director ofthe Helsinki City Museum. Since 1978 
Director of the Museum of Applied Ans, Helsinki. 
Lecturer at University of Helsinki for a special course 
in elementary museology (training course) since 
1974; elected member of the Museum Negotiating 
Committee (Miniscry of Education), 1978-81; 
member of the Cultural Section of the Finnish Na- 
tional Commission for Unesco (1975, 1977 and 
1978). Several study tours abroad, in particular 
ICCROM courses on museum security, climate and 
lighting, 1976,1978. Has published various articles 
on museum display, urban ethnology and museum 
documentation. Chairman of the Finnish National 
Committee of ICOM, 1973-84. 
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Easy chais by Charles and Ray Eames, 1343. 

Many Beading industridliaed countries 
have an important specid type of 

The oldest of these were established in 
&e latter half of &e nineteenth century 
when industrialization begm to gain 
momentum. They were probably &e first 
specialized museums to have aims and 
ideas &at were C Q P ~ B ~ Q I I  throughout h e  
world. 

Concern for &e envhonment, quality 

museum -museums og ats. 

of m d  ka~§thkaetiC Vahe.§ have brought 
these ~ U S ~ U ~ S  back to &e foreground. 
Applied arts - industrial design and arts 
and c r d t s - ~ ~  finding heir into 
more md more museums, while the 
number of museums COflCentEating on 
design is also increasing. Meanwhile, 

s e  being cdkcted OW an insreasin 
tluoughout the worPad. 

Museums of applied ar t s  were first 
established at the dawn of the industrid 
era, and today they are institutions with 
a variety of descriptive mad research hnc-  

tasks include sokcting representative 
specimens of national md international 
trends in applied arts md promoting 
r for tradition and cultural ex- 
c , both of which are essential in 
establishing a cultural identity. What 
were originally collections of models for 
i ndus td  production and exhibits 
representing the achievements of oher  
cultures, compiled in the interests of 
educational institutions and those work- 

tradition4 hUdicrdt§ and td-~dqUe§ 

tion§ b%ed Op1 §Cient&6 prindple§. Their 

ing ins design, have become popular 
museums presenting &e design ofthe in- 
dustrid era. Of dl &e d B e ~ e n t  kinds of 
museums, applied arts museums have 
perhaps been the ones most clearly en- 
dowed with a dual ifaanction, since h e y  
seme both to explain traditions and to 
open up new perspectives for the future. 

These muset'dms C a l 7 7  out their 9eseXch 
couectibag ~ ~ a ~ ~ e n ~ e n ~ ~ y .  

origkd &lUl$O§e, Sa 6b§e cQnfle6&3n W i d l  
training has sumived, and it has even ex- 
panded to comprise instruction in in- 
stitutions such as comprehensive and 
vocational schools. The formation of 

primary target, but it is generally dso 
considered important to follow interna- 

tmt works from around the world. 
The rolle of the museums of applied 

arts is becoming more importmt in 
strengthening national identity, while at 
&e same time being internationd in 
character. Museums must keep up with 
the times in collecting exhibits which 
document the present day. g hey must be 
prepared to acquire objects when they are 

of earhibits and the 

selected change with &e times. In &e ac- 
quisition of exhibits fo~or cdlections, h e  
E ~ Q P I S  for acquiring &em must be 
carefuPly documented, in addition ro 
other new idormation on design. Thus 
collections may c ~ ~ ~ ~ p r i s e  exhibits which 
were never produced industrially. 

6 Q ~ p r e ~ e ~ § i v e  fiatklnd coilection§ is a 

n trends and COl[kc t  hpo r -  

to Which h e y  

c_michotte
*
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Museums may also collect other informa- 
tion concerning production, planning, 
use and evaluation. In this way they fulfil 
their great educational potential. 

Compared with nineteenth-century 
objects, many modern ones cause prob- 
lems, one of which is the durability of 
their materials. For these and other 
reasons, the conservator’s work is taking 
on new dimensions. Reproductions of old 
models have brought up the problem of 
museum ethics. Sometimes there are no 
originals in existence, and thus reproduc- 
tions are the only alternative. Although 
this may be unsatisfactory, the fact that 
an object is reproduced is in itself a proof 
of its popularity and significance in a new 
environment and new conditions, and 
thus contributes to the overall picture of 
design. Another issue is the ‘outside- 
inside’ question. Is it enough to exhibit 
the mere shell of an appliance which is a 
product of industrial design? Does the 
casing of a television or radio set represent 

. the function of the objects adequately? 
The question can be interpreted in 
various ways. Can a museum present all 
the meanings of an exhibit if the exhibit 
is not operable? This is where other 
museums can help. Is the acquisition of 
such objects the role of a technological 
museum for instance? 

Preservation is becoming more and 
more topical. One of the functions of 
museums is to ensure that artefacts are 
preserved. The museums should also 
react to change - such as restyling of in- 
teriors, and they could also be consulted 
when changes are being planned. 

Another great responsibility in 
museum documentation is educating the 
public. Changing and influencing con- 
sumers’ ideas on style and taste is a slow 
process at best, and to do it effectively 
museums must keep in step with con- 
sumer research and general social trends, 
and formulate their programmes against 
the background provided by them. 

Museums of applied arts have the 
responsibility for preserving and display- 
ing the achievements of past civilizations 
and, in this, handicrafts occupy a promi- 
nent position. Preservation of handicraft 
skills - at least in the form of tools -and 
passing on information about them are 
an important aspect of this work. As pro- 
duction becomes increasingly automated 
and industrialization develops, it is the 
older civilizations and their handicrafts 
that are in demand, first at world exhibi- 
tions, then in museums. European 
civilization assimilates elements from 
many foreign, though now familiar, sur- 

roundings but it is also of great impor- 
tance that handicraft skills are preserved 
locally and passed on to future genera- 
tions. Part of the responsibility for this 
should be assumed by museums of ap- 
plied arts. 

As far as the sociological function of 
museums is concerned, we may say that, 
today more than ever, museums have to 
present their collections to those who are 
not predisposed to receive the message. 
Exhibitions should be arrariged so as to 
lead even these visitors to see the 
significance of the institution. On the 
other hand, a museum such as the Musée 
des Arts Décoratifs in Paris may be divi- 
ded up into various specialized sections, 
such as fashion, glass, poster; and in- . -  . &  

dustrial design, once the collections are 
sufficiently large. A similar differentia- 
tion is to take place in Finland through 

An educational exhibition, Ceramics for 
space, with works by Ulla Viotti, Sweden, 
held at the Museum of ADDlied Arts, 

I I  

the founding of special museums. As the Helsinki. 

15 
Museum Director, Jarno Peltonen, with 
artists Irma Kukkasjärvi and Maisa Tikkanen 
at the exhibition on Nordic textile art, 
Scandinavian Touch. Works exhibited by 
Inghild Karlsen, Norway. 



number of museums grows, there will be 
more and more specialized ones. To 
stimulate and co-ordinate these 
developments there should be a cera- 
tral museum for each field represented in 
the country concerned. Overly organized 

. and systematic operational models, 
however, are liable to endanger the 
human values involved, which are the 
core of museum documentation. One of 
the aims of collections should be to help 
the public experience the f r m e  of 
reference of a more general way of Me. 

As a museum develops, its role grows, 
as docs the significance of design. Today? 
in the nuclear and computer age, the 
evaluation of industrial or handicraft 
design on the basis of artistic criteria is no 

broadened to include the environment 
and QUI way of life. In discussing design, 
it is time to start speaking ofenvironmen- 
tal art, which encompasses or begins with 
architecture and the other art f o b s ,  in- 
cluding the performing arts. 

Museums of applied arts play a major 
rolle in design training (Fig. 13). In fact, 
they were originally founded primarily to 
provide a form of education (Pig. 14). At 
present there is much room for improve- 

and the design field, and common 
methods serving present-day needs and 
views should be defined. High profes- 
sional standards are required in the field 
of design today and training is expected 
to provide the means to meet them. One 
of the best ways to achieve this is to ~011111- 

longer enough. The Concept Qf design h a  

ment in co-operation between muSCUmS 

bine and increase the teaching of design 
theory and history. The development of 
industrial and handicraft design is related 
to the devdopmewt of modern industrial 
society. Museums should be ready to res- 
pond to this challenge; the practicd ar- 
rangements may cause difficulty, but 
training should provide a concentrated 
survey of the history of design, especially 
during the last 150 years. Exlaibitions are 

training institutions md museums. Per- 
manent exhibitions should be corn- 
prehensive, and special ones should be 
varied. The museum staff, because of 
their greater familiarity with the collec- 
tions, can contribute by clarifying the key 
Concepts which form the background for 
the exhibits and the general history of 
design. 

comprehensive, per- 
manent exhabitions should throw Bight 
on a variety of phenomena, and the 
museum itself should be allowed to 
determine the programmes of its special 
exhibitions (Figs. 15-17). Their function 
is to indicate current and emerging 
mends, and developments which are 
otherwise significant from the presewt- 
day point of view. If possible, museums 
should try to present topical issues, pro- 
vided that the general public's interests 
are also served. In any case, they have the 

rent issues and thus influence future 
choices. Museums provide a stimulating 

tion of OUT c ~ m m ~ n  environment and 

the maidl form of CQ-opefadQn between 

OppQHtunity tQ adopt a position O n  CUT- 

contribution of their Own to the forma- 
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16 
Traditional crafts from the Soviet Union, 
in the exhibition Along the Silk Roud, 
at the Museum of Applied Arts, Helsinki. 

17 
Traditional crafts from the Japanese 
exhibition, How to Pack Five Eggs, 

at the Museum of Applied Arts, Helsinki. 

way of life. They are information centres 
and, as such, are not limited to presen- 
ting objects selected on the basis of rigid 
criteria; they can, more generally, pro- 
vide information on the present state of 
affairs and the trends that gave rise to it. 

Museums actively involved in present- 
day problems could co-operate and 
outline major programmes to raise the 
standards of the applied arts, teaching, 
visual culture, and visual commu- 
nications. 

Finnish inspirations 

The Museum of Applied Arts has a 
travelling exhibition called Finnish In- 
spirations, which aims to show national. 
characteristics in contemporary crafts and 
design. With this exhibition the Museum 
of Applied Arts in Finland has visited 
several countries, including Albania, 
Greece, India, Turkey and Yugoslavia. 

In the Finnish way of life, the seasons 
are very important and our material 
culture has been marked by work per- 
formed during each of them, providing 
the year with a distinct rhythm. The in- 
dustrialization and urbanization that 
have taken place in Finland during the 
past few decades are decisively changing 
these traditions, causing considerable 
concern. Efforts must be made to ensure 
that the environment which has already 
been constructed, our natural surround- 
ings, and the rest of our material and in- 
tellectual traditions are preserved. Na- 
tional individuality, or identity, has 

greater significance in our increasingly in- 
ternational world than previously. We 
are in a transition which imposes many 
responsibilities on us, one of the most im- 
portant of which is to preserve our na- 
tional identity. Museums play a par- 
ticularly important role in this, sinceiin 
addition to preserving mementos of the 
past and conducting research they must 
also present things that are developing 
and participate in the creation of further 
development in an inspiring manner. An 
artist's work also includes an appreciation 
of national identity and individuality, 
the role of the artist being that of a leader 
of development. 

In Finland efforts have been made to 
preserve our artificial as well as our 
natural environment. Special regulations 
have been passed, whose purpose is to 
preserve particular sites as examples of 
the achievements of earlier times. Addi- 
tionally, education and other means are 
used to preserve traditional techniques 
and know-how. Specific regional ar- 
rangements are made both to regulate 
the movement from the countryside to 
the cities and to create enterprises and 
jobs in the countryside. Efforts are also 
made to preserve traditions with a rich 
heritage of artistic handicrafts as well as 
cottage industries. 

The language of form which inspires 
Finnish individuality is based on the use 
and further development of traditional 
materials, a mastery of traditional profes- 
sional techniques, and the stimuli 
generated by the environment. These 

often appear in the use of natural motifs 
and forms which occurred in our earlier 
material culture. 

The Finnish Inspirations exhibition 
will give a picture of the development of 
Finnish material culture as well as its pre- 
sent state. The exhibition emphasizes the 
importance of preserving a distinct na- 
tional culture. Contacts betwéén peoples 
and our increasinglyhternational world 
require strong cultural mechanisms to 
create the technology which will further 
and enhance our development and help 
us plan our future. t=l 
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Merchandise Manager for the Smithsonian Institu- 
tion Museum Shops. Presented a paper on 
‘Marketing Crafts Through Museum Stores’ to the 
Workshop on Crafts Museums in New Delhi, India, 
in October 1986. She has had extensive buying ex- 
perience in books, crafts, toys, jewellery, and 
graphics since joining the Museum Shops’ Mer- 
chandise Department in 1974. A graduate of 
Syracuse University with a B.Sc. in Retail 
Marketing, she attended the graduate school for 
Business Administration at the George Washington 
University. 

Marketing crafts through museum shops 
is both an art and ascience. Often it is ap-’ 
proached only as an art, defining the 
story and presenting it within the context 
of the host museum. In fact, to be suc- 
cesshl, it must be viewed as a science as 
well. By science, I mean the planning and 

’ analysing of the business in a professional 
sense, interpreting the figures involved 
and reacting to them. Ultimately, this 
produces a profit. H bring this up ~ Q W  as 
a practical consideration that is too often 
overlo~ked in an emotional 01 romantic 
view of crafts. To hnction in a museum 
setting, to provide the revenue museums 
need (which dlows them the luxury ofex- 
hibit creativity), museum stores need to 
operate both with a visual eye and a 
financial sense ofreality. Thus, &e key to 
successful marketing is the craft-buyer’s 
ability to evaluate and communicate this 
balance between art and science. 

There are several levels at which a 
balance must be struck: a craft-buyer or 
shop manager must understand the 
market, the product, the artisan, and the 

First, there is the market. The museum 
is a unique environment in which to 
operate a business. To act as a retail pro- 
fessional in an academic atmosphere 
means developing one’s sensitivity to the 
art process, to research and to the prevail- 
ing mood and structure of the museum 
(time often hardly matters to museum 
personnel) while still maintaining one’s 
sense of urgency (to retailers needing 
goods, services or information, typically, 
time is ofthe essence). Patience, tact and 
profits help the buyer gain the support 
and confidence of museum directors and 
curators. At the same time, museum ad- 
ministrators and curatorial st& must 

CQp1SUIBICr. 

perceive the shop’s mission and ap- 
preciate what they gain f r ~ m  it. They 
have a responsibility to help educate the 
buyer in the appropriate craft field and 
make suggestions on products and rele- 
vant reading materid. Yet they must also 
understand the role of buyer/manager as 
a merchant, and the shop must be 
allowed the freedom to carry enough in- 
ventory to look as though it is in business. 

Secondly, prQduct relatedness is a key 
issue in a museum setting. Each buyer has 
a responsibility to f d o w  a merchandise 
philosophy that is slightly different from 
normal retail stores. The latter ask ‘Will 
it sell?’, whereas a museum shop buyer’s 
questions are first ‘1s it related?’ or ‘Is it 
educational?’, and then, ‘Will it sell?’ 
Even if the buyer can answer ‘Yes’ to the 
first two questions, the answer to the last 
question is equdaly important because we 
a ~ e  in business to make money as well as 
!CI educate. It should always be 
remembered that we provide a source of 
unrestricted income for the institution. 

Thirdly, the buyer must market crafts 
with a feeling for both the product and 
the craftsperson. Selling crafts is unlike 
selling other products, in that the nature 
of the craft, its origin and its monetary 
worth require an educational perspective 
and mutual respect on the part 0% the 
buyer and craftsperson. The buyer needs 
to appreciate the value of a handmade 
object, which includes the medium, the 
time and the slulls involved. Traditional 
crafts also involve &e preservation of a 
heritage. The artisan, on the other hand, 
needs to understand the market-place 
and the necessity for continuity of supply 
and quality. Craftspeople should develop 
a basic knowledge of normal business 
practices, a real acceptance of the market 
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I MUSEUM SHOP, NATIONAL MUSEUM OF 
NATURAL HISTORY, SMITHSONIAN 

INSTITUTION, Washington, D.C. This 
display window, at the entrance to the 

Natural History Museum Shop, features 
native American crafts that are offered for 

sale inside the shop. 

value of their work (that is, not under- or 
overvaluing their craft), and an accep- 
tance that the buyer must make a profit. 

Finally, there is the consumer. In a 
museum setting customers expect to 
learn more about a craft purchase than 
they do in a normal r<etail outlet, and 
museum shops have an obligation to PEO- 
vide that educational service. Com- 
municating product knowledge, con- 
tinuity of tradition, and the relationship 
of a particular craft to the museum in 
which it is sold is also a powerful selling 
tool. A well-trained display and sales staff 
should impart this appreciation to the 
customer. 

Man has always acquired souvenirs of 
places he has visited, and in the museum 
environment this presents a tremendous 
business opportunity. By giving museum 
visitors a craft product to take home as a 
remembrance of their trip, the museum 
benefits financially as well as culturally. 
This balance between art and science 
reflects the dual goal of marketing crafts 
through museum shops - education and 
profit. 

The Smithsonian Institution provides 
an eclectic setting in which to market 
crafts. To understand some of what we 
sell and why, it is necessary to appreciate 
the environment in which museum shops 
function. This calls for a brief explana- 
tion of the Smithsonian for those who are 
not familiar with it. 

A national legend, the Smithsonian 
Institution in Washington, D.C., can be 
overwhelming in its infinite diversity and 
special charm. Visitors to the Mall, a vast 
stretch of land from the Capitol to the 
Washington Monument, often ask 
‘Where is the Smithsonian?’, imagining 
that the Smithsonian is one red sandstone 

building that looks like a castle. The 
answer is, ‘All around you.’ What, then, 
is the Smithsonian? Indeed, it is many 
things. 

Centred on the Mall, the Institution is 
often referred to as ‘the Nation’s Attic’. 
It is the world’s largest complex of 
museums, art galleries and research 
facilities. It operates thirteen museums 
and the National Zoo. It houses a collec- 
tion of more than 75 million objects and 
specimens, of which only about 1 per cent 
are on view at any given time. The 
Smithsonian is devoted to public educa- 
tion and national service in the arts, 
history, and sciences. It contains the 
nation’s treasures as well as its cultural 
trivia: 

It will answer inquiries about the historical 
importance of an object or the provenance of 
a work of art; lend objects to other museums; 
offer technical museum training; rent 
travelling exhibitions on many subjects; pro- 
vide reports on phenomena such as volcanic 
eruprions, earthquakes, animal migrations, 
and tidal waves; track artificial earth satellites; 
or help the FBI and the police departments 
identify the age and sex of a murder victim 
from a skull or femur.’ 

It is a place both of popular learning and 
of precise scholarship. ‘It is a home for 
good humour, a ride on a merry-go- 
round: the stuff of dreams as well as hard 
facts. ’2 

In 1829, James Smithson, a British 
scientist who had never visited the United 
States, left a bequest of $500,000 to the 
United States ‘to found at Washington, 
under the name of the Smithsonian In- 
stitution, an Establishment for the 
increase and diffusion of knowledge 
among men’. After years of much 

19 
MUSEUM SHOP, NATIONAL MUSEUM OF 
NATURAL HISTORY, SMITHSONIAN 
INSTITUTION, Washington, D.C. Partial 
view of crafts stocked in a temporary 
exhibition shop. Crafts shown are from 
India in conjunction with the Museum 
Exhibit, Adit-A Celebration of  Life, part 
of the Festival of India celebration. 

1. Smithsonian Institution, OficiaL Guide 
to the Smithsoniatz, rev. ed., 2nd impr., p. 9, 
Washington, D.C., Smithsonian Insutution 
Press, 1985. 

Experience, p. 15, Washington, D.C., 
Smithsonian Institution Press, 1977. 

2. Smithsonian Institution, The Smithonian 
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hfUSIEU1M SHOP, bJATI0NA.L MUSEUM OF 

&Di.ICAN MSTORY, SMITHSONULw 
HNSTrTUTION, Washington, D.C. Display 

and sales space inside museum shop 
promoting traditional and contemporary 

srafts made in &e United States. 

21 
Detail of display and sales space of 

American traditional and contemporary 
crafts. 

LL 
hfUSEUM SHOP, E\TAnONAL &hSELIM OF 

h R I C A N  MSTORY, SIiUTHSONULw 
INSTIFION, Washington, D.C. Entrance 

display window featuring traditional 
American crafts. 
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debate, Congress passed the Smithsonian 
Bill on 10 August 1846, which led to the 
vast storehouse and treasury that the 
Smithsonian is today. 

From its inception the Smithsonianhas 
had an international flavour. Exhibitions 
in many of the museums often incor- 
porate craft objects from around the 
world. The National Museum of Natural 
History (Fig. 18-19) has a vast collection 
of ethnic crafts from various cultures and 
countries. The National Museum of 
American History (Figs. 20-22) houses a 
diverse range of handicrafts and produc- 
tion crafts from textiles to ceramics and 
glass from all parts of the world. The In- 
stitution’s annual Folklife Festival on the 
Mall features both domestic and foreign 
crafts and cultural events. As part of the 
Smithsonian’s new Quadrangle complex, 
the national Museum of African Art 
focuses on the arts and culture of sub- 
Saharan Africa. In addition, the Smithso- 
nian’s Renwick Gallery (Figs. 23-25) will 
rededicate its efforts to displaying chang- 
ing exhibitions of American crafts, 
design and decorative arts. With this ex- 
tensive craft involvement by the Institu-1 
tion, it follows that the museum shop’s 
craft offerings reflect those of each 
museum or temporary exhibition. In 
fact, the Smithsonian’s goal, ‘to increase 
and diffuse knowledge’, is one which 
guides the museum shop in its effort to 
promote crafts. 

Our craft objects and jewellery are as 
diverse as the Smithsonian museums 
themselves. Each shop has a unique look 
and developing themes for each craft area 
is an essential element in marketing 
crafts. The crafts buyer must have an 
intimate knowledge of each museum so 
that he or she understands what is rele- 
vant and what is not. This work involves 
developing product groupings, with 
varying price ranges, which focus on a 
theme of the museum or exhibition and 
make a statement. Then the buyer makes 
a commitment to the craft in space and 
inventory. It is imperative that the shop 
should look as though it is in business and 
tell the story from beginning to end. 

Throughout the Smithsonian, count- 
less possibilities exist for marketing 
domestic crafts. For instance, in our 
American History Museum Shop, our 
promotional theme is ‘Made in 
America’. We offer crafts in wood, fibre, 
jewellery, ceramics and glass. 

The aim is to represent the nation’s 
contemporary craftspeople from as many 
states as possible in the tradition of early 
American crafts. At the Natural History 

i 

Museum the shop features North 
American native Indian crafts as well as 
crafts from Latin America and Asia. Each 
theme has its own area and the selection 
of the merchandise is based on available 
shop space. 

At the Renwick Gallery we regularly 
hold special consignment shows, on a 
given theme, where we display and sell 
contemporary American crafts. Often, in 
conjunction with the state craft organiza- 
tion, these shows are arranged as sales ex- 
hibitions with a jury. They change every 
two to three months; this is especially 
important in the case of the Renwick, 
which has a local following rather than 
the once-a-year Mall Museum visitor. 
Rotating shows provide a fresh and ex- 
citing craft shop. This sort of show would 
not be possible if we had to buy outright 
as we do in our other shops, because in- 
ventory investment would be too high 
and we could not turn it over within a 
two-month period. Thus, we buy on con- 
signment. These shows are not always 
profitable, but they provide a forum for 
crafts and often help to attract visitors to 
the museum. Even if customers do not 
buy merchandise for a particular show, 
they frequently return to buy at another 
show. Our aim, of course, is to be finan- 
cially successful with each show. The 
nature of these sales exhibits varies great- 
ly; they can be offbeat, whimsical, 
serious, multi-media, functional, etc. 
Recent shows include Oar Cap of Tea 
(utensils for tea service), Toys for All 
Ages, Boxes and Bowls, Encore 
(favourites from previous shows), as well 
as politically inspired crafts, glass 
masters, jewellery from local crafts- 
people, and crafts from various states. 

For Renwick shows we advertise the 
show at which prizes are to be awarded in 
crafts journals or we contact a state craft 
group. We request slide submissions 
along with a specification sheet. This sub; 
mission sheet gives us a uniform way of 
dealing with the craftspeople and return- 
ing the material when it is no longer 
needed. For these shows we work on the 
basis of a fifty-fifty split between buyer 
and craftsman. Separate accounting 
records are maintained so that when the 
show closes objects are returned or paid 
for if they have been sold. Problems in- 
herent in these shows involve finding 
enough submissions to have a full show 
and ensuring adequate packing and ship- 
ping. Many pieces are fragile and are not 
always handled or packed properly by 
either the craftsperson or our warehouse, 
but generally these sales exhibitions are 
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SMITHSONIAN INSTITUTION, 
Washington, D.C. Consignment show, 
Our Cup of Tea; display and sale of 
contemporary crafted teapots, cups and 
spoons made in the United States. 

MUSEUM SHOP, RENWICK GALLERY, 
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worth the effort and create enthusiasm 
among the crdtspeople and museum 
personnel as well as the customers. 

The opportunity to promote another 
culture’s crafts usually presents itself 
when a particular museum or Smith- 
sonian division, such as the Folklife 
Festival, decides to mount a special tem- 
porary exhibition. When this OCCUIS, the 
marketing link is strong and, generally, 
we ask the museum for additional selling 
space near the exit of the show. Before 
any handicraft purchases are made in 
conjunction with such an exhibit,  QU^ 

profit-and-loss statement. Based on an- 
ticipated sdes, we establish a buying 
budget and plan expenses. I want to em- 
phasize the practical merits of this mer- 
chandise plan: it is ‘the best estimate of 
the itzcome expected from sales and the 
e ~ p e t z ~ i t ~ r e s  anticipated for inventory 
during a particular period’ . 3  It is a simple 
dollan: plan - an estimate, based on the 
best available knowledge and historical 
sales data from similar craft pr~ducts. It is 
a tool that helps us to avoid excess inven- 
tory and associated costs, provides an in- 
dication of sdes staff needed, and 
presents a collective goal for which per- 

Organizing and planning to present 
exhibition-related crafts requires addi- 
tional research and education. Advance 
discussions about the exhibits or viewing 
the artefacts with curators and visiting 
craft sites are all helpful to the crafts 
buyer, who gains an understanding ofthe 
country and culture and thus is better 
able to prQlTlQte crdts that t d y  reflect 
the tone ofthe eldaibition 0% the extent of 
the collections. The next step is to buy the 
appropriate crafts for resale. 

Unfortunately, buying crafts is not as 
easy as purchasing mass-produced items. 
Purchasing methods are often similar 
(negotiating terms, reviewing merchan- 
dise at craft trade shows, reading craft 
journals, meeting with craftspeople in 
OUT  fic ces or on site, etc.), but actual 
purchasing, whether domestic or foreign, 
can be a nightmare unless a crdtsperson 
or organization is knowledgeable about 
business. 

Time is a critical factor in buying. 
Because we are dealing with handmade 
objects, we must anticipate a long lead 
time. Domestically, while some artisans 
stock inventory and s k  weeks is possible, 
the time from order date to delivery is 

controller puts together a pro forma 

sonnel C X l  aim. 

more likely to be six months. Supilies 
sources can take anyhere 

from six months to WO years, and they 

3. Price Waterhouse, Retailing Up&e 
(New York, Price Waterhouse Retailing Industry 
Services Group), No. 1, 1983, pp. 1, 4.  

also present another set of problems en- 
tirely. 

In this case factors to take into con- 
sideration include product liability, pro- 
duct safety and toxicity (if the handcraft 
is a toy), proper export and import 
documentation, insect control, obtaining 
what was actually ordered (often one is re- 
quired to pay in advance and there is little 
security against shortages, substitutions 
or damages), quality control, knowledge 
of quotas, etc. Some of these problems 
can be minimized by working through 
reputable craft co-operatives, but 
government-run ones can be notoriously 
cornapt cpr ineacient and may not give 
the craftspeople their fair monetary 
share. Craft co-operatives which are 
policed by their own members are usually 
more beneficent to the individual crafts- 
person. While all these factors s e  impor- 
tant, it is also essential t~ allow enough 
time to acquire suscient stock to present 

Part of the art of marketing any craft, 
domestic 0% foreign, is communication. 
While buying we often take numerous 
photographs, which are invaluable as a 
reference once we return home. These 
pictures help us describe goods to our 
merchandise and sales st&, they help  QU^ 

Visual Presentations Department to get a 
feel for &e merchandise, they help us to 
plan the layout ofthe shop and, most im- 
portantly, they create a sense of antidpa- 
tion among the entire staff of the 
organization. In OUT case, divisions not 
normally involved in planning merchan- 
dise events-sud as the Accounts 
Payable Division or the \a6Tarehouse - are 
involved from beginnin 
merchandise co-ordination effort is vital 
because SO many things that could go 
wrong are avoided OK a t  least discussed in 
advance. Our w~ehouse,  for instance, 
can anticipate what crafts might be dif- 
ficult to receive or fragile. The krsonnel 
Department can plan for additional sdes 
staff. SO merchandising crafts is more 
than just buying them and putting them 
out for sale. Communication at every 
level is essential. Planning the craft area 
(the visud presentation of the display 
and layout) is as important as purchasing 
and fair pricing. Fixtures should enhance 
craft merchandise, not detract from it 01 

compete with it for customer attention. 
Good lighting is essential. Colour and 
background material, books and 
photographs can help create the story. 
Clear signs with product information are 
essential in the museum environment. 
We also provide provenance information 

the Complete Crafts picture. 
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on additional cards which are given to 
customers with their purchases. 

Last, but far from least, disseminating 
knowledge about crafts in general must 
include offering for sale an extensive 
selection of books on their history, tradi- 
tions, cultures and related matters. I 
know this idea sometimes meets with 
resistance because knowledge of the book 
trade is often limited, but it is a vital part 
of merchandising crafts through a 
museum. I cannot stress enough how 
strongly I feel about this concept: aside 
from making good business sense 
(because books do sell), it legitimizes 
what we are promoting, and in a museum 
environment this is critical. 

In a co-ordinated effort, our mail order 
division often devotes portions of their 
catalogue to museum-related arts and 
crafts. Through pictures of craftspeople 
at work and of their products and infor- 
mation about books the catalogue at- 
tempts to explain the traditional artistry 
of various countries or cultures. Products 
sent to customers also include additional 
educational material. Product supply can 
be a major problem if one has a catalogue 

with a large circulation. Financially, this 
is risky unless it is accompanied by a well 
established stock. 

A joint effort by our museum shops 
and the mail order department brings 
knowledge of traditional craft skills to a 
wider audience than an exhibit can alone, 
and can also bring concrete benefits to 
the craftspeople. This raises another 
issue, which is somewhat controversial. 
Many of our customers ask how much the 
individual craftsman receives out of the 
retail price we establish. At the Smithso- 
nian we believe that if museums are to 
fulfil this function of promoting native 
crafts, it is critical that the artisan receive 
a proper share of the price paid for that 
handcraft. As a final word, this is what 
marketing crafts through museums 
should attempt to accomplish: financial 
support for the museum and the crafts- 
person, and better understanding of 
traditional craft skills and the cultural en- 
vironment which nurtured them - in MUSEUM SHOP, -CK GALLERY, 
other words education and profit. - SMTHSONIAN INSTITUTION, Washington, 

24,  25 

D.C. Detail from consignment show, Cr&s 
J;om Maine. Display and sale of 
contemporary crafts from the state of 
Maine; mixed media. 
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Stephen P. Huyler 

An American ethnologist documenting the rural 
material culture of South Asia. He has spent several 
months offield research each year for the last fifreen 
years in Indian villages. His speciality and doctoral 
research at the University of London is on contem- 
porary rural terracotta production as relative to 
historical traditions. As a result of this research he 
served as a consultant for two exhibitions organized 
in 1986 by the Festival of India in the United States: 
the Brooklyn Museum’s From India Earth: 4000 
Years of Terracotta Art, and Mingei International- 
Museum of World Folk Art’s Forms of Mother 
Earth: Cantemporary Terracottas of India. In addi- 
tion to many articles on Indian folk art and crafts, 
he has recently published a book of his research and 
photography entitled: Village India (New York, 
Abram, 1985). 

1. This article is adapted from a paper 
delivered to the Workshop on Crafts Museums, 
as part of Crafts India ’86, sponsored by the 
Crafts Council of India and the World Crafts 
Council, 9 October 1986. 

2. See Fritjof Capra, The Tao of Physics, 
New York, Bantam Books, 1984. 

3 .  Ethnological museums in the West are 
rapidly changing their emphasis from what 
George W. Stocking refers to as ‘romantic 
exoticism’, a term which describes the tendency 
to showcase quaint artefacts, to attempts at 
multi-faceted portrayals of specific traditional 
cultures. See George W. Stocking Jr (ed.), ‘Essays 
on Museums and Material Culture’, Objects and 
Others: Essays on Nureums and Matenhl Culture, 
p. 12, Madison, Wisconsin, University of 
Wisconsin Press, 1985. 

4. ‘Art is a primary document in a culture, 
and as such cannot be explained out of the other 
elements of that culture any more than they can 
be explained by it.’ -Robert Goldwater, ‘Art 
History and Anthropology: Some Comparisons 
of Methodology’, in Anthony Forge (ed.), 
Primitive Art andSociety, p. 10, London, Oxford 
University Press, 1973. 

This is a fortunate age for those of us 
involved in the documentation and 
display o f f ~ l k  arts and crafts. Por the first 
time in history, our discipline - our 
passion - is beginning to find popular 
interest throughout the world. I am fairly 
young in my work, having only been 
documenting the mrd material culture 
of India for the last f i teen years. There 
are many here today who have been at it 
much longer. And yet for the majority of 
even my few yeas, I have been con- 
sidered an eccentric, one who foolishly 
spends his time working among the 
‘lesser traditions’. Suddenly, within the 
past five years, the rest of &e world is 
beginning to sit up and take notice. Pine 
folk art is becoming r a m ,  as coBlectors 
everywhere scrutinize the markets for 
good investments. NQ longer is the field 
open for museums to choose whatever 
they wish for their displays. Markers are 
selective and competition is rampant. 
But with this new competitive interest 
come new possibilities f ~ r  patronage and 
expansion which, in turn, challenge us to 
strike many delicate balances. Museums 
are now the international vogue. With 
educated minds beginning to open 
towards the value of &e world’s material 
culture, museums now have a chance to 
receive the funding and channelled 
energy necessary to implement far more 
comprehensive approaches to documen- 
tation and display than have previously 
been possible. I would like to discuss just 
what is meant by a comprehensive ap- 
proach, and how it differs from the role 
of museums in the past. I would &O like 
to explore the effect that patronage, 
selection and display have upon the crafts 
themselves, as well as some ways in which 
successhl museums in the future might 
choose to convey material culture to the 

public. If I fall into the trap of over- 
emphasizing Indian at in this article, it 
is because m ~ s t  of my academic work has 
been focused on that country. I would 
hope that much of my experience regar- 
ding the selection and display of Indian 
crafts can be interpreted in the conte~t of 
other countrks. 

At long lax, the whole approach to the 
documentation and display of material 
culrure is being questioned and changed. 
The initiative for this change is coming 
from within countries such as India, 
rather than froan outside. As the period 
of colonialism recedes further into the 
past, old concepts are questioned, some 
discarded and new .Solblt~Qn§ found. The 
British approach to academia was to keep 
disciplines separate and t~ specialize: Art 
History, as distinct from Archaeology, as 

been said that this approach is an applied 
example of &e policy of ‘divide and 
rule’, In a c ~ u n t q  with such divergent 
cultural traditions as India, it certainly 
has had that effect. 

I consider myself an ethnologist, that 
is, I am an ~nthrQpQlQgi§t interespl in 
documenting the material culture of In- 
dia. At the School of Oriental and 
African Studies in London, where I did 
my postgraduate work, my research was 
unacceptable to the kinthlropology 
Department. British academic centres of 
anthropology do not recognize material 
culture as a subject akin to their own. 
There are, of course, fine ethnological 
museums in the United 
they have had to struggle against the tide 
of p o p u l ~  academic sentiment. ln India 
1 have frequently mn inm that same at- 
titude among Indian anthropologists: 
many are completely uninteresred in the 
documentation of craft traditions. Luck- 

distinct from AndUOpobgy, etc. It ha§ 
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ily that attitude seems to be changing 
rapidly. Just within the past few years 
departments of folklore and courses in 
material culture are appearing and ex- 
panding in universities all over India. 

Historically, indigenous Indian 
cultures taught the interrelation of 
disciplines, the overlapping principle, 
just now coming to light in Western 
physics, which states that the sum of each 
of the parts is more than the whole.2 The 
new approach in India is a return to that 
understanding, to break down the walls 
between disciplines so that information 
about heritage and new technologies can 
be shared. Ideally, a good crafts museum 
is the perfect forum for this new ap- 
proach: a library of material culture con- 
taining the wisdom of countless tradi- 
tions displayed as a catalyst for 
innovations.3 

In the field of Indian material culture, 
we owe a tremendous debt to the 
pioneering work of Dr Eberhard Fischer 
of the Rietberg Museum in Zurich, who 
has for years understood the necessity of 
impartial documentation on every con- 
ceivable detail of a given area’s material 
culture. The essence of that attitude, as I 
understand it, is based upon the follow- 
ing tenets. 

We are all products of our own cultural 
prejudices, our ways of thinking dictated 
by our own traditions, our exposures and 
our education. What we view now as 
valuable to society may well be inconse- 
quential in the next century. But material 
culture in this century is changing so rap- 
idly that if we do not document it fully 
right now, many inherent wisdoms will 
be lost before we look a second time. If we 
document everything - every facet of 
material culture, whether it seems impor- 
tant to us now or not-then future 
generations will have a chance to ap- 
proach our traditions in whichever way is 
most meaningful to them.4 I believe that 
the most effective crafts museum of this 
decade and of the 1990s is one that lays 
the groundwork for this type of non- 
judgemental documentation. In India I 
know of four such leading institutions: 
the Delhi Crafts Museum, the Mysore 
University Folklore Museum, the Raja 
Dinker Kelkar Museum in Pune, and the 
Calico Museum in Ahmedabad. But in 
mentioning only these four, I do not 
mean to do a disservice to the other fine 
museums which are likewise involved in 
documenting India’s material culture. 

Each museum has, of necessity, more 
of its collection in reserve than on display. 
The mark of a good director and 

curatorial staff is the ability to translate 
that bewildering amalgam of material in- 
to something palatable, something from 
which the public does not run away 
screaming. The key to a good museum is 
the way in which it selects items from its 
reserve collection and outside sources to 
both entice and inform the public. If 
crafts museums are indeed libraries of 
material culture intended to share infor- 
mation about traditions and old and new 
technologies, then their reserve collec- 
tions must be readily accessible to 
scholars and serious students. The storage 
facilities in many museums are too poorly 
organized and lighted for this purpose 
and must be a priority in future 
budgeting. 

The Delhi Crafts Museum truly leads 
India in its multi-faceted approach to the 
documentation and display of Indian 
crafts. From merely alarge, albeit superb, 
collection of Indian folk art housed in the 
centre of the city, it has expanded into a 
stimulating ‘village’, re-creating dwell- 
ings from all over the subcontinent, and 
housing constantly changing exhibitions 
of crafts and craft production. The Crafts 
Museum has, then, succeeded in becom- 
ing a focus not only for the collecting and 
documentation of Indian material 
culture but also for the teaching of craft 
technology. It has taken that necessary 
step from static treasure house to pro- 
gressive educational centre. 

The Crafts Museum has also served as 
the key institution for bringing together 
the talented rural craftsmen who have 
travelled from India to other countries for 
various exhibitions included in the 
several Festivals of India held abroad in 
the last few years. Their demonstrations 
of craft techniques and their shared sense 
of personality with the peoples of foreign 
cultures have been pivotal to these events 
and highly acclaimed everywhere. India 
is now leading the world in this approach. 
It is certainly a cost-effective way, in a 
country such as India where craftsmen’s 
wages are not so high, to teach the public 
about craft technology and provide con- 
text and environment for the display of 
crafts (it is not necessarily so practical in 
higher wage countries). Although all 
these demonstrating craftsmen have been 
well chosen as representatives of their 
diverse disciplines, I question the whole 
effect of the accolade of ‘Master Crafts- 
men’, a certificate of excellence and 
monetary award bestowed upon selected 
‘superior’ craftsmen annually by the All- 
India Handicrafts Board. Certainly this 
form of patronage encourages fine crafts- 

manship and helps to sponsor many 
financially threatened artisans, but does 
it affect the artistic quality of the craft? 

Although patronage of the arts has 
existed in India for millennia, traditional 
artistry is unselfconscious. A craftsman 
may be proud of his finished product and 
the creation of a beautiful or well-func- 
tioning object, but the artistic ego as 
found in the West is rare. As in most 
other traditional societies, craftwork is 
never signed; it would not occur to the ar- 
tist to do so. The highest ideal for a crafts- 
man or artist in India is to reproduce 
precisely the object’s prototype which he 
learned from his father and grandfather. 
In practice, however, many objects are 
unconsciously imbued with the crafts- 
man’s personal sense of design, a factor 
contributing to the vitality of Indian 
folk-art. 

Many crafts in traditional environ- 
ments are paid for by the barter system. 
For example, pottery is regularly supplied 
to a farming family in return for a 
mutually agreed upon portion of that 
family’s crops. The title of Master Crafts- 
man often brings with it not only an 
award but also a fairly steady cash income 
through the new demands placed upon 
that artisan’s products. I would like to ex- 
plore the process of selecting specific 
crafts and craftsmen for inclusion in 
urban exhibitions and the effects that this 
new patronage has upon thèm. The 
photographs of terracottas taken in the 
field and reproduced here best illustrate 
my concern. 

Figures 26-28 depict terracotta sculp- 
tures of an elephant ridden by Mataji and 
Saivite votive horse figures both made by 
a Master Craftsman potter living just out- 
side Gorakhpur town. He has since trav- 
elled to the United Kingdom and the 
United States as part of the Festivals of 
India. His sculptures are regularly stock- 
ed in crafts emporia in Delhi, Bombay, 
and elsewhere. His modelling technique 
is certainly adept, but I believe that com- 
pared with the works shown in Figures 
29-32 his pieces are strained and self- 
concious. 

These latter portray terracotta 
elephants and a horse, and are found in 
villages less than 15 kilometres from 
Gorakhpur. Their freedom of expression 
and their marvellous sense of design and 
abstraction stand in sharp contrast to 
Gulab Chand’s work. The craftsmen who 
made these sculptures are unrecognized 
by museums, documentors and dealers. 
Their products and others of equal quali- 
ty  are readily viewable on any of the many 
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5. See Malyan Krishna, An Ethno- 
Archaeological View of Indian TetracOttas, Delhi, 
Agam Kala Prakashan, 1986. 

6. Edwin II. Wade, ‘The Ethnic Art Market in 
the American Southwest, 1880-1980’, in George 
W. Stocking (ed.), Objects and Others: Essays on 
fiuseums and Matenhl Culture, p. 186, Madison 
University of Wisconsin Press, 1985. Writing 
further about the same problem, he says: 
‘This protective veil of ethnicity, however, can 
erode the innovative vigour of the art. Those who 
wish to retain the benefits of their Native 
American association and exploit the exclusivity 
of an ethnic market will forever float between the 
lower tiers of the ‘fine art’ mainstream and the 
quaintness of folk crafts. They will have to 
operate within the aesthetic constraints imposed 
by humanist organizations, whose inadvertent 
legacy has tainted Native American artistic 
expression with the paternalistic sanctions of 
historic trust, removed from objective criticism, 
and as a consequence has limited creative self 
sufficiency.’ -Ibid., p. 188. 

7. See Stephen P. Huyler, W a g e  India, pp. 
35-7 and 52-3, New York, Abrams, 1985. 

8. See Barbara Fischer, Indische Stofiiia’er: 
Fzgurliche Applikationen einer Schuhmachers$au 
in Gujarat, Frankfurt/Main, Inset Verlag, 1980. 

9. Shyamchand Mukherjee, Folklore Museuma, 
p. 30, Calcutta, Indian Publications, 1969. 
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roads which surround G o r d d ~ p ~ r ,  and 
rishna’s publication in 
the terrasottas of &at 

area,5 H am not aware of anyone other 
than myself having ever remarked upon 
them. 

I have fosused here upon one extreme 
example of the effects of craft patronage. 
There are many Master Craftsmen in In- 
dia who still maintain a spirited ex- 

ple of Gulab Chand is not unique; I have 
visited many patronized crdtsmen in 
mral India and frequently found their s t  

living near them. 
What does patronage in modern 

society mean for &e maintenance of craft 
tditioHasa riss new worldwide interest 
in handicrafts and its resultant marketing 
potentids mean the possible support of 
artisans previous8y in danger of extinc- 
tion. Consequently, on one hand, there 
is the obvious need for craft patronage 
and, on the other, the question OZ &e 
effects this patronage has upon the 
aesthetics of crafts. 

My WO& draws me to many obscure 
c ~ r n e ~ s  of India. I am constantly 
enthralled by the high 
creativity H find evewhere. 
obvious problems of patronage is neces- 
sarily focusing on one person or group to 
the exclusion ofothers. My experience, as 

cellence in their products. But the e x m -  

W l O R  SQntriVed than that ofthe crdt§men 

demonstrated in the photographs OW 

these pages, is that the products ofthe ig- 
nored artisms u e  often equal and 
sometimes superior to those patronized 
(though I readily admit that this 
qualitative judgement is based upon a 
personal preference for unselfconscious 
~ > .  

Edwin L. Wade, an American ethnolo- 
gist researching the materid culture of 
south-western American Indians, writes 
about problems of patronage there. He 
outlines the dangers to which the §pon- 
sors of Haadian crdts are exposed, and 
notes: 

Characteristically, a philanthropic patron acts 
either on his own or in concert with an 
organization of his associates concerned with 
the plight of the American Indian. The 
patron and his fellows usually have friends in 
surrounding Indian communities whom they 
encourage and sometimes support financially 
in arts and crafts specialities on the organiza- 
tion’s grounds. ]If the arts seem to be failing, 
or if the particular community is not doing 
well economically, the group may decide to 
hold fairs or special exhibitions where cash 
prizes are awarded and the Indian artists are 
promoted. The patron and his organization 
find themselves so completely immersed in 
the problems and accomplishments of one 
group that they may never find time for 
anyone else. In their enthusiasm, they lose 
sight of other Indian peoples’ problems, and 
they continue to sponsor the same group, 
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pour money into their community, and devise 
one programme after another even after that 
community may have gotten back upon its 
feet.6 
It does sound familiar. 

These questions portray the familiar 
two-edged sword: by neglecting art we 
kill it but by patronizing it we are in 
danger of rendering it impotent. In 
focusing primarily on traditional 
methods, we can easily lose sight of the 
natural creativity inherent everywhere. 
The essence of Indian material culture 
has always been its adaptability, the ways 
in which the products of any given people 
adapt to the environment and to social 
requirements. Indian artistry has never 
been stagnant.’ 

Many private individuals and agencies 
in South Asia are already concerned with 
encouraging creative craft innovations. 
One of the most positive aspects of the 
Master Craftsmen Awards sponsored by 
the All-India Handicrafts Board is that it 
fosters the development of more efficient 
methods and the use of new materials 
and tools. Another example of innova- 
tion is the recent commendable plunge 
into unknown territory taken by 
Hakubhai Shah in aiding the develop- 
ment in Gujarat of appliquéd textiles in 
expressive new forms.8 If craft patronage 
is to be kept from atrophying, it is essen- 
tail that directions such as these be ex- 

plored fully and unabashedly. Man’s 
creative potential is unbounded. To be 
effective, crafts museums must en- 
courage the continued expression of that 
creativity in craftsmanship as widely as 
possible, rather than channelling its 
energies solely into sponsorship of the 
chosen few. Could we not, for example, 
explore the patronage of artisan guilds, as 
practised in the past, rather than focusing 
on one or two fine craftsmen in a given 
area? The success of the National In- 
stitute of Design may be the answer. 

It has been stated that part of the 
genesis for museums in India .was in the 
tradition of royal galleries and art in 
temples.9 Much of the Indian approach 
to museology and art over the last cen- 
tury, however, has been naturally dic- 
tated by British and, more recently, 
American standards, and it is essential 
that this approach be re-evaluated. Is it 
more important to teach Indians, or other 
non-Westerners, to view material culture 
with a Western slant, or to channel 
museum display in ways directly pertain- 
ing to their heritage, encouraging a fresh 
look at the value inherent in their own 
crafts? Uneducated villagers comprise the 
major clientele of museums in most parts 
of India. I have often heard colleagues, 
both Indian and Western, deride these 
villagers in city museums who treat ex- 
hibits as if they were doing puja, or 
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10. The tendency of Western culture to 
‘aestheticize’ material culture is well expressed by 
George W. Stocking, Jr: ‘Items that once had 
multiple functions, so that their aesthetic 
element could only be isolated by abstraction, 
have often had their functions reduced in scope 
by processes of acculturation, with the more 
utilitarian functions transferred to the products of 
Western technology. In so far as they continue to 
be produced, items of traditional material culture 
are reconceptualized both from the native and 
the Western perspective in aesthetic terms- 
whether those of curio kitsch or fine art. 
Thus objects of “material culture” -which in 
traditional contexts often had a spiritual value - 
are respiritualized (in Western terms) as aesthetic 
objects, at the same time that they are subjected 
to the processes of the world art market. As their 
productions become entangled in the market 
nexus, some of those who were or might have 
been native craftsmen are transformed into artists 
in the Western sense. But whether defined as ‘art 
by metamorphosis’ or created as ‘art by 
designation’, objects that once went into 
museums of ethnography as pieces of material 
culture have become eligible for inclusion in 
museums offine art.’-Stocking, op. cit., p. 6. 

11. In the working stages of this exhibition, 
the curator, Carey Welch, assured me of his 
intention to emphasize this spirit. I assume that 
its absence was due to a fault in communication 
with the exhibition’s designers. The inherent 
problems are obvious ones plaguing many 
museums. In this case, the designers were even 
brought to India to familiarize them with their 
subject. Their experiences enabled them to 
convey a sensitive design, but were not prolonged 
enough to infuse them with a more esoteric sense 
of India’s very distinctive spiritual undercurrents. 
In the optimum exhibition, a curator can share 
his insight and intuition with his designers to 
make a stimulating, cohesive whole. 

12. Brian Durrans, ‘Vasna: Inside an Indian 
Village’ in Saryu Joshi, (ed.), Pageant of Indian 
Art, Festival of India in Great Britain, p. 134, 
Bombay, Marg Publications, 1383. ‘The main 
criticism of the conventional view is that it diverts 
attention from aesthetic inspiration to its material 
expression, which obscures domains of subtle 
significance whose aesthetic expressions are 
transient, non-material or otherwise disregarded 
as ‘art’ even by their creators. Ephemeral toys, 
casual gestures, movements, speech or song, the 
organization of a meal and utilitarian objects 
with a limited functional purpose are all 
potential media for aesthetic expression, and 
in India may properly qualify as examples of art 
in a broad sense. It is not just the material object 
which can be regarded aesthetically, but its 
constructed context as well: the process of its 
manufacture, use and accretion of symbolic 
attributes.’ I suggest that those interested in the 
way in which Vasiza presented its material read 
Brian Burrans’ article and Haku Shah’s ‘Rural 
Living’ also in Joshi, op. cit. 

and fruitful way of studying the nature and 
quality of Indian art and the entire relations 
between art and religion would be in concrete 
and human terms and not by presenting 
collective notions or metaphysical generalizations. 
This may be done by seeking to restore religious, 
cultural, and social contexts in Indian art. In the 
process we shall have to make a conscious effort 
to learn what actual standards of art criticism 
were in operation among those Indians who had 
created these works and among those for whom 
they were created, and not continue to depend 
on the classical tradition whether to &irm its 
principles or to deny them.’ -Partha Mitter, 
Much MaLigned Nonsters: HiJtory of European 
Reactions to  Indi& Art, p. 286, Oxford, 
Clarendon Press, 1977. 

13. ‘I would suggest there that a more effective 

praying, in a temple. Stone sculptures in 
museums all over the country bear the 
freshly buffed marks of worship. Is this a 
sign of ignorance 01 d i d  reverence and 
should not that attitude be encouraged 
rather than scoffed at? A similar awe 
draws hundreds of people each day to 
witness the mechanical striking doll in a 
German glockenspiel cPock in the §alar 
Jang Museum in Hyderabad. Although 
this clock is quite unimportant by Euro- 
pean standards, its popularity done 
makes it a valid exhibition piece in this 
museum. What does this suggest? In 
these days of escalated museum &ding ,  
building, and renovation, it is important 
that exhibitions include p o p u l ~  tastes 
along with their desire to iwstmct the 
public in art appreciation. I feel sure &at 
the documentation and prese~-~ation of 
material culture is essential, SO that in- 
herent wisdoms and technologies are not 

ly blend essential in- 
formation with popular appeal. Perhaps 
this latter consideration demands that 
museum exhibits emphasize spirit, 
ritual, and product rather than show- 
cased masterpieces or uninspired 
displays. 10 

Art and religion ape inextricably tied to 
one anorher in traditional Asian societies, 
one infusing the ~ t h e r .  Craftsmanship in 
traditional India is a tribute to the gods. 
In making an item of daily or seasonal 
use, one honours the deity associated 
with that function. Decoration enhances 
a craft and makes it more pleain 
god 01 g~ddess. Any attempt to separate 
traditional Indian art OB crafts from 
religion in a museum context, presenting 
objects wiih emphasis on one aspect to 
the detriment of the other, may mislead 
the viewer, to a false perspective and rob 
that object of an important dimension, 
thus doing a disservice to object, viewer, 
and finally to the culture from which the 
object came. Paradoxicdy, the obvious 
risk in the creation of a religious exhibi- 
tion in India is that it may pander t~ sec- 
tariansim and hr ther  divide already 
divergent beliefs. The apparent solution 
is to create exhibitions which convey the 
inherent spirit with craft traditions and 
stress the spirit of creativity which unifies 
different religious beliefs. 

One ofthe most moving experiences in 
my life was when I was invired by Rajeev 
Sethi to witness the moring pv+, QI 

prayers, that took phce in the Smith- 
sonian Museum in Washington, D.C., 
every day before the Adti exhibition 
opened. In that small place, oblivious to 

t the item§ Chosen for 

- 

the noises of museum crowds filing by, 
nearly thirty Indian craftsmen from dif- 
ferent parts OS India and many different 
classes - Hindus, Muslims, Tribds and 
Christians-all prayed together at the 
same time, each according to his own 
belief and yet each in harmony with each 
other. Adti epitomized an exhibition of 
differing beliefs, and yet it succeeded in 
conveying spirit without either watering 
it down or causing friction between sects. 

But this was perhaps an ided circum- 
stance in a foreign environment. One 
questions whether that type of culturally 
divergent ~ W E I Q ~ Y  is possi~~e,~nside In- 
dia. Certainly the Grafts Museum under 
Dr Jyotindra Jain seems to be making 
headway in &at direction, and several ex- 
hibitions here have attempted to tie 
together many varieties bf crafts &rough 
a CQIP~I~PQW spiritual bond. Although this 

delicately, it combines naturally cohesive 
exhibits with popular sentiment. 

Even &e most exciting crafts when ar- 
ranged statically in glass cases tmd  to be 
uninspiring to the public. The perfect 
example of a well-designed museum is 
the Calico in Ahmedabad. Almost every 
interior surface ofthe building is covered 
with textiles, divided into various 
caregories with each field complemented 
by W U ~ ~ ~ Q U S  examples which tend to 
reflect common pattems and s p b o l s  
and to draw attention to contrasting 
ones. Study CQkCtiQns are immediately 
accessible in any given area, enticing rhe 
viewer into wanting to lean  ~ a h ~ r e  about 
that c d t .  

Aditi, in Washington, D.C., was the 
most stimulating craft eh ib i tbn  I have 
ever seen. I was particularly impressed by 
it there, in contrast to my disappoint- 
ment with it when it was in London. 
Many ofthe same craft and art works were 
s h ~ w n  in both, but the whole f l a ~ ~ u r  was 
different. In London, most ofthe objects 
were too far from the viewer and poorly 
lighted, and many were unlabelled. The 
craftsmen and perh-mers were positioned 
so closely that they interfered with each 

Adti was another world, created sen- 
sitively and sensorially in a way that 
enhanced every piece of art and every 
craftsman and peck“-,  The crafts were 
arranged in rich, dramatically lighted 
displays which focused on c ~ m m ~ n  and 
contrasting themes and astonished the 
viewer with the vibrancy of Indian 
creativity. Throughout it dl ran a unify- 
ing thread of spirit. 

The Ixzdia! exhibition at the 

qq“I must indeed be handled 

other’s productions. hl jg%hingtQn, 
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Metropolitan Museum of Art in New 
York was an abrupt contrast. Although 
most were items of court patronage, ex- 
amples of tribal and village art were also 
shown to emphasize the symbiotic 
relationship which those rural cultures 
have always had with classical arts. This 
exhibition was dazzling in its selection 
and display: many of the finest works of 
art ever created in South Asia were there, 
chosen with infinite care and thoughtful- 
ness. But what it gained in refinement it 
lost in spirit. Although it contained some 
outstanding pieces of religious art, the ar- 
rangement of the whole lacked a sense of 
the underlying ritual and belief which 
linked it all.11 

Perhaps the tendency of patronage to 
over-emphasize the favoured craftsman 
and consequently give an unnatural 
mystique to what might otherwise be 
viewed as everyday art is best offset by 
exhibitions such as Vasna organized at 
the Museum of Mankind in London by 
Kaku Shah and Brian Durrans. In this ex- 
hibition a cross-section of a Gujarati vil- 
lage was re-created, accurately furnished 
with a blend of unremarkable crafts. 
Items of contemporary technology were 
freely and unselfconsciously mixed with 
those of traditional craftsmanship, just as 
they are usually found in a rural com- 
munity. Of course not every exhibition 
would want to portray life quite so liter- 
ally, as the viewing public is stimulated 
by exceptional art. But more museums 
should be conscious of the effectiveness 
of this new approach and, in future ex- 
hibitions, consider the possibilities it 
raises. 12 

India and other Asian countries have a 
chance, now lost in the West, to make 
craft exhibitions an integral part of their 
cultures, not simply a contrived showcase 
of inflated segments and highlights. 13 

First, documentation must be im- 
mediate, comprehensive and non- 
judgemental. Second, the trend towards 
using craftsmen to demonstrate tech- 
niques is essential, but the selection of 
those craftsmen and their products must 
in some way allow a broader spectrum of 
representation than has hitherto been the 
norm. Third, the display of crafts should 
be organized in ways that reflect in- 
digenous response and, in my view, one 
effective technique is to emphasize the 
underlying spirit which infuses the 
material culture of every traditional 
society. Our exhibitions must recognize 
that without spirit these crafts would not 
exist. 3 
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During &e last few months the news ha§ 
been going around that &e crafts have 
“ome of age’. Anides, catalo 
news reports announce the a 
‘new era’ and ‘a new respectability’.’ To 
those awxe of the fact. that many craft 
skills are &e evidence by which we trace 

societies, this may seem either faintly 

e’ refers to &e life 
, fine or designer 

trace to the middle ofthis cenmry. Those 
c r ~ t § p e ~ p ~ e  who were dready dive adad 
working prior to this ‘bi~th’ will have to 

might dl remember fr 
‘coming of age9, &is 
mises, after a period of readjustment, 
more freedom, more choice and ITAQP~ 
responsibility. And, indeed, the ~ p ~ r t s  
of the new maturity of craft speak in 

&e development of &e eadiest human 

momeKItQU§. But 

crdts7 whose birth (or rebirth) we usuda8y 

CXCblSe the oYeHge~ePdiZ3,tiQn. AS we 

frown a &na of isola- 

island to &e mainland. 
1 chose the rather Iiterq-sounding 

tide for this presentation because H grew 
up on &e west COW of Ganada, md have 
family and friends living there, a few of 
whom are mists. 1 ~ecendy heard &e 
stony of a woodwo~ker who treSurea his 

he began to build a house on a base rock 
about a hundred metres ~ E ~ h o r e .  When 
the tide is out, a reef connects this little 

iS0latiOW to &e eXUent that not long ago 

island to the ~ 8 d a n d  but &CC rest of the 
time it is CQmpktely surrounded by 

en &e local community coun- 
cil, which had not been consulted, mov- 
ed to block construction of the house, he 
simply red~ew his plans and built a boat 
instead, for which no approval is 
necessary. The ‘boat-house’ sits, firmly 

fixed on a foundation well above &e 
high-water mark, cosy and dry but only 
periodically in touch with the larger socid 

I do not think that mote than a small 
milaority of Canadian craftspeople or ar- 
tists of o the~  kinds are interested in going 
to such lengths to be done, yet here  is a 
segment ~ f ~ - ~ - ~ & e r s ,  and perhaps a pa t  of 

realization, which is a lonely pursuit. 
Despite &e vdue ofintaaction wiuh col- 
leagues, customers and critics, there has 
to be t h e  to work out ideas and to 
pedect skills. T h e  was a natural rela- 
tionship between the resurgence of srdt 
activity in &e 1960s and a back-to-the- 
land movement which was as much pmc- 
tical as ethicd. Some of the isolation that 
has characterized uhe crdts has been self- 

and &ere are strategic needs and in- 
ocid and historical precedents 

romantic vision of 
cmre of ha-bmony, 

stability, and tranquillity, for example, is 
challenged by the socially ambiguous, 

played by crdt  specidists in many parts of 
h e  world. Yet of more concern to us here 
a ~ e  aspects of isolation to which contem- 
porary Canadian craftspeople have been 
subject &rough public perception and 
institutional stmctures, and not so much 
physical isolation but isolation withain the 

in &e cities. 
The first aspect is public perception. It 

is an ironic mist of fate that the s m e  

surge in craft skihills in the 1960s dso left 
ma in the p ~ p u h  con- 

sciousness &at has taken &e better paat 
of two decades to fade, and still has a Pot 

worla. 

every CI&atQll, that ff”Ur§U“e§ puI%& §elf- 

bposea and pro:obabiy dways be, 

aflo~dnlous ihbld Sont~ntbla§ rQk a C t U d j J  

a t S .  Most CBdtSpeopk, d t e r  d ,  HlQW live 

‘CQUKlteT-CUltlJR’ forCe that pOWeKed &e 
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of life in it. The fact is that many Cana- 
dians are still embarrassed by what they 
associate with the word ‘crafts’. 

Among the élite in the arts in Canada, 
there are many who still regard an interest 
in the crafts as an enormous fashion 
mistake. People who had trouble dealing 
with the social challenges of the 1960s re- 
main uncomfortable with what they see 
as its trappings: mugs, macramé, and by 
association all materials one can 
recognize as hand made. Perhaps the 
reincarnated Memphis style with its sharp 
lines coated with zig-zags, darts, and dots 
over solid pink or turquoise has been 
commercially successful because it covers 
so well. The 1960s as a period in North 
American history are still treated as an 
aberration by some, and as a mystical ex- 
perience by others; one curator of design 
who attempted to explain the aesthetics 
of this complex decade concluded that 
‘you really had to be therel.2 Even men 
and women who lived in the age of Aqua- 
rius, and then moved to somewhere like 
Ottawa, and now-form the largest poten- 
tial audience and market for the work of 
craftspeople; are only slowly recognizing 
the developments in the work which 
distance it from the amateurism, 
nostalgia, and ‘alternativeness’ which 
characterized the proliferation of crafts in 
the 1960s. 

For many Canadians ‘crafts’ still 
translates as ‘handicrafts’, which in turn 
conjures up uncomfortable associations 
with some of our society’s most delicate 
taboo subjects like the elderly and the 
handicapped and some of our least 
resolved myths like the nostalgic one of 
vanishing rural life and the wilderness, 
drifting from the centres of one of the 
most urbanized and resource-hungry 
countries on earth. Second, institutional 
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Curtain, Place des Arts, Montreal, 
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structures and disciplinary categories 
have, along with popular perception, and 
frequently in lock-step with them, con- 
tributed to the isolation of crafts within 
the arts. Part of the problem in ap- 
preciating the arts in their totality is that 
‘systems of their study, patronage and ex- 
hibition are diverse and self-inducingly 
myopic’ .3 

This kind of disciplinary tunnel vision 
has meant that craftspeople and their 
work have to some extent been kept out 
of public view, and more importantly, 
apart from the discourse on art and so- 
ciety that this encourages. Canadian 
museums were until recently likely to dis- 
qualify the contemporary craftsman: not 
Indian and thus of no interest to the 
ethnology department; not visibly 
ethnic, so hardly fit for the folk depart- 
ment; and not dead, so I’m sure history 
would not be interested either. 

Art galleries, on the other hand, 
although more forthcoming in fits and 
starts, have their own criteria, be they 
historical, media-exclusive or just per- 
sonal. I do not think that in the informed 
climate of the ‘coming of age’ I need go 
back as far as the Renaissance divergence 
between the notion of craft and that of 
fine art, or the subsequent narrowing of 
the notion of art to mean, in some circles, 
only the recent European academic tradi- 
tion and its descendant, modern or con- 
temporary art, particularly abstract ex- 
pressionism. It will suffice to acknowl- 
edge that this whole, well-documented 
development has had a formative impact 
on the organization of art schools, 
galleries, and of course, public taste. It 
has been difficult for craftspeople to 
maintain a foothold within this world, let 
alone participate in it, especially during 
periods of open contempt for materials, 
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skill and care. It is a process of theory- 
building that, as Tom Wolfe describes it, 
flies 

faster and faster, in ever-tighter and more 
dazzling turns . . . let’s see, we just got rid of 
the little rows of hung pictures, not to men- 
tion a couple of superannuated critics, and 
we’ve gotten rid of illusion, representational 
objects, the third dimension, pigment (or 
most ofit), brushstrokes, and now frames and 
canvas - but what about the wall itself? How 
very pre-modern!4 

As a result, the contemporary crafts have 
frequently had to settle for their own in- 
frastructure, whether by choice or not: 
craft galleries, craft magazines, craft au- 
diences, craft research, craft history and 
the same members, jur~rs  and executives 
year after year. The dedication and love 
that people have brought to creating and 
maintaining what Lucie-Smith calls this 
‘society within a society’ is nothing short 
of extraordinary, yet at least part of the 
reason why this ‘society of crafts’ has 
developed such a strong identity is 
because attempts to branch out, diversify 
or integrate have SO often been rebuffed.5 

hat are some of the changes which 
accompany the ‘new era’ 1 As one whose 
involvement with collections and exhibi- 
tions of contemporary North American 
craft is relatively short, I shall draw on the 
leeway this gives me to make some broad, 
general statements. One direction with 
which many people will be familiar, of 
CQUISC, is the concinu~us and increasingly 
rapid erosion of the barriers which art 
galleries and the fine art establishment 
have traditionally erected against works 
of art other than those conforming to a 
particular range of media and set of social 
and historical affiliations. 

In every medium, artists who may have 
been affiliated with the crafts move from 
the ‘object’ to the ‘statement’: the ex- 
hibitions and catalogues proclaim form 
and function, forrra over function, form 
beyond function and, then, idea beyond 
form. Craft professionals have by now 
become accustomed in the journals, con- 
ferences and exhibition statements to 
‘the new definition’ oftheir work (or the 
work of a segment of their colleagues) for 
which ‘idea is primary and utilization is 
secondary’ .‘ 

The willingness of craftspeople to ex- 
plore new purely aesthetic directions in 
their work and of artists trained in the 
fine arts (which, of course indudes a good 
many craftspeople as well) to move 
beyond traditional easel painting and 
sculptural media comes at a time when 

Modernism’s dim view of craftsmanship 
is softening. Art critics, whom craft ex- 
hibit organizers have accused of ‘extreme 
prejudice’, do not always have to be 
drugged and dragged to the events. A 
few seem excited, Some still feel hostile, 
like Brian Shein who wrote a bitter 
denunciation of fabric art in a recent edi- 
tion of CamaiiaB Art (Pall/Winter 1986). 
He sounded hysterical, which is probably 
a good indication that his resistance is 
breaking down. 

Artists who have struggled for years or 
even decades to produce fine art while 
maintaining a special rektbnship to 
materials and skills, and an alliance with 
a craft tradition, may find little consola- 
tion now in the fact that major Canada 
Goundl grants in existing categories are 
going more frequently to people from the 
crafts, or that fine-art collectors and 
dealers are broadening their scope, or 
that major commissioned art work is com- 
ing ba& to the crafts, but this is happen- 
ing. This surely reflects an awareness that 
craftspeople are not SO much branching 
out from their realm of purely utilitarian 
or functional work, but rather going back 
to a wider range of work, from which they 
had been excluded by fashion. 

Yet there is also a CeEtaiII irony that 
some should opt for a move from the 
isolation of a craft mode of work and 
presentation to the socially even more ex- 
clusive world of the fine arts, the 
Academy where exclusivity is part of the 
meaning, especially at a time when the 
Academy itselfis trying to become less ex- 
clusive, explore new avenues towards rel- 
evance, and escape its reputation for, in 

less poodle parade’ .7  

Even more interesting as an emerging 
bridge between the island of craft md the 
mainland ofthe other arts is an increasing 
acceptance of the ‘craft attitude’; of 
craft’s traditional function and the ar- 
tistic validity of that function. A new 
energy for exploring the aesthetic and 
socially significant qualities of the func- 
tional object has become a strong force 
for correcting a situation, described by 
Helen Giambruni, where functional 
crafts have often been forced ‘to the back 
of the art bus’, while a lot of weakly 
pretentious stuff was allowed to ‘sit up in 
front with h e  high a d . 8  

hen I left the inaugural exhibit at 
the American Craft Museum, Craj3 To- 
day, H felt unsettled, not because the 
Museum of Modern Art seemed to be 
spreading across the street to embrace the 
crafts, as in any case it already has, but 

the words o f ~ ~ h n  M ~ ~ Y S ,  an “na- 
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because it seemed that the American 
Craft Museum was in danger of becoming 
merely a reflection in the window of the 
Museum of Modern Art. All those white 
walls, pedestals, single spotlights and 
tiny labels seemed as much a capitulation 
as a victory. The subsequent set of ex- 
hibits, especially Interlacing - The 
EssentialFibre with its brilliant juxtaposi- 
tion of works of fibre art from throughout 
the world, and of ideas and processes 
from traditional societies with those of 
some of North America’s finest artists, 
demonstrated once again that reverence 
for craft’s materials, intentions and tradi- 
tions is no barrier to creative possibility. 

This is, I believe, good news for crafts- 
people who are fed up with the seemingly 
inexorable advance of craft towards fine 
artlmainstream validation as well as 
those who mourn ‘the loss of craft’s uni- 
que identity as it blends in the stew of the 
fine arts’.9 But it is also a positive 
development for those whose ambitions 
gravitate towards the fine arts; the ex- 
pressive value and symbolic meaning of 
the functional object has never been of 
more vital interest to all artists. 

The increasing acceptance of contem- 
porary crafts on their own terms, as an 
aspect of the arts, coincides with a grow- 
ing concern within the arts for architec- 
ture, design, the decorative arts and other 
art forms with which the crafts share a 
history. The contribution of these various 
streams of art-making to what we know as 
art and to our social and material lives are 
the subjects of new gallery, museum and 
private collections, exhibitions and a 
good deal of research and publication in 
Canada. The success of craftspeople in 
breaking into sources of funding and op- 
portunities for marketing until recently 
reserved for fine artists is paralleled by 
several new grants, scholarships and col- 
lections which refer specifically to the 
crafts and their ongoing vitality. 

But what I wish to conclude with is a 
bridge which I personally believe will 
grow stronger and wider, and which is 
probably the major concern of many of us 
who are at the periphery rather than at 
the centre of craft production. This is the 
perspective that sees the work of contem- 
porary craftspeople not only in galleries 
of the contemporary fine arts, and in in- 
stitutions devoted to the crafts as a 
separate discipline, but also integrated 
into Canadian museums and scholarship 
‘side by side’, as Marjorie Halpin puts it, 
‘with the best of humankind’s greatest 
achievements in wood, stone, metal, 
day, and fibre to the extent that we have 

brought and can bring these things to 
Canada’ .lo 

Contemporary craftspeople . are per- 
haps foremost among all artists in explor- 
ing the work of both their ancestors and 
their contemporaries in other cultures, 
and yet this wealth of inspiration and in- 
terplay is commonly ignored or even sup- 
pressed, rather than celebrated. It is high 
time we rid ourselves of the most noxious 
tenet of modernist dogma: that art, in 
order to be effective, has to be detached, 
disturbing and unlike anything that 
preceded it. Instead, as Arguelles sug- 
gests, the strange identification of ‘ar- 
tistic novelty’ should give way to ‘artistic 
purity’.*l It is well to remember that just 
as ’masterpiece’ once referred to an 
outstanding work by a craftsman and 
‘manufacture’ once referred to making 
by hand, likewise ‘originality’ once 
meant ‘having existed since the origin of 
things’. It was only in the eighteenth cen- 
tury that its meaning was reversed, and it 
came to mean ‘lack of earlier origin’, ‘in- 
dependence or novelty‘. I wonder if 
‘originality’ in its first sense (qualities 
which refer to original human concerns) 
could be revived as a criterion for judging 
and selecting works of craft. 

The ‘reassessment’ of crafts is part of a 
much larger alignment of our artistic 
values, one that has featured the recogni- 
tion of the aesthetic significance of func- 
tional objects in other societies. The in- 
creasing accessibility and circulation of 
the artistic work of peoples in other parts 
of the world and in other times, which 
were once considered mere curiosities or 
scientific specimens, has stimulated new 
research into the role of art in society. 
Claude Lévi-Strauss’s famous comparison 
of the art of the North-West Coast In- 
dians with the finest achievements of 
Greece, Rome and Egypt, was part of the 
convergence of the methodologies of art 
history, critical theory and anthropology. 
This inspired a perspective in which the 
post-Renaissance European distinction 
between fine and applied arts had little 
meaning. Moreover, in this global 
perspective, an approach which 
characterized the crafts as repetitious, 
mundane and exclusively functional, as 
opposed to art, which is creative, intellec- 
tual and individual, was exposed as one 
inextricably tied to a colonialist, racist 
and sexist ideology. 

While art galleries show work at the 
dramatic cutting edge of the craft tradi- 
tion and specialized craft galleries and 
museums devote themselves to special- 
ized aspects of the craft tradition as such, 
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large multi-purpose museums can, H 
think, further help to reduce the relative 
isolation of crafts from ‘the intellectual 
currents which have transformed and 
been transformed by society at large’. 12 

They will do this not by turning contem- 
porary crafts into objects of cool, func- 
tionless contemplation, or by ‘ghettoiz- 
ing’ them in their own exclusive material, 
technical or historical categories, but by 
drawing the lines and emphasizing the 
links that make the works of craftspeople 
part of the continual flow of artistic ex- 
pression. 

This means emphasizing the physical 
involvement of crafts with materials 
through technical skill and the power of 
transformation. Knowledge of this kind 
has become almost a mystery in a society 
increasingly alienated from the manufac- 
turing process of its own marerial culture. 
Obsolescence, disuse and indifference to 
mediocrity in the quality of what we use 
and see are continually challenged by the 
well-made object. 

Also important is emphasis on the 
spiritual involvement of crafts with 
materials, giving form to human ex- 
perience, with the power of cultural 
mediation. Their visual and tacrile con- 
nections with the land and with cultural 

12. Adams, op. cit., p. 12. 
13. T. Heath, ‘A Scnse of Place’, Virions: 

Contempormy Art in Canada, pp. 45-76, 
Vancouver, Douglas 62 ?&Intyre, 1983. 

ideas help to define a sense of place, 
which is a persistent issue in Canada.’3 
The role of artists in reviving cultural in- 
tegrity and stimulating development and 
independence among small groups and 
communities throughout the world ha5 
been profound, as has their role in 
humanizing urban spaces for large 
populations. To dl these situations of 
mediation craftspeople bring, as they 
always have, their special ability to in- 
tegrate their work of art with the user or 
viewer. 

Freud claimed that every artist has 
three goals: money, fame and beautiful 
lovers. For the increasing number of 
craftspeople taking advantage of the 
outgoing tide to explore the world 
beyond the island, it will be clear that, as 
always, these goals are difficult to 
achieve. Yet, regardless of what the ‘new 
era’ brings, we can be confident that 
there are people who remain dedicated to 
maintaining a high level of working skill 
and vision and that there is a social con- 
text in which this work plays a more 
diverse and dynamic role. 
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This article has two aims: to develop a 
nominal model which describes the 
general components of  world crafts, and 
to  outline a strazegy for their develop- 
ment and enhancement. 

The author contends that folk arts, 
crafts and design are related to one 
another and form a contitzuum in which 
the creatiofz and nature o f  useful objects 
change over time as societies become in- 
dustnàliized. Thus, folk and tradtional 
crafis are generally produced in pre- 
industnàL societies, production crafis are 
found  i t2  early ilzdustnàl societies, 
designer crafts such as the works of  Alvar 
Aalto or Charles and Rae Eames are 
f o u n d  in mature industnalizedsocieties, 
and craft art is found in today’s post- 
industriad societies. In this last case the 
work o f  the general public concentrates 
on services, dirtribation o f  goods and in- 
formation processing as o$posed to 
agriculture and manufictunng. 

The author maintains that each of 
these craft forms requires d z e r e n t  ap- 
proaches for  development and that the 
World Crafis Council could ficilitate 
world crafts by adopting andpromoting 
a system o f  craft categories and related 
developmental strategies. 

As a microcosm of world cultures, Los 
Angeles inspires the study of com- 
munication, language and material 
culture. It is a city rich in ethnic and 
cultural diversity where more than eighty 
languages are spoken daily. 

It is a place where people from the 
world’s developing countries regularly 
encounter those from the industrialized 
countries; thus, while rooted in conver- 
gent world traditions, Los Angeles is no 
less dedicated to progress and innovation 

in design, architecture and technology. 
This dialectic situation results in inter- 
cultural conflict, change and assimila- 
tion. Paradoxically, in precipitating 
crisis, it can inspire dogged maintenance 
of cultural values and traditions. 

The Craft and Folk Art Museum 
(CAFAM) has, since it was founded in 
197 1, studied these phenomena and ad- 
dressed them with an array of program- 
mes on traditional folk arts and contem- 
porary crafts, and design. These comprise 
the core subject areas for its collections, 
exhibitions and publications, as well as its 
educational and outreach activities. 
Within the purview of world crafts, this 
range of CAFAM’s interests has called for 
flexibility and openness in approaching 
traditional museum concerns as well as a 
desire to provide accessible programmes 
which will be understood and utilized by 
a broad public. In particular, the 
museum has focused on the ethnic diver- 
sity of southern California as a basis, 
recognizing and articulating its broader 
interest in world cultures. 

Around the world, crafts are perceived 
with varying degrees of immediacy by 
differing segments of the general public. 
In many developing countries, they have 
a primary function: thousands of in- 
dividuals are involved in their produc- 
tion, marketing and distribution, which 
can form a large part of the country’s ex- 
port economy. In the American econo- 
my, by contrast, they constitute but a ter- 
tiary refinement of life. 

Crafts development was one of the 
topics of Crafts India, a major interna- 
tional conference held in New Delhi dur- 
ing the Asian Assembly of the World 
Crafts Council in November 1986. As a 
panelist, I was asked to discuss this issue 
from the perspective of CAFAM. In 
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preparing my remarks, I sought to clarify 
my own thinking on the nature of craft 
and on the interrelationship of the 
disciplines with which the museum had 
been working. This in turn consolidated 
a number of related experiences from the 
previous year. 

In Oakland, California, in June 1986, 
the American Graft Council held a na- 
tional symposium entitled Art/ Culture/ 
Future. The theme ofthe symposium was 
the relationship between craft and art. 
Included were sessions on craft criticism, 
how craft artists deal with museums and 
galleries, crafts and arts in public places, 
public relations for craftspeople, and 
general discussions about the future of 
American craft, with a strong emphasis 
on the question of whether craft. was art 
or vice versa. 

In December 1985, I consulted the 
Malaysian Handcraft Development Cor- 
poration on museum practices and the 
development of craft programmes which 
would both preserve the indigenous 
crafts of the country and develop new 
forms for export. 

In each ofthese situations, I found that 
‘crafts’ had different meanings and ex- 
pectations associated with them. In the 
United States there were cra€t artists con- 
cerned with holding exhibitions in 
galleries and museums and being 
thought of as artists. In Malaysia, tradi- 
tional craftsmen and artisans were con- 
cerned with selling their works to 
domestic and foreign markets. HOW these 
two types of craftspeople relate to one 
another, and what the implications of 
this relationship are for development, 
form the basis of this article. 

In working with the international 
crafts community, one becomes aware of 
traditional crafts, folk crafts, village 
crafts, indigenous crafts, craft-art, pro- 
duction crafts, designer crafts and mass- 
produced tourist objects which may be 
crafted or not. The term ‘folk art’ is often 
used in the industrid countries to refer to 
the traditional crafs of less developed 
countries. Similarly, craftspeople around 
the world are described in many ways, 
ranging from the village artisan to the 
master craftsman or the ‘intangible living 
national treasures’ as they are called in 
Japan and Korea. 

In addressing the issue of craft 
development, then, it becomes impor- 
tant to determine what type of craft we 
are trying to develop. This is particularly 
true for museums, which must formulate 
a proper role or suategy for themselves in 
relation to the development of craft at the 

local, regional, national and interna- 
tional levels. 

For the purpose of this article, I have 
grouped crafts into five broad types, as 

Traditional cra$’s which are specific to 
certain regions or countries. 

Frodt&on or worhshop cra$s where a 
master craftsman oversees the produc- 
tion and some division of labour may 
be used. 

Designer crufis where designers interact 
with craftspeople and/or industry to 
produce an array of useful objects. 

Cr& art or international style crq% 
which are mainly non-functional ob- 
jects in the traditional craft media. 

Tounhartsandcraj9s or works by persons 
of lesser talent or exposure, who can 
exist by working in a semi-skilled or 
skilled factory which generally pro- 
duces poorer quality tourist objects. 

1 am most comfortable in relating the 
concept of craft and craftsmanship to 
functionality and love of materials. These 
are inescapable fundamentals in working 
with wood, glass, fibre, metal and day. 
Even art that is called craft, if not func- 
tional, must have reference to craft 
materials or craftsmanship by definition. 
Similarly, much of the world’s folk art 
and traditional craft is functional in the 
context in which it was made. 

Folk crafts normally sene some 
utilitarian or spiritual purpose. Purely 
decorative objects in folk cultures are few 
and far between,, although decoration is 
often a major part of folk art. There exists 
in many folk cultures a need to make all 
things -from the lowest to the 
highest - beautiful, that is, to imbue 
one’s work with charm and grace or, as 
Kenneth Ames noted in his article which 
used the phrase as a title, to go ‘beyond 
necessity’. 

TRADITIONAL and FOLK CRAFTS are 
essentially group expressions made by the 
group or an individual within it. Folk 
craft or art expresses the collective 
aesthetic - the attitude of the group 
which dictates the form and embellish- 
ment of daily or ritual objects. Tradi- 
tional crafts and arts are found in insular 
or isolated groups, as in the case of masks 
from Mexican villages, ceramics from 
New Mexican pueblos, or traditional tex- 
tiles from Guatemala. Most ofren, folk 
crafts are made by hand OH with simple 
tools. They are generally for use in the 
society which makes them, but are also 
sometimes traded or bartered. In modern 
situations, from Malaysia to Mexico, the 
nature of the group’s aesthetic is in- 
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fluenced by contact with the outside 
world; new materials, forms and at- 
titudes inevitably result from prolonged 
exposure to outside influences. 

PRODUCTION CRAFTS are often made 
in large series in a quasi-factory setting. 
They are associated with technical skill, 
manual dexterity and repetition, and are 
essentially made by hand or with some 
light machinery. Examples include 
chairs, books, rugs and jewellery. More 
contemporary production crafts can 
utilize a greater degree of mechanization 
or industrialization but most of them 
rigorously maintain the made-by-hand 
aesthetic. Production cra€ts are most 
often associated with utility, and are 
found in early stages of industrialization. 

DESIGNER CRAFTS are a modern in- 
dustrial phenomenon in which in- 
dividuals or groups use techniques ofpro- 
duction and mass distribution to provide 
an array of consumer producrs. The pro- 
duction can be all by hand or by ma- 
chine, and the number of pieces can be 
limited 01 unlimited depending on the 
market. The bulk of items we enc~unter 
daily are designed and produced, from 
cars to clock radios, from jeans to jump 
ropes. Design results in useful mass- 
produced objects which can be garish or 
beautiful, either ephemeral like the 
beleaguered Edsel or lasting like the 
Barcelona Chair. Note that many 
developing countries are attempting to 
evolve towards this mode of production, 
through the mechanization of their tradi- 
tional crafts and folk arts, such as the 
making of silk or other textiles, to exploit 
larger export markets. The risks atten- 
dant on such efforts will be treated 
below. 

CRAFT ARTS or international-style 
crafts are generally produced by persons 
working in highly industrialized 
societies. While they utilize the tradi- 
tional cra€t media, cr& arts are generally 
non-functional. In most cases the makers 
refer to their objects as art or craft art and 
align themselves with art galleries rather 
than craft outlets. Because of the factors 
commonly associated with this category 
of crafts -lack offunction in objects and 
the aestheticizing milieu in which they 
are made - it is arguable that craft arts 
are a post-industrial phenomenon which 
characteristically occurs as society evolves 
from one level of industrialization or 
technological advancement to another. 

Each of these categories of craft has 
persons who excel and produce outstand- 
ing works as well as those who produce 
only modest objects. As to the concept of 
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quality, I would cite two sources, first, 
the 1971 United States Government 
pamphlet, Encouraging American 
CraBssmen, by Charles Counts, in which 
he states that ‘A true craft object reflects 
the time, the place, the personality and 
character of the Craftsman, the method 
by which it was made and its use . . . the 
object thus created has its own inherent 
and aesthetic value’, and, secondly, The 
CraBs in Australia, published in 1975 by 
the Australian Government Publishing 
Service: 

The Crafts Committee views the word craft 
with pride, not as an inferior form which can 
sometimes win the name of art, but as a 
grouping of certain arts such as pottery, 
jewellery, tapestry; these are creative arts, as 
are music, painting, sculpture, dance and 
drama. All of these arts have within them 
practitioners whose work does not transcend 
the techniques of their art and those whose 
work does. It believes that the concept of 
craftsmanship with its emphasis on 
understanding one’s materials and pride in 
the way one uses them, a concern for doing an 
excellent job and obtaining one’s satisfaction 
from doing it, is needed in the world today. 

In the broad spirit of these words, one 
could expect to find quality in the pro- 
duction of mahogany objects commis- 
sioned by Dansk International in Hon- 
duras as well as in traditional Honduran 
ceramics. But one must also recognize 
that the two craft forms - the latter in- 
digenous and traditional, the former in- 
ternational and semi-industrial - come 
from different points of origin, obey dif- 
ferent aesthetic canons, have different 
markets, and thus have significantly dif- 
ferent developmental needs. 

These distinctions are essential as 
we consider the formulation of craft 
development strategies for the World 
Craft Council (WCC), our regional and 
national craft councils, and museums. It 
is naïve to assume that (semi) industrial 
production will increase the market share 
for regional folk arts and enhance life in 
the producing society. To apply modern 
technology to traditional or local folk 
craft may have quite the contrary effect. 
By jeopardizing authenticity, it can erode 
enthusiasm for the local craft form on the 
export market, while locally it may occa- 
sion painful social dislocations as cen- 
turies of tradition are swept away in a few 
years. On closer scrutiny, policies enhanc- 
ing traditional crafts may well turn out to 
be incompatible with policies supporting 
production crafts or craft art. 

By way of example, consider the 
Ministry of Trade in a hypothetical 

developing country which wishes to in- 
crease national income from textile ex- 
ports. To achieve this, the Minister will 
pay a large bonus to experienced textile 
artists and weavers who can design and 
oversee the development of increased and 
innovative textile production over a 
twenty-four-month period. In this same 
country, the Minister of Culture has just 
begun a campaign to preserve the na- 
tional weaving traditions. The Minister 
has found the remaining five master 
weavers and wants them to spend the 
next two years teaching their traditional 
skills and values to the country’s leading 
younger artists. What will happen? Will 
money or tradition prevail? Can both 
Ministers accomplish their respective 
goals? 

In another example, a well-meaning 
bureaucrat enthusiastically retains 
foreign designers to ‘improve’ the in- 
digenous crafts in his country through 
the introduction of modern materials, 
designs and techniques. Time and cir- 
cumstances will surely combine to change 
the nature of the pure local craft form and 
may one day eliminate it. 

These examples underscore the fact 
that people in executive positions have 
many different motivations for develop- 
ing crafts. Moreover, many responsible 
people are making programmatic deci- 
sions without the benefit of generally ac- 
cepted guidelines on craft development. 

Having described the craft categories 
and noted the potential for conflict which 
exists among them, I will turn to what 
we might do to make progress in the 
development of international crafts over 
the next five- to ten-year period. First, it 
is my belief that the WCC can do a great 
deal of good by recognizing and clearly 
stating the different categories of craft 
that exist in the world today. Second, the 
WCC should recommend broad ways 
in which each type of craft could be 
developed. Following these general 
guidelines, each country would be 
responsible for the implementation of its 
own craft development and do so against 
a backdrop of international consensus. 
These should be common-sense, practical 
guidelines which already exist in many 
forms and only need to be brought 
together. 

The following notes provide more 
specific suggestions for international 
guidelines. 
For TRADITIONAL CRAFTS we needcta: 

document master craftsmen for future 
generations; attempt to provide for the 
passing on of skills to apprentices; 
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foster the continuation of the practice 
of traditional crafts (stipends, pur- 
chases, and recognition); develop au- 
diences for the purchase and apprecia- 
tion of traditional crafts (warehousing, 
distribution); designate master crafts- 
men when appropriate - the 'intangi- 
ble living national treasures' ofJapan 
and Korea provide a wonderful model 
for this approach. 

For PRODUCTION GRAFTS we must pro- 
vide: technical assistance (materials 
and methods); marketing assistance 
(warehousing, distribution); recogni- 
tion of excellence (exhibitions, prizes); 
audience development (national and 
international); craftspeople develop- 
ment (educational opportunities). 

ere I would cite PONART of Mexico 
which regularly buys art directly from 
craftspeople and distributes it to the 
buying public. 

Por DESIGNER CRAFTS we should: sen- 
sitize manufacturers to the need €or 
'good' design; provide training at 
home and abroad for craft designers; 
recognize outstanding designers 
through publications and exhibitions. 

For GRAFT ART we should provide: 
technical assistance; exchange of ideas 
(conferences, exhibitions); recognition 
of excellence (prizes, exhibitions); au- 
dience and buyer development; pro- 
motion through galleries, fairs and 
museums; publications. 

For TOURIST CRAFTS we should provide 
opportunities for exposure to broader 
crafts through periodic educational 
programmes. 
r general crafts development, the 
CC should establish a regular interna- 

tional exhibition programme such as a 
museum route for co-ordinated regular, 
affordable exhibition exchange. 

FOS their part, museums must play a 
major role in developing crafts at several 
levels. 
In the TRADITIONAL GRAFTS they should: 

document master craftspeople 
through oral history, photography 
and, where possible, collection of ob- 
jects for display and study; help pro- 
mote recognition of master crafts- 
people by working with appropriate 
materials; exhibit and publish ap- 
propriate materials; advocate proper 
care and treatment of crafts and crafts- 
people. 

museums must: recognize quality 
work through exhibitions; educate the 
public on issues of quality: collaborate 
with other museums nationally and in- 

In PRODUCTION AND DESIGmR CRAFTS 

ternationally to promote world crafts; 
promote sales of original craft work in 
shops and outlets. 

In CRAFT ART museums should: provide 
recognition of local, regional, national 
and international craft artists; help ex- 
change ideas among craft artists 
through exhibitions, publications and 
educational programmes; educate the 
general public and provide oppor- 
tunities for audience/ buyer develop- 
ment; support the craft artist in the 
broader art world. 

Craftspeople create because they need to 
create; like all of us, they must eat. To 
overl~ok the inescapable need for 
economic development as well as 
technical and artistic development would 
be naïve. It would also be naïve not to 
recognize the economic, social, and 
political considerations affecting craft 
forms in developing countries 01 in parts 
of industrialized countries as in the case 
of American Indian craftsmen in the 
United States. Traditional society needs 
to sustain its tradition and does so fre- 
quently through its crafts. A transitional 
society needs to grow economically and 
through its economic well-being begin to 
exert political influence which will 
benefit its members. In this way the crafts 
can help make a better world. 

The World Crafts Council can take a 
leading role in the development of crafts 
by working through its regional, national 
and local agencies to promote awareness 
of these important issues and to develop 
as S Q Q ~  as possible an h x " i o a d  agen- 
da for crafts development. The most ef- 
fective work, after all, will be done at the 
local level where craftspeople work and 
sell their wares.. It is our responsibility to 

c, 2 help them do so. 
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PROJECTS AND CASE-STUDIES 

The Markneídirchen MasicaZ Instmment Maseam - 

Ernst Gewinner 

Director of the Markneukirchen Musical Instrument 
Museum, was born on 17 September 1929 at 
Bunzlau. He studied in Meissen at the Martin- 
Andersen-Nexo Management School and in the 
Culture and Aesthetics Department of Karl Marx 
University in Leipzig. He has been engaged in 
cultural activities since 1952. Since 1965 he has 
been director of the Markneukirchen Musical In- 
strument Museum. He is a member of the German 
Democratic Republic’s National Council for 
Museums. 

40 
THE MUSEUM OF MUSICAL INSTRUMENTS, 
Paulus Palace, Markneukirchen. Concert 
given by instmment makers during the 
‘Vogtland Music Days’. 

The deuezopment of the coZZection 

The Markneukirchen Musical Instrument 
Museum belongs to the musical orbit of 
Klingenthal in the area of Karl-Marx- 
Stadt in the German Democratic 
Republic. The museum is unique in the 
way it symbolizes the local craftsmanship 
from which it sprang and the craftsmen 
themselves who were responsible for its 
development. 

The production of musical instruments 
in the Vogtland, or the southern border- 
land of Saxony, goes back more than 300 
years. In the mid-seventeenth century the 
Counter Reformation caused thousands 
of Protestants to emigrate from the cen- 
tres of violin production in the Habsburg 
Empire. They first settled and pursued 
their violin manufacture at Graslitz and 
Schönbach in Bohemia, but when the 
Counter Reformation overtook them 
there too, some of the craftsmen crossed 
the nearby frontier into Saxony to 
establish themselves in the Vogtland, 
and more particularly at Klingenthal and 
Markneukirchen. 

Conditions were conducive to the 
growth of musical instrument produc- 
tion, and the settlement of the ex- 
patriates was further helped by the sym- 
pathy and encouragement of the Protes- 
tant Elector of Saxony, Augustus I. In 
1677 the Markneukirchen craftsmen 
banded together to form the first Ger- 

the deveZopmevzt 
of the coZZection, 
its objectives and 
scope 

40 

man instrument makers’ guild, mem- 
bership of which was confined to violin 
producers. They were later joined by 
makers of other instruments. The 
evidence suggests that woodwind instru- 
ment makers joined around 1700, follow- 
ed in 1725 by string-makers, in 1740 by 
bow-makers and in 1755 by the manufac- 
turers of French horns. By the second half 
of the eighteenth century it was already 
possible to purchase the whole range 
of orchestral instruments in Markneu- 
kirchen. 

In 1834 the town already possessed a 
music school, and from 1853 it also had 
an orchestra, although the inhabitants 
numbered no more than two or three 
thousand at the time. The instrument- 
making industry thrived, and after the 
Franco-Prussian War of 1870/71, when 
capitalism flourished in the German Em- 
pire with the stimulus of the newly ac- 
quired markets and the 5,000 million 
gold francs exacted in war contributions 
from France, there was a further upsurge 
in the Vogtland’s highly concentrated 
musical instrument industry. 

A lively international trade in musical 
instruments was built up as markets ex- 
panded and new outlets were found. 

Perhaps it was inevitable that these cir- 
cumstances should generate the idea of 
starting a collection of musical in- 
struments. The task of formulating this 
idea and turning it into a reality fell to the 
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41 
Portable organ by Georg Hammer, 
Switzerland, 1838. This organ has three 
registers and 162 pipes, half wooden, 
half pewter. 

42 
Violin by A. Sandland, Brunkeberg, 
Norway, 1921. 

43 
A rabob, an Indian stringed instrument. 

44 
A set of tshaing drums from Burma 

Markneukirchen Trade Association, 
which was founded in 1872. Many such 
trade associations were formed around 
this time in Saxony, for the purpose of 
helping craftsmen to withstand the can- 
centration of production brought about 
by capitalist methods of manufacture. 
The aim of the Markneukirchen Trade 
Assodation was to promote the manufac- 
ture of musical instruments and defend 
its interest. Its 363 members-all of 
them musical instrument makers - 
organized excursions, lectures, meetings, 
discussions, exhibitions and the 
establishment of a library. Encourage- 
ment of the rising generation of instru- 
ment makers was another of its pro- 
gressive aims. Urged by the Assodation, 
the town established in 1878 a technical 
college for musical instrument makers, 
and the Association continued its effort 
to further the industry’s cause by pressing 
for the creation of a musical instrument 
collection. 

In 1882, some Markneukirchen 
members of the Trade Association visited 
the Exhibition ofTrade, Industry and Art 
in Nuremberg and became acquainted 
with the Germanische Museum’s depart- 
ment of historical musical instruments. 
What they saw there lent further impetus 
to the idea that a collection of in- 
struments should be established in 
Markneukirchen, not merely as a cultural 
institution but also as a showplace for the 
local instrument manufacturing in- 
dustry. The Association’s secretary, Paul 
Apian-Bennewitz, put the idea into 
words, and on 24 February 1883 
delivered an impassioned speech to the 
Association members, urging the crea- 
tion of a craft and industrial museum. 

While this would serve as a source of 
professional training to the rising genera- 
tion of instrument makers, it  was clear 
even then that such a museum could also 
become a municipal attraction and fulfil 
a general cultural purpose. The idea of 
forming a museum of this kind was en- 
thusiastically endorsed and accepted by 
the instrument makers present. On the 
evening of the speech craftsmen were 
already donating valuable instruments 
for the collection, thus laying the founda- 
tions for the creation of a comprehensive 
instrument collection whose present 
renown cannot have been remotely en- 
visaged by its founders. 

In many ways the establishment of the 
Markneukirchen Musical Instrument 
Museum differs from that of other 
museums. It does not owe its creation to 
wealthy sponsors or artistically inclined 

and moneyed benefactors, nor is its 
origin due to the action of dukes or 
princes like, say, the Griine Gewölbe in 
Dresden, which was built up by a series of 
figures from Henry the Pious to Augustus 
the Strong, or like the museums of Vien- 
na which were the beneficiaries of Arch- 
duke Ferdinand I, or like the museums of 
Berlin, which owe their existence to the 
Princes ofBrandenburg. The list could be 
extended indefinitely in any country. 
The founders and creators of the 
Markneukirchen Musical Instrument 
Museum were the broad community of 
local instrument makers, craftsmen and 
dealers, who were later assisted in the 
work of collection in respodse to letters of 
appeal which they sent to the Ministry of 
the Interior of the Kingdom of Saxony 
and the Imperial Chancellor, Otto von 
Bismarck. 

In 1886 the Trade Association con- 
signed the collection to Markneukirchen 
Town Council with the request that it be 
adopted as a municipal museum. The 
Council accepted the donation and Ger- 
many thus acquired the first and only in- 
dependent municipal museum of this 
kind (Fig. 40). Over a period of 104 years 
the museum has obtained some 4,000 
musical artefacts representing the 
manufacture of instruments throughout 
the world. Although originally described 
as a craft and industrial museum, the in- 
stitution is now known to the world as 
the Markneukirchen Musical Instrument 
Museum. 

A great variety of bodies played their 
parr in building up the collection. First 
there were the Markneukirchen instru- 
ment makers, who gave the collection 
representative models of local Vogtland 
manufacture. Then there were the 
Markneukirchen instrument dealers, who 
turned their connections in many coun- 
tries to good account by procuring in- 
struments from abroad (Figs. 41, 42). 
The government of the Kingdom of Sax- 
ony joined its efforts to those of the Im- 
perial Chancellor to acquire musical 
instruments from distant parts of the 
globe. 

By 1892 the museum already possessed 
more than 500 valuable instruments. 
Half of these came from outside Europe 
and still form prize items in the world- 
famous collection of exhibits from 
remote regions. To enlist help in obtain- 
ing musical instruments from outside 
Europe, the trustees of the Markneukir- 
chen Trade Assodatian appealed to the 
Government of Saxony, which promised 
to give the project its support and in- 
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The art of bow-making. Werner ubel learnt this art from his father. 
In 1952 he opened his own workshop, where he now works with his 
son who carries on the tradition. 

46 
The leading master violin maker in the Vogtland keeps up the old 

family tradition: his great-grandfather also worked in 
Markneukirchen. 

structed the Kingdom’s Ministry of the 
Interior to make a suitable approach to 
the Imperial Chancellor, Prince Otto von 
Bismarck. Bismarck responded by arrang- 
ing for the German Foreign Office to 
send an order dated 6 December 1886 to 
the Imperial German legations, con- 
sultates general and consulates in South 
and Central America, Africa, the Near 
East and the Far East, instructing them to 
purchase musical instruments locally. As 
a result, the museum received in- 
struments from many countries as gifts 
from the Government of Saxony. The im- 
portation of these instruments was 
generously made duty free (Figs. 43, 

Since 1946 the size of the collection has 
doubled. The acquisitions come partly 
from kind donations made by many 
countries, partly from the generous sup- 
port of the music industry by the German 
Democratic Republic, and partly from 
purchases made by the museum itself in 
line with its procurement programme. 
On average, the collection has grown by 
some 70 items annually over the last fif- 
teen years. 

44). 

The objectìues of the museum 

The objectives which the founders of the 
museum had in mind are apparent in the 
following extract from the foundation 
speech of 1883: 

A picture is to be provided not only of the 
creation of the individual instrument but of 
the historical development of musical in- 
struments as a whole. How many highly in- 
teresting instruments have now disappeared, 
a knowledge of which would not only 
fascinate but also instruct us! And how impor- 
tant it is that y e  should become aware of the 
history of the instruments we use today, from 
their beginnings to their present state of 
perfection! 

What a wealth of creative spirit, what 
musicality and what practical endeavour 
would dwell in such a collection! The inquir- 
ing and inventive mind would be guided 
along the right path to the achievement of 
further perfection by contemplating the 
mistakes and experiments of the past, and 
what a potent argument this would be against 
the mechanical sluggard who claims that his 
years of learning end with his apprenticeship 
and then, when his obsolete approaches and 
inherited practices are economically crushed 
by the wheel of progress, bemoans everything 
save only his own negligence! 

This quotation reveals both the clear 
foresight of the author and the specific 
motivation of the project; the economic 
message is unmistakable. 

The apprentice instrument makers and 
the students at the technical college for 
instrument manufacture were required to 
gain not only a theoretical knowledge of 
what was being made and used through- 
out the world but also, by practical ac- 
quaintance with the artefacts themselves, 

awareness of experiments and advances 
that were taking place in the manufacture 
of instruments. It was of course desirable 
and indeed necessary for the efficient and 
highly concentrated music industry to 
trade with the entire world. Markets for 
its products were the very lifeblood of its 
existence, so it was naturally necessary to 
know what was being made elsewhere, 
and how. 

At that time, the importance of the 
museum was confined to a fairly restric- 
ted locality and its objectives were conse- 
quently mainly regional in character. To- 
day the museum enjoys worldwide fame, 
possesses an excellent collection and 
receives multitudes of visitors from home 
and abroad who make full use of its 
facilities. In these circumstances the pur- 
pose of the museum has quite rightly 
changed, and it now plays a special role as 
a corporate element of the Museum Ser- 
vice of the German Democratic Republic. 

The music industry of the German 
Democratic Republic today has its own 
research institutes whose scientific work 
serves to guide the progress of instrument 
production (Figs. 45-49). This being so, 
the permanent display now constitutes 
the Museum’s central activity. European 
instruments are exhibited according to 
types and line of development while non- 
European items are arranged geo- 
graphically. 

Thanks to over a hundred years of 
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Master Edgar Mnopf, well-known craft 
artist. His great-grandfather was already in 
the brass-instrument trade, and today 
famous players from Tokyo CO Paris play his 
horns. 

I 

dedicated collecting activity the Museum 
is in an enviable position of being able to 
exhibit an almost complete range of 
original items representing the craft. In 
this it has no rival in the German 
Democratic Republic and merits the 
acknowledgement it receives from 
museum visitors. Its unique position and 
the availability of its exhibits are used to 
the best effect in setting out the display 
in such a way as to give the museum its 
highly distinctive profile in the ranks 
of the world’s musical instrument 
museums. The permanent display gives 
visitors an idea ofthe many links bemeen 
technical, sodal and cultural advances. 

Besides its aesthetic appeal, the instm- 
ment collection is a storehouse of infor- 
mation, expertise and experience. It en- 
capsulates values, ideals and ideas, and 
expresses what it means to be human and 
part of the world. Today’s visitor may 
find and savour in the collection a reflec- 
tion of his OH her own humanity. So in- 
struments whose great day is over remain 
works of art and representative of a 
material culture which lives still, when- 
ever they reawaken a viewer’s sense of 
artistry. Visitors find aesthetic, emotional 
and intellectual satisfaction in the ex- 
hibits, which become sources of both 
knowledge and delight, opening doors to 

the beauty and diversity of musical in- 
strument manufacture. 

There is at present a close relationship 
between the museum and the instrument 
manufacture of the Vogtland. The 
students at the Technical College - the 
master craftsmen of the future - make 
regular use of the collection in their 
studies, as was indeed the aim of the 
museum’s original f~unders. The trained 
craftsmen and instrument makers of the 
Vogtland industry also find the museum 
to be a fruithl source of inspiration for 
their craft. Its exhibits give an insight into 
the technical development of the various 
categories of instruments, suggesting 
comparisons, and SO stimulating fresh de- 
signs. Through its appeal to the younger 
instrument-makers, the museum is able 
to mould their sense of history. 

At the moment the museum is 
undergoing extensive rebuilding and 

reopened to the public in the autumn of 
1988 it will comprise the following sec- 
tions: bowed strings, plucked strings, 
woodwind, reed, metal-wind and 
keyboard instruments, mechanicd in- 
struments, and instruments originating 

ear and Par East, Africa and 
South America. 

The effective presentation of these 
items involves a combination of factors, 
one of which is the museum building 
itself. Sddom does a museum building 
form such a fitting framework for its 
displays as this protected historic 
residence, built in 1784 in the late bar- 
oque lines of the musical instmments. A 
more admirable complement to the 
collection could hardly be imagined. 
Because of this, the display cabinets have 
been made intentionally plain and un&- 
trusive in shape, colour and ms+als, 
thus allowing the exhibits to blend with 
the architecture. Printed information 
and guided tours are provided to help 
visitors appreciate and usdemand the ex- 
hibits. 

The collection consists ofapproximate- 
ly 4,500 musical items illustrating the 
story of the craft. These include some 
2,900 instruments, parts and tools, with 
400 instruments from outside Europe. 
There are also technical books, photo- 
graphs, paintings, leaflets and adver- 
tisements, which help t~ provide a fuller 
understanding of the trade. As we have 

of wealthy patrons with an eye to 
prestige. I t  does not boast a Stradivarius 
or a Guarneri, but its instruments radiate 
the astringent beauty of generations of 

Sonversion. When the collection is 

seen, the Collection was not the creation 

master craftsmanship. The collection of 
Vogtland stringed instruments provides 
an excellent opportunity to study the in- 
dividual, the community and their 
development. The oldest Markneukir- 
chen violin in the collection was made by 
Johan Giitter in 1712, and its originality 
bears eloquent witness to the long 
Vogtland violin-making tradition. In- 
struments made by masters like Picker, 
Giitrer, Heberlein, Hops, Pfretzschner, 
Weichel, Voigt and many others originate 
exclusively from Vogtland workshops and 
provide a complete history of violin mak- 
ing from 1712 to the present day. 

There are also many examples of 
stringed instruments made in other coun- 
tries. C~mparisons can be made between 
models from Bohemia, Prance, Hungary 
and many other countries, and the collec- 

such as a Stelaner model, a Chanot violin, 
a Ritter viola, a trapezoidal Savart Violin 
and numerous other interesting attempts 
to introduce innovations into the making 
of musical instmments. 

It is not possible here to make even a 
passing reference to the museum’s many 
other exceptional and outstanding ex- 
hibits. 

The collection also contains specid 
designs, copies, instmments from remote 
parts, curiosities and miniatures, show- 
ing how broad the spectrum of instm- 
ment manufacture is. It thus conveys an 
overall impression of the growth and 
maturity of the instrument maker’s craft, 
yet with a rare wealth of detail. 
should also mention a Markneukirchen 
discovery: the metal-reed shawm. This 
was developed in 1908 and was quickly 
adopted by the revolutionary workers’ 
movement, whose columns of d a o n -  
strators were led by bands of shawm 
players. 

The permanent exhibition illustrates 
evolutionary trends such as the develop- 
ment of the flute from the simple finger- 
hole system of the Boehm flute. It has 
one of Europe’s largest metal-wind in- 
strument collections, which gives an in- 
sight into the many experiments, innova- 
tions and fascinating devices used in valve 
manufacture. The archaic forms of non- 
European musical instmments illustrate 
the course of devePopment by providing 
comparisons with modern instmments. 
A top-quality instrument from the 

Democratic Republic’s musical instru- 
ment industry is also displayed in each 
section. The visitors thus see instruments 
which set a standud for the world, such 

tion also cQnt&§ exceptional designs 

CUrTCnb: prQduCtiQn of the German 
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as the Supita accordion from Har- 
monikawerke at Klingenthal, the 
‘Meister Hans Hoyer’ double horn, also 
from Klingenthal, or a viola made by 
Master Eckart Richter from Markneukir- 
chen. These exhibits document the 
craftsmen’s expertise, and attest to their 
endeavours to achieve perfection. The 
aims of the instrument makers who form- 
ed the collection 104 years ago have been 
richly fulfilled. 

The museum’s displays give pleasure 
to over 100,000 visitors a year. Our 
facilities are designed to enhance their 
enjoyment, and at the moment our 
socialist state is financing extensive 
reconstruction work on the exhibition ar- 
rangements and museum building. The 
reopening of the museum in autumn 
1988 will testify to our dedicated concern 
for the history of musical instrument 
manufacture at home and throughout 
the world. I ,  

[ Translateedfrom German] 

APIAN-BENNEWTZ, Paul, Speech of 24 February 
1883 to the meeting at which the collection was 
founded. From the records of the Markneu- 
kirchen Musical Instrument Museum. 48 

Catalogue of the Markneukirchen Craft and Wind-instrument workshop. 
Industrial Museum, Markneukirchen, 1908. 
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Museum], Neue Museumkunde (Berlin), Vol. 

JORDAN, Hanna. Fiihrer durch das Musikinstrzl- 
menten-Museum Markneukirchen [Guide to the 
Markneukirchen Musical Instrument Museum], 
Markneukirchen. Musikinstrumenten-Museum, 
1975. 

-_ . 100 Jahre Musikinstrumenten-museum 
Markneukirchen [The Centenary of the 
Markneukirchen Musical Instrument Museum], 
Säcbsiscbe Heimatblätter (Dresden), No 2 ,  1984, 
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49 
The double-bass instrument workshop 
was founded in 1882 by J. Rubner. Today it 
is run by the founder’s grandson. 
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50 
CRAFTS MUSEUM, New Delhi. View 
of museum entrance. 

51 
Aerial view of the open-air amphitheatre 
in the Crafts Museum with Purãna Qal’ah 
in the background. 

Museum objects on the &ole were not originally 
‘treasures’ made to be seen in glass cases, but 
rather common objects of the market place that could be 
bought and used by anyone. 

Ananda Coomaraswmy 

The phce o !  cr@$?§ i@ HBdia@ l$e 

In traditional Indian society there was no 
sharp distinction between ‘art’ and 
‘craft’. The Sanskrit word ‘skikpa’ has 
been used to mean skill, craft, work of art 
or architecture, design 0% decoration. Ac- 
cording to the traditional Hindu social 
classification the status of an artisan was 
elevated when he made religious objects 
SQ that art and craft were seen, on the one 
hand, as a form of devotion and, on the 
other, as a means of upwzd social 
BlaQbility. The craftsman is described as 
the descendant of Vishvakarma, the 
Maker of the Universe, and is said to have 
fashioned divine images in his Q W ~  right. 
The craftsmen who made simple mortars 
and pestles for village housewives and 
those who designed magnificent temples 
and palaces came h m  rural stock. There 
are many indications that craftsmen often 
organized rhemselves into guilds, with 
the intention of protecting their socio- 
e c ~ n ~ m i c  and technical interests, and 
undertook large projects on a collective 
basis within which they served the very 
specialized interests of their clients. 

The hnctian of craft as a livelihood is 
often surpassed by its more important 
function in major ritual events such as 
birth, initiation, marriage, death, annual 
and seasonal festivals, etc. Here both the 
craftsman and his craft contribute 

significantly to the ritual of the 
ceremonies. On all such occasions a 
paraphernalia of textiles and garments, 
vessels and utensils, toys and games, 
props and furniture is used. Significant- 
ly, the object used for everyday mundane 
purposes now attains a ritual value, a 
sacrosanctity, which elevates the craft ob- 
ject, md consequently its maker, LO the 
redm ofthe sacred. These are, therefore, 
not only items ‘crafted’ for the elemen- 
tary purpose ofmarketing, but also an in- 

traditional and contemporary village and 
tribal India. 

tegral of the soCiQ-re8igiQUS order of 

The crafis ~~~~~~~ 

The Crafts Museum was set up in 1956, 
by the All-India Handicrafts Board, for 
the purpose of preserving the artistic md 
culturd heritage of India. The main ob- 
jective was to collect the finest specimens 
of Indian craftsmanship which would 
then serve as S Q U K ~  material far the 
revival, reproduction and development 
of crafts (Figs. 50, 51). The Museum’s 
collection of 20,000 items, collected over 
a period of thirty years, includes icons, 
lamps, incense burners, ritua! accessories, 
items of eveayday life, wood carvings, 
painted wood, papier mâché, Naga 
sculptures, dolls, toys, puppets, masks, 
folk and tribal paintings, terracottas, 
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ivories, playing cards, bidri work, 
jewellery and an entire cross-section of 
traditional Indian textiles (Figs. 52-57).  
The Museum also has the distinction of 
possessing a rare collection of carved 
wooden figures of the bhzctus, folk deities 
of coastal Karnataka. The collection truly 
reflects the continuing traditions of In- 
dian craftsmanship, with both old and 
new pieces of the Indian heritage 
displayed side by side to demonstrate the 
high level of skill that has survived in In- 
dia. The criterion for selection has never 
been antiquity per se; any piece that 
shows exquisiteness of craftsmanship, 
conception, device or design deserves a 
place in this collection. 

The ?nuseum compZex 

The Museum, spread over an area of 3.2 5 
hectares, has three main sections: the 
temporary display galleries and the store 
(Fig. 58) ,  the Village Complex and the 
craft demonstration area. The excellently 
designed building is the creation of the 
renowned architect Charles Correa. 
Placed between the simple rural huts of 
the Village. Complex and the majestic 
Purana Quila, the building provides a 
harmonious mediation between the two. 
It does not overpower the rudimentary 
huts or challenge the grand presence of 
the Purana Quila. Rather it derives grace 
and elegance from both. The galleries, 
the store, the administrative areas, the 
library and the conservation laboratory 
are situated around a series of open-to- 
sky courtyards. Each courtyard, with its 
tzll'si shrines, chamba trees, large storage 
vessel exhibits andbrick-pavedflooring, 53 
has all the grace of the traditional haveZis 
of Rajasthan and Gujarat and all the 
charm of a contemporary building. The 
open walls within and outside the 
building are strongly outlined by 
terracotta-tiled roofs. The most impor- 
tant feature of the building is its unique 
rustic ambience coupled with its modern 
functionality. 

Detail Of brocade Sar i ,  from Varansi, 
Uttar Pradesh; early twentieth century. 

The Vilhge CompZex 

The Museum's Village Complex began 
with a temporary exhibition, on the 
theme of rural India, set up on the occa- 
sion of Asia '72. Now spread over an area 
of 2.5 hectares, the complex is an integral 
part of the Museum. It comprises fifteen 
structures representing the village dwell- 
ings and courtyards of Arunachal 
Pradesh, Assam, Himachal Pradesh, 
Orissa, Tamil Nadu, Gujarat, Bengal, 

52 
Sage, goatskin leather puppet from Andhra 

Pradesh; early twentieth century. 

54 
Marble inlay box with lid, from Agra, 
Uttar Pradesh; mid-twentieth century. 

55 
The child Krishna holding a lump of 
butter, cast in bronze, from Orissa; c. 
seventeenth century. 
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Bihar, Rajasthan and Nicobar. All the 
huts are built with authentic construction 
materials by the respective villagers 
themselves. In every hut items of day-to- 
day life are displayed in order to re-create 
the cultural contexts in which such ob- 
jects were actually used before they 
became rare museum objects locked in 
glass cases. Certain sections of the Village 
Complex have recently been converted 
into an open-air picture gallery, where 
mud and cow-dung plaster walls exhibit 
ritual and festive paintings by tribal and 
village artists. These paintings not only 
provide a fairly accurate idea of the 
village environment but also provide an 
opportunity for rhe artist to experiment 
with his creativity within the parameters 
of tradition and individuality. 

The Village Complex has created a new 
awareness of and admiration for India’s 
ancient cultural heritage, and we hope it 
will symbolize the urgency of  preserving 
rural technology and traditional aesthetic 
values in India as it rapidly becomes in- 
dustrialized. 

The museum invites craftspeople from all 
over India to demonstrate their crafts in 
this enchanting rural environment. The 
demonstration programme provides an 
opportunity for visitors to see the crafts- 
men’s creations actually taking shape. 
Unlike assembly-line production, where 
the factory worker has little or no concep- 
tion of the object he is producing, the 
craftsman has a unified vision of his crea- 
tion. The nature of the materials and 
techniques, the design and its execution, 
the socio-religious context and the pur- 
pose of the creation are all engrained in 
his consciousness. To see a craftsman at 

.. . . -. . . . . . . .. . . . . . . . . . . . . I . , . 

ì 8 
4 

. .  
. . . . .  

57 
Pata painting depicting a scene from the 
epic Ramayana. Pigment on rag board, 
from Orissa; mid-twentieth century. 

work is therefore like seeing the universe 
being formed in front of one’s eyes (Figs. 
59, 60). 

Moreover, the demonstration pro- 
gramme allows craftsmen from different 
parts of the country to interact with each 
other. They are also able to refer to the 
Museum’s collection of artefacts and 
thereby retain their traditional techni- 
ques and design. Visitors have the special 
advantage of purchasing objects directly 
from their makers rather than through a 
middleman. They can therefore ex- 
perience perhaps the most precious of all 
emotions, which occurs when one person 
gives a part of himself, in his creation, to 
anorher. 

The demonstration programme also 
provides a technical perspective for the 
Museum’s collection, as well as serving as 
a field for participant observers such as 
research scholars. 

~ ~ ~ c a ~ ~ ~ ~ a ~ ~ ~ ~ ~ ~ a ~ ~ ~  a#d 
creati%&y “rAshoflJ 

To practise a craft as a hobby is a Western 
idea. As the handcrafting of objects 
became rare in Europe, owing to the 
mechanized production of items for 
everyday use, élites turned to the practice 
of crafts as a hobby. In many parts of In- 
dia, on the other hand, crafts have surviv- 
ed as a way of life. It is this aspect of 
crafts in India that the educational pro- 
gramme serves to highlight. The idea is to 
expose children to the traditional cultural 
heritage of India, and give them an op- 
portunity to interact wirh traditional 
craftspeople, not only acquainting 
themselves with their techniques and 
materials, but seeing how creative expres- 
sion actually takes place (Fig. 61). 

Exposure to clay and the potter’s 

56 
Palanquin for ritual procession; wood, 
mirror and gesso covered with gold leaf, 
from Tanjore, Tamil Nadu; early 
nineteenth century. 

wheel, bllocls printing and dye painting, 
modelling and metal casting, painting 
and narrating stories, carving and inlay- 
ing in stone and wood, and to in- 
numerable other media and techniques, 
reassure Indian children that oil-painting 
on canvas is not the only OptiOn for 
creative expression. 

In addition to acquainting children 
with crafts, the museum organizes special 

orkshops. Here a group of 
children are attached to a particular crafts- 
person with whom they learn about the 
basic techniques and the materials, to start 
with, and then use this knowledge for 
their own free expression. The best results 
are preserved for future exhibitions. 

With mud-plastered and thatched 
huts as w~rkshops and brick-paved floors, 
steps and platforms as open-air studios 
for the children, the Museum provides an 
ideal environment for creative in- 
teraction. 

’, 1 
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58 
Display galleries for the exhibition, 
Continuing Traditions of Indian 
Crafismanshz$. 
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59 
Craftswomen from the Rabha tribe, Assam, 

at work on the backstrap or loin loom in 
the Crafts Demonstration Area. 

Research and documentation 

The Museum has a special section 
devoted to research and documentation, 
which not only studies the existing collec- 
tion, the craftspeople and their crafts, 
but also undertakes field research 
through outside scholars. The Museum 
has also instituted regular monthly 
scholarships to encourage specialization 
at the higher academic levels in the field 
of traditional arts and crafts. 

It has a specialized reference library 
with publications on traditional Indian 
arts, crafts, textiles, as well as major an- 
thropological works on Indian tribes. The 
library has about 10,000 books, which in- 
clude important journals such as the 
Journal o f  Ina’za Art and Industq, LaLit 
Kala, Roop Lehha, Marg, Rupam and the 
JozlrnaL of India Fol,loriStics. Major 
systematic surveys of arts and crafts were 
undertaken during the late nineteenth 
and early twentieth centuries. The library 
has begun to acquire some of these rare 
and pioneering reports to add to its col- 
lection, and an exhaustive card-index of 
material related to arts and crafts, as well 
as a National Bibliography of Handicrafts 
and Handlooms, is planned. 

A modest conservation laboratory 
looks after the preservation of the 
Museum’s collection. Very competently, 
it meets the needs of textile binding, the 
mounting of paintings and scrolls, the 
repair of terracottas and wooden items 
and the restoration of painted wood and 
papier mâché. The Museum also has a 
collection of 16-mm documentary films 
related to handicrafts and handlooms. 
Regular film shows are held for the public 
in the small auditorium, which has a 
seating capacity of sixty. The auditorium 
has facilities for the projection of 3S-mm 
slides as well. Lectures by renowned 
scholars in the fields of art, craft, cultural 
anthropology, religion, mythology, 
folklore, and so on are a frequent feature 
of the Museum’s programme. 

Performing arts 

In traditional India, no sharp distinction 
was made between the plastic and pic- 
torial arts and the performing arts. There 
are few traditional performing arts which 
do not use crafts such as body painting, 
masks, puppets, costumes, props or mu- 
sical instruments. To provide a glimpse 
of this unified tradition, the Museum col- 
laborates from time to time with the 
Trade Fair Authority of India to arrange 
shows in which such arts are used. In ad- 
dition to this, the Museum always has on 
its premises at least one craftsman-cum- 
performer such as a puppeteer, or a nar- 
rator of painted scrolls. Educational pro- 
grammes for children benefit immensely 
from them. b 

60 
A craftwman fmm Gujarat Painting 
a pot. 

61 
A creativity workshop, under the 
Educational Programme, where 
schoolchildren work with master craftsmen. 
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Madras is a sprawling city with a popula- 
tion of 4 million on the coast of the 

engal, in the South Indian stat 
Tamil Nadu. 

Despite &e proximity in time md 
distance to the rich village culture of 

integral part ofvillage life in South India, 
in Madras &e links to h i s  wider culture, 
if not absent, are very tenuous. This is 
tme for most urban centres in India and 
the gap is widening. Even in village India 

plg out as the demand for mass- 
produced products increases and tradi- 
tional patronage disappears. P e d ~ r ~ ~ ~ i n g  
f d k  troupes with their dancers, singers, 
puppeteers, dramatists and musicians 
have been largely submerged and 

by the craze for modern 
cinema and video. 

Despite the need &is situation has 
created, &ere was no focus by any institu- 
tion in &is large metropolitan centre 

about &e cuJturd values ofthe village as 

mrd India. It was to fill t h i s  gap that the 
Madras Crdt Foundation launched its 
Dakshinachitra project mo years ago. 
This concept invohes setting up a 

in Madras with an integrated 
to the atistic pulse of village 
four souelnern states. 

The major principle on which the 
museum is based is &at all the village 
arts, whether music, craft cx folk troupes, 
are interlinked concepmdly and in the 

highlights and complements &e other. 
e hB1 range of arts and 

bring dive not onay the individual objects 
but &e etPaos of &ese traditional rela- 
tionships and values, which are a part of 
village life. These interrelationships 
wiPl be stressed in h e  displays md pro- 

To present all &e arts in one centre, 
with sustained programmes of display, 

crdts, festivals ana music which form an 

is coming veg swztny. crdt 

where one could go to expkm mwd learn 

eqressed in t h  ut, ~maaasic and festivals of 

rhythm of village life. Each one 

hterrelationships &e museum hopes to 

grmmes of che centre. 

research, documentation, recording, live 
performances and workshops, requires a 
wide range of ~ r o ~ e § s ~ o n ~ i s ~  in ea& 
area. The strength and uniqueness of 
Dakshinachitra is its incorporated 
associations with professiond groups in 
each of &ese areas. The centre, which 

oversee policy and growth, seemed to 
evolve quire naturally to include three 
distinct associations: Smpradaya, a 
society whose interests are &e research, 

music traditions of South India; 

traditional drama and folk p e d ~ r ~ ~ ~ i ~ ~ g  
arts, which has its own regional theatre 
troupe; mnd &e Grafts Council of India 
whose focus is on the documentation, ex- 
hibition and development of crafts. A 
fourth association is that of the Indian 
National Tmst for Art and Cultural 

with m a 
m e  op: al 
chddren has been 

ofthe institution has not 
been easy m d  mmy problems axe still to 

began with a core group of tmstees to 

dQCUKRnta&n and pedO~Ill2lfKe of 

&ho&Uppatkd, a § Q C k t Y  COflCerned W h h  

be OVeHCQme. The major pPObkHla h a  
been & d i n g  and the acquisition ofland 
for the building in a city where land 
prices are comparable to those of 
d o w n t ~ ~ n  New York. The Tamil Nadu 
government has been appeded to and 
&e response has been positive, d t h ~ u g h  
beset with procedurd delays. The Gam- 
missioner of Handicrafts, in &e Depart- 

India, has offered &e Foundation mat- 
ching h n h g  for its building, but &is 
grant will be rediaed only when the land 
is in our possession. In the absence of a. 
building, the four groups involved in the 
project have gone ahead with their pro- 
grammes spreading out through &e city. 
Bach p r~grmme m d  research effort gives 
the team a little more experience m d  ex- 
posure, enabling &em to assess the m a s  
of need and identify the types of displays 
and programmes which will have the 

Pp1eWt of COlllmelrCe Ofthe GOVerment of 
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and crafts of  Soatb India 
J J 

most lasting impact. For the develop- 
ment of the museum and its personnel, 
this initial disadvantage may save us 
many costly mistakes. 

Another major challenge the museum 
faces is the newness of the subject area. 
Although anthropologists have done 
many studies of villages and castes in 
South India, few people have seriously 
begun to document its architecture, folk 
arts and material heritage. Researching 
designated areas, step by step, and train- 
ing and recruiting young people along 
the way in the methodology of research, 
are considered the primary respon- 
sibilities of the Foundation. 

For the preparatibn of display areas 
and of the actual displays the centre is 
working with Dashrath Patel, one of In- 
dia's foremost designers. The concept of 
the centre in its final form includes not 
just formal exhibition space, but many 
reconstructed areas, realistically display- 
ing, for example, kitchens, granaries, 
courtyards, rooms and, where possible, 
always recording the rituals and 
ceremonial marks and decorations which 
give these areas meaning. 

Traditional displays can show the 
techniques of the craft with the craftsman 
and his habitat and his link with the tem- 
ple and village services. For example, the 
potter not only provides the cooking and 
water vessels for daily existence but makes 
wonderful terracotta horses and deities 
which are presented yearly to the village 
shrine. 

Displays based on the seasons or life- 
cycle ceremonies will include not only the 
traditional crafts and festival decorations 
pertinent to that event or time but the 
music, the instruments and some aspects 
of the folk performances which accom- 
pany the spirit of the season. 

South India shares a relatively common 
culture, historically, and is composed of 
four states: Tamil Nadu, Karnataka, An- 
dhra Pradesh and Kerala, with a combin- 
ed population of 200 million people. 
Ultimately the museum will include all 

four states, but because of the severe 
limitations of funding and the vastness of 
the field, research and collections have 
begun only with Kerala and Tamil Nadu. 
Kerala was chosen because its more 
tropical climate, together with its 
historically unique social system, has 
generated crafts and an architectural style 
which form a distinct contrast to the art of 
Tamil Nadu. 

To work out these ideas in display, the 
centre is conducting several research pro- 
grammes. Extensive fieldwork and study 
have been done on traditional architec- 
ture in Tamil Nadu, particularly of Chet- 
tinad (Fig. 62), an area famous for the 
large nineteenth-century houses of a 
Tamil Nadu business community, the 
Nagarathars. This affluent community 
attracted many of the state's best crafts- 
men in metalwork, carpentry and pottery 
from the second half of the nineteenth 
century until about 1950, and they 
represented one of the major patrons of 
indigenous craft. The centre has recently 
purchased the entire front portion of one 
of these houses and several rooms around 
the courtyard. Many of the household 
utensils from this area have also been col- 
lected. 

A second area of research is a project 
that seeks to document the folklore, 
craft, music and folk-performing arts and 
festivals of several villages in Kanya- 
kumari District, the southernmost area of 
Tamil Nadu. This project began a year 
ago primarily with documentation of oral 
folklore and crafts. However, it was soon 
felt that a much more integrated ap- 
proach in a smaller area would yield far 
better results, and a programme with a 
multi-disciplinary team drawn from each 
of our associations will k g i n  work in 
1987 as a Ford Foundation sponsored 
project. This team consists of an an- 
thropologist, a folklore specialist, a musi- 
cian and a crafts expert. The project will 
focus on the role of folk performances 
and village craft in the festivals and sea- 
sonal events of the village. Our findings 

63 
A play by Koothuppattirai: a modern play 
using traditional theatre form of 
themkoothu. 
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and recordings will be used in the 
museum's displays, in its musical and 
folklore programmes for the public, and 
for archival material. 

With a grant from the Craft Museum 
in Delhi a team of two architects and an 
anthropologist have begun a documen- 
tary project on the secular architecture of 
Kerala. This project was chosen primarily 
to aid us in providing the correct space 
and architectural and craft knowledge of 
Kerala for the physical design of the 

hile the architects measure, 
make line drawings and take photo- 
graphs, the anthropologist interviews the 
older inhabitants of each home about 
their rituals and use of space, and iden- 
tifies all the objects in the home. In this 
project, collections are being made (01 at 
Peast identified, as people are often reluc- 
tant t~ give or sell items from their 
homes) and ideas for the incorporation of 
traditional rooms and parts of houses or 
gsanaries are being refined and clarified. 

museum into one ~ Q C U S  and provide an 
integrated approach to the art, music and 
folk performing arts of Kerala, the centre 
planned a two-week programme of ex- 
hibitions, pedormances and workshops 
in Madras in September 1987, centred on 
Kerala. An exhibition of craft and madi- 
tiond architecture, with workshops and 
performances for and for the 
general public, was scheduled. The 
university, colleges and other institutions 
were also encouraged to hold lectures and 
symposia on Kerala's history, art and 
music. Funding and sponsorship for 
these programmes were actively sought. 

The museum's relationship with its 
associations is a loose but co-ordinated 
one. Each association defines several areas 
of common interest, as well as its Q W ~  

particular specializations. 
A brief description of Sampradaya, 

Koothuppattirai, Crafts Council and IN- 
TACH will help to highlight the 
character and programmes of the 
museum. These programmes give the 
centre its vitality and a dynamic link with 
the public. 

In order to bring d the groups Qfthe 

@f%S 

The Koothuppattirai group has been 
studying traditional Tamil folk theatre, 
seeking in it inspiration for its own plays, 
which are now being presented in various 
venues in the city while waiting for a 
more appropriate theatre as part of the 
museum. The group consists primarily of 
artists, dramatists and playwrights, and 

they have shown vividly how the study of 
folk a n  is relevant to today's theatre. 
Their most intensive study to date has 
been done on therukoothu, a form of 
street play which comes from Tamil 
Nadu. Of particular interest are its 
methods and techniques of presentation, 
the use this art makes of the body and the 
relation of the players to the villagers, 
who are sometimes the audience and 
sometimes participants (Pig. 63) .  

Koothuppattirai has a vital role to play 
in the museum in bringing to life the 
dynamics of the traditional folk arts. 
Their two years' work with thherukoothu 
has produced substantial benefits for that 
art as well as for a modern Tamil theatre 
movement. With Ford Foundation fund- 
ing they have taken video recordings of 
the major productions, with precise 
studies of their basic movements. They 
have won for theruLooth an acceptance 
and an audience among u b a n  dwellers. 
When they began, therukoothu was 
threatened with extinction, with many 
young members of traditional koothu 
families abandoning the stage to look for 

oothuppattirai started 
taking an interest in their lives and pro- 
vided links to funding agencies, enabling 
and encouraging them to study and act in 
rheatre. As an extension of its activities 

m an urban centre to the villages, 
oothuppattirai is interested in opening 

a school for traditional Loothu in a village 
near Madras, which will sustain the vitali- 
t y  of its links with the museum. 

At Dakshinachitra, Moothuppattirai 
will eventually have adequate and suir- 
able space for rehears& and perform- 
ances of this art, with an ideal at- 
mosphere for research and workshops. 
The main analysis and recording of the 
folk performances to be documented on 
the Kanyakumari District project will be 
conducted by its members (Figs. 64,  65). 

Sampradaya is the perfect counterpart to 
Moothuppattirai. The society's activities 
have been directed towards the research, 
recording and pedormance of South In- 
dia's classical (Karnatic) music, par- 
ticularly those distinct schools which were 
on the verge of dying out with the decline 
06 the traditional studenr/guna (guru 
Lulavasa) method of teaching. 
ed research funding their programme will 
now be expanded to include studies of 
the various music traditions of the south. 
Their first such programme will be with 
the centre's project at Kanyakumari, 

recording and researching the music corn- 
ponent in the folk performing arts of that 
area and interviewing the folk artists. 

The recordings of the various pedorm- 
ances and troupes of each art form will be 
accompanied by written, photographic 
and other documentation material for 
deposit in the archives. These informa- 
tion folders accompany each recording, 
and aim at covering the relevant 
biographical details of each performer 
(through personal inteniews) and at trac- 
ing the historical link through which the 
particular style has been handed down 
over generations. This will augment the 
content and technique analysis of the art 
form by Moothuppattirai. Video record- 
ings of the most interesting performances 
will also be made. 

Sampradaya's archives now consist of 
over 5 O0 hours of sound recordings of in- 
stnamental and vocal music and inter- 
views with musicians and performing ar- 
tists (Pig. 66) .  In addition t~ these, 
individuals have donated old records and 
other recorded material. These archives 
will be stored in the museum once the 
buildings are ready. 

The museum is being given a substan- 
tial collection of old musical instruments. 
Documentation on these instmments, 
including the history of their music, with 
recordings accompanying the most in- 
taesthg instruments, and large 
photographs showing when and how they 
are used, will be primarily the work of 
Sampradaya. Other activities of Sam- 
pradaya will be its interaction with musi- 
cians, staging of live performances and its 
educational prQg%a"eS and workshops 
for the general public, specialists and 
musicologists. Sampradaya is particularly 
interested in workshops focusing on rare 
and endangered kinds of music and in- 
struments. Its educational programmes 
for children adad teachers will be canied 
Out with the planning of our education 
department. 

The third major group and the first to 
associate itself with the museum is the 
Crafts Council of India, whose head- 
quarters are in Madras. The Crafts Coun- 
d l  has five major objectives: the preserva- 
tion of traditional crafts, their 
documentation and their promotion to 
keep them alive, the adaptatkm of 
selected crafts for contemporary needs 
and the provision of alternative 
marketing opportunities to traditional 
craftsmen, with support in the form of 
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quick and easy credit. In its relations with 
the museum, the Crafts Council has a 
wide range of activities, including exhibi- 
tions, documentation, workshops with 
craftsmen, and the sale of crafts. Tem- 
porary exhibitions, crafts lectures, 
demonstrations and workshops with 
craftsmen will be their primary input into 
the museum. The expertise of this volun- 
tary group is accumulating rapidly with 
the experience they have gained in con- 
ducting workshops and exhibitions over 
the last ten years. A demonstration of 
their competence was the organization of 
their seminar, in October 1986, on Craft 
Museums in Delhi as part of the World 
Crafts Council meeting. The inspiration 
for the seminar was the Dakshinachitra 
Centre, and both the Centre and the 
Crafts Council have gained considerable 
knowledge through this seminar. A 
similar example of co-ordination was the 
follow-up workshop on ’Design and 
Display’ and ‘Reaching out to the Public’ 
for curators from regional museums of 
South India, held recently in the Madras 
Museum and organized jointly by 
Dakshinachitra, the Crafts Council, 
INTACH and the Madras Museum, 
which provided the premises (Fig. 67). 
These activities, which focus on public 
programmes, are an example of what 
Dakshinachitra would like to promote 
with its concept that training benefits all 
and is the key to achieving excellence not 
only for itself but for other institutions as 
well. They also illustrate how 
Dakshinachitra sees its relationship with 
its associates. 

64 
Kannappan Tambiran and a troupe 
of therzlkoothu performers; from the 
Sampradaya archives. 

65 
Kerala traditional theatre - kootzjattam. 

A scene from the play Balinadham. 

66 
Informal meeting between Karnatic 

musicians and musicians of ‘Sequentia’, 
an ensemble for performing Medieval 

European music; from the Sampradaya 
archives. 

67 
Dr Stephen Inglis of the Museum of Man, 
Ottawa, Canada, in a workshop with 
curators from South India. 
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Prograflzmes for childrePg 
In creating an enduring positive environ- 
ment for the understanding of traditional 
culture and how it changes and adapts 
itself, Bakshinachitra's outreach pro- 
grammes to children and teachers are a 
major part of its conception. 

In India, education consists primarily 
of rote learning, and visual materials, in 
the form of good books for example, are 
almost entirely absent, even in the better 
S&OO~S. In an urban centre like Madras, 
which is increasingly cut of€ from tradi- 
tional culture, the children do not even 
have the joy ofparticipation in festivals or 
the proximity of craftsmen to help them 
mould their concepts of artistry 01 

culture. Temple festivals in the city are so 
crowded and commercial that their im- 
pact is very different from the village 
festival. In the city, television and cinema 
are the major windows on culture for 
most children, and these are highly 
styliized for mass consumption. It is a pity 
that the city's government museums have 
not yet fully understood how they can 
and must reach out to children. 

Bakshinachitra, through its associa- 
tion with the Tamil Nadu chapter of the 
Indian National Trust for Art and 
Cultural Heritage, has been working out 
a framework for its cultural programmes 
in schools. The initial programmes have 
centred on music and dance, and perfor- 
ming artists are taken into schools in con- 
nection with classes for smaller groups on 
rhythm and IXKXWIX~~.  A summer camp 
for children, primarily those from 
deprived socio-economic backgrounds, 

brought our musicians, dramatists and 
artists together in a ten-day workshop, 
giving the children their first experience 
of working with clay, painting, learning 
movement and dance, and dramatic ex- 
pression (Fig- 68). The result was ex- 
ceedingly heartening, and one child who 
showed exceptional talent is now study- 
ing sculpture regularly on a Lalit Mala 
Fellowship. Teacher workshops on music 
are also a part of the programme. In 
future programmes, the emphasis will in- 
clude not only music m d  drama but 
traditional crafts and folk art. 

Sessions are planned first with a tradi- 
tional shadow puppeteer, and secondly 
with a painter of Ralamkari, a craft of 
beautifully hand-drawn and vegetable- 
painted scenes on cloth. Both arts draw 
on tales from the two great Indian epics, 
the Ramayana and the ~ ~ ~ a ~ ~ a r a ~ ~ a ,  
epics which except for the names of the 
heroes and the barest rudiments of the 
plot are unfamiliar to many of today's 
children. Scenes from the traditional 
tales will be discussed and the children 
will be asked to draw their versions of the 
events, heroes and heroines according to 
their imagination. A traditional crafts- 
man will then explain how he perceives 
their portrayals and why. With the pup- 
peteer the children will make puppets 
and stage a show as well as watch how the 
puppeteer does his own work. With the 
kaLamkari artist the children will aliso ex- 
periment with the craft. 

The Centre would also like to set up a 
mobile unit of displays and music which 
can be transported to schools, but this is 
in the still-distant future. The greatest 

need at the moment is a centre that is 
adequate for the many schoolchildren 
who would like to come. This will not, 
however, be a substitute for our school 
visits, as many children may not be able 
to come and see us at the Centre. 

Lastly, the museum is working towards 
an efficient management and adminis- 
tration. 

Although our collections are still small 
in number the Centre operates on the 
premise that it is easier to begin accession 
and cataloguing with a system that lends 
itself to computerization, rather than to 
re-catalogue at a later stage. As com- 
puterization has not been attempted by 
other museums in the region we have 
been pioneering OUT own documentation 
program, accessioning according to type, 
function, number, material and location. 
We would be happy to share our program 
with other museums once we have ironed 
out the problems. 

The Centre looks forward to the day 
when it has the luxury of moving into its 
own buildings. !I 

" r 

68 
Children in South Madras rehearse for a 
show they produced on 'Ecology'. Taken 
from a traditional Panchatantra tale. The 
papier-mâché trees, masks and backdrops 
were made by them at an INTACH- 
sponsored ten-day workshop. 
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Lìfikìtzg tbe past with tbe presetzt: 
et6 fioarcbaeoogy ìfi a mzcseum context 

Lee Horne The University Museum of the University Several of the newer installations 
of Pennsylvania is an educational and reflect this concern. The recently opened Pedagogue-Anthropologist at the University 

Museum o f ~ r ~ ~ ~ ~ o ~ o ~ y / ~ n t ~ r o p o ~ o g y ,  university research institution of archaeology and Polynesia gallery, for example, includes 
of Pennsylvania, Philadelphia, United States of anthropology in Philadelphia. This year the archaeological prehistory and spread 
America. marks its hundredth anniversary. It thus of the Polynesian peoples as well as their 

came into being during the period of nineteenth-century societies that are so 

70 
International classroom 

speaker Weihua Yeh 
demonstrates Chinese 

calligraphy. 

71 
Shukti Chaudhuri interviews brass-caster 
Haradhan Karmakar at the Port of History 
Museum. 

museum growth in the-late nineteenth 
century in North America, when many 
great collections of art and archaeology 
were formed (Fig. 69). The University 
Museum spent its early years amassing 
collections with which to fill the grand 
halls envisioned (but only partly realized) 
by its rich amateur backers. As a universi- 
ty  museum, however, it has also had from 
its earliest days the twin goals of research 
and education as the rationale for its col- 
lections and displays. Today, as is the case 
with many established museums, its 
main activities are research, educational 
programmes and collection manage- 
ment, rather than collection building. 

In its programmes and exhibits the 
Museum has recently become increas- 
ingly concerned in breaking down the 
dichotomy between ancient societies, 
known archaeologically, and recent ones, 
known through history and ethnographic 
fieldwork. The task is not easy, however, 
as most of the Museum’s existing galleries 
are archaeological, and most of the 
ethnographic collections and exhibits are 
now historical, consisting of late nine- 
teenth and early twentieth-century 
material. Yet the Museum’s commit- 
ment to presenting world cultures to the 
communities it serves (many of which are 
based on ethnic identity) makes it 
necessary to explore change as well as con- 
tinuity and contemporary societies as well 
as past ones. The Museum also seeks to 
make its relationship with local com- 
munities one of interaction and par- 
ticipation rather than passive ‘visiting’. 

well represented in the collections. Bad- 
dhism, another new exhibit, focuses on 
the history and diversity of Buddhism in 
Asia. It supplements monumental sculp- 
ture and architectural fragments with 
ethnographic material, such as Tibetan 
ritual objects used by lamas, sorcerers and 
laymen, and a full-scale Japanese Bud- 
dhist altar, to underscore the diversity of 
the religion as it is actually practised. 

New permanent installations, how- 
ever, are extremely expensive, and must 
stand in place for a long time. During 
that time they will be used in different 
ways for different purposes, and thus are 
usually designed to be more general than 
other forms of museum communication. 
Temporary exhibits, on the other hand, 
are better able to cover changing or nar- 
rowly focused topics, as seen in a recent 
exhibit on women in Egyptian art and a 
borrowed photographic exhibit on 
Yemeni migrants. 

The Museum’s educational goals are 
thus only partly met through its exhibits. 
A number of in-house and outreach pro- 
grammes, many of which are based on 
the galleries and the collections, greatly 
expand its educational functions. The 
Museum’s International Classroom (IC) 
is especially concerned with finding more 
effective ways of merging historical and 
contemporary perspectives on world 
cultures. Because the IC draws on people, 
as well as galleries and objects, it adds a 
dimension of immediacy and liveliness 
that exhibits alone cannot supply. For ex- 
ample, The WorZd Ancient andModemz 
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(Fig. 70) programme combines gallery 
tours and illustrated talks on a culture’s 
past with informal discussions, perfor- 
mances, and traditional arts and crafts 
demonstrations or d i b i t s  by one of a 
pool of 100 international speakers, most 
of them foreign graduate students from 
nearby colleges. A family programme of 
World Culture Days focuses on the food, 
music, performing arts and cultures of a 
variety of ethnic groups, with the aid and 
participation of Philadelphia’s local 
ethnic communities whenever possible. 
IC staff report that not only do school 
groups m d  families benefit from hearing 
first hand about the world’s cultures, 
with plenty of opportunity for questions, 
but the speakers and pedormers them- 
selves enjoy meeting young Americans 
and being given the chance to correct 
misconceptions and stereotypes about 
their own countries. Moreover, given the 
ethnic richness of an urban centre such as 
Philadelphia, the audience, young or 
old, may find themselves learning in a 
new way about their own cultural 
heritage. 

In the planning of museum programmes 
that connect the past and the present, the 
role of research may not be self-evident, 
especially in university settings where 
research tends to be shaped by academic 
rather than museological considerations. 
The research project described here, 
however, is one that was expressly de- 
signed to look at both the past and the 
present, and to add an ethnographic 
dimension to historical and ar- 
chaeological studies of metalworking 
technology. 

72 
Part of the collection of artefacts and debris 
produced on the day of the casting, and 
accessioned by the University Museum: 
(u) wax model of mother and child 
(modelled figures like this are melted out in 
the firing process and replaced by molten 
bras); (6) a partly opened mould with cast 
figure still inside; (G) a completed brass 
casting image of Ganesha; (d) debris from 
the casting site: mould fragments with 
details of the impressions left by the wax 
model. 

Most research at the University 
Museum is organized on the basis of 
curatorial sections, and therefore of 
geographical areas, rather than topics. 
One exception is the Museum Applied 
Science Center for Archaeology 
(MASCA), an in-house technical division 
that cuts across rime, geogmphy and 
disciplines to analyse and interpret an- 
cient and traditional technologies. 

Por nearly ten years MASCA has taken 
a special interest in the study of ancient 
and historical metalworking technolo- 
gies. Among recent projects are a sys- 
tematic investigation of mineral exploita- 
tion and metd production in prehistoric 
Thailand, the origins and development 
of copper-alloy technology in the ancient 
Near East, and the interpretation of 
metd production debris from sites play- 
ing key roles in the development of the 
iron industry in the north-eastern United 
States. The results of MASCA research 
apply not only to the scholarly task of in- 
terpreting the role of technology and 
technological change in past cultural and 
socio-economic patterns, but also to more 
practical museum matters such as the 
proper conservation, restoration 2nd 
display of metal artefacts. 

Via co-operative links with sister in- 
stitutions, MASCA’S research approach 
uses modern analytical tools such as 
proton-induced X-ray emission (PI 
spectroscopy, scanning electron m 

SEM) and X-ray microanalysis 
, combined with social and 

cultural interpretations provided by a 
staf3 of technically knowledgeable ar- 
chaeologists and anthropologists. In 
making these interpretations, ar- 
chaeologists frequently call on their 
knowledge of how things work in the 
present or worked in the recent past, by 
way of comparison or contrast. Research 
expressly designed for this purpose is 
known as ethnoarchaeology, the study of 
the material culture of living societies in 
order to develop models and methods for 
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understanding the past. Ethnoarchaeolo- 
gical research covers a number of ar- 
chaeological topics, most of which deal, 
one way or another, with how the ar- 
chaeological record is formed, and how to 
work back from that record to the 
behaviour and society that produced it. 
Ceramic ethnoarchaeological studies, for 
example, include topics such as produc- 
tion, style, longevity, use, disposal and 
function, as well as change in any of 
these. 

In spite of the importance given by ar- 
chaeologists to the role of metal tech- 
nology in the archaeological record, eth- 
nographic studies of metalworkers and 
metalworking, whether by archaeologists 
or not, are surprisingly few. There are a 
number of reasons for this lack, not the 
least of which is that examples of tradi- 
tional forms of metalworking are today 
far less common than those of, say, pot- 
tery production, which is a relatively well- 
studied activity. Among the places where 
traditional metalworking still survives are 
Africa and India. Therefore, when a 
group of Indian craftsmen, which in- 
cluded a metalworker, came to Philadel- 
phia, we welcomed this opportunity to 
carry out first-hand ethnoarchaeological 
observation and documentation. 

The project 

The case-study itself began in spring 1986 
when, sponsored by the Delaware Valley 
Indian community, the Crafts Council of 
West Bengal brought a number of crafts- 
men to another local institution, the Port 
of History Museum of the City of 
Philadelphia. 1 Called Mahamaya, this 
exhibition and demonstration of crafts 
from Eastern India was part of Philadel- 
phia’s celebration of the Festival of India. 
Against a background display of espec- 
ially fine craft examples from the eastern 
Indian states, ten craftsmen set up in- 
dividual work areas in which they could 
demonstrate and explain (through inter- 

73 
The brass-casting kiln in the University 
Museum courtyard. Haradhan Karmakar is 
building up the kiln wall around the loaded 
moulds and crucibles. 

preters) their crafts. Wood carving, lost- 
wax metal-casting, shola-pith working, 
ikat weaving, stone carving, clay-image 
making, pot-making , textile printing and 
conch-shell carving were represented. 
The finished products were sold in an 
adjoining shop, along with a wide variety 
of other crafts that had been shipped in 
advance from Calcutta. Staffkg the shop 
and acting as guides were members of the 
Crafts Council, who had come over with 
the show, and volunteers from the local 
Bengali community. The Port of History 
Museum’s Curator of Education set up 
and led tours for school groups, with an 
introductory slide show as background. 
Besides the usual general public, a 
remarkable variety of visitors with special 
interests came to see the exhibit, in- 
cluding journalists, other museum 
curators, scholars, teachers, craftspeople 
and collectors. Many came back re- 
peatedly. 

In March 1986, International 
Classroom brought Aditya Malakar, the 
shola-pith worker, and Rabi Kinkar 
Nandi, the conch-shell carver, across 
town from the Port of History Museum to 
the University Museum, where they par- 
ticipated in a day of Indian craft 
demonstration for groups of Philadelphia 
schoolchildren. One of the IC’s interna- 
tional speakers, a local South Indian 
woman, introduced the children to some 
of the experiences of growing up in India 
and to samples of Indian song and dance; 
the children joined in the choruses. 

At the same time, preparations were 
being made for a second programme: 
Haradhan Karmakar, a brass-caster from 
the Dariapur Artisans’ Co-operative in 
Burdwan District, West Bengal, had for 
weeks been preparing wax models and 
moulds at the Port of History Museum, 
but he had nowhere to build a kiln and 
cast his pieces. Unlike the potter, who 

74 
Haradhan plunges a fired mould and 
crucible in water before breaking it open. 
Others are cooling on a bed of sand. 

1. Mahamaya owes its success to a number 
of hard-working and talented people, but most 
especially to Dr Krishna Lahiri and Mrs Eva Ray 
in Philadelphia, to Mrs Ruby Palchoudhuri and 
Mr Prabhas Sen of Calcutta and Santiniketan 
respectively, and, of course, to the craftsmen 
themselves. Mrs Palchoudhuri is Honorary 
General Secretary of the Crafts Council of West 
Bengal. I give warm thanks to Mrs Palchoudhuri 
and Mr Sen for their knowledgeable assistance, 
hospitality and friendship, both in Philadelphia 
and in West Bengal. To Mrs Ray I owe a similar 
debt: she also read a draft of this article. 

could sekd his terracotta figurines to a 
needed an 

open-air kiln in which he could control 

And.finally, I thank Mr Haradhan Karmakar, the 
brass-caster, who has throughout been a most 
patient and willing teacher and the key figure 
around whom the project revolves. 

for 
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the fuel and firing himself. In order to 
provide a casting site?.and at the s m e  
t h e  to present an unusual programme 
for ~ch008s and the university C Q W ~ ~ U -  

nity, &e IC invited Haradhan to corne to 
the Museum and constmct a kiln in &e 
lower courtyard. 

While the IC was scheduling school 
groups, purchasing fuel and other 
materials, organizing deliveries, calling 
in an international speaker and arranging 
press coverage and a reception &rough 
the Museum's Public Relations Division, 
Haadhan was finishing his moulds at the 
Bort OB History Museum (Fig. 71). My 
own interest in e ~ n ~ a r c h a e ~ ~ ~ g y  and in 
traditional metalworking had already 
taken me several times to the NQhamQya 
exhibit; with &e Uniyersity Museum now 
the site for the casting, a mote systematic 

hanri, then an undergraduate in An- 
thropollogy at &e University of Penn- 
sylvania, joined as translator and 
assistant. 

We stmed with the technique itself in 
order t~ be able to explain to &e audi- 
ence how Haradhan prepared the wax 
models and moulds &at he would fire 
and UQ anticipate the castin 
itself, when a great maDy things W Q U ~ ~  be 

time, we collected as much i d ~ ~ m a t i o n  
as possible (in thne §host time available) 
about the social and culturd context in 
which Hara&an works at home, his Q W T ~  

life history, and the ways in which what 
he was doing here differs from how he 
works in Dariapur. For the Museum's col- 
lections, Haradhan prepared examples of 
each stage in the process, from core to 
mould and cmcible, with samples of &e 
raw materids and tools he uses (Fig. 73).  

and cast-brass figurines in various stages 
of completion to the collection. 

The progrmme on the day of the 
casting was an ambitious one, and we had 
t~ take turns at note-takirig and photo- 
graphing in order to participate in the 
progrmme ;LS well as record it (Fig. 74). 
B e d e s  &e school gr~ups who were h e  
main audience, h e  university communi- 
ty, interested friends ofthe Museum, and 
the press were also invited. Slides taken 
just &e day before, in the Post of History 
Museum, were developed and delivered 
in time for an illustrated public Becmre 
and film on lost-wax casting at the end of 
the day. ÆA reception with Indian tea md 
delicacies f ~ l l ~ w e d .  

We had already photographed and 
measured the firing area as if it were an 

project seemed feasible. S h ~ k t i  Chaud- 

happenil'lg QWCe (Fig. 72). %it the .§2Ui?fle 

~ t e r  h e  firing, we bkea  moulds 

2.  I am grateM to the Crafts Council of India 
for their invitation to the conference. My trip 
to India was funded by the Indo-US 
Subcommission on Education and Culture and 
the University Museum. 

achaeologicd site. At the end ofthe day, 
when the kiln had cooled somewhatt, 
members of MASCA'S staRgahered the 
debris from &e casting - broken 
~aaoulds, cinders and ashes, spilled metal 
pieces ancd sand, baked red from support- 
ing the hot moulds. The Museum acces- 
sioned these materids as scientific 
smples; along with &e rest of &e collec- 
tion, they will be analysed in Q P $ ~ H  to 
track &e materid alterations pr~duced, 
in this setting, by this kind of technique. 
Finally, contimuing &e achaeologicd 
bias of the project, we examined the site 
again several weeks later, after rain and 
trampling had done their work. This 

he first phae he project. 

1 delivered a brief s u m m q  of &is paper 
at Crafts India '86, the workshop on craft 

cil of India.2 There I benefited not only 
from meeting and talking with those 
most involved with Indian crafts and craft 

tbanity to go 081 after the coderence to 

operative at Dariapur, Haradhan Kar- 
maka's home. My guides 2nd hosts were 
Ruby Palchouauri m d  Prabhas Sen, 
with whom I had worked in Philadelphia, 
and who have both h g  been involved 
with these ci-aftspeoplle. 

th~nemsehes ;BS Mdhar and §peaah a 

museums sponsored by &e C~affts COUW- 

deVelopKEnt, but a1SQ from the QppQr- 

west Benagal. and &e Artisans' Co- 

The brass-casters of Dariapur describe 

language cadled Mahar, as well as 

' d h ~ k d ,  which is ~ o m e t h e s  applied UQ 

them, for the technique they use rather 
than for themselves. Like other related 
groups ~flost-wax casters, they were once 
itinerant, moving from pllace to place to 
sell heir  p~-~ducts directly to villagers 
(tribd and ~&emise) or indirectly to 
merchants for resde in locd markets. In 
the 194Qs h e y  began settling in the 
vicinity ~f Dariapur, where h e y  remain 
today. Their present simation is quite 

Ben@. They pkefe1 tQ BeSeBlre the te%B?Q 

d86Xent frQHaa What it befQre setth3 
XTMXlt, hQWeVCX'. In the 1950s they Vere 
found to be in desperate econcpmic cia- 
cumstances, barely able eo make a living 
any longer from their craft, and having 
no other living to turn to. Through &e 
eE~r ts  of concerned people such as 
Prabhas Sen, then Director 0.6 the 
Regiond Design Centre, All-India Han- 
dicrafts Board at Calcutta, the Baiapur 
Mdhaa were organized into an artisans' 
co-operative in 1962; in 1966 they were 
reheated in their present village. Their 
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distinctive style of hollow-cast ware 
(shared by other Malhar and related 
groups found scattered through the states 
of Madhya Pradesh, Bihar, Orissa and 
West Bengal) has since found a 
worldwide market, as the Festival of India 
attests. 

The Dariapur co-operative today is still 
a settlement separate from other villages, 
with its own reservoir and well, but the 
artisans are having difficulties which are 
reflected in their materials and techni- 
ques. In Philadelphia, for example, 
Haradhan had been using (for the most 
part) beeswax and good-quality brass 
bought in the United States. The rest of 
the materials (including mustard oil, 
earth and rice husk) had been shipped 
from West Bengal. In Dariapur, when I 
visited them, they were using shal resin 
rather than beeswax and had been casting 
with a white alloy inferior to the brass 
scrap they usually used. In fact, because 
of their indebtedness, they could not af- 
ford to buy any metal for casting, and 
their moulds were piling up, unfired for 
want of brass. 

In addition to assessing the general 
conditions in which the Malhar work at 
home, I began to get some idea of the 
considerable contribution made by 
women in production, how children 
watch and learn, the spatial organization 
of work and other activities, and the very 
serious economic problems they face (Fig. 
75). Of course, I also took photographs 
and collected further examples of cast 
figures for the Museum. On the basis of 
this brief reconnaissance in West Bengal 
and the results of the Philadelphia study, 
a more developed field research project is 
now being planned. 

Conchsion 

This joint effort of research and public 
event accomplished several things. The 
Museum now has a collection of artefacts 
and materials that will eventually become 
part of an exhibit on the history and 
ethnography of traditional metalworking 
technology. The collection has already 
been used to explain the process of lost- 
wax casting to university students and 
museum guides. The public had a chance 
to see not only an unusual craft 
demonstration, but also a research pro- 
ject in action. Museum publications on 
the project and the results will reach an 
even wider audience. MASCA will use 
the study collection to test the extent to 
which the casting debris and products 
reflect the materials and techniques that 

produced them. And finally, the ground- 
work for a fully fledged field project in 
India has been laid. 

I would argue, therefore, that research, 
crafts and museum programmes have 
more to do with each other than is im- 
mediately apparent. Many, if not most 
museums, of course, find it beneficial to 
carry out or encourage research on their 
own collections -whether in the course 
of preparing exhibits, conserving or 
restoring objects, writing catalogues or 
preparing inventory lists. Fewer, 
perhaps, undertake field-work, either for 
further documentation or to make collec- 
tions. Perhaps fewer still take advantage 
of their own programmes as research op- 
portunities. Museum programmes tend 
to go undocumented; certainly most of 
ours do. In the case of the University 
Museum, ethnoarchaeological research 
seems extremely useful, particularly for 
documenting a metalworking craft. In 
other cases, other types of research might 
be more appropriate. For nearly all 
museums of material culture, combining 
documentation with demonstrations of 
how things are made produces lively pro- 
grammes and relevant research. L 

i 

75 
THE DARIAPUR ARTISANS’ Co-  

O P E R A T I V E ,  West Bengal. Breaking a 
finished brass rice-measuring bowl out 

of its mould. 





Are museums and Friends meeting the chalen 

Arthur Gelber. All of these are longtime 
Friends of the Gallery and all the works in 
the AGO were either donated or pur- 
chased by funds raised by private in- 
dividuals. Thus the AGO is a good exam- 
ple of Friends’ action. A closing banquet 
was held at Roy Thomson Hall, Toronto’s 
newest concert hall, after this reception. 

Popular parts of the programme were 
the visits to private collections and on-site 
workshops at different museum locations 
concerning Friends’ activities. 

The discussions reflected the many 
challenges produced by the changing 
situation of museums in the world today, 
and the importance of having Friends 
they could rely on was frequently men- 
tioned. 

As the guests of the Canadian Society 
of Decorative Arts, the participants were 
given an illustrated preview of the new 
National Gallery of Canada which will 
open in May 1988, and the Canadian 
Museum of Civilization due to open in 
July 1989-two great buildings set op- 
posite each other on the Ottawa river at 
the base of the Gatineau Hills. These 
museums at the centre of this country, 
which is the second largest in the world, 
will reveal some 10,000 years of human 
experience in Canada, with all its im- 
mense diversity of geography and 
peoples. Today, Canada is a global 
village and it is appropriate that the 
Museum of Civilization will not only in- 
terpret Canadians to Canadians, using 
new communication technologies: it will 
also reveal the world to Canada and 
Canada to the world. Truly, these will be 
time and space machines, indicating new 
directions for museums in the twenty- 
first century. 

Richard Oldenburg, Director of the 
Museum of Modern Art, New York, 
spoke on ‘Financing Museums: Who 
pays? The Private Sector’, and Lé0 
Dorais, of the Department of Com- 
munications, Ottawa, spoke on ‘Finan- 
cing Museums: Who Pays? The Public 
Sector’. These talks showed how new 
combinations of private and public fund- 
ing are becoming the norm in many 
museums, at least in the Western world, 
and they also provided some useful tips 
on how to raise money, too, particularly 
with regard to strings that any combina- 
tion of funds have attached to them. 

Several Friends gave concrete illustra- 
tions of ‘Authenticity of the Museum Ex- 
perience’. One example is a large society 
of Friends which created and supports the 
Metropolitan Toronto Zoo. It has several 
popular programmes and one of them in 

ge? G3 

particular is noteworthy here. A person 
can endow the zoo by adopting a par- 
ticular animal. He or she can go to visit it. 
In this way a human being can forge a 
personal bond with a creature in the 
natural world we share. It is a most 
appealing idea for a generation slowly be- 
ing sensitized to ecology, and for children 
of all ages, who have responded enthu- 
siastically. 

The universal need for a sense of our 
human history was also stressed. Ayala 
Zacks Abramov, a beloved Friend of, and 
major donor to, the Art Gallery of On- 
tario, spoke of and illustrated the 
museums of Israel and her slide-talk 
brought alive this passage by the French 
philosopher Simone Weil in her book 
The Need for Roots: 

We possess no other life, no other living sap 
than the treasures stored up from the past and 
digested, assimilated, created fresh by us. Of 
all the human soul’s needs none is more vital 
than this one of the past . . . to be rooted is 
perhaps the most important and least 
recognized need of the human soul.’ 

J. Carter Brown, the Director of the Na- 
tional Gallery of Art, Washington, D.C., 
delighted and dazzled the participants 
with slides of recent mega-exhibitions in 
that great centre. Of course, these could 
not be duplicated in many places; few 
museums have such splendid chips to 
play in the diplomatic poker games of the 
great capitals. But the new industrial 
museums and architectural conservancy 
programmes connected with them which 
are developing in the United Kingdom 
could set standards for others. Such ex- 
amples play an important part in the life 
of older centres, towns and regions, giv- 
ing them a usable past. They seemed 
economically sensible and socially attrac- 
tive, and industrial museums, both in- 
door and open-air, can offer good oppor- 
tunities for volunteer work. 

In this connection, the Director of the 
London Transport Museum, Michael 
Fopp, prompted lively questions with an 
account of his innovative admissions 
policy. People are let in free to sample the 
exhibitions: there is no charge for the first 
half hour of visiting time but they have to 
pay if they wish to stay longer. 

Friends are responding imaginatively 
to new challenges and helping to bring 
new supporters into heritage institutions. 
None the less, the emphasis was on 
realism, and speakers returned again and 
again to questions of balance between 

special interests and public interests, 
public and private between 1. Simone Weil, The NeedForRoots, p. 51, 

London, P. Putnam’s Sons, 1952. 
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between education and entertainment, 
and between quality and quantity. 

Larger questions also emerged. Who, 
after all, are these institutions for? And 
for whom are they sacred, and in what 
sense? Everywhere in the world the in- 
terest in and the need for heritage institu- 
tions is increasing in response to con- 
vulsive changes affecting everybody. One 
consequence has been an unprecedented 

of both tourists and serious students, 
placing enormous demands on institu- 
tion staffs and resources. The discussion 
of tourism brought out some disadvan- 
tages as well as the advantages of bringing 
more and more people into museums. 

Friends are ambassadors or mediators 
between &E general public a,wd the pro- 
fession&, and as such have an iITQQrtXIt 
rolle to pPay as negotiators of &ange. The 
delegates of many National Federations 
of Friends of Museums, specially from 
Argentina, Australia, 

nce, Greece, It 

implosion - a CmSh of Visitors Consisting 

In this changing museum world, 

gdom and th2 UniCed State§, pro- 
vided lively input for panel discussions on 
'Accessibility or Protection: 
Friends Want?' Their clear message was 
that Friends can and must help make 

In practical terms, museums have four 
,hactions: the first three are to collect, 
C O B S ~ ~ ~ V C  and classify, and the fourth is to 
communicate. Ht is in this process that 
Friends have a specidy important 
responsibility. New electronic com- 
munications technologies are, as we 
know, revolutionizing many museum ac- 
tivities and in places Friends have 
learned plow they can facilitate useful 

museums user-friendly. 

Changes. InteHnd cQKKlKUliCatiQn§ Can be 
improved by new infQl"atiQn-§tQrage 
sysrems, such as cataloguing and in- 
terlinking catalogues, SO that the infor- 
mation is more generally accessible and 
more widely distributed. I t  is also time to 

in the documentation of heritage 

conserving everything but we can record 
and access vast quantities of information 
and images. With regard to external corn- 
municatioas, bringing visitors in is 
desirable, even essential, to the economy 
of many communities, but the price of 
implosion is going up. 

At  the closing of the Congress it was 
observed that less had been said of the 
opposite p~icess, explosion. There has 
been talk for years about 'museums 
without walls', and conveying what 

CQhasideg §erbU§ly the use§ of hO1Qgra$ly 

mat3terid5. We Cannob: go QYS CQkXting 01 

museums have to offer beyond the 
building itself. A great deal of this is be- 
ing done through publications, 
photographs and reproductions, but 
much more could be done with sound 
and video recordings, SO that people can 
discover in their own time and their own 
environment what it is we are preserving, 

gies offer many new ways to make &ese 
riches available across social, political and 
language barriers, and as Friends we need 
more Friends who are familiar with these 
techniques so that we cm contribute to 
the widening of the circles of awareness. 
The greatest challenge to all of us is to 
move heritage questions from the 
peripheHy to the centre of public think- 
ing, planning and financing. As an 
Argentine participant pointed CIUT, what 

sciousness that they =e valuable. 

and Why. New cQlTU"lnicatiQn leChnQlQ- 

]protects collections best is a public Con- 

We may end this report appropriately 
by quoting %ncebat TQVell: 

One more question might be posed. Why, 
beyond the passing pleasures of our work, are 
these matters so compelling to us? Let me of- 
fer a personal answer. We are but twelve years 
from the year 2000 and we may well ask 
ourselves: ofall the millions ofimages we have 
accumulated in our minds throughout our 
lives, which, above all others, most vividly 
sums up for us - individually - the twen- 
tieth-century experience? Each of us will have 
apersonal choice, some marvellous, some hor- 
rifying. Forme it is that blue-green marble in 
the infinity of space - the earth seen from the 
moon. That image reminds me of the ancient 
injunction which calls us all to a responsible 
stewardship oflife on this planet, the world of 
nature and of human history. 

As it happens, the Government of Ontario, 
which has welcomed us here this week, is 
engaged just now in a Heritage Policy Review 
and it has published a discussion paper to 
launch a public debate. A section of it seems 
to set out some fundamental issues. 

New methods of gathering, organizing and 
controlling information are re-ordering our 
daily lives. Who is to decide and control what 
information we do store and who is to have ac- 
cess to it? Where and how? These are ques- 
tions at the core of our social and political life 
and they are of special relevance to the policy 
areas we now label 'heritage'. 

Our heritage is with us in a multitude of 
forms, in our natural surroundings and in the 
human order. Some of it is still intangible in 
our minds and hearts, unrecorded: our 
customs and traditions, habits and rituals. 
But more and more of it is deposited 
somewhere as a tangible object-a 
photograph, a disc, an image of some sort, a 
work of art, an artefact, a specimen; and 
caring for them and interpreting them has 
become a bewildering responsibility. 

The knowledge - the understanding and 
guidance - on which our fragile civilization 
now depends lies in many places, stored as 
microbits in some electronic archive, as works 
of art, recorded folk tales, scientific collections 
and natural history museums, cathedrals or 
rows of old houses, perhaps in a pile of ar- 
chaeological shards, or in the lessons to be 
discovered in a river system or a silent fossil in 
a wilderness park, the green world from which 
we come. 

These legacies, living or dead, must be 
valued, judiciously preserved in good and 
usable order, to be interpreted and reinter- 
preted even as we add to them daily. If they 
are not, we will become-at the least- 
helpless amnesiacs . . . they are the principal 
deposits of whatever we know, the sources of 
all our judgements, of our intellectual and 
spiritual vitality and our ability to adapt and 
renew. 

It was Christian Pattyn, Chef de la Mission 
d'Aménagement du Musée des Plans Reliefs à 
l'Hôtel des Invalides, Paris, who said, 'Le 
musée de demain sera poétique ou ne sera 

;".I pas.' So, Friends, good luck!Z 

2. This text was written with the collaboration 
of the Canadian Federation of Friends of 
Museums (CFFM); William J. Withrow, Director, 
Art Gallery of Ontario, Toronto (Canada); 
Vincent Tovell, President of the Canadian Society 
of Decorative Arts, Toronto. 
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MADAGASCAR Commission nationale de la République 
Démocratique de Madagascar pour l'Unesco. Boîte postale 331, 
ANTANANARIVO. 

MALAWI: Malawi Book Service. Hcad Office, P.O. Box 30044, 
Chichiri BLANTYRE 3. MALAYSIA: University of Malaya Co.operative Bookshop, KUAU 

XEMBOURG. 
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B.P: 55, NOUAKCHOTT. 
MAURITIUS: Nalanda Co. Ltd. 30 Bourbon Strcet PORT-LOUIS. 
MEXICO: Librería El Correo 'de la Unesco Aitipán 66 (In- 

surgenteslManacar) Colonia del Valle Apartado postal 61-164 
06600 MÉXICO D.?: DILITSA (Distkbuidora Literaria S.A.): 
Pomona 30 Apartado postal 24-448 MEX~CO D.F. 06700. 

MONACO: iritish Librarv, 30 boulivard des Moulins, MONTE 
CARLO. 

MOROCCO: Librarie 'Aux bcllesimages', 282, avenue Mobammed- 
V, Rabat: Librairie des Ecoles,. 12, avcnue Hassan-Il, CASABVLN- 
CA' SociétC chérifienne de distribution et de presse. SOCHEPRESS. 
angle mes de Dinant et St. Saëns. BP 13683, CASABLANCA 05. 

MOZAMBIQUE: Instituto National do Livro do Disco (INLD). 
Avenida 24 de Julho. 1721 r/d 1. andar, MAPUTO. 

NEPAL Sa'ha Prakashan Polchowk KATHMANDU. 
NETHERLANDS: Keesiig Boeken ,B.V.. Hogehilweg 13, Postbus 

1118, 1000 BC AMSTERDAM. Penodculs: Faxon-Europe, Postbus 
197 1000 AD AMSTERDAM. 

NETHkRLANDS ANTILLES: Van Dorp-Eddine N.V., P.O. Box 
200 Willemstad CURAÇAO N.A. 

NEW &ALAND: Governmen;Publishing. P.O. Box 14277, Kilbir- 
nie. Wellington. Retad booksbops: 25 Rutland Street; Mail 
orders: 85 Beach Road, Private Bag C.P.O.. AUCKLAND. Ward 
Street. Mad orders; P.O. Box 857, HAMILTON. 159 Hereford 
Street: Mai/ orders: Private Ba CHRISTCHURCH, Princes Street; 
Muil &den P.O. Box 1104, #UNEDIN. 

NICARAGUA': Librería dc la Universidad Ccntroamericana, Apar- 
t d n  60 MANACTIA 

NIGER Librairic Mauclert B.P. 868 NIAMEY. 
NIGERiA: TheUniversity Èookshop dflfe; Thc University Bookshop 

of Ibadan. P.O. Box 286; The Universit Bookshop of Nsukka; 
The Universir Bookshop of Lagos: The Aimadu Be Io  University 
Bookshop of karia. 

NORWAY: Johan GmndtTanum. Bokhandel. P.O. Box 1177 Sen- 
trum. OSLO 1; Akademika AIS. Universirctsbokhandel, P:O. Box 
84, Blindern, 0314, OSLO 3; A/S Narvesens Litteraturqencste. 
Box 6125, Etterstad N 0602, OSLO 6. 

PAKISTAN Mirza Book Agency, 6.5 Shabrah Quaid i-Azam. P.O. 
Box 727. LAHORE 3; Unesco Publications Centre. Re ional Office 
for Book Development in Asia and thc Pacific, P.%. Box 8950. 
KARA CHI^^. 

PANAMA Distribuidora Cultura Intcmacional. Apartado 7571, 
%na 5 PANAMA., 

.PERU: L i t k a  Studium. PlazaFrancia 1164, Apartado 2139, LIMA; 
Librería La Familia, Pasaje Pefialoza 112, Apartado 4177, LIMA. 

PHILIPPINES: National Book Store Inc., 701, Rizal Avenue, 
MANILA. 

POLAND: ORPAN-lm oft Palac Kultury, 00-701 WARSZAWA; Ars 
Polona-Rucb. Kratowikic Przedmiescie no. 7,OO-O68 
WARSZAWA. 

PORTUGAL: Dias & Andrade Ltda., Livraria Portugal. rua do Car- 
mo 70-74 1117 LISBOA. 

REPUBLIC OF KOREA Korean National Commission for Unesco, 
P.O. Box Central 64, SEOUL. 

ROMANIA: ARTEXIM Export-Import, Piara Scienteii. no. 1. P.O. 
Box 33-16 70005 BUCAREST. 

SAINT VINkENT AND THE GRENADINES: Youn Workers' 
Creative Organizauon, Blue Caribbean Building. Zndioor. room 
12 KINGSTON. 

SAUDI ARABIA: Dar AI-Watan for Publishing and Information. 
OlayaMain Sueet. IbrahimBin Sulaym Building. P.O. Box 3310, 
RIYADH. 

SENEGAL: Unesco Bureau rigional pour l'Afrique (BREDA) 11 
avenueduRoum;.B.P. 3311.DAKAR;LibrairicClurafriquc,'B.P~ 
2005, DAKAR; Librairie des 4 vents, 91 Ne Blanchot, B.P. 1820, 
DAKAR; LesNouvellesEditions Africaines. 10 rue Amadou Hassan 
Ndoye, B.P. 260, DAKAR. 

SEYCHELLES: New Service Ltd. Kingsgare House P.O. Box 131, 
MA& National Bookshop, P.Ò. Box 48. MA@.' 

SIERRA LEONE Fourah Bay Collcge, Njala University and Sierra 
.Leone Diocesan Bookshops, FREETOWN. 

SINGAPORE: Cbopmen Publishers. 865. Mountbatten Road 
#05-28/29, Katong Shopping Centre, SINGAPORE 1543; Fpr 
periodicah: Righteous Enterprises, P.O. Box $62, Kallang Basin 
Post Office SINGAPORE 7133. 

SOMALIA: Modem Book Shop and General, P.O. Box 751, 
MOGADISCIO. 

SPAIN: Mundi-Prensa Libros S.A. apartado 1223 Castellú 37 
MADRID 1. Ediciones Liber A ariadojl7 Magdalina 8 O N D d  
ROA (Vizcaya), Donaire R&& de Oute&o, 20 apartado de cor- 
reos 341 LAICORUN; Librería Al-Andalus 'Roldana 1 y 3 
SEVILLA '4. Librcría dastells Ronda Univirsidad 1; y 15: 
BARCELONA 7; Librería de la Generalitat de Catalunya. Palan Mo- 
ja, Rambla de los Estudios 118, 08 002 BARCELONA. 

SRI LANKA: Lake House Bookshop, Sir Chittampalam Gardiner 
Mawata, P.O. Box 244, COLOMBO 2. 

SUDAN Al Bashir Bookshop P.O. Box 1118, KHARTOUM. 
SURINAME: Suriname NatioAal Commission for Unesco, P.O. Box 

2743' PARAMARIBO. 
SWEDSN: A/B C.E. Fritzes Kungl. Hovbokhandel, Regcrinfs atan 

12, Box 16356, S-103 27 STOCKHOLM 16. For 'The Counu :fven- 
ska FN-Fiirbundct, Sko!gränd 2, Box 150 SO, S-104 15 
STOCKHOLM. For periodfcals on/ . Wennergren-Williams AB, 
Nordenflycbrsvagen 70, S-104 25 &OCKHOLM; Esselte Tidskrifts- 
centralen. Gamla Brogatan 26, Box 62. 10120 STOCKHOLM. 

SWITZERLAND: Europa Verlag, Rämistrasse 5 ,  CH 8024 Ziirich; 
Librairies Payot in Geneva, Lausanne, Basle, Berne, Vevey, Mon- 
treux, Neufchátel. Zhrich: United Nations Bookshop, Pala,¡s des 
Nations, CH-1211 GENEVE. 

SYRIAN ARAB REPUBLIC: Librairie Sayegh. Immeuble Diab, rue 
du Parlement B.P. 704, DAMASCUS. 

THAILAND: dksapan Panit, Mansion 9, Rajdamnern Avenue, 
BANGKOK; Nibpndh & Co. Ltd., 40-42 Charoen Kvng  Road, 
Siyaeg Pbaya Sri. P.O. Box 402, BANGKOK; Suksit Siam Com- 
pany, 1715 Rama IV Road, BANGKOK; Roeap. P.O. Box 1425, 
BANGKOK., , 

TOGO: Librairie Evangélique. B.P. 378, LoM~; Librairie du Bon 
Pasteur, B.P. 1164, LoMÉ; L~brai$e,univcrsirure, B.P. 348?, 
LoMÉ. Les Nouvelles Editions Afrxaines. 237, boulevard CI[- 
culaire. B.P. 4862, LoMÉ. 

TRINIDAD AND TOBAGO: Trinidad and Tobago National Com- 
mission forUnesco 18 AlexandraStreet, St. Clair PORTOFSPAIN. 

TUNISIA: Société t u k e n n e  de diffusion, 5 ,  ave& de Carthage, 
TUNIS. 

TURKEY: Haset KitaDevi AS., lstiklál Caddesi no. 467, Posta 
Kutusu 219 Be oglÛ ISTANBUL. 

UGANDA: U'anc!a Bookshop P.O. Box 7145, KAMPALA. 
USSR: Mezhknarodnaja Knjga, UI. Dimitrova 37, MOSKVA. 
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Uf;I??gARABEMIRATES: Maktabatal Maktaba. P.O. Box 15408. 
Al Ain ABU DHABI. 

UNITED KINGDOM: HMSO P.O. Box 276 LONDON SW8 5DT; 
Government Bookshops: Ldndon Belfast. Birmingham Bristol 
Edinburgh Manchester Third Wbrld Publications, 151 Stratford 
Road, B I ~ N G H A M  Bl i  1RD; Forscientr c mups McCarta Ltd.. 
122 King's Cross Road, LONDON W C l A D S .  : 

UNITED REPUBLIC OF TANZANIA: Dar es Salaam Bookshop, 
P.O. Box 7030, DAR ES SALAAM. 

UNITED STATES OF AMERICA UNIPUB 4611-F Assembly 
Drive, LANHAM. MD 20706.4391; United Nations Bookshop, 
NEW YORK NY 10017. 

URUGUAY: Books und scient$c maps onfy: Librería Tecnica 
Uruguaya, Colonia no. 1543, Piso 7, Oficina 702, Casilla de Cor- 
reos 1518. MONTEVIDEO; Allpublicatrons: EdicionesTrecho S.A.. 
Maldonado 1090 MONTEVIDEO. 

VENEZUELA: Libiería del Este. Av. Francisco de Miranda, 52, 
Edificio Galipán. apartada 60337, CARACAS 1060-A; DILAE 
C.A., Alfadil Ediciones S.A., Avenidas Los Mangos, Las Delicias, 
Apartado 50304 Sabana Grande CARACAS; CRESALC, apartado 
postal 62070 Èdificio Asovinc&. Av. Los Chorros cruce calle 
Acueducto Áltos de Scbucan CARACAS 1060 A. Unesco Coor- 
dinacion R i  ional para Amerka Latina y e1 Caribe'. quinta 'ISA', 
7a av. de fltamira entre 7a y Sa Transversal. Apartado 68374 
Altamira CARACAS 1062-2. 

WGOSLAbIA: Nolit Temijc 13/VIlI, 11000 BEOGRAD; Cancar- 
ieva Zalozba. Zopitarieva No. 2, 61001 Liubliana; Mladost. Ilica 
j O / l I  ZAGREB. ~ ' 

2AIRE:'Librairie du CIDEP. B.P. 2307, Kinshasa: Commission na- 
tionale zaîroise pour l'Unesco, Commissariat d'Etat chargE de 
I'Education nationale. B.P. 32, KINSHASA. 

ZAMBIA: National Educational Distribution Co. of Zambia Ltd., 
P.O. Box 2664 LUSAKA. 

ZIMBABWE: Textbook Sales (PVT) Ltd., 67 Union Avenue, 
HARARE, 

UNESCO BOOK COUPONS 
Unesco Book Coupons can be used to purchase all books and pe- 
riodicals ofan educational, scientificor culrural character. For full in- 
formation plcase wr,ite to: Unesco Coupon Office, 7 placc de 

ISSN 002713996 

Fontenoy, 75700 Paris (Francc). Pl 
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