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From the Edìtor 
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P.S. We regret that his responsibilities as 
Director-General of the Caisa Foundation, 
Barcelona, have obliged Luis Monreal to 
resign from Illzcsei{m’s editorial Advisory 
Board; we thank him warmly for his gener- 
ous co-operation over the years. 

In many parts of the world, museums’ functions are becoming more diverse 
with almost each day that passes. Also, the possibilities offered to museums by 
every generation of new technology are barely understood, much less taken 
advantage of, before the next generation sweeps into view. In this bewildering 
and fast-evolving situation, it is no wonder that museum management 
increasingly calls upon external support in the form of services and products. 

The practice is perhaps particularly widespread among medium- and 
smaller-sized museums; they cannot afford (or do not need) full-time highly 
qualified staff in certain areas of specialization. Recourse to external assistance 
can, however, also be observed in larger museums. And if it is found chiefly 
in industrialized countries, it may also be seen at least occasionally in the 
developing regions of the world. 

the main purpose of this issue of Mz4seztnl. 

Externally designed products covered below include all-glass display cases, 
signposting, optic-fibre lighting and tailor-made androids. Extra-mural 
services reported on here span professions as diverse as public relations, 
training of volunteer guides and stonemasonry in the restoration of 
monuments that are also museums. 

external bodies and specialists, on the other, are not always problem-free, as is 
pointed out in the article immediately following this editorial, ‘The Care and 
Feeding of Museum Consultants.’ Yet the occasional misunderstanding or 
conflict must be overcome since, like the Beatles, more and more museums 
can probably only ‘get by with a little help from [their] friends.’ 

features. Following them is an exceptionally abundant harvest under our ‘And 
what’s more . . .’ section. Here readers are invited, inter alia, to learn how one 
museum of modern art encouraged visitors to ‘talk back‘ to it, to visit a single- 
parent museum in central Argentina and a rug museum on the Kazakh steppe, 
and to become acquainted with ‘ “Economuseology” - A New Term that Pays 
Its Way”’. 

To offer an overview of museums’ present-day use of external support is 

Despite space constraints, even ‘our limited sampling ranges quite widely. 

The we/they relationships between museums, on the one hand, and 

After looking at this issue’s main theme, we come to our usual four 

A. G. 



The cure und feeding 
of museum consultdnts 

Roger L. Wulff and Gonzalo Palacios 

As .vzusezt.vzs divers$ and the 
management procedures and techologies 
they use become ever-more complex, they 
ìncreasìngb call on consultantsfor he&. 
In this artìcle, Roger L. Wag who ìs 
an American atid President o f  Mziseztm 

Servìces Internatìonad atzd Gonwlo 
Palacios, a Venezuelan and Director o f  

the same jìm, look at some o f  the 
advaEtages and @galls o f  cotpltìng, 

and make some sziggestìons for ?nuseunzs 
wìshìng to call ìn consztltants. 

Drawings by Julien 

What is a museum consultant? One 
might think of an ‘expert’ called in to 
identify, work on and solve a specific 
problem. Problem-solving is, how- 
ever, only one of the reasons for ob- 
taining the services of a consultant. 
None the less, it does point out an im- 
portant factor: a consultant is ‘called 
in’. Thus, the consultant is an ‘outsi- 
der’ to the museum, with all that this 
implies. 

Why use consultants? 

The reasons for calling in a consultant 
are many and varied. A major one is 
that the consultant possesses certain 
specialized expertise for which the mu- 
seum has a pressing need and which is 
not met by anyone on its staff. Often, 
the reason for the absence of on-staff 
expertise is that the organization does 
not require such expertise on a daily 
operational basis. 

Secondly, a museum may use a 
consultant to solve a temporary per- 
sonnel need with an eye towards em- 
ploying him or her as a full-time staff- 
member at a later date. This is an ex- 
tremely cost-effective method of re- 
cruiting staff, but it is not usually a 
good way to win friends in the consul- 
ting organizations from which the new 
staff-member is, as it were, ‘poached’. 
Such a recruitment method also tends 

to antagonize regular staff-members 
who may wish to compete for the posi- 
tion in question. Another reason to 
obtain the services of a consultant is 
that the chairperson of the board de- 
cides (often suddenly) to proceed with 
a project he or she has been thinking 
about for months, but who has no one 
on the staff capable of executing and 
completing it. Special projects occupy 
a good amount of a consultant’s time 
and effort. 

In addition to all the above reasons, 
some museums obtain the services of a 
consultant in order to provide an ob- 
jective and independent solution for a 
problem which has defied the efforts of 
regular personnel. All individuals have 
their own subjective opinions, and - 
have differing organizational pressures 
operating upon their thinking and ac- G 
tions. An individual from outside the 
organizational environment is often d 
able to solve an insoluble problem by 3 
providing some fresh thinking on the A 

Following the same train of 
thought, consultants are utilized by 
some museums precisely because they 
are not affiliated with any one product 
or service organization. Although it 

ting services from commercial busines- 
ses (especially in the design of certain 
systems they hope to sell to the user), 

- 
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may be possible to obtain free consul- ii 



The scapegoat. the end-product will be biased towards 
the product or products with which 
that organization is affiliated. Still ano- 
ther reason for obtaining the services 
of a consultant is not usually mentio- 
ned: that is that the consultant is retai- 
ned when the museum is in trouble 
and needs a scapegoat. 

The contingencies 

In financial terms, the museum consul- 
tant is quite different from the salaried 
staff-member. The consultant usually 
receives no regular compensation from 
a single museum (unless he or she is on 
the staff of a museum service organiza- 
tion funded by a local or national go- 
vernment or under a long-term 
contract to a single museum). This si- 
tuation dictates some methods of ope- 
ration which some museum staff- 
members may find objectionable. Mu- 
seum staff-members should, however, 
understand how the profession of mu- 
seum consulting works and what 
would happen were they in the same 
situation. Since the museum consul- 
tant receives no regular income from a 
single museum, services performed 
must be charged for on some regular 
and logical basis. The end-product of a 
consulting project being difficult to as- 
sess, the most sensible basis for charg- 
ing for services performed is to charge 

for the time spent upon the relevant 
project. The consulting rate per hour 
or per day will differ depending on va- 
rious factors involved in the assign- 
ment. Yet, whether it be an hourly or 
daily rate, or the total cost of the entire 
project, it will be based on the time in- 
volved on the project. 

Since museum consultants receive 
no regular income from a -single mu- 
seum, they also receive no traditional 
employment-related benefits (pension, 
medical insurance, life insurance, etc.), 
which must be purchased by the 
consultants themselves. Another ele- 
ment entering into the calculation of 
consultants’ time rate is the fact that it 
is impossible for them to spend thirty- 
five or forty hours per week on a single 
consulting project (unless under a 
long-term full-time contract at one 
museum). It is no secret that a profes- 
sional museum consultant must work 
on more than one project at any given 
time in order to obtain a sufficient le- 
vel of income. Juggling time schedules 
for the different consulting projects, 
travelling time, preparation time, at- 
tending professional meetings and 
continuing-education activities, client 
contact and general office work, re- 
veals that time spent actually working 
on the project - also known as ‘billable 
time’ - is about equalled by general ad- 
ministrative duties which occupy ‘un- 
billable time’. 

Another aspect of museum consul- 
ting which some museum staff-mem- 
bers find objectionable is the fact that 
consultants must constantly market 
their services to the museum communi- 
ty in addition to performing assign- 
ments. If museum consultants received 
a regular salary from a single museum 
or a group of museums, there would be 
no need to market their services to the 
museum community and all efforts 
could be focused on consultancy pro- 
jects. However, this is not usually the 
case with independent museum con- 
sultants and they must market their 
services in order to retain their inde- 
pendence which, as remarked on 
above, is one of their attractive features. 

We might ask whether there is any 
task within a museum that a consultant 
cannot do. The answer is ‘yes’. A 
consultant cannot perform a task or 
work on a project which demands a 
constant presence in a museum or re- 
quires the consultant to make a major 
decision for the museum. Other than 



these two elements, a consultant can 
tackle virtually any task within a mu- 
seum. 

Selecting 
a museum 
consultant 

After the decision is made to 
obtain the services of a mu- 
seum consultant, one must 
ask: ‘HOW do I find the best 
individual or firm for this 
project?’ Before beginning 
the search for the consul- 
tant, one should complete a 
description of the consul- 
tant’s tasks for the project 
and the tasks or responsibi- 
lities of the museum staff in- 
volved in the project. This 
will not only help organize 
one’s thoughts, but it will 
tremendously assist the 
consultant in understanding 
what is expected of him or 
her. The project description 
can also serve as the basis 
for a discussion of consul- 
tancy fees. 

In attempting to find the 
best consultant for a parti- 
cular project, a search of 
sources is wise: professional 
museum organizations, mu- 
seum service organizations, 
etc., will be able to provide 
reasonably objective consul- 
tant information. Also, 
contacting colleagues with- 

can go wrong, will go wrong’ and 
‘When a piece of bread slips out of 
your hand, it will always land on the Cleaning up. 

il \, 

. .  . ~ , . ..-. . 

in the museum community for refer- 
rals, recommendations, and informa- 
tion on experiences can be helpful, 
though these colleagues are not always 
objective. Once a list of three or four 
consultants or consulting organiza- 
tions has been drawn up, direct contact 
should be made in order to determine: 
(a) their interest in the project; (b) 
their availability for the project; (c) 
who could do the actual work on the 
project and obtain CVs of individuals; 
and (d) the approximate costs invol- 
ved. After all the above information 
has been studied, analysed and a deci- 
sion has been made, the time to discuss 
a contract has arrived. 

The contract is an agreement be- 
tween two or more parties which co- 
vers all eventualities that might arise in 
the project. This is the time to remem- 
ber two of Murphy’s laws: ‘Whatever 

floor with the butter-and- 
jam side down’. Does this 
sound far-fetched? Here is 
an example of how Mur- 
phy’s laws affected an actual 
contractual situation five 
years ago. 

A large non-profit health 
organization contracted 
with a local service organi- 
zation to clean and renew 
the surface coloration of 
two large bronze architectu- 
ral lamps standing on either 
side of the white marble 
steps leading to the front 
door of its headquarters 
building, and the bronze 
flagpole in front of the buil- 
ding. The service firm clea- 
ned the green surface mate- 
rial from the lamps and flag- 
pole with the proper 
chemicals. But in the pro- 
cess of cleaning, the green 
tarnish flowed over the whi- 
te marble staircase and plat- 
form of the flagpole. The 
health organization’s con- 
tracting officer had not sti- 
pulated that the service or- 
ganization was to protect the 
marble surfaces during the 
cleaning process; the green 
stain is still there! 

The single most impor- 
tant factor in the relation- 

ship between the museum and the mu- 
seum consultant is a continuous line of 
two-way communication. Without 
this, consultants cannot perform to the 
best of their ability and to the highest 
satisfaction of the museum client. Mu- 
seum staff should understand how 
consulting operates and vice versa. 
Most reputable museum consultants 
are museum professionals who follow 
the same ethical codes as the staff, and 
are genuinely committed to the field of 
museology; they are just a little more 
independent and entrepreneurial. 
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Signposting in museums 
Patrice Roy 

Vhere cat2 I bfy apostcard? Where is The problems associated with sign- ing five principal conditions: (a) it 
the cofee-sbop? where is tbepre- posting are international: first, because must furnish the right information at 

museum visitors throughout the world the right time; (b) it must be easy to Colut?zbìafz goid? Vbere are tbe Dogojz 
are international; secondly, because read when the museum is crowded; (c) 

mas/(=F to be cof!@sed the every museum, be it in Africa, Asia or it must be compatible with the func- 
picussos~ ’’hich are ofcoHrse Europe, in the town or in the country, tioning of the building; (d) it must be 

d~Jf~fzCtfi.ofl FragOBardS)? Hell’s bell4 rich or poor, classical or modern, integrated into the architecture of the 
where is tbe way out? There is on& one needs to provide clear directions for building; and (e) it must be consistent 
optiotz @en to  the ??zujezlfiz that does fiof and look after its visitors, who often with the museum’s public image. It is 

wish to bave a bewilderìfg - even have little time to waste. easy to tell whether it is effective: the 
dapgerous - Tower-of-Babel-like visitors don’t complain, they don’t get 

Museums: annoyed with the staff - and they come 
again. conjusion on its hatids) aEd thut ìs t o  j u t  

structure and content up sigzs. In this article Patrice Ry) o f  

h a  beetz provìdifg architectural and W O  instances: (a) when a museum is 
decorating services to t?zuseums and other under construction or renovation and 

oj’ìcìal and $?-ìvate ìnstìtutìons since a whole signposting system has to be 
1984, ~ ~ ~ / a i ~ s  the ins a,zd outs affd designed for it; and (b) when an exist- 

so,~ze ofthe fqs and dowfzs ofthe art- ing museum needs a new signposting 
system. In either case the object of the 
exercise is that visitors be informed in 

seum contains - that is, its collections, 
works, services and facilities - without 
disturbing either its internal architec- 
ture or its displays. 

Information 
ìn the right place 

tbe Pu?.is-ba.sed RoySUìerJirtn) whicb The question of signposting arises in 

Particular items of information are re- 
quired at each stage of the visit; if it is 
given too soon visitors forget it and if 
given too late it is useless. A feeling 
that ‘something is missing’ can disturb 

professioE: s&!posting* an effective manner of what the mu- people’s perception: the Arc de 
Triomphe in Paris, after it had been 
restored, was opened to the public be- 
fore the lavatories were operational, 
and visitors took the lift pictogram (a 
standard international symbol) for that 
of the WC. As soon as the lavatories 
were opened the confusion ceased. 

cz’mz-scie~~ce to ” 

Role of signposting 

The role of the system is to incorporate 
two-dimensional information into a 
three-dimensional space. The designer 
must therefore co-ordinate two types The information should be legible to 
of skills: graphic design, that is, the se- everyone. Apart from the questions 
lection, drafting and layout of text and of translation and colour-blindness 
image; and product design, which con- (which affects 8 per cent of the pop- 
ceins the object carrying the sign, such ulation), this means that the messages 
as a notice board, video terminal, in- must be visible. 
teractive screen, console or reception Overestimating the number of pe- 
desk. ople expected to visit a museum could 

The system must satisfy the follow- make what should be a pleasant place 

The drawbacks of success 

All illustrations by courtesy of the Author 
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Entry sign. for an outing look like a disused air- 
port. Conversely, underestimating the 
number makes the signposting unus- 
able. The Georges Pompidou Centre, 
which opened in 1977, houses the Na- 
tional Museum of Modern Art, the In- 
dustrial Design Centre, the Public In- 
formation Library and about a dozen 
exhibition galleries and conference 
rooms, all under the same roof. From 
the very beginning the number of vis- 
itors has far exceeded the most opti- 
mistic estimates: with an average of 
26,000 a day, that is 5.7 million a year, 
it has more visitors than any other cul- 
tural institution in France. In 1978, it 
became evident that the signposting 
system had to be completely rede- 
signed. The main concern was to pre- 
vent the crowds from getting jammed 
at the bottom of the escalators, lifts 
and staircases and in other areas. 

The architecture, or 
‘What supports should 
be used for the signs? 

Anyone fitting out a museum dreams 
of discreet but efficient, invisible but 
legible, minute but identifiable sign- 
posting. In practice, signs have long 
been considered unavoidable intruders 
that thrust themselves into settings 

that were rarely designed for them, 
alongside works that had also not been 
created to fit in with signposts and 
placards. 

If signs are now accepted (thank 
goodness!) it is probably because they 
have become an indispensable feature 
of contemporary museums. Because of 
this their design, the materials of 
which they are made and their colour- 
ing are as carefully planned as any oth- 
er element of architecture or decora- 
tion. In the châteaux of the Loire 
valley, for example, the signposting re- 
produces the blue-grey of the slate and 
the white of the limestone. In Turkey, 
on the other hand, the colour we 
found was that of the whitewashed 
clay walls. 

Operation and duration 

Signs help the public to use buildings, 
but they also help buildings to adapt to 
its visitors. The system must necessar- 
ily be designed to incorporate any 
changes to the premises in which it is 
installed. 

At CNIT, an international congress 
centre in Paris, all the information on 
each floor (covering more than 1,000 
m2) must be capable of being changed 
in one night. To make that possible we 



used a system of letters cut out by com- 
puter from adhesive film that can be 
removed by heat only - with a hair 
dryer! 

PubZìc ìmage: 
a global concept 

A museum is a cultural enterprise. As 
such, it must present all its activities 
coherently to its patrons, visitors, 
partners, customers, and suppliers: this 
is the concept of the overall image. 
The co-ordination of all text, logos, 

lunteer guides - 
a condemned sDecies? 

1 

Jan Swagerman 

iconographies and layout defines what 
is known as the graphic identity, Are  the dgs  ofvolmteer ilztrsetlrrzgaides 
which combines with the image of the nz{??.&ere& with b& mz~eg??~~ re&ng 
collections, the buildings, the quality increasingly on profesio~a~~ we& versed in 

bal concept. evea smaller institihow moving down the Redesigning the signposting, the 
most important link between an insti- road ofprafessìoiialìwtion, shodd 
tution and its visitor-, is often the most voluzteer gz/ides hok for aitematìve w g . f  
effective means of renovating its pu- to  ifwest their dedication and free time? 
blic image. For this reason the French Netherlands nzasemz cozsaltant Jati 

of service and the staff to form the do -  high-tech ag&o-uiSz/al eq@nzeBt, atid 

Ministry of Culture has made us res- 
ponsible for signposting in state- 
owned listed monuments managed by 
the Caisse Nationale des Monuments 
Historiques et des Sites. The special 
signs we have produced are designed to 
symbolize the dual character of the 
buildings in question, combining high- 
ly resistant materials such as enamel, 
which is stable and stands up well to 
heat and ultraviolet rays, with finishes 
that will alter and deliberately be al- 
lowed to acquire a patina of oxidation. 
The enamel represents the perennial 
character of the monuments, and the 
patinas of oxidation represent the in- 
evitable and accepted erosion wrought 
by time. 

Swageman, M.A., thizk not. In this 
article, ,he draws on his expience in 

training uolzmteers t o  iinprozJe their 
gzfìdhg performance. And be invites 

MaXeam readers izteTested ìfi jndìng Out 
more t o  contact h h ~  diTectLy: P O S ~ ~ O X  
1644, 1000 BP, Amsterdam) The 

NetherlaBds. 

Contemporary needs 

The permanent presence of signs is 
characteristic of contemporary cultu- 
ral institutions. The complexity of the 
buildings is compounded by the visit- 
ing public's growing need for informa- 
tion. In January 1990, during the ten- 
day Salon International de la Muséol- 8 

ogie et des Expositions, we were 
visited by 1,200 museologists. Some 
came from as far away as Seoul, New 
York, and eastern Siberia, while others 
came from Belgium. Each one had a 
signposting problem, which were all 
different; their needs could be met only 
by devising a tailor-made system for 
each. 

Scenario No. 1: It's pouring with rain 
in a small town in the Netherlands. A 
raggle-taggle group of tourists seek 
sanctuary in a local museum in the 
hope of salvaging something from 
their afternoon in an unknown and 
very wet provincial town. Unfortu- 
nately, it's not their day. They enter 
what seems to be a reconstruction of a 
steam-powered mill. A local enthusiast 
overwhelms them before their rain- 
coats are even hung up with facts and 
figures about atmospheric pressures in 
boilers and pipes. This guide seems to 
be more interested. in his schematic 
diagram of the steam mill than in the 
wellbeing of his visitors. It is difficult 
for him to understand that there can be 
anything even approaching the fasci- 
nation of a model steam mill. At the 
end of the visit the guide and the visi- 
tors go their separate ways with a 
vague feeling of disappointment. 

Scenario No. 2 A group of post- 
graduate students undertake a journey 
to a science museum having been cor- 
rectly informed that a variety of tech- 
nical principles will be demonstrated 
and explained there in a lively manner. 
They are met by a bright spark with a 
pink spotted bow-tie who entertains 
them for the rest of the day. They are 
offered coffee and cakes and enter- 
tained continually with jokes and anec- 
dotes. The visitors' attention is certain- 
ly captivated by this colourful figure. 
They are set one playful puzzle after 
the next. Great fun, but.  . . They too 
leave the museum disappointed. The 
scientific information they had come 
for was not provided to them. 

These are just two examples of what 
can go wrong when people with little 
more than good intentions take it upon 
themselves to be voluntary museum 
guides. Glossy museum brochures are 
fine, but a good guide will be remem- 
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Student guide Elisabeth Vos in action. bered most, and can be the beginning 
of the word-of-mouth advertising that 
is so important at this time when mu- 
seums compete for ‘clients’. 

Professionalism versus 
vo lunteers? 

In the Netherlands today there is a 
movement towards the professionali- 
zation of all museum staff, a move- 
ment which will tend to sweep away 
non-professional volunteer guides. 
The question is, therefore, how can we 
train these volunteers to become more 
professional in their approach, and at 
the same time save them from elim- 
ination? Before suggesting some an- 
swers, let’s see who these volunteers 
are. Museum volunteers in the Nether- 
lands are as varied as the museums in 
which they work. Here are a few ex- 
amples: 
Simon, a radio enthusiast who has 

turned his enormous collection of 
wireless sets into a museum. Only 
half a word is needed to elicit a 
stream of fascinating information 
about broadcasting techniques. 

Piet, a man with clever hands and a 
golden heart, a walking encyclope- 
dia as far as information about his 
village is concerned, and the proud 
manager of the village museum. In- 
deed, it is difficult to convince him 
that there is anything of importance 
beyond the town limits. 

Tessa, a student busy with a thesis 
which ties in nicely with the exhibi- 
tion currently on show at the town 
museum. As far as details go, one 
can’t fault her. Every date and sty- 
listic detail is minutely explained. . . 
regardless of whether the visitors 
are interested. 

Probably the only things these indivi- 
duals have in common is that being a 
museum guide is not their main job, 
and that none of them has any special 
training as a guide. 

In the present situation it is clear 
that this type of amateurism must be- 
come a thing of the past. For one 
thing, there is now such a wealth of au- 
dio-visual material available that ama- 
teurism is a no-longer-needed stop- 
gap. For another, voluntary work 
within the museum is often at odds 



with modern management concepts; 
this is certainly true at large, busy mu- 
seums in major cities. Rather than 
throwing the baby out with the bath- 
water, however, we should be putting 
more energy into increasing the effec- 
tiveness of our volunteer guides, par- 
ticularly in small, specialized mu- 
seums. It is my philosophy that the 
human being is an irreplaceable me- 
dium. The human being is the link 
connecting the world of interests and 
ideas that museum visitors bring with 
them into the museum, and the ‘other 
world’ that awaits them there. The hu- 
man being possesses that special, subtle 
mixture of qualities other media lack 
by nature. Museum guides can func- 
tion primarily as hosts, that is, as pro- 
viders of advice and information. They 
can share their own experience, or 
help in integrating old knowledge with 
new. Often it will be the guide’s enthu- 
siasm and inspiration that will be most 
important; no machine, however so- 
phisticated, can respond to a visitor’s 
questions with genuinely inspiring en- 
thusiasm. 

Swìm without gettìng wet? 

In his book Edzicatiqj Artistic T/ision, El- 
liot W. Eisner talks about a threefold 
approach to artistic education: con- 
tent-specific, teacher-specific and stu- 
dent-specific. All three aspects are 
equally important. The same principle 
applies, I feel, to teaching museum 
guides. The first two necessities, a good 
exhibition and the openness of the vis- 
itors to the exhibition, are beyond the 
immediate control of the guide. He or 
she acts, rather, as a bridge between 
these two. Towards this end, several 
videos have been produced in the 
Netherlands, one of which is accompa- 
nied by a good, clear syllabus that can 
be used independently of the video it- 
self. Nevertheless, this is a bit like try- 
ing to learn to swim without ever get- 
ting wet. The only real way to learn is 
by jumping in. 

Your first guided tour is of course 
preceded, accompanied and even fol- 
lowed bp the obligatory butterflies in 
the stomach. You may be lucky 
enough to have someone acocmpany- 
ing you on your first tour, but the time 
will come when you are alone for the 
first time with a group, and it u7on’t be 
too long before you are confronted 
with a group that you find impossible 

to make contact with. What do you do 
then? Although practical experience is 
indispensable, it is not sufficient. It is 
never a good idea to learn your skills 
exclusively ‘on the job’. It is much bet- 
ter to practice with simulated reality 
first, together with other guides, in a 
safe - or at least less threatening - ex- 
perimental environment such as a 
practical course, where a variety of 
styles and possibilities can be tried out, 
and where you will feel inspired and 
supported. 

In different parts of the Nether- 
lands, there are now courses designed 
specifically for training volunteer 
guides. The emphasis in these general- 
ly short and intensive sessions is on 
awareness of one’s actions and how 
these respond to an interact with the 
needs and expectations of both the mu- 
seum and the visitors. I myself have led 
a number of these and my experience 
prompts me to present - modestly - 
some observations and advice to read- 
ers of Museum. 

How, for instance, can you break 
the ice and begin training at the same 
time? At one course I led, participants 
were first asked individually to intro- 
duce themselves by taking a few mi- 
nutes to talk about one object brought 
from ‘their’ museum. These mini-pre- 
sentations soon became a regular ritual 
which helped everyone to get to know 
each other, while also functioning as a 
good starting point for assessing pre- 
sentation techniques. Ice-breaking and 
skill-building are all the more vital 
since in such courses one sees the same 
problem arising as is usually found in 
beginners’ drama classes. It is always 
disconcerting to hear one’s own voice, 
to observe the way one stands, the way 
one uses one’s hands, as becomes quite 
obvious when a video-recorder is used 
and the tapes played back without 
sound. 

What unexpressed 
expectations? 

In a later course, each participant was 
asked to prepare a mini-tour for the 
following day. Although it was made 
clear that this was going to be just a test 
of presentation techniques, quite a lot 
of people made a detailed study before- 
hand of the objects on display. This 
proves that it gives a great feeling of se- 
curity to have plenty of facts at one’s 
disposal. It is much more difficult to 



196 ]an Swagermati 

get oneself and one’s facts across, par- 
ticularly since all parties involved in 
museum situations do not always artic- 
ulate their needs. The central theme of 
a course book I have put together 
based on training carried out is, in fact, 
to find out what the unexpressed ex- 
pectations are, be they the visitor’s, the 
guide’s or the museum’s. The impor- 
tant point is to find a consistent ap- 
proach to what are often contradictory 
interests. The guide is literally the 
mouthpiece through which the direc- 
tor of the museum speaks to the vis- 
itors. But different types of visitors re- 
quire different interpretations of the 
collection. This diversity of communi- 
cation makes it entirely possible that 
one guide will get on quite well with a 
certain group while another will not, 
simply because the second one does 
not speak the ‘language’ of that group. 
This applies quite often to work with 
teenagers. 

The role of the museum guide is to 
convey involvement and enthusiasm, 
and to offer a new way of looking. In 
this sense, the museum guide is a kind 
of priest, initiating the visitor into a 
new, unknown world by opening a 
passage between the known, outside 
world and the unknown, inner world 
of the exhibition. The same is true 
whether it be a medieval castle or a re- 
constitution of a bakery. But if the gen- 
eral mission of the priest-guide is clear, 
the ways it can be carried out vary to a 
sometimes confusing degree. 

There are, for example, many vol- 
unteers who have their own individual 
style of presentation. That is all very 
well, but it is not necessarily enough. It 
is thus often quite a struggle to con- 
vince these people to focus less on 
their own concerns and to concentrate 
more on the needs of different cate- 
gories of visitors. In one course we 
tried to find out what the needs of a 
teenager might be in relation to a cer- 
tain museum. We used a simple associ- 
ation technique. All the words we 
could think of associated with the 

word ‘teenager’ were written down on 
the left side of a sheet of paper. On the 
right we wrote the word ‘museum’. We 
then tried to find as many connections 
as possible between the two sides. This 
proved very revealing and useful. 

Communication, 
co Ilections, resu Its 

In my experience, training of volun- 
teer guides needs to answer questions 
concerning communication, the col- 
lections and the results. First, how is 
information disseminated on a tour? 
Where do you give which informa- 
tion? How is it received? What ques- 
tions do you ask, and why? How do 
you develop your story as you move 
from room to room? What needs extra 
attention - safety, museum image, the 
wishes of the group? How about other 
practicalities - the starting and finish- 
ing times of the tour, where the toilets 
are situated, the possibility of buying 
souvenirs at the end of the tour? Next, 
the collection itself. Is the exhibition 
the central focus of your presentation? 
Is there a particular theme to the exhi- 
bition, for instance a particular style or 
period? Does the display attempt to il- 
lustrate something abstract, such as so- 
cial convention or morality? And last 
but not least, was the tour a success or a 
failure, and for whom? 

In my view, there is actually no 
such thing as a good or a bad tour; 
rather, there should be continual re- 
finement of your performance. Insist- 
ence on this constant improvement of 
volunteer guiding is the more impor- 
tant since in training designed to pro- 
duce fully-fledged museum profession- 
al guiding quite often takes second 
place to curatorship and other aspects 
of museum management. This state of 
affairs is just one more reason to give 
support and attention to those who are 
trying to make the best out of a diffi- 
cult job and who give freely of their 
time and energy to voluntary guiding. 



Animation in museums - 
Did someone suy ‘undroid’? 

Museum had at1 appoìntftietzt that aj2ernooti 
with Bemard Szajner, who is the ‘anima tor’, 
rather than the chairman m d  ii~zamgìng dìrec- 
tor, o f  Aizìkztìon, Recherche) Technologie 
(-4RT). Pttnrtual t o  a@ult, Museum ar- 
rived sl&htb ahead o f  time, leaving behìizd the 
Paris ofthe twentieth centuy t o  enter a cul- 
de-sac itz which Dickens or Balzac might have 
felt at honie, with its weed-frged paving- 
stones, its single or at most two- store^ houses, 
where the few passers-ly seemed t o  hug the 
i d s .  . . . There, Museum found ART’S 
headquarters, a former workshop iaow convert- 
ed ìnt0 a denkke ofice crammedjdl ofco9.ptl- 
ters arad hi-tech gadgettly. 

Bernard Smjner was still in conference, so 
Museum asked for some background infor- 
nzatìon. Coffee was served and an invitation t o  
watch a video o f  L’Esprit de la Révolu- 

tion, a show created ly ART aspart ofthe 
jstivz’ties t o  celebrate the Bicentena7y o f  the 
French Revolution in 1989. 

No sooner had the small screen lit up than 
afolk chasactes from the late eighteetzth centu- 
tly appeared. W/ithout more ado, the tatterde- 
nzalioti introduced himse& 

Did someone say ‘Albert’? 

It’s me, Fraqoìs the Pedar. 
B y  7~9 pìctwes, bzíy ng~ ribbotzs! 
Tzqpence a song . . . !’ 
A n d  Fraqoìs Degaz t o  recount ìn a stentorian 
(but strange& familiar] voice the jut stìmngs 
ofrevolutìon if? mral France ìn 1789. Hisges- 
tures were somewhat ostentatious, his mouth a 
shade toothy, but these histrionics, no doubt U H -  

obtmsìve at night afzd from a distance (the 
television screetz can be pitiless t o  actors!), 
were redeemed by the kttle monkg perched oit Photographs by courtesy of ART 



Fraq-ois’s shoulder, ivhìch n o w  and agaiiz nod- 
ded its head as it hearkened t o  its master’s 
hìghh instrzctiive tale. 

Dozibtless begziiled the excellent coffee, 
Museum took a monie12t or two t o  realize 
that Fratqois was xot an actor - not a hzinian 
Thespian, at any rate, despite the superb voice 
$lean-Louis Barauk any more than the 
monkey was a real animal. Robots, perhaps? 
Not at all. Automata, then? Wroq again. 
Todq, the talk is $‘androids’ - at2d there are 
more and more ofthem to be seen mztseum. 

Androìds: thìs was precìseb the topic we 
had come to talk about with Bernard Swjner, 
who entered the room at the vey  moment the 
‘Fran~ois-the-Pedlar’ video was coniitg t o  an 
end, just as a somewhat bafled Museum was 

jìnishing the coffee. . . . 

Museum: Shall we start with a little his- 
tory? For instance, Henri IV of France, 
who put on shows in the Château of 
Saint-Germain-en-Laye that ended 
with the audience being copiously 
sprinkled with water by automata. . . . 

Bernard Swjtzec When François I 
met Leonardo da Vinci, whom he 
called his father, since he regarded him 
as someone quite out of the ordinary, 
Leonardo is said to have made an auto- 
maton, a lion, which stepped up to the 
king and opened its jaws releasing a 
shower of fleurs-de-lys. 

Museum: We have got to the heart of 
the matter right away. 

B.S.: We have indeed! There had to 
be a meeting between those two re- 
markable personages. And what did 
Leonardo do? He set the stage for the 
encounter, the better to transport the 
king into his own world. To do so, in- 
stead of addressing him directly, he 
paved the way for the message he had 
to convey, preparing the ground for 
their exchange by means of that ex- 
traordinary act of magic - a theatrical 
build-up. 

Our approach is the same as Leo- 
nardo’s. We set the stage so as to create 
a build-up, to put the public in the 
right frame of mind. Our stage-settings 
serve as a key to open locked doors and 
remove barriers, when the subject is 
complicated or boring. Our role is to 
set the stage in such a way that the liv- 
ing world, real or imaginary, is recre- 
ated, so that the public responds with 
enthusiasm and wants to know more. 

That’s why that image of Leonardo 
da Vinci and his lion perfectly symbol- 
izes the work we are doing. 

Museum But what is your back- 
ground? Acting? 

B.S.: I am totally self-taught, a dilet- 
tante in the true (and best) sense of the 
term, that is, someone who does only 
things he enjoys doing, things he’s mad 
keen on. Initially, I studied electronics, 
and today I am, among other things, 
the manager of a firm, albeit a rather 
special type of firm. This firm is the 
perfect, and necessary, tool for bring- 
ing together a technically skilled, cre- 
ative team, one that believes passion- 
ately in what it’s doing and is able to 
design and make a living reality of the 
projects we originate. In the team, I’m 
not only the company director but also 
the one who devises the shows. I de- 
vised and staged a show for the Bicen- 
tenary of the French Revolution. I’m 
also involved in studio recording 
work; for example, I composed the 
music for that show. 

Museum: So, you are a project de- 
signer, composer, performer, business- 
man and manager. 

B.S.: Yes, but hold on; I’m not the 
one who does everything, far from it. 
My overall grasp of the job, including 
the technical side, enables me to har- 
monize the operation as a whole. But 
each member of the team is perfectly 
familiar with the other jobs involved. 
In fact, my ou7n role is above all that 
of, let’s see . . . 

Mzisewi: ‘Animator’? ’ 

B.S.: ‘Animator’, right. But let’s 
come back to the automata, to their ori- 
gins. There are lots of anecdotes like the 
one about Leonardo da Vinci - or 
about Van Kempelen, the chess-player, 
who, legend has it, was sometimes a real 
automaton, sometimes a man disguised 
as one. There are all kinds of extraor- 
dinary tales focusing on humanity’s 
age-old fascination with this quasi-di- 
vine ambition to create life by artificial 
means. However lifelike or unlifelike 
the motions they go through, we are 
fascinated by automata. 

Mzisewi: How do you account for 
this fascination? 

B.S.: The ingenuity, the observation 
and patience that were needed in order 
to translate human gestures into me- 
chanical operations, for example in the 
eighteenth century, was quite fantastic! 
Today, there is probably no longer 
anyone capable of making automata as 
they were made in those days, in so so- 
phisticated and elaborate a way. At 
least, if it were possible, the price 
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would be prohibitive. Those automata 
were built in an age when time did not 
have the same value as it has today. 
Some people may well have spent their 
entire lives at it. I believe those old 
craft workers solved the problem of 
getting the balance right between func- 
tion and beauty long before the word 
‘design’ was coined. 

Dinosaurs 
and the ratburger 

Mwezm: What was the first museum 
you came in contact with? 

B.S.: The Musée Grévin, with its 
fabulous waxworks. I must have been 
eight years old. The first time I saw an 
automaton was in a museum, the Con- 
servatoire National des Arts et Métiers; 
I must have been seventeen at the time. 
I visited the museum, and was struck 
by the automata - which are still there 
today. That experience must have 
lodged itself in the back of my mind, 
together with my memories of the 
waxworks in the Musée Grévin. 

Mwez~m: And how did you first 
come across androids as a museograph- 
ical aid? 

B.S.: I was sent by the Cité des 
Sciences et de l’Industrie at La Villette 
on an assignment to the United States, 
to look into the new audio-visual me- 
dia that might be used at the Cité, then 
at the blueprint stage. That was the 
first time I got to grips with museum 
problems. The study assignment took 
me to Epcot Centre, Walt Disney’s last 
creation. I was bowled over by it! Walt 
Disney, who called himself a public 
entertainer, paradoxically taught me a 
great deal about scientific, historical 
and technical matters through his 
shows. The information, aimed at the 
general, lay public, is presented in such 
a simple, warm, persuasive manner 
that you take a real pleasure, a genuine 
delight in discovery. 

For example, in the energy pavilion 
you are transported back to Palaeolith- 
ic landscapes, surrounded by dinosaurs 
and pterodactyls, and you have the im- 
pression of actually being there. You 
are so keyed up, so receptive that, 
when it is explained that that was the 
period when the oilfields were being 
formed, the information is imprinted 
indelibly in your brain. What better 
means could one dream of to ensure 
that such knowledge is taken in, un- 
derstood and the gist of it retained? 

At Epcot, I attended three-dimen- 
sional presentations, strongly in- 
fluenced by the theatre, in which the 
actors were replaced by a new gener- 
ation of automata that Disney’s team 
had developed twenty years earlier, us- 
ing a technique known as ‘audio-ani- 
matronics’. ‘Audio’ because they 
speak, and ‘animatronic’ because they 
are electronically operated. 

Mzrsem: What was the spin-off from 
that assignment? 

B.S.: As far as I was concerned, 
enormous enthusiasm and the desire to 
create automated shows that brought 
knowledge, information and entertain- 
ment to the public. That was some ten 
years ago, and staging automated 
shows was already entering the realm 
of things we could do: sets, sound, im- 
ages. . . . The only thing we didn’t go in 
for was the famous audio-animatron- 
ics. 

We therefore launched our own op- 
eration, our ambition being to develop 
the manufacture of these animated fi- 
gures we called ‘androids’. We pre- 
ferred in fact to find our own name for 
them, rather than to gallicize Disney’s 
term. Besides, the word ‘android’ is to 
be found in Diderot’s and d’Alem- 
bert’s Enphpzedia, and denotes an au- 
tomaton resembling a human being. 

From the Cité des Sciences et de 
l’Industrie we received an order for the 
prototype of an animated head. Our 
enthusiasm for our work drove us to 
go further, and to create not just the 
prototype of a head but a whole an- 
droid, complete with moving arms, 
which performed in a setting complete 
with props. 

For us, that prototype marked the 
start of an activity that we have been 
developing for many years now. The 
research that has gone into it has been 
very costly and, with the exception of a 
small grant, entirely unsubsidized. For- 
tunately, orders began to come in. For 
example, there was a show that was put 
on and subsequently relocated several 
times at the Cité, and that ran again for 
two years without any kind of break- 
down - which gives you some idea of 
the degree of reliability of our produc- 
tions. There was also a temporary euhi- 
bition on the theme Imovatioz atid Setting 
Up if2 Bzisitzess. A short scene located in a 
fast-food restaurant, ‘The Ratburger’, 
was acted out by several characters re- 
presenting a fairly broad cross-section 
of society. These androids, slightly 
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‘It’s me, Fransois the Pedlar. 
Buy my pictures . . . over three feet tall, fell into a discus- 

sion on innovation and setting up in 
business as though they were charac- 
ters out of a La Fontaine fable. 

The show, which was greeted en- 
thusiastically by the public, then went 
on a six-month tour of the provinces, 
under canvas. Lastly, we put on a show 
in the entrance to a temporary exhibi- 
tion on agribusiness, which also en- 
joyed considerable success. It emerged 
from an assessment of the public’s re- 
action that 80 per cent preferred that 
little show to the exhibition as a whole. 

A matter of ethics 

Museum: After that? 
B.S.: Well, for the Eureka exhibition 

at the Cité des Sciences et de l’Indus- 
trie, we created an ‘Atlas’ android, 
over two metres tall, set up in the en- 
trance to the exhibition, who greeted 
visitors in stentorian tones and briefed 
them on what they were about to see. 

Museum: What would you reply to 
someone who might say that they did 
not want to be conditioned in their re- 
sponses by the organizers of an exhibi- 
tion? 

B.S.: You have put your finger on a 
tricky issue, one that affects everything 
to do with communication. We are 
convinced that, if a message is well de- 
signed, the public will be more recep- 
tive to its information content, and so 
more satisfied. Hence visitors will 
leave the exhibition or the museum 
with the perfectly justified feeling of 
having learned something. 

The role of the Atlas android was to 
blot out the preceding environment, to 
help them make the transition. Its 
height, its voice and its impressive ut- 
terances all had a ‘shock effect’ on the 
public, making visitors more receptive 
to the exhibition they were about to 
visit. 

Museum: To which it might fairly be 
replied that that was exactly how film 
directors operated under Hitler, for ex- 
ample Leni Riefenstahl in The T~umpb 
ofthe Will. 

B.S.: Let us not confuse the means 
with the end. The use of staging tech- 
niques for propaganda purposes by the 
Nazi regime was undoubtedly highly 
effective, and posed a problem of eth- 
ics with a vengeance. And I can tell 
you we are fully conscious of the prob- 
lem, and have already turned down or- 
ders. 

Museum: For example? 
B.S.: We were asked, for instance, to 

use laser effects to animate a certain 
politician’s speech. We refused, and 
the reason I gave at the time was pre- 
cisely the Nuremberg association. The 
fact is, we don’t consider that we have 
the right to promote one or another 
party line. 

‘No’ to layy 
communication habits 

Museum: Let’s change the subject. Has 
there been any museum order that you 
found humorous? 

B.S.: We’ve found all our orders at- 
tractive. For example, Le Rêve de Petit 
Pierre (Little Peter’s Dream), concern- 
ing the relationship between the tool 
and the human hand, an extremely 
knotty, laborious subject that we had to 
make comprehensible to a young audi- 
ence. We chose to treat it in the sim- 
plest possible manner. Little Peter is in 
his nursery, daydreaming, and starts a 
discussion with his marionette, Pinoc- 
chio. Pinocchio is in fact a most in- 
teresting character, straddling the 
frontier between two worlds: the 



world of human beings and the me- 
chanical world. Like the others, this 
scene is designed to meet two essential 
criteria: to be enjoyable, and at the 
same time to convey knowledge - to 

’ put across information. Nevertheless, 
the aim is never to say everything there 
is to say about a subject, but rather to 
provide a key that will enable the vis- 
itor to open a door and find his or her 
own way around the exhibition. 

Museum: Isn’t there a risk that the 
androids will put actors out of busi- 
ness? 

B.S.: Certainly not! I’m an actor my- 
self on occasion, and sensitive to such 
problems. Androids are employed only 
when real-life actors can’t be. You see, 
androids aren’t locomotive, they can’t 
move around, nor can they call upon 
the vast range of expressions that hu- 
mans can. They are endowed with a 
vocabulary of facial expressions that 
remains pretty rudimentary. 

Also, they are actors without talent, 
which paradoxically enough is an ad- 
vantage. They have only as much talent 
as the director has, but they’re absolute- 
ly faithful. In other words, if the direc- 
tor is gifted, the android will be equally 
so, consistently, endlessly in fact. 

Another thing: employing androids 
makes it possible, again paradoxically, 
to put the best actors on stage, those 
one would never have dared to dream 
of ‘directing’. For example, in the case 
of the show for the Bicentenary of the 
French Revolution organized in the 
Tuileries Gardens, the pedlar’s voice 
was that of Jean-Louis Barrault. It was 
any director’s dream a dream, though, 
that could never have been realized if 
Jean-Louis Barrault had had to per- 
form on stage non-stop, every ten min- 
utes, twelve hours a day, seven days a 
week, for months on end. 

Maseam: Androids are a spin-off of 
high technology. What are their most 
remarkable features? 

B.S.: Many. I can quote to you the 
example of the number of movements 
brought into play by the androids’ per- 
formance: 20,000 mechanical move- 
ments every day, a very considerable 
figure. The degree of reliability needed 
for such performances can easily be 
measured. Try and build a motor-car 
that had to run ten to twelve hours a 
day, seven days a week, all the year 
round, without any servicing! 

Masezitrm: If a museum with a rela- 
tively fat bank account wished to place 

an order with you, what three pieces of 
advice would you offer it? 

B.S.: First, to reread the definition 
of a ‘museum’ adopted by ICOM, 
which in my view is decisive, and 
highlights the key role of every medi- 
um of communication. Visitors need 
things to be presented to them in an at- 
tractive way. 

Second, since the public today is 
surrounded by highly sophisticated 
communication gadgetry, it is un- 
doubtedly essential to make the most 
of technology’s potential in order to 
bring people enjoyment, albeit with 
certain safeguards, such as not using 
technology as an end in itself, but only 
as a means. The aim must be to call on 
technology when it can help to get the 
information across, and not in a sys- 
tematic, mechanical or unthinking 
manner, which is a soft option leading 
to lazy communication habits. 

Finally, structure the visit. Make it, 
and the entertainment it provides, a 
progressive experience. In other 
words, map out the exhibition as an in- 
troductory tour, with alternative itin- 
eraries branching off. Either visitors 
prefer to be guided, in which case it is 
necessary to help them to find their 
way around; or they want to remain 
free, in which case it is vital to main- 
tain the coherence of the exhibition, 
regardless of the itinerary chosen. This 
boils down to putting visitors in the 
right frame of mind for the discovery 
they are about to make. 

Museum Let me end this interview 
with a personal impression: you and 
François the Pedlar are a bit alike, in 
the sense that your business is to sell 
images, notions and songs, and so on. 

B.S.: That’s true. The pedlar’s pack 
contains all sorts of treasures, so every- 
one can discover in it something he or 
she can learn more about - with enjop- 
ment. 
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Till Hahn 

IVitbozit glass, most masezims simp& 
could not function. But, as witb may  

things in L$e tbat are indispensable, glas 
tends to be taken forgranted - witb) 

perbaps, the special excuse tbat, ìn 
displ¿y cases and vìtrkes, ìt is used 

precise& ì?g order not t o  be seen. ‘Oat o f  
&bt’ should not, bowever, mean ‘out  o f  

nzìnd’, as is sbown in tbìs account by the 
dìrector of an old and well-known jìrm 

specz’alizìng in providing glas to  
m-aseums, of bis conlpaay’s story. 

I first thought of calling this article 
‘The History of Display Cases’, ..but 

ation since glass-sided boxes have been 
built for museums for rather longer 
than Glasbau Hahn has been in the bu- 
siness. This being said, we are not ex- 
actly newcomers since the first all-glass 
display case was invented and built by 
my father, Otto Hahn, in 1935; so we 
have a respectable half-century’s expe- 
rience as purveyors to museums (and 
much more in dealing with glass). 

After school Otto Hahn had been 
trained in the glass business of his fa- 
ther, and grandfather. Then he con- 
tracted the wanderlust bug and went to 
the United States, mainly New York 
and Los Angeles. There, he discovered 
that shop-window glass was often 
mitred at the corners and joined with a 
glue instead of a vertical mullion, a 
pretty solution to the old corner- joint 
problem. This was done, however, not 
for aesthetic reasons, but rather to save 
the cost of corner posts. Also, the 

Typical example of a hood case, 
perfect in respect of simplicity and 

be lifted to place a display, however, 
and the case size is thus limited by its 
weight. 

that would have been a real exagger- dust-protec~on. The whole hood must 

,-. 
b 
2 
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grinding of the glass edges was rather mixture with an effect similar to 
crude, the glue brittle, and additional blending straw with mud. [How ever 
clamps were used to keep the corners did he hit upon rabbit fur for this pur- 
where they should be. pose? - Ed.] 

Nevertheless, when Otto Hahn re- The first all-glass hood case was 
turned to his family business in Frank- marketed by one of his employees and 
furt he experimented with the same Otto Hahn himself, in a wooden box 
all-glass technique for display cases. with two traps and carried by hand. 
His father was not at all enthusiastic Thus encumbered, they visited depart- 
about his son’s ideas, but tolerant ment stores, architects, collectors and 
enough to give him a chance. The ad- - of course! - museums. The 
vantages of an all-glass hood case are elegant, clean lines of the all- 
obvious: it is the least visible means to 
protect an exhibit, thus concentrating ’., ate interest and acceptance. 
the interest of visitors upon the objet ‘The time was right,’ recalls 
d’art, rather than distracting them with Otto Hahn, who at 85 still 
a shiny metal frame or heavy wood- works in his office. ‘The 
work. The French author ’\ Bauhaus style had devel- 
and pilot Saint-Em- oped; architects and de- 

signers were searching 
for a new simplicity.’ 

’ , 

‘!,, 

thing!’ The all- 
glass hood case is a 
perfect example of 
this epigram. Today, 
these thoughts seem 
logical enough; but one 
must realize that in 1935 
Otto Hahn was the first 
in Europe to bond glass to Success, however, only stimulated 

further innovation. The hood case 
might be perfect in design, dust-pro- 

glass, creating three-dimen- 
sional corpuses, rather than 

tection and cost. But its size was limit- 
ed by the strength of the people who 

using glass only to fill open 
spaces. The start of production 
was not ,easy. First of all, the must lift it. ‘How can we have access to 
glass had to be cut and processed to the inside of a case without lifting the 
much higher tolerances than earlier, glass cube?’ Otto asked himself. And 
since the edges were completely visible he answered: ‘If we can’t raise the top, 
and would not hide inaccuracies as let’s drop the bottom!’ By turning a 
frames would. crank the display platform could be 

Next, the glass cement, which Otto dropped into the base to receive the 
Hahn originally imported from the display there and be raised again after- 
United States, showed its limits. After wards. He even got a patent for the 
curing, the glue became very hard and idea; but I don’t remember if we ever 
brittle. So he started himself to mix a sold one precisely of this kind. 
glass cement that was strong but still My father was not satisfied. ‘If you 
retained a certain elasticity, was diffi- ponder about a problem long enough,’ 
cult to cut open but yet repairable, and he said, ‘something is bound to come 
that formed a strong joint but, if over- to mind.’ I am not sure how long he 
strained, gave way before the glass mulled this one over, but the result was 
broke. These requirements were self- a new patent, which proved a major in- 
contradictory; therefore a good glass novation and started a worldwide re- 
cement could only be a compromise cognition of Hahn All-Glass Display 
between opposing qualities. One of Cases: the three-way sliding door! A 
Otto’s secrets in making this cement proper sliding door is supposed to 
was the addition of rabbit fur to the move right and/or left, which requires ~ l ~ p h o t o ~ b y T i l l H a h n  
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a gap between the movable and fixed 
panels. When closed, Otto’s door was 
pressed against the body of the vitrine. 
To open it you first had to move the 
bottom of the sliding door outwards 
about 10 mm away from the body of 
the case and only then slide it to either 
side. Eureka! The three-way sliding 
door combined ease of access with the 
near airtightness of a hood case. 

As things developed, there was 
hardly a limit to the design of cases. 
They grew bigger and bigger, longer 
and longer, wider and wider. My fa- 
ther, you see, is a unique combination 
of craftsman and a do-it-yourself phys- 
icist. He started to experiment with 
glass to find the limitations of this 
beautiful but also often unpredictable 
material. To work with glass is a little 
like playing with a baby tiger. You can 
get a nip in the hand and really wonder 
what for! You really have to love glass 
in order to understand it, and even 
then your grasp of it will only be par- 
tial. It is only in recent times that seri- 
ous studies have been carried out to get 
very precise data; but there still is a 
‘twilight zone’, because the behaviour 
of glass depends very much on the raw 
materials used, the cooling process, the 
kind of cut used and the clean-edge 
work. 

Otto’s two-man crew for display 
cases soon expanded into an ever- 
growing department of Glasbau Hahn, 
and even his father, Heinrich Hahn, 
had to admit that his son’s ‘crazy ideas’ 
had proved successful. Indeed, the firm 
received recognition and laurels, such 
as a Grand Prix in Paris (1937), an 
Award of Honour in Brussels (1958) 
and, recently, the Deutsche Auswahl 
(1985). 

A confession 

Do I lack modesty? Not at all, since 
this is the moment to make a confes- 
sion: Glasbau Hahn did not design all 
these new techniques and offer them to 
the astonished world ex nihilo. Often it 
has been the other way round, in fact. 
Architects, designers and museum spe- 
cialists all over the world called on us 
for ever more intriguing and daring 
constructions. We never had much 
chance to rest on those laurels we had 
won, but had to keep on thinking and 
developing. We do not consider our- 
selves to be any brighter than other 
people. Nevertheless, almost everybo- 

. . . Thomas and..  . 

dy at Glasbau Hahn is a highly trained 
craftsman, in love with and dedicated 
to our work. Therefore we hate tosay 
no to a request for a new design or ap- 
proach. Rather, we take pride in find- 
ing a solution, often in the form of an 
idea which might seem to be utterly in- 
sane at first glance. 

For instance, we owe the design of 
the Otto Hahn Module System to the 
director of a museum who wanted a 
modular display-case system without 
unsightly vertical posts, with modules 
of uniform sizes, and easy to transport, 
install, take apart, add on to, regroup 
and so forth. The main problem was 
the need for a sliding door, still with 
the proven three-way action, but able 
to move in front of adjacent panes. Ot- 
to’s best ‘student’, Klaus Fischer (now 
head of the display case department), 
solved the problem with an ingenious 
invention, the dual sliding door. 

With the exception of a few stan- 
dard-sized table cases and the Hahn 
Module System every single case at 
Glasbau Hahn is custom tailored. I 

shall never forget the incredulous eyes 
of an American visitor, who had asked 
for the price of a case 38 centimetres 
longer than our recommended size list- 
ed in the catalogue. ‘But this is not a 
standard size!’ exclaimed the gentle- 
man when I mentioned that the cost 
would be almost the same. ‘Well,’ I 
said, ‘we have no standard sizes, but 
are here to build the display case you 
want rather than to restrict our clients 
to certain models.’ I should add that 
some of our tailor-made products do 
look a bit odd, much to the dismay of 
my father, who still keeps a watchful 
eye on our commissions. (I like to re- 
call that he, in turn, sometimes left his 
own father shaking his head in dis- 
may.) The main point is that we owe 
most of our ideas to our clients; our job 
is simply (?) to make them work. 

Having talked about the outside ap- 
pearance and qualities of a display case, 
let’s also take a quick look at the inside. 
We often are called on to quote for an 
‘airtight’ case. Well, for the fun of it we 
once built an airtight one-cubic-metre 
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glass cube, each side measuring exactly 
1,000 mm, made out of 8-mm float- 
glass on all six sides. It lasted exactly 
six hours. Then, because of the rising 
barometric pressure, it imploded! 
(When people say ‘airtight’ they usu- 
ally want us to build a dust-protected 
case. This we can do!) 

Creative crossfire 

If a case could consist of glass only we 
would not have to worry about envi- 
ronmental problems which might en- 
danger the conservation of exhibition 
material. Steel or aluminium are on the 
safe side; but what about lacquer? We 
buy blockboard or plywood with an 
extremely low amount of formalde- 
hyde; but what if the wood was con- 
taminated while it was still growing in 
a polluted area? The textile cover of 
the display platform can be dangerous, 
too. In such instances ‘fairly airtight’ 
vitrines can accumulate a concentra- 
tion of possibly dangerous fumes, 
which are quite noticeable if, when 

you open the case, you take a sniff in- 
side (I don’t advise it). 

It has been a long way from the first 
all-glass hood case Otto Hahn and his 
mechanic trotted around to prospec- 
tive customers until the many cases we 
have built for the British Museum, the 
Victoria and Albert Museum, the Met- 
ropolitan Museum of Art, the Louvre, 
and so on. However the forms change, 
and whatever the technical (and tech- 
nological) innovations may be, we are 
constantly caught in a creative cross- 
fire, faced with a need to combine the 
aesthetic requirements of design with 
the necessary functions and perform- 
ance of the case. For us, including my 
brother Thomas, this is a challenge, 
keeping us on our toes and constantly 
looking for new solutions and con- 
structions; in any event always in love 
with glass. 



206 

In the jöllowing two arficles, Anna Maria Donadoni Roveri recounts how optical- 
jibre lighting was e.yberi?nented wìth at the Turin Museum of Egptìan Antipitìes 
(where she is sgperintendent), whìle Pier Enrico Gurlìno and Carlo Albana 
(specialists with the Luceper company that undertook the work) explaìn the 
advantages of this new f o m  of jmnuseam illumìnation. 

Anna Maria I iadoni Roveri 

‘Light means damage in the museum’ - 
so begins an article by C. Thomson and 
L. Bullock on ‘Conservation and Mu- 
seum Lighting’. On the other hand, it 
is also obvious that in total darkness a 
museum would be utterly useless. It is 
thus between these two extremes that 
museum staff must manoeuvre, with- 
out, of course, forgetting what has 
been known and repeated for a long 
time about the damage that light can 
cause, particularly to more fragile ma- 
terial such as textiles, drawings, water 
colours and organic matter in general. 

In a museum of Egyptian antiqui- 
ties more than in any other, materials 
extremely subject to deterioration pre- 
dominate. They include, besides those 
traditionally quoted in handbooks on 
conservation, papyri, reed mats and 
baskets, foodstuffs and beverages, even 
vestiges of leaves and flowers which 
have retained their original colouring 
to some extent, and above all the hu- 
man and animal finds. Already in the 
second half of the nineteenth century 
the curators of the Turin Museum of 
Egyptian Antiquities placed the papyri 
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in the north room as ‘the one which 
seemed most suitable for their conser- 
vation owing to its softer light’. 

At the outset one has to choose bet- 
ween natural and artificial light, but 
here the choice is imposed by the very 
nature of the showcase and, of course, 
budget considerations. At the Turin 
Museum of Egyptian Antiquities pre- 
ference was accorded from the outset 
to natural illumination, which does 
not clash with the interior of the se- 
venteenth-century palace in which it is 
housed. Only in a few inner rooms was 
it necessary to have recourse to artif- 
icial illumination. Artificial light is of 
course available as required during cer- 
tain hours of the afternoon and in the 
evening, but the question will have to 
be reviewed during the impending 
rearrangement of exhibition space. 

Precisely because of this future rear- 
rangement, the offer made to the mu- 
seum by the Luceper company was re- 
ceived with great interest. What this 
firm proposed was to make a prelimin- 
ary study and estimate for a system of 
illumination by means of optical 
fibres, ensuring above all that harmful 
ultra-violet and infra-red radiation was 
completely eliminated - according to 
tests made by the Istituto Galileo Fer- 
raris - while actually allowing im- 
proved visibility of the objects dis- 
played. In the spring of 1988 it was 
therefore agreed to introduce the sys- 
tem experimentally in a showcase in 
which objects varying in shape and size 
were suitably arranged and to measure 
both the capacity of the system to filter 
harmful radiation and the visibility of 
the display. At the time when this ex- 
perimental phase was coming to a suc- 
cessful conclusion, with excellent re- 
sults as regards both the visibility and 
the safety of the exhibits, an exhibition 
financed by the Province of Turin was 
being prepared, chiefly with material 
from the Museum. Advantage was ta- 
ken of this exhibition, entitled ‘From 
Museum to Museum: Past and Future 
of the Turin Museum of Egyptian An- 
tiquities’ (19 October 1989 to 21 Janu- 
ary 1990), to extend optical fibre illum- 
ination to the whole display, that is, to 
all the showcases. 

Shadowless lìghtìvzg 

The showcases, designed by the archi- 
tect Graziano Romaldi, were wood 
and crystal parallelepipeds containing 
easels and supports for the various 
types of material. Illumination was by 
means of bundles of optical fibres in- 
stalled in the tops of the showcases. 
The installation consisted of series of 
small holes each housing a light 
source. The trickiest moment was 
when each of the light sources had to 
be positioned in such a way as to bring 
the light beam where it was needed in 
order to provide optimum visibility of 
the object. In fact, it entailed position- 
ing 1,318 light sources with the objects 
already arranged in the showcases. 
This called for great patience and met- 
iculous work, for which the Museum is 
pleased to extend its thanks to P. E. 
Gurlino and C. Albana, the authors of 
the next article. 

The final result was breathtaking: 
the most delicate reliefs of Djoser, dat- 
ing back to the Third Dynasty, the fin- 
er details of which are likely to escape 
notice with natural illumination, stood 
out with remarkable clarity. Even 
more extraordinary was the rendering 
of the textiles displayed - two tapestry 

rugs dating back to 1450 B.C. and some 
fabrics of the Coptic period - which 
acquired a brilliance inconceivable 
with traditional lighting systems. A de- 
finite advantage, too, was the fact that 
they were no longer subjected to the ra- 
diation which over the preceding 
eighty years had markedly faded their 
colours. The other objects also gained 
considerably in visibility, mainly ow- 
ing to the elimination of shadows. Par- 
ticularly effective and evocative was 
the illumination of the reconstitution 
of the Gebelein tomb of Iti, lit from 
above with 56 lux. In this way shadows 
were eliminated and every detail was 
perfectly visible. 

This exhibition afforded an oppor- 
tunity of trying out for the first time in 
Italy a lighting installation which 
seemed extremely worthwhile and 
likely to be used widely in future in 
view of its undoubted advantages. The 
museum also benefited from the effi- 
cient collaboration of the firm that im- 
ports the fibres. As well as largely fi- 
nancing the project, this company 
made available the experience of its 
technicians with their remarkable ca- 
pacity for interpreting our museum’s 
suggestions. 
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Creative 

Pier Enrico Gurlino and Carlo Albana 

The electrical installation of a great 
museum in which we had installed 
light sources of the highest quality was 
barely completed when the curator, 
before placing the exhibits in the 
showcases, wanted to know the levels 
of ultra-violet and infra-red radiation 
from the lamps. That light spells da- 
mage in museums is something we 
know from experience, but it was an 
aspect to which we had never attached 
due importance. It was as if this was 
‘something everyone knows but no- 
thing can be done about’. 

The curator, however, pressed us 
for an answer. He wanted to know the 
amounts of ultra-violet and infra-red 
radiation emitted by the lamps in order 
to calculate the risk. The manufacturer 
of the lights was unable to provide a 
satisfactory reply. Without such a re- 
ply, the curator put the fragile exhibits 
away in cupboards inaccessible to the 
public. His zeal seemed exaggerated. It 
was only afterwards that we realized he 
was right. 

The problem then was how to eli- 
minate the emission of ultra-violet and 
infra-red radiation. With filters? But 
what percentage do they eliminate? 
And how long do they last? Who 
would think of changing the filters 
when they were worn out? No, a sim- 
pler answer had to be found - and one 
without exceptions. 

Optical fibres were devised for this 
very purpose illumination without 
damage. 

Optical fibres consist of a strip of 
glass clad with a glass cylinder with a 
much lower refraction index. The light 
therefore does not travel laterally but is 
conveyed from one end of the fibre to 
the other. The fibres packed into bun- 
dles act as conductors of light. Trans- 
mitted in the visible spectrum, ranging 
between 400 and 780 nanometres, the 
light is of the purest and is completely 
free of harmful ultra-violet and infra- 
red rays. 

The curator as artist 

The following basic rules may there- 
fore be regarded as establishing the 
ideal conditions for museum lighting: 
Blinds to keep out the natural light, 

which is difficult to control and is 
conducive to the ageing of the exhi- 
bits. 

Indirect lighting of low intensity 
which can be controlled by a dim- 
mer and which can be directed to 
prevent the appearance of unwan- 
ted shadows. 

Optical fibres for maximum luminance 
of the exhibits. 

When working with optical fibres, one 
is fascinated by the infinite possibilities 
of playing with light. Light becomes a 
creative medium. It is no longer the 
light technician who is in control, but 
the museum curator turned artist who 
positions the light as desired, identi- 
fying himself or herself with the origi- 
nator. Contrasts, light and shade ef- 

fects can be created and light from be- 
low can be directed upwards without 
dazzling the spectator or revealing the 
source of the light beam. The object to 
be illuminated is shown in three di- 
mensions. 

Optical fibres do not conduct power 
or heat, nor do they wear out. As they 
are innocuous, the public can even 
touch them without risk. Another pos- 
sible use of optical fibres, in view of 
the potential intensity of the light 
emitted, is the scrutiny of canvases for 
fakes, harmful micro-organisms or 
earlier pictures painted over. The au- 
thors of this article think that optical 
fibres will become vital not only for 
the lighting of museum exhibits but al- 
so for research and restoration. 
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stonecutter 

A Musezm interview 

Mathiez, Canavagìo is a st?-appi.g 30- 
year-old Frencbnian. He is a stonecutter 

 JI trade, but be doesn’t czdt just a?ty 
stone. Wbat be’s interested in is good- 

p a l i o  stone, pr$erab& witb a long 
histog1 bebind it. He specialìzes in the 

5 restoration o f  bìstoric monuments and in :- the pastfew months be bas worked on 
i three Paris niztseunzs wbicb are 
d monuments in their own right: tbe Hôfel 
d Carnavalet (Paris bisto y nzusezwz), the 
z. Hôtel Donon (Cognac-Jq Musezi.t?z) 

and the cbztrcb o f  Saint-Martin-des- 
$ Champs (national tecbnology nzz~sez/m). 
o .- Wbat does be bave to sqy aboztt bis 
& work afid what is it, j r s t  of all, tbat 
2 ?nukes a young man opt for a manual 
2 trade wbìcb is bard, poorb paid and, 
2 one might have tboztgbt not so vey long 

ago, practicalb obsolete? 
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Mathiezi Canavagio: I had a difficult 
time as an adolescent. At fifteen I was 
bored at school. My mother said to me, 
‘Right, now you don’t have to go to 
school any more, find something you 
want to do and get on and earn your 
living.’ I jumped at the idea. One of my 
mates was a stonecutter, my parents 
had a friend who was a sculptor. . . . So 
I went off to a youth camp as a volun- 
teer to do restoration work. It was or- 
ganized by the Club du Vieux Manoir,l 
and we worked on a great twelfth-cen- 
tury church in the Poitou region. The 
atmosphere was fantastic; I gave it ev- 
erything I had because I wanted to 
show - in fact I probably wanted to 
prove to myself - what I was capable 
of. 

Museam: And what happened after 

this time with Les Compagnons Bâtis- 
seurs (Building Companions youth or- 
ganization). But when my father was 
looking for their phone number in the 
directory he came across the number 
of the Compagnons du Tour de France 
Craft Guild.2 So off I went to serve 
with them as a mason’s apprentice for 
tsvo years. Then I wanted to move up a 
step and learn to be a stonecutter, 
which is quite different from being a 
mason. But the guild officials wouldn’t 

1. See Christian Barbé‘s article o n  voluntary 
youth work camps and museums in  Musewz No. 
163. - Ed. 

2. The craft guilds in France, which date from 
the Middle Ages, offer apprenticeships in certain 
manual trades (particularly in the building 
industry): they involve the Tour de France scheme 
wherebr iournevmen travel around France from 

, I  , - -  
that? one master craftsman to another, learning all the 

tricks of their chosen trades. The  craft gÜilds also 
have their own philosophy and their own rites. - I wanted to go On 

another voluntary youth work camp, Ed. 
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hear of it, so I decided to leave, with- 
out having been initiated into the 
guild’s rites and mysteries. But I still go 
along with its moral code: the job is 
more important than the person doing 
it, the main thing is for the job to be 
done properly. . . . That didn’t stop me 
from being a trade-union representa- 
tive though! Self-sacrifice, yes; self-ful- 
filment through work, yes; but exploi- 
tation, no! 

Museum: And what about your work 
on museums? 

M.C.: Well, that’s something else. 
On a ‘normal’ job, you’re still in the 
capitalist system. You’re treated like 
dirt and you botch things up to earn a 
pittance. It doesn’t matter how you do 
the work, so long as there’s a profit to 
be made. Restoring a’ museum can be 
quite different. Once your tender has 
been accepted, you don’t have to be at 
each other’s throats all the time. It’s 
not quite so much the law of the jun- 
gle. 

Museum: Why is that, do you think? 
M.C.: People get to know one an- 

other and work as a team. It’s nothing 
like the usual kind of job. There’s a 
higher goal; things matter, somehow. 

Museum: And from the technical 
point of view, are there any particular 
problems? 

M.C.: That’s just it, there are prob- 
lems that come from feeling that 
things matter. For example, there was 
one place where, before the stonecut- 
ters started work, the glaziers came and 
took out the stained-glass windows. Of 
course that left gaping holes in the 
walls of the museum, and that meant a 
huge intake of air. If we had worked in 
the usual way there would have been 
dust all over the museum, and that 
would have damaged things that 
couldn’t be moved. So we first had to 
make a kind of airlock on either side of 
the windows, which made work on the 
scaffolding difficult. And then, no dia- 
mond discs: we weren’t allowed to use 
machinery but had to do everything by 
hand. Although it made the work very 
difficult for us, no one complained. 
That’s what it’s all about, feeling that 
things matter. 

Mtrseum: So yo6 feel really involved? 
M.C.: Yes, completely. After all, it’s 

quite something to look at a row of 
stones that another stonecutter put to- 
gether in, say, 1240 and to see that they 
haven’t budged a fraction of an inch in 
all that time. Imagine what it feels like 

to run your hand over a piece of stone 
made shiny by the years, and then to 
find a rough patch, left by the stone- 
cutting tool. I sometimes find I have 
tears in my eyes - tears of admiration, 
but also partly of pride because I am 
working in the same tradition as the 
man who worked on that stone before 
me. But I make no secret of it. I am a 
mystic and the reason I’m a union ac- 
tivist is to stop bosses from getting on 
the nerves of stonecutting mystics! 

Museum: What about the architectu- 
ral side? 

M.C.: There again, I have some 
ideas that don’t go down too well at 
the moment. 

Museum: What do you mean? 
M.C.: Authenticity, for instance. I 

certainly don’t agree with Viollet le 
Duc who in the nineteenth century de- 
signed whole new sections for medie- 
val cathedrals or châteaux he was sup- 
posed to be restoring. But, on the other 
hand, does authenticity mean an old 
building should always be made to 
look as it did at the very beginning? In 
some cases - the Hôtel Donon for in- 
stance - it makes no sense at all to do 
that. The building had changed over 
the ages. There was no need to strip off 
particular layers that had been added 
over the years and become an organic 
part of it. After all, human beings once 
had fins and tails; but does that mean 
we should have fins and tails now? 

Museum: Do stonecutting and phi- 
losophizing go together? 

M.C.: I’ll tell you; I know stone- 
cutting inside out and up to a point I 
don’t ask for anything else. But if I’m 
asked to chip away at a wall which I 
know will be weaker afterwards, well 
I’m going to give the matter some 
thought, aren’t I? But it’s not all deadly 
serious, you know: stonecutters like a 
good laugh too. 

Musezim: For example? 
M.C.: Well, when we were working 

on the church of Saint-Martin-des- 
Champs (a real gem - the earliest 
Gothic arches in Paris), we had set up 
our workbenches in a little garden be- 
hind the apse. But the garden could be 
seen from the street and people just set- 
tled down to watch us. We began to 
feel a bit like monkeys in a cage! So we 
put a notice on the fence around the 
garden which said: ‘Stonecutting is a 
nice job but it makes you thirsty. All 
contributions gratefully received. . . . 
and no free photos!’ They took it seri- 

ously and we got enough to go off and 
really quench our thirst! 

Museum: Do you ever go to mu- 
seums? 

M.C.: To be honest, not very often. 
Museums aren’t usually very lively 
places. Actually that’s what I don’t like 
about turning old houses into mu- 
seums. I prefer the blackened stone, 
courtyards full of workshops with cor- 
rugated iron roofs, workers plying 
their trades, and the neighbourhood 
kids playing games. To my mind 
there’s often something a bit morbid 
about museums. 



A bridge between cultural 

Ten years ago, at least ìtz France, the 
concepts o f  ‘marketìng ’, %o?miunication’ 
and %ulture’ seemed t o  belong to entìreb 
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The challenge was difficult and the 
hindrances many. Museums were still 
often conservative strongholds. Access 
to works of art was considered a privi- 
lege, promotional activities seemed to 
be the preserve of the commercial side 
alone and funds seemed to be beyond 
reach. A few blockbuster exhibitions, 
most of them in Paris, for which ad- 
vertising budgets had been provided, 
drew very large crowds, but these were 
exceptions far removed from the man- 
agement practices and daily routine of 
the general run of French museums. 

Where would the breach be finally 
made and the first bridge established 
between curators and ‘cultural com- 
municators’? 

The breakthrough came with the 
plans for brand-new museums or mu- 
seums being renovated, often under 
the direction of young curators sympa- 
thetic to co-operation with new part- 
ners and anxious to make a success of 
the projects entrusted to them. There 
was also a breakthrough among the lo- 
cal elected representatives who real- 
ized what the artistic heritage of their 
town or region could do for its image, 
economic development and tourist in- 
dustry and who, accordingly, made 
cultural development a major plank in 
their policy. The first public relations 
job entrusted to me was in connection 
with the opening in 1980 of the Musée 
de Préhistoire d’Île de France at Ne- 
mours. This is a superb glass and con- 
crete building standing on the edge of 
the Forest of Fontainebleau, the result 
of a successful association between the 
architect, Roland Simounet, and the 
curator, Jean-Bernard Roy. In it, ex- 

curator 

hibits and environment are intimately 
blended. It was the first time that a mu- 
seum had entrusted responsibility for 
its press and public relations policy to 
an outside agency, but this team effort, 
ably co-ordinated by the curator, 
earned the museum a special acknowl- 
edgment in 1981 in connection with 
the Council of Europe museum prize. 

A skÈZZ brought to bear 

The success of that first effort won 
over a group of young curators in close 
contact with their colleague in Ne- 
mours. In the months that followed, I 
was also asked to handle the opening 
of the Musée d’Archéologie at Guiry- 
en-Vexin, and then the opening of the 
Musée de la Figurine Historique at 
Compiègne and of the Musée d’Art 
Contemporain at Villeneuve d’Ascq, 
and the reopening of the renovated 
Musée des Beaux Arts at Evreux. The 
Association of Museum Curators of 
the Île-de-France region organized in 
1984 the joint mounting of ten exhibi- 
tions in ten inuseums in the Île-de- 
France, an operation which attracted 
considerable attention and for which 
our agency was asked to handle co-or- 
dination and communication matters. 
A very important step had been taken. 
Funds had been secured, a new ap- 
proach was being accepted and shared, 
and the best advertisement for this 
new policy was its results. 

This team of specialists was also 
called upon to promote a number of 
individual exhibitions. These included 
the Matisse and Boilly exhibitions 
mounted by the Musée des Beaux Arts 
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in Lille and, between 1987 and 1990, 
the Dubuffet exhibition organized by 
the Museum of Issy-les-Moulineaux, 
the exhibition on the emergence of na- 
tional sovereignty mounted by the Mu- 
sée de l’Histoire de France, and the 
Grau Garriga retrospective organized 
by the museums of Angers. 

Now that it was becoming clear that 
communication techniques were not 
only desirable but necessary in order to 
attract the public to new ideas, some of 
those in charge began to wonder at an 
early stage whether their plans 
matched the concerns and needs of 
their target publics. Thus in 1973, the 
Georges Pompidou Centre in Paris 
asked Anne-Marje Thibaut to do some 
market research into the interest 
shown by the general public in con- 
temporary art. Some ten years later, in 
1984, the opening of two major centres 
of contemporary art - the Villa Arson 
in Nice and the CAPC in Bordeaux - 
was preceded by feasibility studies car- 
ried out by Anne-Marie Thibaut. 

Curators embarking on renovations 
or who have decided on a change of 
policy or a new development turn to 
Public et Communication for studies 
and advice. Examples in 1989/90 have 
included the Ecomusée at Le Creusot 
and the Musée des Beaux Arts at 
Tours. Whether they want to plan the 
use of space, study the markets or ways 
of arranging their reception facilities, 
seek marketing advice or devise com- 
munication plans, museums now make 
use simultaneously of scientific re- 
search, museographic and museologi- 
cal analyses and surveys of the needs of 
various publics and of ways of stim- 
ulating their interest. In this context, 
Public et Communication has thus 
played a part alongside many teams, 
including the Direction des Musée de 
France, the Cité de l’Industrie et des 
Sciences de la Villette, the Mémorial 
de Caen, the Centre National de la Mer 
at Boulogne-sur-Mer and, in 1990, 
Océanopolis at Brest. The opening to 
the public of this Centre Français de 
Culture Scientifique et Technique de la 
Mer, the first of its kind, was a re- 
sounding success, with 250,000 visi- 
tors in ten weeks. Equally successful 
were the Musée d’Art Moderne et 
d’Art Contemporain in Nice, with 
50,000 visitors in eight weeks, and the 
Espace Albert Kahn in Boulogne 
which had 65,000 visitors in ten 
weeks. 

It is now accepted that marketing 
and communication skills applied to 
culture can provide support, be effec- 
tive and bring results for a museum at a 
crucial moment in its development, 
such as its opening or renovation, a 
special exhibition, etc. 

The next step 
The next step was to make these isolat- 
ed activities into something continu- 
ous and to introduce a communication 
policy and a constant concern for the 
public’s wishes as a permanent feature 
of the management of any cultural in- 
stitution. The desire for  success^ and 
large numbers of visitors had to be 
changed in the minds of those in 
charge into a concern for image and 
reputation and for the cultivation of 
permanent contacts with one’s partn- 
ers. There had to be a change-over to 
the idea of a policy of interaction bet- 
ween a museum and its environment 
and the choice had to be made to 
maintain lasting relationships with all 
those with whom the museum had 
contacts: institutions, elected represen- 
tatives, scientists, researchers, artists, 
French and foreign colleagues, the 
worlds of business, education and tou- 
rism, communities, associations, the 
press, the general public and so forth. 

Public et Communication attaches 
great importance to this basic work 
which links the consulting agency with 
the museum management and which it 
carries out on a permanent basis, side 
by side with its clients. In agreement 
with those in charge of a museum, Pu- 
blic et Communication lays down their 
objectives and strategies, assesses their 
performance, seeks a visual image for 
them, brings out documents and pos- 
ters, builds up a feeling of loyalty in the 
information networks and expands 
their files, handles co-operation with 
friends-of-the-museum societies and 
with the regional and national press 
and helps museums to make optimum 
use of their funds and develop part- 
nerships. 

This remarkable development in 
the museum world of recent years was 
reflected in the organization of two in- 
ternational events, one public and the 
other private: the Ruée vers L’Art> the 
1985 and 1987 arrangements for which 
were entrusted to Public et Communi- 
cation, and the Salon International des 
Musées et des Expositions (SIME), 

communications for which were 
handled at the outset in 1988, and 
again in 1990, by the agency. Both 
were examples of the refinement of the 
role and function of museums and ex- 
hibitions - whether on ancient or con- 
temporary art, and whether state or 
private museums. The heart of the 
matter was the relationship between a 
museum, art, and the public concerned 
and the challenge was, during those 
events, to draw as many visitors as pos- 
sible who would subsequently become 
a sensitive and devoted public. The re- 
sults in both cases were quite conclu- 
sive. Hundreds of thousands of visitors 
were drawn to the first Ruée vers L’Art 
and this led to a 15 per cent increase in 
museum attendance the following 
year. SIME drew 40,000 visitors to the 
Grand Palais in Paris in the space of 
five days the first year and 55,000 the 
second. 

We believe that the momentum a 
marketing and communication agency 
can impart to the planning, launching, 
numbers of visitors and reputation of a 
museum no longer requires proof. If. 
this effort is to be continuous, howev- 
er, it calls for the setting up of a special 
unit in the museum, which can carry 
on the work that has been begun. The 
establishment of a communication 
policy is not like a virtuoso perfor- 
mance but a daily task that requires 
follow-up and determination. The re- 
sults will be lasting only if this condi- 
tion is met. Outside agencies and in- 
house departments are not in any way 
antithetical but are complementary 
and work together productively. W 



Revamping MOSCOW’S Tretyakov: 
the director and the architect 

For several years now the Tretyakov State Gallery, one of the world’s largest 
art museums and one possessing a magnificient collection of Russian pre- 
Revolutionary and Soviet art, has been under reconstruction in Moscow. How 
is the work going? And what problems cropped up in the co-operation 
between different partners? The Director-General of the All-Union Museum 
Association of the Tretyakov State Gallery, Yuri Korolev, and the Chief 
Architect, Gennady Astafev, spoke t o  lrina Pantykina, Editor of the Russian 
edition of Museum, about the work’s progress, the shape of the revamped 
museum and the problems encountered by the people working together on 
the project. 

Tbt? Director: ‘If tbt? bgilders don’t let down’ 

lrina Pantykina: The Tretyakov Gallery has been closed 
to  visitors for seven years. It goes without saying that 
only very serious circumstances could have forced the 
closure of  this important museum of national art for such 
a long period of time. What were those circumstances? 

Yuri Korolev: The circumstances were certainly very 
serious. You must remember that the gallery developed 
out of the private collection belonging to  Pave1 b 

To the right, the main entrance of the main building of the 
Tretyakov Gallery. To the left of the entrance is the technical 
block, behind which may be seen the domes and bell-tower of the 
former church of Nikola in Tolmachi. On the left the 
former Demidov estate may be seen in the distance. 
The Lavrushinsky Pereulok is being converted into 
a pedestrian precinct (sketch by Gennady Astafev). 



Tretyakov ( I  832-98). The pictures were originally hung 
in the rooms of his house on Lavrushinsky Pereulok. 
When the space became too  cramped for the much 
expanded collection Tretyakov decided t o  build special 
premises for it. The construction of the first two  rooms 
attached t o  his house was completed in 1874. But the 
collection continued t o  grow, and Tretyakov was obliged 
to  build four successive extensions. More space was added 
to  the building during the Soviet period, and the gallery 
acquired a further seventeen exhibition rooms. 

Finding a common language 

By the time I arrived a t  the gallery ten years ago the 
situation had become very bad. First of all, the building 
was unsafe (according t o  the experts it would have 
remained standing for five or  a t  most seven years) and, 
secondly, it was impossible t o  display the collection 
properly in the rooms available. Remember, Tretyakov in 
his day had tried t o  find a site in Moscow for a new 
museum building as his collection was constantly 
expanding. By the time he presented the collection t o  the 
City of Moscow in 1892 it already comprised 2,000 
works. The Tretyakov Gallery’s collection now contains 
some 90,000 items, a large proportion of which had t o  
be kept in the reserves. Naturally, museums need 
reserves, but the dream o f  the director and staff o f  any 
museum is t o  put as many o f  the works as possible on 
permanent display. But for us this was quite impossible: 
we were unable t o  display either the Russian or the 
Soviet collection properly. We realized that the only 
thing t o  do was t o  carry out major repairs t o  the 
building, reconstruct the gallery and build new premises 
for it. Nine years ago we put the matter before the USSR 
Ministry of Culture. A t  the time there were practically no 
resources being allocated t o  culture, and it was extremely 
difficult t o  obtain the go-ahead for such a major 
operation. Nevertheless, we eventually got it. 

I.P.: Where did you start? 
Y.K.: We had t o  provide the architects with project 

specifications, but unfortunately the Soviet Union lacked 
experience in the construction o f  such large museums. 
What should a modern museum be like? What would 
restoring and expanding the Tretyakov Gallery entail? All 
sorts o f  questions had t o  be answered concerning the 
building’s foundations, i t s  fittings, the air temperature, 
humidity and circulation, the lighting in the rooms, the 
hanging of the pictures and so on - and to  answer them 
we had t o  go halfway around the world and have a good 
look a t  museums in the United States, France, Germany, 
the United Kingdom and other countries. 

Then there was a question o f  choosing an architect. 
The State Institute for Theatre Design was commissioned 
t o  work on the project for the reconstruction o f  the 
Tretyakov Gallery. The Institute’s staff were admittedly 
experts, but we were unable t o  find a common language: 
their attitude seemed t o  be that they knew it all, and 
what we needed were colleagues. We then approached 
Mosproekt-4, a design institute headed by lgor 
Vinogradsky, and the teams headed by Gennady Astafev 
and Boris Klimov began working with us. Following a 

particularly heated discussion on the project one day the 
architects rang my home a t  one o’clock in the morning 
and said, ‘Everything we said today was nonsense. We’ve 
got a new idea.’ That was when I realized they were the 
people we needed and that was how a team of like- 
minded people was formed. And we are st i l l  working 
with these same architects. We discuss together the 
problems facing us, we argue and we wrangle, but we 
never fall out, because we share a common goal. 

I.P.: You spoke about major repairs t o  the building, 
remodelling the gallery and building new premises. Could 
you give more details o f  the work proposed? 

Y.K.: The gallery occupied almost a whole city block 
and a number of buildings outside that area. We not only 
had t o  repair and remodel the gallery building but also t o  
repair and restore the other buildings and adapt them t o  
the needs o f  the museum. Even that didn’t solve all the 
problems, as the gallery needed more large spaces. Hence 
the idea of putting up new buildings alongside the old 
one. 

I.P.: Another question. The Tretyakov Gallery was 
closed for the entire period. I know it must have been 
very difficult t o  take such a decision as the gallery was 
closed not for months but for years, and Moscow 
therefore had no museum o f  national art  for a long time. 
Repair and construction work in large museums is usually 
carried out in stages, with a part of the exhibition 
remaining open t o  the public. Why didn’t you do it like 
that? 

Y.K.: This question was seriously discussed. Many 
people thought that the gallery shouldn’t be closed and 
that the building could be reconstructed in stages. But 
only f ive o f  the fifty rooms were safe at the time: the 
others could have collapsed a t  any moment. After asking 
experts and builders for advice we realized that the 
gallery would unavoidably have t o  be closed. It’s obvious 
now that if we had kept some of the rooms open we 
would have exposed the works o f  ar t  t o  serious risk. 

The future of the old building 

I.P.: Where did work on the gallery begin? 
Y.K.: Wi th  the depository. It was built by a Finnish 

company, UlT. You may wonder why we turned t o  a 
foreign firm: as I have already said, no one in the Soviet 
Union had any experience o f  constructing large museum 
buildings, and the work had t o  be completed within a 
short period o f  time. The Finns carried it out in fourteen 
months. In our view the depository will st i l l  be one of 
the best in the USSR in fifteen t o  twenty years’ time. We 
have really managed t o  construct an ‘intelligent building’. 

The depository is a storehouse and a ‘hospital’. It 
contains stores for paintings, drawings, sculptures and 
applied art, restoration workshops, a photographic 
laboratory, a carpenter’s workshop and much more 
besides all fitted with the latest equipment. The 
depository also has viewing rooms. The dimensions o f  all 
the rooms were determined by the needs of the gallery. 
Everything is interconnected and carefully thought out. 

t o  it i s  not the end of the matter: the building must be 
But building a depository and transferring works o f  ar t  



The Director: ‘rf the hdders don’t let tis doum’ a5 

used. The staff of the operational service were trained 
while the depository was being built: they went t o  study 
in Finland, and the Finns assisted them in Moscow. As a 
result we have a team o f  well-trained, qualified staff. 

After the collection was transferred t o  the depository 
we had t o  face a very serious situation: the works o f  art, 
being exposed t o  unfamiliar conditions, began t o  show 
signs o f  deterioration. Later on, in the United States, I 
learnt that the Americans experienced the same problem 
when their museums acquired air-conditioners with 
precise parameters for temperature and humidity. But at 
the time we went through a really bad period. The 
keepers didn’t understand what was happening; it took 
time t o  get t o  the bottom o f  the problem and restore 
the works o f  ar t  t o  their proper condition. 

After handing over the depository t o  us the same 
Finnish firm started work on the construction of the 
technical block, so called because i t s  basement houses the 
gallery’s various technical services, including the system 
that maintains a constant level of temperature and 
humidity in the buildings, the central heating units, the 
transformer substations, the fire-extinguisher station, etc. 
The floors a t  ground level and above are given over t o  
areas that serve a variety o f  purposes. There i s  a 
multipurpose 400-seat conference hall with the very 
latest equipment which can be used for ceremonies, 
conferences (including international conferences, as there 
are facilities for simultaneous translation into seven 
languages) and theatrical performances. In the technical 
block there is also a lecture hall with 280 seats (the 
Tretyakov Gallery has an intensive lecture programme) 
and a magnificent studio on two  floors for work with 
children. 

The gallery has never before possessed temporary 
exhibition rooms, some o f  the permanent exhibition 
rooms having t o  be cleared each time t o  make room for 
temporary exhibitions. That was bad for the works of a r t  
that had t o  be put in store from time t o  time, and it was 
also an unacceptable way t o  treat our collection. The 
temporary exhibition rooms, which have an overall area 
of 1,500 m2, are located in the technical block. Space has 
also been found for a computer centre. We have 
acquired an Olivetti computer and we intend t o  store in 
the data bank information about all the Russian and 
Soviet works o f  a r t  held in the museums o f  the USSR. 
This is an enormous task, o f  course, but it will soon start 
t o  pay dividends. 

I.P.: And what has happened t o  the old building o f  the 
Tretyakov Gallery? 

Y.K.: Work  on the old building went full steam ahead 
while the new buildings were being constructed. It 
needed foundations (which it lacked), horizontal and 
vertical damp-proofing and reroofing. We disturbed 
nothing and preserved whatever we could. Work i s  in 
progress, but we are short of builders a t  present. 

What is t o  be displayed in the main building? 
Previously there were two  rooms o f  icons; now there 
will be seven, plus three rooms of ancient Russian applied 
art. There will be separate rooms for well-known artists. 
We have 20,000 drawings and paintings, but only a few 
were previously on display. When the reconstruction 
work is finished the main buildine will have six rooms 

View of the technical block from 
the courtyard of the Demidovy 
estate (architect Gennady 
Astafev). 

with special lighting for the display o f  drawings and 
paintings. The new Tretyakov Gallery, in fact, will enable 
us t o  display much of what was previously kept in store. 

Gallery as we remember it, no longer a single building but 
a complex of buildings? 

Y.K.: Yes, it will be a cultural history centre. As I said, 
the gallery has been given a number of nearby buildings. 
For example, we’re organizing an open reserve of ancient 
Russian art  in an eighteenth-century house and an 
exhibition of drawings and paintings in a nineteenth- 
century house. 

the renovated Tretyakov Gallery? 

the builders don’t let us down. 

I.P.: In other words it will not be the Tretyakov 

I.P.: One last question. When will we be able t o  visit 

Y.K.: The entire complex should be open in 1991 - if 
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lrina Pantykina: The reconstruction o f  the Tretyakov 
State Gallery is nearing completion. The project was 
developed in your institute. As the project’s chief 
architect, please tell us about your work. 

was responsible for: the design of the gallery’s new 
buildings, the creation o f  an integrated system o f  public 
services and amenities for the entire area and the 
reconstruction of individual buildings. My colleague, Boris 
Klimov, who is also chief architect for the project, has 
been concerned mainly with the buildings requiring 
’reconstruction, that is t o  say the gallery’s main building 
and a number o f  so-called ‘small houses’ in which 
exhibitions and various departments of the museum will 
eventually be located. 

We began by investigating what our predecessors had 
done: the people who put up the building in Tretyakov’s 
day, the artist Vasnetsov, and the leading Soviet 
architects Shchusev and Rudnev. We thought not only 
about constructing a building for the museum’s present 
vast collection but also about a long-term plan for the 
gallery’s development, the town-planning conditions in 
the historic conservation area o f  Zamoskvoreche and the 
establishment in the longer term o f  a cultural history 
centre based on the Tretyakov State Gallery. Wi th  these 
aims our institute, the Moscow Scientific Research 
Institute for Culture, Leisure, Sport and Health Facilities, 
worked out an overall plan for the development o f  the 
Tretyakov State Gallery, the construction work being 
divided into stages. 

Gennady Astafev: First of all I should like t o  say what I 

Turnkey construction 

Before designing the new buildings we carried out a study 
o f  the area’s architectural history, that is t o  say a study 
o f  what had been built there a t  different periods, starting 
with the sixteenth century. On the basis o f  the 
information we obtained and taking account o f  the city’s 
and the gallery’s needs today we decided on the nature 
of the facilities and the shape of the buildings and worked 
out the technical specifications. 

I.P.: Did you receive any help from the staff of the 
Tretyakov Gallery? What were your relations with them 
like? 

G.A.: The help provided by the gallery staff was 
invaluable, especially when we started work on the design 
of the exhibition rooms and depositories. The gallery’s 
director, Mr Korolev, set up a special working group that 
liaised with us. The group was made up of art  experts, 
restorers and other specialists. A t  first it was quite 
difficult for us t o  find a common language, as the gallery 
staff had no previous experience o f  working with 

designers: they couldn’t read the working drawings - but 
they soon learned. 

We ourselves had no experience o f  museum design 
work. We began t o  make a serious study o f  the 
problems involved in their construction and operation 
and made several trips in order t o  study various 
museums. We were always having meetings with the 
gallery’s staff, during which they explained t o  us what 
they needed. Minutes were taken and had the status of 
official documents recording the decisions adopted. 
Through our joint efforts we managed t o  find ways o f  
creating the best possible conditions for works o f  art  in 
the depository, the technical block and the main building 
and comfortable conditions for the visitors. 

I.P.: Let us return t o  the design and construction o f  
the gallery’s new buildings, the depository and technical 
block, which were built by a single Finnish company. 
What were the company’s responsibilities, and what 
were your relations with it? 

G.A.: First o f  all I should point out that the Finnish 
company UIT was selected on the basis o f  competitive 
tender for both jobs. Under the contract the company 
agreed t o  participate in the preparation o f  the working 
drawings (with their know-how) and t o  undertake the 
turnkey construction. I t  was our job t o  produce the 
preliminary design and the technical specifications for the 
company in all areas of the project. We also had t o  
harmonize all the working drawings. After exchanging 
documentation and sketches with us a t  the contract 
design stage, the company started on the working 
drawings. They then handed them over t o  us for 
inspection and harmonization o f  all types o f  work (i.e. 
architectural and constructional work and all technical 
services). 

The deadlines they set us were rather tough (thirty 
days, and for work on the interiors ten days) and the 
work was intense - sometimes discussions with the Finns 
would go on until late in the evening - but at the same 
time I found the experience creative and enormously 
satisfying. The chief contractor was Glavmosstroy, 
which made a substantial contribution t o  the 
construction work (preparing the site, digging the 
foundations, etc.). But o f  course our entire project was 
successfully completed because of the Finnish designers 
and highly qualified builders who carried it out. We 
learnt a great deal about the organization of design 
work from the Finnish companies, though our architects 
were as equally qualified as the Finns. Indeed, the Finnish 
architects would not have been able t o  carry out the 
work required on this site, as it demanded a detailed 
knowledge o f  our installations, the history of the region 
in which the building work was carried out and the 
‘flavour’ o f  the old Zamoskvoreche area. 
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The depository was built in fourteen months. As for 
the technical block, the Tretyakov is still waiting for  the 
company t o  carry out certain types o f  work, so the 
building has not  yet been formally accepted by the State 
Commission. But leaving aside these trifling problems, 
which crop up in any undertaking, especially one 
as complicated as the design and construction of a 
museum, I would say again that we were very fortunate 
t o  have the opportunity t o  work with UIT. 

Pedestrian precinct 

I.P.: As I understand it you have managed t o  achieve 
what was wanted in both buildings - t o  provide optimal 
conditions for works of a r t  and a comfortable 
environment for people. Perhaps you could say 
something about the outside appearance o f  the 
depository and the technical block. They were designed 
t o  match the gallery’s main building and blend in with 
the historical urban setting, weren’t they? 

G.A.: In designing the façades for the t w o  buildings 
we incorporated the creative ideas employed in the 
treatment of the façade o f  the main entrance. That is 
why you find the same proportions in the design o f  the 
façades o f  the depository and o f  the technical block, the 
modular pitch o f  the arcades and windows, the 
combination of red brick walls with white stone 
ornamentation. I should like t o  emphasize, however, 
that this is not  just a copy of themes from old Russian 
architecture but a creative reinterpretation o f  the 
inheritance o f  the past. 

I.P.: Has provision been made for disabled people 
who wish t o  visit the gallery? 

G.A.: People in wheelchairs will be able t o  reach the 
main building and the technical block from the 
pedestrian precinct o f  Lavrushinsky Pereulok, taking the 
lift t o  the second and third floors. As the buildings are 
connected they’ll be able t o  move freely f rom one 
exhibition room t o  another. 

I.P.: You’re working on an integrated plan for 
improving the area. Could you please give us some 
details? 

G.A.: The other buildings belonging t o  the gallery are 
grouped around the buildings we’ve just mentioned, 
forming a kind o f  ‘island of the arts’. An integrated plan 
has been drawn up for the improvement o f  this entire 
area. Lavrushinsky Pereulok will become a pedestrian 
precinct, and we intend t o  surface the pavements with 
white flagstones and the roadway with small red paving 
stones: this will be reminiscent o f  old Moscow, with 
i t s  cobbled streets and limestone pavements. As various 
activities will be taking place in the district and large 
numbers of people are expected a series o f  public 
catering facilities (snack-bars, cafés and eventually a 
restaurant) and public lavatories will be opening there. 
A car park will also be located near by. 

In conclusion, I should just like t o  say how very 
fortunate I’ve been. It’s an enormous pleasure t o  work 
on the design o f  a facility like the Tretyakov Gallery. 
Few architects ever have such good fortune. 

Illustrations by courtesy of the Tretyakov Gallery 

One of the exhibition rooms in the 
technical block. On the left, panels for 
the display of pictures. The panels 
may be moved in various directions 
on rails built into the glass ceiling. 
They can thus be shifted as required 
for exhibition purposes. 



m u8 

v> 
W 

3 
l- 

W 
LI 

a 

A C I T Y  A N D . ,  ITS  M U S E U M S  

After so many dramatic events in Romania, 
how are Bucharest’s museums faring? 
Romanian-born, French-naturalized Corina 
Sandu, who has a Master’s degree in 
museology, went there to find the answer to 
this question which is sure to be of interest to 
all our readers. The first thing she discovered 
was that no one could say with any great 
certainty how many museums there were in 
the Romanian capital. Corina Sandu, who in 
Museum No. 168 wrote about the present 
state of the journal Revista Muzeelor and its 
future prospects, explains the reason for this 
lack of nevertheless basic information (which 
elsewhere is quite easy to obtain). 

At  one time there was a blank. Many pe- 
ople were hardly even aware of Roma- 
nia’s existence. 

Then came 22 December 1989, a 
date we shall all remember because of 
its horrifying images, more reminiscent 
- especially to Europeans - of the latter 
days of the Second World War. Thanks 
to television coverage, people every- 
where saw and experienced the Roma- 
nian revolution, which sprang from the 
despair of a people humiliated for years 
by a pitiless dictatorship. The Roma- 
nians paid dearly for their desire for li- 
berty with loss of life, the destruction or 
scarring of buildings and also the des- 
truction of numerous works of art. We 
can still remember the picture of the 
flames engulfing the Museum of Art and 
the Central University Library of Buchar- 

. est on the night of 22-23 December 
1989. 

At that moment, the world disco- 
vered for the first time a people, a coun- 
try and a culture. Until then, Romania 
had existed for itself alone, completely 
cut off from the outside world. Roma- 
nians could not get out of the country 
and foreigners had trouble getting in. 

Who among Museum’s readers 
knows anything about the collections in 
Romania’s museums? Who is familiar 
with the research and published work of 
Romanian specialists in the fields of mu- 
seology, restoration and archaeology? 
We went to visit the museums of Bu- 
charest and it was a trip full of discov- 
eries and surprises. 

Thanks to an effort by museologists, 
restorers and researchers, unprecedent- 
ed in Romanian history, the country’s 
heritage has been saved and is being 

Corina Sandu 

protected and preserved by the mu- 
seums. 

MAKING HISTORY DISAPPEAR? 

In 1977, Bucharest had fifty mu- 
seums, including national and munici- 
pal museums and private collections. 
After the earthquake of that year the 
situation changed. There was a sharp 
drop in their number when the Mu- 
seum of Collections was set up to 
house all private and memorial collec- 
tions. The establishment of this mu- 
seum represented the first stage in the 
dismantling of Bucharest’s small mu- 
seums, the collections of which were 
destined to be hidden away in stores 
rather than put on display. 

The 1980s saw the start of the mas- 
sive demolition of Old Bucharest. His- 
toric monuments, churches and hospi- 
tals were destroyed before the very 
eyes of the people, who were power- 
less to do anything but lament their 
history going up in clouds of dust. To 
wipe out the history of a city and re- 
place it by gigantic palaces, such was 
the plan of the dictatorship which at all 
costs wanted the history of the country 
to be counted as from its own begin- 
ning. 

But history existed in the museums. 
How could it be made to disappear? 

To begin with, museums were 
shown to be both unnecessary and 
non-productive. A law was passed 
obliging them to pay for themselves - a 
difficult task in a city where there were 
no tourists and where practically the 
only visitors were groups of schoolchil- 
dren and students. 



The second major stage in the elim- 
ination of the museums was to  be the 
amalgamation of all those in Buchar- 
est in two or three buildings, or maybe 
just one, to be called the 'Museum of 
Museums'. Happily this project did not 
have time to become a reality. 

A DESERTED MUSEUM 

The existence of any museum depends 
on the public's interest in its collec- 
tions. The Museum of the History of the 
Communist Party and of the Revolu- 
tionary and Democratic Movements of 
Romania thus closed on 22 December 
1989. 

The Museum of the People's Revo- 
lutionary Struggle (founded in 1951) 
and the Museum of the History of the 
Romanian Workers Party (founded in 
1954) were merged in 1966. Their col- 
lections were moved to spacious quar- 
ters in the building which housed the 
Ethnographic Museum, whose collec- 
tions were broken up and scattered 
throughout other museums in Buchar- 

est and in the provinces. The new mu- 
seum's collections were made up of 
graphic propaganda material consisting 
for the most part of enlarged photo- 
graphs (because the originals were too 
small to  do justice to the grandeur of 
the events portrayed) and photocopies 
(because wilful retouching of history is 
often less visible on a copy than on the 
original). This museum, a place of mis- 
information and the falsification of his- 
tory, disappeared suddenly. People had 
visited it not for pleasure but because 
they had been obliged to. The building 
is to be restored and returned to the 
Ethnographic Museum, which will at 
last be able to reconstitute its collec- 
tion. 

In addition, the Museum of the His- 
tory of Romania which, besides its own 
magnificent collections, was obliged to 
house a stock of gifts presented to the 
dictator on his countless foreign visits, 
is glad to have recovered a large floor 
area so that it can show to advantage 
items that are a testimony of Romanian 
history and culture. 

NEW MUSEUMS IN BUCHAREST 

Bucharest lost a number of historic 
monuments which were razed to the 
ground when work was begun on the 
gigantic buildings that are now what 
one might call its heritage. Since no 
one wants them to be destroyed, spe- 
cialists are trying to find some use for 
them - perhaps as museums. One ex- 
ample is the unfinished building at the 
corner of Stirbei Voda Street and the 
Splaiul Independentei, which has a 
floor area of over 24,000 m2. The Mi- 
nistry for Culture and the Commission 
for Museums and Collections are con- 
sidering the feasibility of establishing a 
museum of universal contemporary art 
since there is no museum of this kind 
in Romania. 

As to  the question of precisely how 
many museums there are in Buchar- 
est, we have not as yet come up with 
the answer but we promise to let you 
know very soon. 

. -- . ^ ^ "  . __.--.a 

Jean Rouch: setting the stage for things that matter 
A Museum interview 

From Moi, un Noir to Cocorico Monsieur 
Poulet, (to mention just two), Jean Rouch is 
known to the public primarily as a film-maker. 

,-. And not just any film-maker: his feature films 
and shorts can be corrosive, revealing, comic 

4 and bittersweet. He is perhaps less well 
known for his 'activist' role in charge of the gn French national Cinémathèque, or for his part 

2 in launching and encouraging, with faultless 
X respect, a great number (he's lost count by 
4 now) of young film-makers in France, Africa z and elsewhere, establishing a solid network of 
,p friends as he goes. Museum was lucky 

enough to catch a glimpse of all three of ' these facets - film-maker, activist and mentor 6 z - in the course of this interview. 
2 
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Museum: When was your first visit to a 
museum? 

Jean Rouch: I was about eight years 
old at the time, so it must have been 
around 1925, when my father took me 
to the Louvre. It's funny, but I don't re- 
member a thing about the exhibits. I 
was mainly interested in what the 
Louvre must have been like in the early 
days. I remember asking my father 
where the King's office had been. 

A bit later on, the Louvre's Egyptian 
collection came as a real awakening to 
me. I was particularly attracted by a 
model reconstruction and felt how 
amazing it was to be able to see with my 
own eyes things that had been buried 
beneath the sands for thousands of 
years. 

Museum: And then? 

J.R.: My main interest continued to 
be in form, and I wondered, for exam- 
ple, why the Raft of the Medusa mea- 
sured several metres each way while 
the Mona Lisa was much smaller. And I 
couldn't work out why the Winged Vjc- 
tory and the Venus de Milo had parts 
missing. My father explained that if 
they hadn't lost bits, they would per- 
haps have been completely uninterest- 
ing. 

As a boy, I crossed the Luxembourg 
Gardens on my way to school every day, 
and I remember thinking that the sta- 
tues there would, as a matter of course, 
wind up in the Louvre when they 
reached retirement age. 

It was when I was seventeen that I 
really began going to the Louvre often. 
My family was full of painters, so it was 
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only natural that I should be interested 
in painting. In fact, I took it up myself. 

You know, the 1930s were a quite 
extraordinary time in Paris. At the Café 
de Dôme at Montparnasse, I saw the 
young Salvador Dab dash off a sketch in 
a few quick strokes. He spoke to me 
about colour: Prussian blue and Cour- 
bet’s use of dark green. He was the one 
who urged me to go to the Louvre to  see 
Courbet. 

Museum: Didn’t you find the sheer 
number of paintings at the Louvre 
da u nti ng? 

J.R.: Not in the least. I was very se- 
lective. l would go to a museum - and 
still do, in fact - just to see one paint- 
ing! Just two months ago I did that very 
thing at the Uffizi Gallery in Florence. I 
spent ten minutes looking at one paint- 
ing, then left. However, if another work 
in the same room had been missing, I 
would have noticed and it would have 
spoiled it for me - as if the staging of 
the painting I’d come to see was some- 
how incomplete. Strange, isn‘t it? 

Museum: The all-seeing eye that 
takes in everything at the same time 
isn’t a human eye - it has to  be me- 
chanical; a camera lens, for instance. 

J.R.: Wait, we’ll talk about film- 
making in a minute. But first I’d still 
like to say something about the Louvre 
and Paris in the 1930s. The Louvre 
was my Academy of Fine Arts. 

Museum: Wasn’t it a sort of film 
school for you, as well? 

J.R.: Not at all. My film school was 
Henri Langlois, the founder of the 
French Cinémathèque. What a charac- 
ter he was! All around us, there was an 
effervescent atmosphere of what I sup- 
pose you could call ‘cultural modern- 
ism’. There was the surrealist André 
Breton, who read his poems at the 
newly opened Théâtre des Champs 
Elysées, Picasso’s Guernica was on ex- 
hibition (the fact that the world was al- 
ready on the road back to war made 
the modernist movement even more 
frantic: sensing that the worst was yet 
to come, artists stepped up their 
pace), and the Salle Pleyel, that bas- 
tion of classical music, opened its 
doors to jazz musicians, the likes of 
Louis Armstrong and Duke Ellington. In 
the midst of all this, there was Henri 
Langlois - with some electrical flex 
tied round his waist instead of a belt - 
screening old films that you couldn’t 
see anywhere else in a very plush red- 
velvet-and-gilded-wood type of cinema 
in the eighth arrondissement. There 
was nothing contradictory in that. I 
loved those old films, but then again, I 

loved the song On the Sunny Side of 
the Street. 

Museum: What’s the connection? 
J.R.: That’s just it: the whole thing 

was like a living museum - a little crazy 
at times - but a museum all the same. 
What I mean is, it was a stage for living 
works of art - things that really mat- 
tered! 

Museum: Weren’t there innovative 
museums being opened at that time - 
like the Musée de l’Homme ethnogra- 
phy museum? 

J.R.: The Musée de l’Homme is a 
bad example. The Ethnography Mu- 
seum that preceded it had dioramas - 
life-sized reconstructions. With them, 
when a child came across a warrior, for 
example, he was scared stiff and never 
forgot it. But when the Musée de 
l’Homme was opened in 1937, the 
models disappeared and their magic 
along with them. 

Take the Dogon masks, for exam- 
ple. Marcel Griaule brought back loads 
of them. But shown in lifeless display 
cases the way they are, they’re nothing 
more than lifeless objects. It’s like put- 
ting Nijinski’s costume from Afternoon 
o fa  Faun behind glass. It may be beau- 
tiful, but it’s static, meaningless! 

I had looked at and studied the Do- 
gon masks at the Musée de l’Homme, 
but I hadn’t really seen them. It wasn’t 
until much later, when I saw them in 
action in Malian dances, that I really 
discovered them. Now, there’s a les- 
son in museology for you! 

Museum: Are there any others that 
come to  mind, based on your experi- 
ence? 

J.R.: Lighting. It’s incredible how 
even a minor change in lighting (or 
should I say especially a minor one) 
can influence one’s perception and in- 
terpretation of an object, whether on a 
film set or in a museum. Let me give 
you an example. I’m currently in the 
process of putting a film together (as a 
matter of fact, I must be going soon) 
about the French Revolution. To illus- 
trate the problem of slavery, I‘d found 
a painting I wanted to  use. Just a touch 
of additional lighting - using a small 
quartz light - brought out details we 
simply hadn’t seen before. 

Then, and here I come back to the 
idea of visiting a museum to see a sin- 
gle painting, it’s important to be selec- 
tive, I feel it’s often the collections 
themselves that are to blame for the 
overcrowding of canvases on a wall or 
the congestion in display cases. In 
these instances, there should be a bet- 
ter balance struck between the size of 

the collection and the space available 
for its exhibition. This no doubt ties in 
with acquisition policies. I find that 
museum buyers sometimes act like 
those nouveaux riches who buy books 
by the yard which they’ll never even 
open, you know: ‘Hey, and throw in 
three and a half yards of those fancy 
bindings while you’re at it!’ In other 
words, you’ve got to make choices, be 
selective. 

I was at the Rotterdam Festival a 
few days ago, where they screened two 
thousand films in five or six cinemas in 
less than a week. Can you believe it - 
two thousand! What a futile gathering! 
It was movie bulimia! The poor critics 
scrambled from one cinema to anoth- 
er, seeing only a few minutes of only a 
fraction of the films shown. No one, in 
any case, saw anywhere near even a 
quarter of them. It was as bad as if 
they’d been zapping television pro- 
grammes with their remote control - 
they ended up not seeing anything at 
all. 

The Maeght Gallery at Saint-Paul- 
de-Vence has come up with a solution. 
There, the motto is not ‘more and 
more’ but ‘little and good, and in very 
good taste’. How many museologists 
today have good taste? The French Ci- 
némathèque would like to see them - 
but we don’t guarantee any salary! 

Museum: I can see you’re looking at 
my watch; I know you have to be off. 
It’s a shame we didn’t get round to 
talking about film-making. 

J.R.: But we’ve talked of nothing 
else in this interview! Seeing, lighting, 
perceiving, interpreting, making a 
tasteful selection, setting the stage for 
living things that matter. What is film- 
making, if not that? 



What measures can be taken to overconie the 
‘intentional unawareness’ of certain 
purchasers of cultural property whose’ legal 
ownership is in doubt? This is a major 
question addressed by a new draft convention 
whose text is published below and which is 
presented here by Lyndel V. Prott, a noted 
specialist in international heritage law and 
past Chair of UNESCO’s Intergovernmental 
Committee for Promoting the Return of 
Cultural Property to its Countries of Orkin or 
its Restitution in Case of Illicit Appropriation. 
This article was written before Ms. Prott took 
up her present post as Chief of the 
International Standards Section of UNESCO’s 
Division of Physical Heritage. 

R E T U R N  A N D  
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O F  C U L T U R A L  P R O P E R T Y  

Unidroit Draft Convention 
focuses on purchasers 

Lyndel V. Prott 

In 1982 it was recommended to 
UNESCO by consultants who had pre- 
pared a report on illicit traffic in cultural 
property1 that a body concerned with 
the unification of private law such as 
the Hague Conference on Private In- 
ternational Law or the International In- 
stitute for the Unification of Private 
Law (Unidroit) in Rome should be 
asked to take up issues of private law 
relating to illicit traffic. These include, 
for example, the protection of the bona 
fide purchaser, which could act to serve 
the interests of those knowingly in- 
volved in the illegal trade. A recommen- 
dation to this effect was adopted by a 
Consultation of Experts on Illicit Traffic 
of Cultural Property to improve the im- 
plementation of the 1970 UNESCO 
Convention on the Means of Prohibiting 
and Preventing the Illicit Import, Export 
and Transfer of Ownership of Cultural 
Property in April 1983. 

UNESCO then made available re- 
sources enabling Unidroit to have two 
studies made on the problems of pri- 
vate law raised by efforts to control the 
illicit trade.2 Following these reports a 
Study Group of Experts was establish- 
ed to draft a preliminary Convention 
on Uniform Rules. This Study Group, 
to which UNESCO sent two consultant 
experts and a representative of the 
Secretariat, met three times in Rome 
at Unidroit Headquarters, in Decem- 
ber 1988, April 1989 and January 
1990. From its work has emerged the 
draft Preliminary Convention whose 
text follows. The text has been ap- 
proved by the Unidroit Governing 
Council and will soon be submitted to  a 
group of governmental experts for fur- 
ther study and comment. Finally, the 
text will be submitted to a full diplo- 
matic conference which will hopefully 
adopt a definitive final text. 

The Preliminary Draft Convention 
will be of interest to museums, collec- 
tors and dealers because it will place a 
greater burden of care on purchasers 
of cultural objects if their acquisition is 
to be protected. It is also of interest to 
lawyers because it will change, in re- 
spect of certain cultural objects, rules 
which have a long tradition in the civil 
law systems of Europe and provisions 
elsewhere which have been modelled 
on them. 

‘BENIGN IGNORANCE’ 

The complexity of the law and the rela- 
tive unfamiliarity of lawyers with the 
special problems of the illicit trade 
made the work of the Study Group of 
Experts particularly difficult. As a gen- 
eral rule (there are a few exceptions) 
common law, the system in force in 
many English-speaking countries, does 
not protect the acquirer of stolen 
goods. The civil law systems in force in 
Europe, and systems modelled on 
them, protect a good faith purchaser 
after a short period of time (immedi- 
ately in Italy, after three years in 
France, after five years in Switzer- 
land). This rule has been seen as a 
principal support of the free circulation 
of goods and a cardinal feature of 
many of the legal systems. It is one 
that many lawyers would not like to 
see disturbed. 

Yet it is clear that the presumption 
of good faith which applies has helped 

1. L. V. Prott and P. J. O’Keefe, ‘National Legal 
Control of Illicit Traffic in Cultural Property’, 
Paris, UNESCO, 1983 (UNESCO Doc. CLT-83,’ 
WSA6). 

2. G. Reichelt, 1986 Utifam Law Review, Vol. I; 
1988 UIlifDrm Law Reiiew, Vol. II, No. 53 
(English), No. 54 (French). 



to  encourage buyers of cultural objects 
not to make inquiries about the origin 
of goods being traded, thus avoiding 
learning information which would re- 
veal that the objects were stolen, ille- 
gally exported, clandestinely excavat- 
ed or otherwise illegally traded. This 
attitude of ‘benign ignorance’ and ‘in- 
tentional unawareness‘ has enabled 
traffickers to pass on illegally traded 
goods at full value and thus encour- 
aged their activities. It is noteworthy 
that some lawyers from civil law coun- 
tries who are particularly experienced 
in the problems of the illicit trade saw 
no alternative but that of requiring a 
higher degree of prudence of the part 
of  acquirer^.^ 

The preliminary draft tries to find a 
solution by encouraging purchasers of 
cultural objects to use whatever 
means they can to  ensure that they are 
not acquiring an object that has been 
illicitly traded. The draft Convention is 
quite revolutionary in requiring the re- 
turn to their owner of cultural objects 
which have been stolen. The possessor 
will only be entitled to compensation if 
he or she has exercised the necessary 
diligence to prevent the purchase of 
stolen objects. This will include consid- 
eration of the price being asked, the 
circumstances of the transaction, 
whether the seller is a well-known and 
accredited dealer and so on. Article 
4(a) specifically mentions ‘any acces- 
sible register’ of stolen cultural ob- 
jects. This will include the records of 
the International Foundation for Art 
Research (IFAR) as well as a new com- 
puterized data bank which is likely to  
be established by the insurance indus- 
try in London. 

The provisions concerning illegally 
exported cultural objects are a little 
more complex. Because of the conflict- 
ing views on the varying breadth of ex- 
port controls (from very few to  almost 
total restriction), it was felt that a mid- 
dle path should be adopted, and only 
those cultural objects made subject to 
return which both the state requesting 
return and the state of location would 
clearly accept as important enough to 
warrant adoption of an obligation to re- 
turn. It seems reasonable for any state 
to  accept that co-operation in respect 
of an object whose export has dam- 
aged its physical security, or whose ab- 
straction damaged an important cultu- 
ral context, or whose physical integrity 
is at stake (e.g. by its division into 
parts), or whose export has interfered 
with its use by a living culture. The fifth 
category, mentioned in Article 5(3)(e), 

concerning the outstanding cultural 
importance of the object for the state 
requesting the return was added to 
cover situations like that of the Tarana- 
ki panels (see Museum, Vol. XXXIV, 
No. 4,1982) which might not seem co- 
vered by any of the other criteria, but 
clearly were the kind of exceptional 
cultural resources which had a special 
place in the cultural life, past and fu- 
ture, of the state claiming them. 

INCREASED PURCHASER DILIGENCE 

The preliminary draft Convention will 
not put any great burden on states, 
and they should not be deterred from 
adhering to such a text by fear of a 
further drain on already strained re- 
sources. The obligation will be, as it 
should be, on the purchaser of cultural 
objects, to  make appropriate inquiries 
at the time of purchase. Civil law 
states would, if the present text were 
adopted, need to enact legislation 
changing the rules which presently 
make it impossible for an owner to re- 
trieve cultural objects even though he 
or she can prove them to be stolen 
from him or her. Many states will have 
to adopt legislation to enable them to 
ensure the return of the important ille- 
gally exported cultural objects de- 
scribed in Article 5. The obligation is 
consistent with, and amplifies, the pro- 
vision of the 1970 UNESCO Conven- 
tion on the Means of Prohibiting and 
Preventing the Illicit Import, Export 
and Transfer of Ownership of Cultural 
Property and is similar to the solution 
already adopted for its implementation 
by some countries (e.g. Canada and 
Aust ra I i a). 

The present draft still has many 
phases to pass through before it be- 
comes an international instrument. 
The Study Group of Experts has clearly 
provided a text which goes a good way 
towards improving the present unsatis- 
factory state of the rules of private law 
by encouraging increased diligence in 
purchasers and improving internation- 
al collaboration on return or restitution 
of cultural property. 

3. J. Chatelain, ‘Means of Combating the Theft 
of and Illegal Traffic in Works of Art  in the Nine 
Countries of the EEC‘, pp. 87-97, 114, Brussels, 
Commission of the European Communities, 1976 
(CEC Doc. XII/757/76-E; also available in 
French); R. Fraoua, Le trajic iflicite~des biens cidtimfs 
et lerrr restitittimi, p. 179, Fribourg, Editions 
Universitaires, 1985; S. Rodota, ‘Explanatory 
Memorandum’, in Council of Europe, The Art 
Trade, pp. 1-10, Strasbourg, Council of Europe, 
1988. 



Preliminary Draft Unidroit Convention on Stolen 
or Illegally Exported Cultural Objects 

Chapter I. Scope of application 
and definition 

This Convention applies to claims for 
the restitution of stolen cultural objects 
and for the return of cultural objects re- 
moved from the territory of a Con- 
tracting State contrary to its export leg- 
islation. 

Article 2 
For the purpose of this Convention, 
‘cultural object’ means any material ob- 
ject of artistic, historical, spiritual, ritual 
or other cultural significance. 

Chapter II. Restitution of 
stolen cultural objects 

Article 3 
I. The possessor of a cultural object 
which has been stolen shall return it. 
2. Any claim for the restitution of a sto- 
len cultural object shall be brought with- 
in a period of three years from the time 
when the claimant knew or ought rea- 
sonably to  have known the location, or 
the identity of the possessor of the ob- 
ject, and in any case within a period of 
thirty years from the time of the theft. 

Article 4 
I. The possessor of a stolen cultural ob- 
ject who is required to return it shall be 
entitled to  payment at the time of resti- 
tut ion of fair and reasonable compensa- 
tion by the claimant provided that the 
possessor prove that it exercised the 
necessary diligence when acquiring the 
object. 
2. In determining whether the possessor 
exercised such diligence, regard shall. be 
had to the relevant circumstances of the 
acquisition, including the character of 
the parties and the price paid, and 
whether the possessor consulted any ac- 
cessible register of stolen cultural ob- 
jects which it could reasonably have con- 
sulted. 
3. The conduct of a predecessor from 
whom the possessor has acquired the 
cultural object by inheritance or other- 
wise gratuitously shall be imputed to  the 
possessor. 

Chapter 111. Return of illegally 
exported cultural objects 

Article 5 
I .  When a cultural object has been re- 
moved from the territory of a Con- 
tracting State (the requesting State) 
contrary to its export legislation, that 
State may request the court or other 
competent authority of a State acting 
under Article 9 (the State addressed) to 
order the return of the object to the re- 
questing State. 
2. To be admissible, any request made 
under the preceding paragraph shall con- 
tain, or be accompanied by, the partic- 
ulars necessary to enable the competent 
authority of the State addressed to eval- 
uate whether the conditions laid down 
in paragraph 3 are fulfilled and shall con- 
tain all material information regarding 
the conservation, security and accessibil- 
ity of the cultural object after it has been 
returned to the requesting State. 
3. The court or other competent au- 
thority of the State addressed shall or- 
der the return of the cultural object to  
the requesting State if that State proves 
that the removal of the object from its 
territory significantly impairs one or 
more of the following interests: 

the physical preservation of the ob- 
ject or of its context, 
the integrity of a complex object, 
the preservation of information of, 
for example, a scientific or historical 
character, 
the use of the object by a living cul- 
ture, 
the outstanding cultural importance 
of the object for the requesting 
State. 

Article 6 
When a State has established its claim 
for the return of a cultural object under 
Article 5(3) the court or competent au- 
thority may only refuse to order the re- 
turn of t h a t  object when it finds that it 
has as close a, or a closer, connection 
with the culture of the State addressed 
or of a State other than the requesting 
State. 

Article 7 
The provisions of Article 5 shall not ap- 
ply when: 
(a) the cultural object was exported 

during the lifetime of the person 
who created it or within a period of 
fifty years following the death of 
that person; or 

(b) no claim for the return of the object 
has been brought before a court or 
other competent authority acting 
under Article 9 within a period of 
five years from the time when the 
requesting State knew or ought rea- 
sonably to  have known the location, 
or the identity of the possessor, of 
the object, and in any case within a 
period of twenty years from the 
date of the export of the object, or 

(c) the export of the object in question 
is no longer illegal at the time at 
which the return is requested. 

Article 8 
I .  When returning the cultural object 
the possessor may require that, at the 
same time, the requesting State pay it 
fair and reasonable compensation unless 
the possessor knew or ought to have 
known at the time of acquisition that 
the object would be, or had been, ex- 
ported contrary to the export legisla- 
tion of the requesting State. 
2. When returning the cultural object 
the possessor may, instead of requiring 
compensation, decide to retain owner- 
ship and possession or to transfer the 
object against payment or gratuitously 
to a person of its choice residing in the 
requesting State and who provides the 
necessary guarantees. In such cases the 
object shall neither be confiscated nor 
subjected to other measures to  the same 
effect. 
3. The cost of returning the cultural ob- 
ject in accordance with this article shall 
be borne by the requesting State. 
4. The conduct of a predecessor from 
whom the possessor has acquired the 
cultural object by inheritance or other- 
wise gratuitously shall be imputed to the 
possessor. 



Chapter IV. Claims and 
actions 
Article 9 
I .  The claimant may bring an action un- 
der this Convention before the courts 
or other competent authorities of the 
State where the possessor of the cultu- 
ral object has i t s  habitual residence or 
those of the State where that object is 
located a t  the time a claim is made. 
2. However the parties may agree to 
submit the dispute to  another jurisdic- 
tion or t o  arbitration. 

Chapter V. Final provisions 

Article IO 
This Convention shall apply only when a 
cultural object has been stolen, or re- 
moved from the territory of  a Con- 
tracting State contrary t o  i t s  export le- 
gislation, after the entry into force of 

the Convention in respect of the Con- 
tracting State before the courts or other 
competent authorities of  which a claim 
is brought for the restitution or return 
of such an object. 

Article I I 
Each Contracting State shall remain free 
in respect of claims brought before i t s  
courts or competent authorities: 
(a) for the restitution of  a stolen cultu- 

ral object: 
(i) t o  extend the provisions of 

Chapter II t o  acts other than 
theft whereby the claimant has 
wrongfully been deprived of pos- 
session of the object; 

(ii) t o  apply i t s  national law when 
this would permit an extension 
of  the period within which a 
claim for restitution of the ob- 
ject may be brought under Arti- 
cle 3(2); 

(iii) t o  apply i t s  national law when 

this would disallow the posses- 
sor's right t o  compensation even 
when the possessor has exercised 
the necessary diligence contem- 
plated by Article 4( I). 

(b) for the return of a cultural object 
removed from the territory of 
another Contracting State contrary 
t o  the export legislation of  that 
State; 
(i) t o  have regard to interests other 

than those material under Article 

(ii) t o  apply i t s  national law when 
this would permit the applica- 
tion of Article 5 in cases other- 
wise excluded by Article 7. 

(c) t o  apply the Convention notwith- 
standing the fact that the theft or il- 
legal export of the cultural object 
occurred before the entry into force 
of  the Convention for that State. 

5(3); 

W F F M  C H R O N I C L E  

World Federation of Friends of Museums 
Postal address: 
Palais du Louvre, 
34 quai du Louvre, 
75041 Paris Cedex 01, France 
Tel.: (1) 48 O4 99 55 

W F M  Newsbrief As volunteers working to safeguard the world heritage, 
WFFM members deem themselves to be directlv 
concerned by the Universal Declaration on Volunteering 
just adopted by volunteers brought together by the 
International Association for Volunteer Effort (IAVE), 
whose main lines are as follows: 

Volunteering is, by its spirit of partnership and 
brotherhood, an element of personal growth that 
stimulates a spirit of solidarity. 
Social and community responsibility are part and parcel 
of each and every commitment to volunteer. 
This responsibility means, for the volunteer, 
confidentiality, co-operation in the exercise of his/her 
functions, and the right to training; and, for the 
organization concerned, the duty to assess the risks 
incurred, to reimburse the volunteer's expenses, and to 
foresee the way in which his/her assignment will be 
concluded. 

As far as possible, WFFM will, in future, take these 
principles- into account. 
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Organizing a photography competition 
for young people - 

the experience of the Friends 
gium of Museums in Be 

When the Belgian Friends of Museums 
organized a photography competition for 

young people in 1989 they wanted to 
stimulate young people’s interest in 
museums and involve them in some 

practical way in museuni life while giving 
museums the opportunity to find out what 
young people really thought of them. We 

asked Catherine Fache, an art historian who 
works with Belgium’s Royal Museums of 

Fine Arts and who co-ordinates several 
projects designed to heighten young people’s 

awareness of art and museums, to tell us 
about the competition and some of the 

lessons she thinks could be learnt from it. 

CONCOURS 
DE 

PHOTOGRAPHIE 

AUX JEUNES 
RÉSERVÉ 

Catherine Fache 

In June 1989 the World Federation of 
Friends of Museums announced that it 
was organizing a photography competi- 
tion for young people to coincide with 
its triennial Congress which was to be 
held in Córdoba (Spain) in April 1990. 
The Association of Friends of the Royal 
Museums of Fine Arts1 immediately 
decided to do all it could to promote 
this international competition. For 
some years the Association had been 
wondering, with some perplexity, how 
it could stimulate young people’s in- 
terest in museums; for despite the in- 
centive of reduced subscription fees 
for that age-group, the under-thirties 
represented only one-tenth of its mem- 
bership. 

Two factors had to be considered. 
In order to increase the numbers of 
young members, this target public had 
to be sought out and presented with an 
attractive image of museums, howev- 
er, the intra- and extramural activities 
proposed should not be seen as com- 
peting with the education service, but 
as having their own specific aim. 

It was agreed that advertisements 
in the quarterly newsletter which is 
sent to Association members would 
not be the best way of publicizing this 
competition, but that the media, 
schools and the world of photography 
should also be contacted. The compe- 
tition thus took on a life of its own and 
its organization became a sort of com- 
petition within the competition. It was 
very quickly recognized that the public- 
ity campaign should be the responsibil- 
ity of all Associations of Friends and 
particularly of their young members. It 
thus seemed natural to organize it un- 
der the aegis of the Belgian Federation 
of Friends of Museums.2 Now, while 
the Federation does valuable work, not 
everyone is convinced that it is indis- 
pensable. As the most active members 
of Belgium’s various Associations of 
Friends, who are mostly volunteers, al- 

ready make a very substantial contri- 
bution, it is difficult to mobilize support 
for a federal structure as well. The pro- 
posal that this somewhat lacklustre 
Federation should be asked to organ- 
ize the competition was welcomed by 
those who had been seeking ways of 
putting some life into it! 

THE THEME: ‘AROUND MUSEUMS: 
COMINGS AND GOINGS’ 

The theme, application procedures 
and the rules for the competition or- 
ganized in Belgium were essentially 
the same as those decided on by the 
World Federation. However, the few 
modifications that were introduced - 
on the advice of a number of experts 
on the panel - made it quite indepen- 
dent of the international competition. 
It took on a life of its own. 

Young people were invited to take 
photographs around museums, per- 
haps of the comings and goings at the 
entrance, with or without people, and 
from any angle. Although the subject 
was interesting, care had to be taken 
to present it in a stimulating way rather 
than as a series of restrictions. The 
rules (see box) allowed each partici- 
pant to submit a maximum of five pho- 
tographs and the panel was to decide 
on the basis of the overall quality of 
each set. The photographs could be 

1. The  Association of Friends of the Royal 
Museums of Fine Arts;which was founded in 
1967, is one of the largest museum-related 
voluntary associations in Belgium. I t  owes its 
importance to its connection with this prominent 
Brussels art museum. 

hiuseums was established in 1973. It is composed 
of 38 Associations of Friends of Museums with a 
total of 12,363 members. The aims of the 
Federation are to  provide a link hetween the 
various groups in the country and help them to  
get to  h o w  each other, and to  co-ordinate their 
activities. 

2. The Belgian Federation of Friends of  

-.., 
Poster (French). 
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Alexander Lindner, 23 years, first prize. 

Belgian Federation of Friends of Museums 

Rules of photography competition 
1. The competition is open to young people residing in Belgium who are 

2. Contestants must observe the laws and regulations governing 

3. Specifications: 

no older than 25 years of age on 16 February 1990. 

photography in the country where their photographs are taken. 

(a) only photographs printed on paper shall be accepted, in colour or 

(b) each participant may submit a maximum of five photographs. 
(c) The prints may be submitted in several sizes: from 13 x 13 

or 13 x 18 to 30 x 30 or 30 x 40 cm, and must not be framed; 
(d) a label with the name of the participant, his/her address and the 

name of the museum photographed should be attached to the 
back of each photograph. 

1 

black and white; 

4. Deadline for submissions: photographs, accompanied by an 
application form, should be deposited at, or sent to, the Belgian 
Federation of Friends of Museums, rue du Musée 9, 1000 Brussels, 
Belgium, by 15 March 1990. 





All illustrations by courtesy of WFFhI 

Renaat Thijs, 21 years, second prize. 

Xavier Löwenthal. 

. . .  I I  “ 
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submitted in several sizes, ranging 
from a minimum of 13 x 13 or 13 x 18 
cm to a maximum of 30 x 3 0  or 30 x 
40 cm. Entries had to be submitted in 
the form of prints, either colour or 
black and white. 

While colour photography is very 
common in a recreational context, 
black and whitè photographs are still 
popular in photography classes and 
workshops where young people deve- 
lop and print their own negatives. Co- 
lour is associated with amateur pho- 
tographers, while black and white 
remains the medium of those seeking 
to develop a more professional ap- 
proach. 

By casting our net widely enough to 
cover both groups we were running the 
risk of appealing to neither. This be- 
came clear as the entries came in and 
the panel of judges made their deci- 
sions and comments. Definition of the 
age-range posed a very similar quan- 
dary: anyone who was 25 years of age 
or younger on 15 February 1990 was 
eligible. Perhaps those at the top end 
of the range would think it beneath 
their dignity to compete with people 
much younger than themselves, while 
the younger ones might be discour- 
aged by the prospect of competition 
with their elders. 

Of course, the prizes were a big 
draw: the.first prize was a one-week 
holiday for two in New York - a dream 
for many a young European! The se- 
cond prize was a weekend for two in 
London. Consolation prizes in the form 
of art books were to be awarded to a 
dozen or so runners-up. Contributions 
to the competition from several com- 
panies and institutions were very 
much appreciated: Sabena World Air- 
lines offered the trip to New York, the 
Crédit Communal gave moral and fi- 
nancial support and the Brussels Tou- 
rist Office offered its patronage. 

Information leaflets and posters in 
the two national languages were dis- 
tributed to all secondary schools and 
selected higher-education establish- 
ments and also to  museums, photo 
galleries and cultural centres. The 
press and the audio-visual media were 
also contacted. Lists of all these insti- 
tutions, tailor-made and containing all 
the necessary information, were ob- 
tained for the purpose. Some Associa- 
tions of Friends of Museums made a 
point of relaying news of the competi- 
tion to their members and to local new- 
spapers. The impact of this publicity 
campaign was phenomenal. Approxi- 
mately 1,500 additional leaflets had to 

be sent out at the request of teachers, 
organizers and individual young peo- 
ple. The first entries began to come in 
a few weeks later and by the 15 March 
1990 deadline 200 entries had been 
received. 

They came from all over the coun- 
try, mainly from adolescents of 12 to 
18 years of age. Several entries were 
received from pupils from the same 
class, no doubt encouraged by their 
teachers. This was very positive, and 
we felt that one of the main objectives 
of the competition had been met: to 
give young people an incentive to visit 
museums and to  take a personal and 
creative look at them. 

As the panel based their decisions 
on the intrinsic quality of the entries, 
the winning candidates were all from 
the upper end of the age-group and, 
obviously, more experienced. The pa- 
nel itself consisted of a chief curator, 
two directors of photography mu- 
seums, the editor-in-chief of a photog- 
raphy magazine and the director of the 
Brussels Tourist Office. The first prize 
was won by Alexander Lindner (23 
years old) and the second by Renaat 
Thijs (21 years old), and consolation 
prizes were awarded to a number of 
young people between the ages of 18 
and 23. Interestingly enough, the win- 
ning entries were not all of people en- 
tering or leaving museums. 

AFTER THE EVENT 

The panel of judges certainly served 
the cause of photography by setting 
high standards, but perhaps they did 
not attach enough importance to the 
need to encourage creativity in young 
people. 

They tended to pass over photo- 
graphs which, though of little artistic 
merit, showed evidence of observa- 
tion, humour and poetic insight. It thus 
seems best not to  ask young people to 
use methods and techniques in which 
they are not sufficiently well versed. 
This would apply to  other media such 
as painting, literature or video as well. 
In future we would no doubt decide be- 
fore we started whether we wanted to 
offer rewards to  young people of pro- 
ven talent or to encourage amateurs 
by offering them an opportunity to de- 
velop their creative gifts. 

In this case our primary objective 
was to stimulate the interest of young 
people in the Friends of Museums 
movement. The competition was a de- 
finite success from that point of view, 
if only because of the number of parti- 

cipants it attracted, even if it is still too 
early to say whether it has brought any 
young blood to the Association of 
Friends of the Royal Museums of Fine 
Arts. 



And what’s more. . . 

The Saint-Gilles Paper Mill 
at Saint-Joseph-de-la-Rive, 

Charlevoix, Quebec. 

Economuseology’ - 
a new term that pays its way 

Cyril Simard 

In issue No. 162, Museum created the new 
term ‘museconomics’ to draw attention to 
(rather than define) a still somewhat hazily 
understood set of interactions between 
museums in general and the economic life of 
our societies, and to suggest that any 
museum that disregards economic trends is 
asking for trouble. 
Now we have another neologism - 
‘Economuseology‘ - which does more than 
draw attention to or define a new idea: it 
expresses a concept that is already a reality, 
at least in some countries. We have asked the 
very first ‘economuseologist’ to tell Museum 
readers about it. He is Cyril Simard, architect 
and ethnologist, former director of planning 
and development at the Museum of Quebec 
and now Chairman of the Cultural Property 
Commission of that ‘Belle Province’. 

All photographs by courtesy of the author 

As Canada is now busy setting up sev- 
eral major new museums, it might be 
useful to make known the findings of 
some research in applied ethnology I 
carried out between 1984 and 1989. 
My particular concern at that time was 
the management of art, and in recent 
years I had noticed a number of devel- 
opments in different parts of the world. 
So I analysed various experiments and 
projects with a view to updating ideas 
about the conservation of the cultural 
heritage and traditional crafts: 
On a visit to the Kilkenny Centre in Ire- 

land, I was struck by the ‘new look’ 
given to traditional Irish craftwork 
and by the design services offered 
by this centre to companies look- 
ing for new models. 

At the PLUS workshops in Norway, vis- 
itors can talk to designers and 
walk around the workshops; this 

sparked my interest in interpretive 
centres maintaining an active dia- 
logue with their ‘customers’. 

In Vermont, United States, I was as- 
tonished to learn that the Billings 
Farm and Museum financed its S 
museum partly from the profits ; 
made from the sale of pure-bred 6 z 

d horses. 
These museum-businesses, like tens 3 

of others in the Netherlands, Swe- 
den, France and even Canada, 
have the same basic concern: a 
continual search for means of self- 

With financial resources becoming $ 
scarcer everywhere, and craft work- 
shops and the crafts themselves al- 
most dying out, l set about researching z 
and analysing this problem, then on 
the basis of my findings carrying out an 4 
experiment to devise a way of combin- 

01 

financing. h 

??l 



ing culture and economics so as to pro- 
mote development. That is how the 
idea of ‘Economuseology’ took shape. 
It was subsequently put into practice in 
a small firm producing hand-made 
paper, the Saint-Gilles Paper Mill at 
Charlevoix in Quebec, Canada. 

financing purposes. If this self-financ- 
ing is successful, the economuseum 
can then plan its future more confi- 
dently, manufacture higher-quality 
products, train a new generation of 
skilled craftsmen and add to the in- 
terest of cultural and scientific tourism 
in the area. 

The differences between an econo- 
museum and the traditional types of 
museum on the one hand and busi- 
ness on the other are clearly set out in 
five analytical grids. Table 1 is an ex- 
ample showing how the economuseum 
compares with other establishments in 
the field of conservation. 

It should be borne in mind, howev- 
er, that the ‘profitability’ and ‘produc- 
tivity’ of an economuseum have both 
quantitative and qualitative aspects. 
The economuseum’s primary target, to 
be self-financing, is easy to equate 
with ‘quantitative’ productivity that 
can be measured in the normal way by 
means of sophisticated accounting 
techniques and standards; but no less 
important than the economic aspect 
are the social and cultural returns and 

the contribution made to the heritage. 
These ‘qualitative’ returns are the es- 
sential benefits to be derived from an 
economuseum, and they are more dif- 
ficult to measure. 

When coupled with ‘museology’, 
the prefix ‘econo-’ takes on a new di- 
mension and creates a new approach; 
it designates the primary target but at 
the same time offers connotations of 
autonomy, productivity and competi- 
tion in the museum world. This new 
word is now associated with particular 
methods, contents and management 
processes. 

Economuseology therefore refers to 
a marriage of museum and business. It 
would be a small business undertaking: 
Operating on a craft basis. 
Producing traditional and/or contem- 

porary objects with a cultural con- 
notation (connected with the ob- 
ject itself, the material used, the 
place or an individual). 

Backed up by activities and interpre- 
tive displays illustrating traditional 
and present-day output. 

Drawing attention to the environmen- 

A M A R R I A G E  OF SYSTEMS 

‘Economuseology’ is a recent coinage 
and the concept it expresses reflects a 
new cultural approach linking small 
crafts with museums, in the broadest 
sense. The aim is to provide a sound fi- 
nancial basis for a new kind of under- 
taking that seeks to  encourage and 
make known the material culture of a 
particular locality. The purpose of this 
new type of production centre, which 
also involves various interpretive activ- 
ities and efforts to promote the local 
heritage, is to revitalize traditional pro- 
ducts and adapt them to contemporary 
needs. It is thus a kind of marriage in 
which the two partners - business and 
museum - are brought together, 
usually under the same roof, for self- 

TABLE I. Conservation and training 

Conservation Traditional museum Interpretive centre Ecomuseum Economuseum Cultural industry Commercial aspects 

Basic purpose Conservation and 
display 

Theme-based 
consewation 

Conservation focussed 
on local identity 

Conservation to bring 
out potential of object 
and craft 

The product and craft 

Conservation as pool Conservation for 
of ideas comparison of 

imitation 

The aesthetic qualities The prototype 
of the object 

The object as personal 
fulfilment of profit 

The object as source 

Focus The collection The theme The collective 
memory 

The object as 
evidence 

Attitude to  the object The object for its own 
sake 

Illustrative qualities 
of the object 

The object as 
inspiration for new 
products 

Adaptative potential 
of traditional 
techniques 

The building 
crystallizes the 
specific character of 
the milieu 

Technologies of an 
active workshop 

For production of 
quality objects and 
updating of 
techniques 

By craftsmen 

Attitude to Authenticity and 
production techniques historical exactness 

Symbolic 
interpretation of 3 

chosen theme 

Ability to produce 
with traditional 
technology 

The global 
environment: factor 
of identity 

Profitability of the 
technique 

The building as a 
centre of life and 
creativity production and sales 

The building as an 
instrument of 

Attitude to site and 
building important than the 

Content more 

building itself 

Object more 
interesting when in 
natural and historical 
context 

Creativity of an Performance and 
independent creator 

For creation and For greater 
production of quality productivity and 
objects efficiency 

skills of the company 
Main basis of activity The collection and 

works displayed 

For quality of 

conservation 

Aims of training 
schemes restoration and 

Studies of the main 
theme 

For understanding of 
techniques and 
methods 

Life and experience of 
a community 

For understanding of 
local way of life 

Type of instruction 
provided graduate volunteers 

By specialists and By local specialists 
and volunteers 

Cultural activities by 
local specialists and 
volunteers 

Self-instruction 

AI further training 
level level 

At further training 

Training and further Specialist studies 
training of staff 

Specialist studies Apprenticeship 
system and specialist 
studies 

Apprenticeship Specialist studies 
system and specialist 
studies 



tal qualities and value to the heri- 
tage of building and/or site. 

Having as its basic objective the 
achievement of overall self-financ- 
ing. 

The main objective is thus strictly fi- 
nancial: to self-finance all operations, 
both commercial and cultural. To 
achieve this the designers of the sys- 
tem have to develop new products and 
market them at a profit before going on 
to the next stage, the establishment of 
the museum side. As they have to  plan 
everything on the basis of financial re- 
sources generated by their own financ- 
ing capacity they are usually forced to 
moderate their architectural ambitions 
and guard against delusions of gran- 
deur. This means that the traditional 
process of establishing a museum has 
to be reviewed in its entirety. It should 
be noted that we are primarily con- 
cerned with craft workshops that are 
still active precisely because they have 
learned how to survive. 

The second objective, which is a 
qualitative one, is to create a new 
range of products, the main concern 
being to conserve what is best in the 
tradition. At the same time as giving 
satisfaction to customers looking for 
top-quality products, what is produced 
should meet internationally recognized 
standards in the field concerned. The 
context, that is to say the architecture 
and presentation, must aim at the 
highest standards too. Ideally, the val- 
ues by which the basic team - an eth- 

nologist, a designer and an architect - 
should be guided are the quality of life, 
environmental protection, human 
scale, and appropriateness to the re- 
gion. A pluridisciplinary team of this 
kind would ensure complementarity 
and a proper balance of functions from 
the start. 

Lastly, the third objective is to con- 
tribute to  the development of cultural 
and scientific tourism in the region 
concerned by selling the product in a 
suitable museological setting. This en- 
hances the built heritage and assists in 
preserving the character of the region. 
So the museum section too will be of a 
new kind, serving as an interpretive 
centre that focuses on local products 
and explains to visitors the various 
techniques involved. It will also enable 
them to compare traditional products 
with their modern counterparts since 
the works displayed are chosen for 
their ability to stimulate the imagina- 
tion and creativity of both visitors and 
craftsmen. In brief, the emphasis is 
laid on an interpretation of the objects, 
which includes the activities involved 
in their production and direct contact 
with their makers, on the assumption 
that the customer on the spot provides 
the best test of the product's saleabil- 

As a guide for interested individuals 
and bodies, the questions below, pre- 
sented in grid form, were based on 
three objective-related criteria (eco- 
nomic, qualitative and technical) and 

ity. 

A craftsman uses his screen to make 
sheets of paper one by one, as was 
done in the seventeenth century. 



TABLE z .  Fifteen practical questions as a guide to feasibility 

Criteria Conservation Production Distribution Marketing Management 

Economic 
objectives 

financing) 
(self- 

Qualitative 
objectives 
(quality of 
product) 

Technical 
and admini- 
strative 
objectives 
(cultural and 
industrial 
tourism) 

1. Can the craft 
be taught 
through 
apprenticeship in 
a workshop? 

6. Is the 
technique 
inherently 
educational and 
relevant to  the 
local 
community’s 
heritage? 

11. Would you 
feel the site 
would be made 
more attractive 
by incorporating 
some object 
which forms part 
of the local 
heritige? 

7 Can the 
profitability of 
the present 
product be based 
exclusively on its 
quality? 

7. Does the 
specific nature of 
the product give 
it the stamp of 
authenticity? 

12 Can the 
product be 
counted on to 
promote and 
enhance the 
locality? 

3. Can related 
information and 
activities be 
provided without 
undermining 
profitability? 

8. Is the subject 
chosen 
interesting 
enough in itself 
to attract the 
public? 

13. Could 
accessibility and 
participation be 
regarded as your 
hallmarks? 

4. Have 
potential. 
customers 
been clearly 
identified? 

9. Can the 
present 
workshop 
produce 
enough to 
meet 
demand? 

14. During 
the season, 
does the 
product meet 
the requi- 
rements of 
tourists? 

5. Is the 
present 
management 
free to make 
its own 
decisions? 
What is the 
manag- 
ment’s legal 
and financial 
standing? 

10. Can the 
very small 
scale of the 
business be 
preserved? 
(Small is 
heautiful) 

15. Could 
you broaden 
the range of 
your 
associates 
and advisers? 

five major functions (conservation, 
production, distribution, marketing 
and management). The full version of 
the study1 takes up these questions 
one by one and gives practical answers 
on how the overall concept should be 
put into practice, including further 
reading, analytical grids, kind of staff 
needed, methods of management, 
types of ‘expertise required, and so 
forth (Table 2). 

A PROTOTYPE THAT WORKS 

The Saint-Gilles Paper Mill, which used 
to produce hand-made paper but had 
to close down in 1984 for financial rea- 
sons, offered us an opportunity to put 
our ideas into practice. A t  the same 
time, more research was carried out 
into folk arts and traditions at the 
School of Architecture of the Universi- 
ty of Laval and in the Arts Section (De- 
sign) of the Sainte-Foy College of Gen- 
eral and Vocational Education in order 
to check out various hypotheses. The 
findings of this research were positive. 
Now, after five years of the new ap- 
proach, the paper-making business 
and its associated museological activ- 
ities are completely self-financing, and 

this has encouraged a great many busi- 
ness people to support the develop- 
ment of credible projects that will in 
the end be independent, profitable un- 
dertaki ngs. 

The concept has thus demonstrat- 
ed its ability to provide permanent jobs 
and, in a business framework, to foster 
the development of new traditions. 
This success story recenty moved the 
Quebec Ministry of Tourism and the 
Entrepreneurship Foundation to recog- 
nize economuseology as a valid con- 
cept. In 1989, the Papeterie Saint- 
Gilles and its economuseum were 
awarded the Grand Prix de I’lnnova- 

Symphony in white: an evocative 
display of locally-produced paper. 

tion Touristique. 

1. Cyril Simard: Comnent rentabiliser i c ~ e  entreprise 
cdtwe//e,  Montreal, Edition du  Centre Educatif et 
Culturel Inc., 199U, 170 pp. 
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In museum management, the human 
element is sometimes neglected or ill- 
understood. Yet a museum can be seen 
and analysed as a group of human be- 
ings, or a group of such groups, and its 
management is, therefore, very much a 
social skill. This skill involves consider- 
able sensitivity to the need to clarify as 
much as possible the nature and limits 
of the roles and responsibilites of the 
different individuals and groups in- 
volved as well as the relationships bet- 
ween individuals and groups. 

Once upon a time there was a mu- 
seum with a very clear and simple 
structure. It had a director and a num- 
ber of curators, with lower-ranking staff 
to look after the collection and atten- 
dants in the rooms open to the public. 
But times changed. Other types of staff 
gradually appeared on the scene: book- 
keepers, technicians, secretaries, edu- 
cators, conservators, publicity officers, 
automation experts, and so on. In other 
words, the organization became a per- 
fect example of a bureaucracy, with for- 
malized rules and procedures, supervi- 
sion by superiors, standardization of 
activities and roles and authority based 
on social position within the hierarchy. 
The museum now seemed to be be- 
coming a real organization, which 
would surely make staff better able to 
perform their duties. As it turned out, 
however, this was not the case for all 
members of staff. At symposiums, in ar- 
ticles and in letters to newspapers, par- 
ticularly over the last few years, it has 
become clear that the curators find 
themselves unable to function in a bu- 
reaucratic organization of this kind. It 
makes them feel ill, and their perfor- 
mance is poor. 

We should now like to open a new 
perspective. First of all, we wish to ad- 
vocate the appointment of a profes- 
sional manager as head of the cura- 
tors. Secondly, we urge that curators 
be treated as professionals. This is our 
message, no more, no less. We should, 

however, like to elaborate on it for at 
least two reasons: first, in many mu- 
seums curators hardly get the chance 
to  function at all; second, this has a 
dreadful impact on the quality of mu- 
seum products such as exhibitions and 
catalogues. 

In order to be perfectly clear, let us 
first consider a number of theoretical 
notions relating to: (a) the profession- 
al; (b) the curator as a professional; 
and (c) the manager. In the second 
half of the article, we will take the case 
of the Museum voor Volkenkunde (Mu- 
seum of Ethnology) in Rotterdam, and 
explain the way in which work there for 
over a year has been carried on by a 
professional manager of curators. 

THE PROFESSIONALS 

Let us start with a profile of profession- 
als. They operate on a basis of profes- 
sional autonomy. This manifests itself 
in the following ways: 
They determine themselves the objec- 

tives and content of their job. 
They are able to  locate and select the 

relevant knowledge required for 
their own specialized field. 

They set the priorities for the work to 
be carried out. 

They choose the partners with whom 
they wish to work on a particular as- 
signment. 

They determine the basic approach to 
the work. 

There are various ways in which pro- 
fessionals differ from other functional 
groups within their organization. They 
do not think in terms of the organiza- 
tion as a whole; each is concerned with 
his or her own specific interest. The or- 
ganization is there to provide a job and 
a salary. The aims of the organization 
are subordinate to professional objec- 
tives; the arguments on which deci- 
sions are based are of a professional 
nature and do not take into account 
the aims of the rest of the organiza- 



How w e  inatiage cztrdtors 

tion. Professionals work on the basis of 
personal contacts, in other words per- 
sonal preferences play a very impor- 
tant role. The challenges to  which they 
respond are related to their specialized 
field. They attach great importance to 
integrity, based on the norms within 
their own professional group. They feel 
that the rest of the organization should 
in no way question the validity of these 
norms, otherwise there will be crises of 
confidence or conflict between profes- 
sionals and management. 

The organization or those who man- 
age the professionals should also bear 
in mind that professionals think on the 
following lines. They are entitled not to 
implement management decisions if 
these are in conflict with their own val- 
ues and norms. Professionals do not 
wish to be ‘steered’. They see them- 
selves as the only persons responsible 
for the output of their work, even if 
many others have also contributed. 
For example if an exhibition is very 
successful, a curator expects all the 
credit. Professionals will always view 
the activities of management with a 
critical eye. 

CURATORS AS PROFESSIONALS 

The above-mentioned characteristics 
of professionals also apply to curators. 
The curator’s job includes the follow- 
ing dimensions, all of which justify or 
even require professional autonomy: 
The purpose of a museum is to take 

care of something for which society 
has a high regard: the cultural heri- 
tage of its own people and of others 
must be conserved and made ac- 
cessible to the public. 

In the interest of the objects curators 
must adhere to specific profession- 
al standards. These are not laid 
down in a professional code of eth- 
ics, but they are generally accept- 
ed. For example, curators do not 
engage themselves in any form of 
dealing in objects; they display ob- 
jects with respect for their context 
and describe them with the neces- 
sary scholarship. 

The curator‘s customer is often a col- 
league from another museum or a 
researcher at a university or insti- 
tute. (There are also the collectors, 
who are often extremely knowl- 
edgeable in their own particular ar- 
ea; the curator is the only person in 
the museum who can talk to groups 
such as these.) 

The curator is often the only person 
who can say what an object repre- 

sents and assess the merits of a do- 
nation or purchase. 

It must be possible for the autonomy 
claimed by the curator to be expressed 
directly in terms of the functional re- 
quirements of the work itself and the 
interests of the collection. These inter- 
ests of the collection are: the descrip- 
tion of objects, a sound acquisition pol- 
icy and, inter alia, making the 
collection accessible to others by 
means of exhibitions, lectures and 
publications. 

MANAGERS 
OF PROFESSIONALS 

What is the work of managers of pro- 
fessionals in a bureaucratic organiza- 
tion? There are certain principles and 
axioms which they bear in mind: 
Professionals cannot be managed by 

the impositon of rules and proce- 
dures. 

Managers must concentrate on in- 
creasing the quantity and quality of 
the professionals’ output. 

They should create the space for the 
professionals to  function in their 
own particular fashion within the 
bureaucratic organization. 

Finally, they must do everyting in their 
power to ensure that the aims of the 
organization and those of profes- 
sionals are, as far as possible, iden- 
tical. 

This leads to the following strategy in 
the work of professional managers. 
They must shield professionals from 
the organization, solve practical prob- 
lems and be authorized to act on their 
behalf. In matters relating to their own 
specialized field, however, profession- 
als should defend their proposals 
themselves. If ever ideas or proposals 
are rejected by the organization, the 
manager must ensure that the rejec- 
tion is never based on the actual con- 
tent of what is suggested by the cura- 
tor; in other words, only ‘external’ 
interventions, such as financial consid- 
erations, should be allowed as exhaus- 
tions in such cases. Conversely, the 
professionals should understand very 
clearly that they have no say in the 
general policy decisions of the mu- 
seu m. 

Managers have to  give profession- 
als scope for open-ended experiments, 
and to make it clear to others within 
the bureaucratic organization that the 
working style of the professionals has 
to be different in order for them to 
achieve their goals. If curators come 
up with any ideas that are in the in- 

terest of the organization as a whole, 
managers should ensure that these 
ideas are followed up. Finally, manag- 
ers must work together with profes- 
sionals to  translate the latter’s propos- 
als into output, having a care for both 
quality and quantity. 

A TEST CASE: 
THE MUSEUM OF ETHNOLOGY 

Let us now turn to an actual case: my 
[Ton Wagemakers’] work at the Mu- 
seum of Ethnology in Rotterdam. 

Some time ago an advertisement 
was placed to  find a co-ordinator for 
the curators. It asked for someone with 
management qualities who was also 
prepared to gain knowledge of Asia or 
Latin America. The requirement was 
for a ‘participating leader’. The final 
choice was a professional manager 
with museum experience and a certain 
knowledge of anthropology. It was a 
newly created position, recommended 
in a report following a crisis of confi- 
dence between management and cu- 
rators. One of the reasons for the crisis 
was the change from a simple orga- 
nizational structure to a bureaucratic 
one, as referred to  above. 

Analysing this particular situation I 
was also struck by four points of a 
more specific nature: 
For some years 70 per cent of the bud- 

get for the purchase of objects had 
been spent on automation. This 
drastic reduction in the budget 
meant that the expertise of the cu- 
rators was rarely called on for the 
purchase of objects. Moreover, oth- 
er people within the organization 
could also make purchase propos- 
als. 

The curators were spending only a 
small part of their time on what I 
consider to  be the most important 
task: the description of objects. 
Much more time was spent on 
checking simple data for the auto- 
mation project. 

The expertise required for the impor- 
tan t large tem porary exhibit ions 
was increasingly coming from exter- 
nal specialists. 

Less use was being made of the mu- 
seum’s own collections as a basis 
for large temporary exhibitions; this 
meant the museum was not using 
the knowledge of its own profes- 
sionals. 

To put it in a nutshell, the curators did 
not get the chance to function as pro- 
fessionals. I made it my task to treat 
the curators strictly as professionals 
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and to mediate between the profes- 
sionals and the bureaucratic organiza- 
tion. 

I started by having long discussions 
with each curator. Everything was con- 
sidered: their academic background, 
their views on the museum, their in- 
terests, what exhibitions they would 
most like to put on, and so forth. I also 
studied the policy documents and ob- 
jectives of the museum. I decided to 
start with the policy relating to acquisi- 
tions, as that in my view touches the 
very core of the work of the curator. 
The document on which I had to  base 
myself was drawn up in such general 
terms that basically any donation or 
proposal for purchase was acceptable. 

I then asked two curators to draw 
up a discussion document stating what 
they wanted to acquire over the com- 
ing years. The advantage of this ap- 
proach was that the documents could 
then be evaluated by their colleagues. 
After various discussions within the 
group the other curators followed with 
their own documents. A few months la- 
ter agreement was reached as to the 
acquisition priorities for the next four 
years. Moreover, each curator was al- 
located a part of the purchasing bud- 
get for the next four years. Each now 
knows the exact amount at his or her 
disposal. 

This general policy, including the fi- 
nancial arrangement just mentioned, 
was approved by the museum manage- 
ment. From then on the curator had to 
produce a document justifying each 
proposal in terms of the general policy. 
Detailed discussions then took place 
within the group. Sometimes other cu- 
rators find that there has not been suf- 
ficient research into the origin or sig- 
nificance of an object, or that the 
proposal does not fit in with the overall 
policy agreed on. The discussions also 
serve to develop qualitative criteria 
which must be met by a purchase of 
donation. If the group agrees with the 
proposal, it then goes to the manage- 
ment. It is not the co-ordinator but the 
curator (as a professional) who justi- 
fies the proposal. In principle, the man- 
agement should consider whether the 
proposed purchases conform with the 
policy already agreed on. 

CO-OPERATIVE PLANNING 

A further step has recently been taken. 
Curators have translated their part of 
the policy document into a plan of ac- 
tion for the next four years. This covers 
research, a supplementary description 

of that part of the collection which they 
wish to expand and an investigation of 
the market which also indicates where 
in Europe items can still be bought and 
the amount of travel required for the 
purposes of orientation and acquisi- 
tion. These plans of action are dis- 
cussed both separately with the co- 
ordinator and with the group as a 
whole. The other professionals are 
highly critical. In one case a curator 
had to go back and do his ‘homework’ 
again no less than three times before 
the others would accept his proposals. 

One advantage of the plan of action 
is that it is now possible to draw up an 
exhibition schedule for each curator. 
Exhibitions for two curators in 1991 
and 1992 were moved to the initial 
planning stage. With one of the cura- 
tors an experiment is under way to see 
if activities such as research, acquisi- 
ton exhibiting and publishing can be 
brought together in a sort of marketing 
plan. As can be seen, we are doing 
things step by step. 

A major conclusion we have come 
to is that particular attention should be 
given to the formulation of the desired 
results. In a separate discussion with 
each curator these are converted into 
terms which can be quantified: the 
number of descriptions per year, the 
number of checks on simple descrip- 
tions for the purposes of collection 
management, the number of lectures 
held and the type of public to whom 
the lectures are to be given (in order to 
assess the level of difficulty), the scope 
of catalogues and other publications, 
and the amount of time spent on exhi- 
bitions (including the design, the se- 
lection and description of objects and 
the general texts). 

A discussion follows on the diffe- 
rences and similarities in various cura- 
tors’ planned results, and adjustments 
are made on a voluntary basis. We 
have now instituted a quarterly assess- 
ment of progress towards planned re- 
sults. One aspect of this is the mutual 
evaluation of purchase proposals by 
the curators. In the coming months we 
shall be discussing the quality of the 
descriptions of objects. 

We hope that we have made it clear 
that curators should be treated as pro- 
fessionals both in the theoretical and 
in the practical senses. This is in the in- 
terests both of the curator and of the 
museum organization as a whole. Cu- 
rators will produce professional results 
only if they are treated as profession- 
als by the museum organization. 



Recalling Mozart as a Freemason 

Painting showing an initiation into a 
Viennese lodge, about 1790, by an 
unknown artist. (Historisches Museum 
der Stadt Wien.) 

To mark the two-hundredth anniversary of the 
death of Wolfgang Amadeus Mozart on 5 
December 1791, a number of museums put 
on special exhibitions during 1990/91. Some 
of these have shed light on a less-well-known 
facet of the composer's life and personality: 
his activity as a Freemason. In this article, the 
Grand Archivist of the Grand Lodge of 
Mozart's native Austria outlines his masonic 
membership and reports on some of the 
exhibitions. 

On 5 December 1784 the Viennese 
Freemasons' lodge Zur Wohltötigkeit 
(Beneficence) sent word to sister lodg- 
es: 'Proposed for admission: Kapell- 
meister Mozart. Our former Sec'y. Bro. 
Hoffman forgot to announce this pro- 
posal to  the most honourable sister 
lodges; it was already announced four 
weeks ago to the honourable district 
lodge and we should therefore take 
steps in the coming week for his ad- 
mission, if the most honourable sister 
lodges have no objections to him.' 

It is not known who proposed Wolf- 
gang Amadeus Mozart for admission to 
Freemasonry. It may have been the 
Master of the lodge, Freiherr Otto von 

Ferdinand Zörrer 

Gemmingen, who in 1778 was a patron 
of the composer at Mannheim. 

After his initiation on 14 December 
1784, Mozart visited the famous Zur 
Wahren Eintacht (True Concord) 
lodge. It was this sister lodge that 
raised the Entered Apprentice to the 
Fellow Craft Degree on 7 January 
1785, following a request of his own 
small lodge. We know of no record 
about Mozart's ascent to the third de- 
gree (Master Mason), but it must have 
occurred after a very short time, as 
was usual in those days. Wolfgang 
Amadeus himself proposed his father, 
Leopold, to his lodge, and the older 
man's initiation took place on 6 April 
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A drawing, by H. C.  Robbins-Landon, 
identifying the persons in the lodge 
painting. 

1785. On 24 April 1785 father and son 
visited the Zur Gekrönten Hoffnung 
(Crowned Hope) lodge. It was then 
that a new cantata by Mozart was 
played, Die Maurerfreude (Masonic 
Joy, K471). Because the minutes of 
the True Concord have been con- 
served, we know that Mozart was a 
very eager participant at lodge meet- 
ings. It was perhaps Mozart who pro- 
posed Joseph Haydn to  the True Con- 
cord; the other composer's initiation 
took place on 11 February 1785. 

Thanks to announcements, numer- 
ous invitations and other masonic doc- 
uments, we know of Mozart's very fre- 
quent masonic activities, which 
distinguished him from many other fa- 
mous brethren of the Craft, and conti- 
nued until his death. During a third- 
degree lodge meeting after Mozart's 
death a memorial speech was made by 
the actor Karl Friedrich Hensler, who 
said in part: 

It was the will of the Grand Master of the 
Universe t o  cut out of the Chain one of 
our most loved and most meritorious 
members. Who didn't know him? Who 
didn't esteem him? Who didn't love him? 
Our worthy brother Mozart. . . . He was a 
mason by reason and mind . . . who never 
forgot t o  be a human being. 

PATIENCE AND TRANQUILLITY 

By contrast to his celebrity in the world 
of music, Mozart is not everywhere 
known for his Freemasonry. Precisely 
for that reason it is very important to 
recall Mozart as a Freemason by exhib- 
iting relevant documents and items. 
Most masonic documents concerning 
Wolfgang Amadeus Mozart are kept in 

the Haus-, Hof- und Staatsarchiv in 
Vienna as 'confidential documents'. 
These documents are presented (in 
the form of copies) at an exhibition at 
Austria's Freemasons' Museum at 
Schloss Rosenau (near Zwettl, Lower 
Austria, 125 kilometres from Vienna), 
where it is possible to visit original 
lodge rooms dating from the mid eight- 
eenth century. This special exhibition, 
entitled Brother Wolfgang Amadeus 
Mozart, opened on 7 April 1990 to 
close on 3 November 1991. Among dis- 
plays are several membership lists, 
confirming Wolfgang Mozart Imperial 
Royal Kapellmeister as being a Mason 
of good standing, and a letter from 
Wolfgang Amadeus to his father, Leo- 
pold, who was very ill, in which he re- 
lated his masonic experiences. An- 
other letter, to his friend and masonic 
brother Johann Michael Puchberg, re- 
vealed Mozart's lack of money. There 
is also to be seen the already-men- 
tioned memorial speech, made at his 
lodge. Also on show is the masonic 
clothing of a contemporaneous mem- 
ber of Mozart's lodge, brother Franz 
Johann von Bosset: two aprons, a little 
trowel with a blue ribbon, and a small 
key made of ivory, as well as his Mas- 
ter's certificate. Belonging to the same 
lodge as Mozart in 1789, von Bosset is 
very likely to have possessed the same 
masonic items as the musician. 

Also displayed at Schloss Rosenau 
are prints of all the of Viennese lodge 
seals from the time of Mozart's mem- 
bership. There is a panoramic view of 
Vienna in 1785 where Mozart's apart- 
ments and the location of the lodge 
houses are marked. A very important 
object is the famous Journal fur Frei- 
maurer, where at the beginning of the 

first volume (1784) there is printed Ig- 
naz von Born's essay Über die Myste- 
rien der Ägypter (About Egyptian Mys- 
teries), which is one of the sources of 
Mozart's opera The Magic Flute. 
Another brother and member of Mo- 
zart's lodge from 1786 to 1790 was Jo- 
seph Baurnjöpel, who wrote a book dis- 
played in the exhibition entitled 
Grundlinien eines ei f rk arbeitenden 
Maurers (Principles of an Eager Work- 
ing Mason), illustrated with numerous 
engravings and drawings showing the 
rituals of the various degrees. It was al- 
so used by female lodges (known as 
'masonry of adoption'), which existed 
in Vienna at this time. Brother Johann 
Georg Kronauer's album is shown with 
its sketches and writings by many ma- 
sons, including an entry by Mozart on 
30 March 1787, written in English: 
'Patience and tranquillity of mind con- 
tribute more to cure our distempers 
[than] the whole art of medicine.' 

MASONIC MUSIC 

A special part of the exhibition deals 
with other important masons and their 
relationship to Mozart. Quoting those 
involved in music alone, there are the 
singer Valentin Adamberger, Pasquale 
Artaria (who published compositions 
by Mozart and Haydn), Emanuel Schi- 
kaneder (librettist of The Magic Flute), 
and Joseph Hadyn, who was a special 
friend of Mozart. Nor does the show 
forget Mozart's masonic music, which 
is represented by various scores, in- 
cluding Die Maurerfreude, the Maure- 
rische Trauermusik (Masonic Funeral 
Music, K477), and the Kleine Freimau- 
rerkantate (Small Freemasons' Canta- 
ta, K623), the last opus contained in 



A masonic apron from the eighteenth century. 

Mozart’s autograph catalogue of his 
works composed from February 1784 
until shortly before his death on 5 De- 
cember 1791. There is also detailed 
documentation on Mozart’s last opera, 
The Magic Nute, and all the masonic 
background to this masterpiece, 
whose first performance was conduct- 
ed by the composer himself on 20 Sep- 
tember 1791, a few weeks before his 
death. As background music visitors 
hear the Austrian national anthem, 
written by Mozart as a song for the 
closing of lodge meetings - Lasst uns 
mit verschlung’nen Händen . . . (Let 
Us With Joined Hands . . .), later 
known as Kettenlied(The Chain Song). 

Returning to the capital, visitors 
can see a world-famous oil painting by 
an unknown artist - the only one of its 
kind - owned by the Vienna Historical 
Museum. It shows a meeting of a Vien- 
nese lodge about 1790. Some of the 
thirty-five members of the lodge are 
known by name, including, in the fo- 
reground, Mozart chatting with Schika- 
neder his librettist. The Historical Mu- 
seum also owns a remarkable ‘tapis’ 
(masonic carpet, representing the im- 
age of the lodge) which was used by a 
Viennese lodge in Mozart’s time, dis- 
covered in 1860 near the Kärntnertor 
when the town walls were being de- 
molished. It was the centre-piece of a 
special exhibition, held in 1984, com- 
memorating the 200th anniversary of 

the first Austrian Grand Lodge and 
where hundreds of masonic items, 
most of them belonging to the archives 
of the Grand lodge of Austria, were on 
display. A special section was dedicat- 
ed to  the above-mentioned lodge 
painting, and another - containing 
thirty-three items - to Mozart and 
Haydn. Some of them were shown 
again at the great Mozart exhibition in 
Vienna in 1990/91. There was also an 
exhibition in Salzburg, organized by the 
Moza rteu m , which dis played some 
items of masonic origin. At the time of 
writing there is some talk of holding a 
Mozart-related masonic exhibition in 
one of Prague’s museums during 
1991, while the Netherlands had their 
taste of Mozart as a Mason at Zeist 
Castle in 1990: Mozart en de Vrijmet- 
selarij (Mozart and Freemasonry). 

Perhaps after 1991 Mozart will be 
known as a Freemason to far more pe- 
ople than nowadays, thanks to a re- 
marka ble series of exhibitions. H 

All illustritions by courtesy of the author 

‘Tapis’, from the book 
by J. Baurnjöpel, Grundlinien e k e s  
ezfrzg arbeitenden Freinzauuer. 



A Museum report 

A Kazakh rug museum in the making 

Flocks of white, brown and reddish 
sheep were munching peacefully one 
morning recently as Museum drove 
over the gently rolling Kazakh steppes, 
strewn with wild tulips, to reach 
Chayan. This town of 6,000 inhabit- 
ants is located in the southern corner 
of the Kazakhstan (USSR), halfway be- 
tween the regional capital, Chimkent, 
and Turkestan, a medieval city boast- 
ing monuments dating back to the 
tenth century A.D. Not nearly so an- 
cient is Chayan’s mosque and meder- 
sa (Koranic school) complex, now be- 
ing restored. 

‘These buildings are only about a 
hundred years old,’ explains restora- 
tion director lshmaev Isakhan, ‘but 
they have a place in our hearts be- 
cause they were built mainly thanks to  
donations from simple townspeople. 

And in those days one small goat - the 
price of a single brick - was really 
worth something.’ 

Thanks to the mosque and medersa 
Chayan became a centre of Islamic 
learning, attracting boarding pupils 
from all over Kazakhstan for half a cen- 
tury. The complex was taken over by 
the state and secularized in 1927. Now 
it is being restored and will soon be 
used for several purposes. 

ADMIRE . . . AND B U Y  

In one building a mosque is to function 
again, while certain rooms of the low 
cloister-like medersa will once more of- 
fer Koranic instruction. The rest of the 
medersa and the earlier main mosque 
building have become the Chayan Rug 
Museum and Workshop. 



The main mosque building, slated to 
house the museum, and cloister-like 
medersa (Koranic school), which will 
be shared by religious instruction and 
rug production. 

Restoration director 
Ishmaev Isakhan. 

'Sheep have been a mainstay of 
our people for generations. Among 
other things, they give us wool to 
make rugs for domestic purposes as 
well as to pray on,' continued lshmaev 
Isakhan. 'We don't even need to dye 
most of the wool since it comes origi- 
nally in different colours. So you see, 
it was quite natural that we got the 
idea of documenting the history and 
production of rugs in a museum, with 
both educational and beautiful dis- 
plays.' 

The entire process - f rom shearing 
and spinning through design and 
weaving - will be explained and illus- 
trated. For this, the museum will in- 
clude a workshop. 

'The workshop will have a teaching 
function, of course, but also - and 
just as important - a commercial 

function. Local people and visitors will 
be able to buy as well as admire our 
rugs.' 

That idea prompted Museum - ev- 
er promotion-minded - t o  ask director 
lsakhan if he had even heard of our 
magazine, whose Russian-language 
edition is, after all, issued more than 
3,000 kilometres to the west of this 
rather remote town, in Moscow. It 
turned out that he not only knew Mu- 
seum but had just subscribed to it. 

4j 



In Centrul Argentina 
u single-parent museum 

Many museums nowadays are vast 
enterprises with a large staff and a director 
whose profile resembles that of a commercial 
manager more than that of a curator. The 
opposite, however, can also be found in many 
parts of the world: the unprecedented 
development -generally far from the big 
cities - of small, intimate museums whose 
existence is often due to a single person. This 
is a phenomenon that might be called the , 

'single-parent museum'. There is one 
particularly interesting example in Central 
Argentina, and we now give the floor to its 
founder, Aroldo D. Rosso. 

The Ambato Argentine Archaeological 
Museum is the result of over forty 
years of my life's work devoted to the 
search for the roots of humankind in 
the territory that now forms Argentina. 
Everything began around 1948, when 
the forests in the north of the province 
of Córdoba began to be exploited near 
the provincial boundary of Santiago del 
Estero. Not far from this spot are to be 
found the Cerro Colorado works of 
rock art, which are of worldwide re- 
nown. The discovery of such archae- 
ological treasures kindled a flame that 
lay hidden within me, for archaeology 
was a subject that had fascinated me 
from early childhood onwards. 

I began to work through a bibliog- 
raphy of the best known Argentine and 
foreign specialists, so as to  improve my 
basic knowledge of the subject. As a 
result of this study, and as my knowl- 
edge increased, I felt a growing desire 
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to embark on research and carried out 
some field work, thanks to which I was 
able to set up a small collection. 

In 1967 I happened to meet a 
school inspector who told me that in 
Los Varelas, a small town in the north- 
east of of Catamarca Province, he had 
found a very unusual vessel. He de- 
scribed the symbols appearing on it, 
and I came to the conclusion that it 
must certainly be something new, E 
since it did not correspond to the char- 
acteristics of anything known up to 
then. I immediately went to the site, 
saw the vessel and realized that it was 
an exceptional example, as its icono- 
graphic details did not correspond to .g 
anything known before then; that it re- 
ally was something new, which also g 
suggested the existence of an un- 
known culture. I acquired the vessel, 
so as to avoid losing such a valuable 8 
item, and began prospecting the area. 3 
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There was a marvellous yield of ar- 
chaeological material: ceramic vessels 
and vases painted in red, black and 
white on a brown or buff-coloured 
background, or incised with white or 
red lines on a black, brown or red back- 
ground, some depicting a human face, 
others an animal shape, decorated 
with painted or carved motifs repre- 
senting cats, birds or serpents in 
symbiosis and in a constant trilogy sug- 
gesting the deity, which can be inter- 
preted in different ways according to 
the angle and position from which they 
are viewed. Thus a bird's head can be- 
come that of a cat, and vice versa; in 
some cases the cat's tongue repre- 
sents a serpent ending with the head 
of either a cat or a serpent. The harmo- 
nious lines and the delicately painted 
or incised decorations give these ob- 
jects a high artistic quality in which no 
details spoil the overall design. 

A large number of ceramic pipes, 
pipes for smoking hallucinogens, deco- 
rated with anthropomorphic faces and 
zoomorphic shapes generally situated 
under the bowl, were also discovered. 
Some of the figures are realistic and 
some more stylized. One of the pipes 
has a cat modelled on the lower part of 
the stem supporting the whole pipe, 
while under the bowl there is a llama's 
head decorated with serpent-like mo- 
tifs painted in four colours: white, 
black, red and yellow. 

The special characteristics of the 
iconography and design of the material 
excavated confirmed my belief that I 
was in the presence of a new culture. I 
therefore felt it necessary to report my 
discovery to the National Council for 
Scientific and Technical Research, 
which I did in 1973 through Dr Oswal- 
do Heredia, then researcher at the 
Council and professor of prehistory 
and archaeology at the National Uni- 
versity of Córdoba. 

Throughout all these years of re- 
search and field work I was also experi- 
menting with restoration work. Thus, 
once the necessary skills had been ac- 
quired, thousands of hours of work 
were spent in treating items in the col- 
lection one by one, cleaning and res- 
toring them, with results that were 
judged highly satisfactory. 

FROM RECOVERY AND 
RESTORATION TO THE FOUNDING 
OF A MUSEUM 

The results of the work of recovering 
and restoring the objects led me to the 
conclusion that such valuable material 
could not be reserved simply for the 
pleasure of a small group of my friends 
and acquaintances. This gave me the 
idea of setting up a museum, so that 
the public also could appreciate the 
objects, since our archaeological work 
is practically unknown to ordinary peo- 
ple. At the end of 1973 the first exhibi- 
tion was held in the town of Villa Carlos 
Paz during the tourist season, when 
there were a large number of visitors, 
and it produced fine results. Other 
temporary exhibitions followed, in dif- 
ferent cities: Córdoba, Santa Fé and 
Buenos Aires, the last of which attract- 
ed many thousands of visitors. 

In 1987, thanks to the goodwill of 
the Governor of the province of Córdo- 
ba, Dr Eduardo César Angeloz, a sub- 
vention was granted to the Town Coun- 
cil of La Falda to acquire the large 
house that has now become the mu- 
seum. The house was leased to me for 
a period of twenty years for the devel- 
opment of the museum. In this way I 
was able to realize a dream that had 
pursued me for fifteen years. In an ef- 
fort to  use the experience gained in the 
previous exhibitions I planned to make 
a museum full of light, movement, col- 
our and life, so as to bring out the best 
in each exhibit through clear, simple 
explanations avoiding over-technical 

The Aguada culture (Ambato period). 
Showcase containing pipes for 
smoking hallucinogens. 

All photos by courtesy of the author 
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terms that would be comprehensible 
to the majority of visitors. As the mu- 
seum consisted of sixteen rooms, it 
was possible to arrange the exhibits 
chronologically and progressively, 
moving from the remotest times to the 
most recent in a clearly marked circuit. 
Clarity of presentation is all the more 
important in that the museum covers 
14,000 years of cultural development 
in the territory of what is now Argenti- 
na, from the time when man first trod 
our soil up to the Colonial period. 

THE JAGUAR CULT 

Although it is not possible in so small a 
space to describe the whole collection I 
should like to highlight some of its 
most outstanding features. To illus- 
trate the Pre-ceramic period, for in- 
stance, a vast stretch of time from 
12,000 to 1000 B.C., stone objects are 
exhibited, such as hammers, hand-ax- 
es, rasps, scrapers, arrowheads and 
spearheads. Other rooms contain ob- 
jects,from the Aguada culture (650 to 
900 A.D.), which are characterized by 

the beauty and delicacy of their design 
and their incised symbols in which the 
constantly recurring presence of the 
jaguar, in symbiosis with the bird and 
the serpent, forms complex figures 
that are sometimes obscure in mean- 
ing and, as I have already said, can be 
interpreted differently according to the 
position and angle from which they are 
viewed. 

The museum also contains ceram- 
ics from the Late period (the Hispano- 
Indian period A.D. 1540-1700) and the 
Colonial period (after A.D. 1700) that, 
despite a profusion of colours, reflect 
the decadence of values and artistic 
criteria. Stone sculpture has disap- 
peared, but funerary urns for children, 
belonging to the Santa Maria culture, 
are striking on account of their colours, 
the symbolism of their motifs and the 
harmony of their forms. 

Lastly, so as to make the museum 
more accessible, interesting and infor- 
mative, all the rooms contain greatly 
enlarged photographs showing se- 
quences from the excavation of some 
of the exhibits, the detailed layout of 

the constructions uncovered during 
excavation and also of the villages, 
monuments and other archaeological 
ruins, each accompanied by a written 
explanation. Visitors are thus able to 
get a much clearer overall picture of 
archaeology and really understand it 
instead of merely lookingat strange ex- 
hibits they cannot interpret. 

The Aguada culture (Ambato period). 
Vessel with white incised designs on 
black ceramic. The design, in 
negative, depicts a cat balanced on its 
front paws, its tongue transformed into 
a series of cat-like serpents; the tail 
bears a similar design. [ 
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'TaZking buck' in Winnz@eg 
Heather Mousseau 

Are  visitors enraptwed, annoyed, 
ìndfferent? Mtrsez" caiijnd out ly 

a.skilZg them to Y a k  back', as does the 
Winn@eg A r t  GalZev ìiz Manìtoba, 

CaBada. The galleg! 's ptlblìc- relations 
assistant teks Mtrsettln Teadees wdaf 

h@peH& d m  am' .&y. 

When it was founded in 1912, the Win- 
nipeg Art Gallery was Canada's first 
civic gallery. Now, 78 years later, it is 
still one of the country's pre-eminent 
art museums, recognized for the excel- 
lence of both its exhibitions and its 
programming. One of the gallery's 
most innovative programmes, which is 
now exciting a lot of talk, is called, ap- 
propriately, TaLkhack. 

In this media age, communication 
is a two-way street - letters to the edi- 

tor, phone-in radio programmes; even 
television news seeks viewer reaction. 

Art museums, on the other hand, 
have historically communicated in one 
direction only. Through catalogues, 
brochures and handouts, they offer 
their interpretation of the art on dis- 
play, while making little or no attempt 
to find out what their visitors think of 
specific exhibitions or works of art. 

But according to Donna Bolster, 
Winnipeg Art Galleiy's art educator, 
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‘Art, particularly contemporary art, of- 
ten evokes a strong reaction and peo- 
ple have a need to express that emo- 
tion.’ 

Hence Tulkbuck, an interactive pro- 
gramme for the casual visitor, begun in 
October 1988. ‘A tour group can dis- 
cuss the art with the guide and each 
other. TaLkbuck is for people who don’t 
have that verbal outlet. It gives them 
the opportunity to communicate their 
feelings in some way.’ 

A book of Tulkback sheets, posted 
near the exidentrance to an exhibition 
area, contains questions which offer the 
visitor a starting point in viewing the 
exhibition: ‘Consider how these images, 
in combination with the t m 7 0  figures 
looking downward, hint at a theme of 
the cycle of life.’ ‘How has transform- 
ing the drawings into larger paintings 
altered the visual impact of the images?’ 

Visitors are invited to jot down their 
views and opinions on what they have 
just seen. And they do just that. ‘Bold 
and exciting’ and ‘Boring, overblown 
and ugly’ - referring to the same exhibi- 
tion. ‘I was overwhelmed by . . . the 

ideas it put forth’ alongside ‘I didn’t un- 
derstand anything.’ 

‘Talkback sets up a dialogue between 
the gallery, the artist and the viewer,’ 
explains educator Bolster. ‘It allows the 
viewer to have a voice, to be part of the 
art. We try to suggest that there are no 
definitive answers to the interpretation 
of art.’ 

It is an attitude that is appreciated. ‘I 
enjoyed making my own interpretation 
of the works - a change from having 
things rammed down your throat.’ 

Comments on comments 

The most interesting aspect of Talkbuck, 
says Bolster, is the interchange between 
the participants, people commenting 
on someone else’s comments. ‘I abso- 
lutely agree.’ ‘You don’t know any- 
thing.’ ‘You’re both wrong.’ ‘Referring 
to that person’s comments two pages 
back. . .’ 

The response to Talkback has been 
excellent. ‘I think this is a wonderful 
idea . . . it engages and challenges peo- 
ple, something I’ve never seen in a gal- 

Talkback sheets. 

levy before.’ ‘I think Talkback is a great 
idea! ’ 

The artists, who receive copies of the 
Tulkbuck sheets, think so too, according 
to Bolster. ‘It’s a wonderful, informa- 
tive way for them to get audience feed- 
back on their work. Some artists specifi- 
cally ask that the sheets be included 
with their exhibitions.’ 

The Tulkbuck sheets also help the gal- 
lery curators and educators to become 
more aware of community response to 
the various exhibitions, not only with 
regard to the art itself but also to its 
method of display. 

‘We have made some changes in re- 
sponse to Tulkbuck suggestions,’ says 
Bolster, ‘such as larger type-face on la- 
bels, labels placed lower to accommo- 
date people in wheelchairs, different 
lighting. These are small things, but 
they all help to enhance people’s enjoy- 
ment of their gallery visit, and that is 
very important.’ 

For galleries planning their own 
talk-back programmes, Bolster has a 
few tips. ‘Let people figure it out for 
themselves. Help them come to their 
own conclusions by giving them a di- 
rection of thinking through interroga- 
tive questions rather than simply telling 
them. An artist’s statements, direct 
quotes, are very important in helping 
people understand what he or she is try- 
ing to express through the work.’ W 
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Dear Editor, 
We are very interested in the courses organized by the Howell Living 
History Farm in New Jersey, presented in Museum, No. 166, in the 
article by Chet Teller, ‘A New Jersey Farm Museum Trains DeveloDment 
Volunteers for Africa, Central America and Asia’. 

Jean Bosco Mpankima, 
President of the Anthropology 

for Research in Central Africa Foundation, 
Brazzaville, Congo. 

Dear Editor, 
Thank you for the specimen copies of Museum. I won’t subscribe, 
however, until you have a budget for photography. 

John G. Morris, Paris. 

Superb colour photographs of culrural and natural sites in 54 countries 

A N  I D E A L  E N I ) = O F = Y E A R  G I F T  

Trilingual: English/French/Spanish 
54 full-colour pictures 
Format: 17 x 23.5 cm 
Price 68 FF 
(including postage). 

Please send your mail orders to: 
The UNESCO Press, Sales Division, 
7 place de Fontenoy, 
75700 Paris, France. 

Part of the proceeds from the 
sale of the Diary will go to the 
World Heritage Fund. 

Only orders with payment by cheque in French 
francs, US dollars or pounds sterling, without 
banking charges for UNESCO, can be accepted, 

I991 World Calendar Association’s prize for the best theme, 



In Museum’s next issue 

The year 1992 will mark the 500th anniversary of Colombus’s historic voyage, with 
the official slogan recalling ‘The Encounter of Two Worlds’. Mzcsezam’s first issue for 
the year takes a rather broader view: ‘1492 and Afterwards - The Encounters 
Continue.’ It reports on museums’ commemoration of African emigration to Cuba, 
German emigration to Brazil and Japanese emigration to Peru, and also takes a look 
at the influence of Latin American culture returning to Europe. 

Happy reading ! 

Museum Development - 
a new international journal 

The ILVS Review is a new inter- 
national resource for the study of 
museum visitor behaviour and ex- 
hibit effectiveness. 
Are you interested in how well museum 
exhibits and educational programmes 
communicate their messages to visitors? 
If so, the publications of the International 
Laboratory for Visitor Studies (a non- 
profit body located in the USA) will 
interest you. 

A central organ is the ILVS Review-A 
.Journal of lrisitor Behavior, which has 
appeared twice a year since 1988, in 
English. Co-edited by Professor C. G. 
Screven and Harris Shettel, the U V .  Re- 
view is the only peer-reviewed journal 
devoted solely to the study of visitors in 
museums and to communication with 
them. Topics, treated by eminent special- 
ists of many nationalities, range from 
evaluation methods and label design, and 
science teaching methods, and audience 
behaviour in art museums, to the latest 
applications of computers in exhibits and 
reviews of exhibit effectiveness research. 

A companion to the I L I 4  Reiiiex is the 
annually updated Visitors Studies Bibli- 
ography and Abstracts. 

For subscription information and order 
forms, please write to: 

International Laboratory for Visitor 
Studies, 
Psychology Dept. GAR 138, 
University of Wisconsin, 
PO Box 413,  
Milwaukee, WI 53201, USA. 

Fax: (414)  229-6329 

Launched in October 1989 and pub- 
lished monthly in English from the 
United Kingdom, Museum Detielopmeizt 
has a unique and important focus: how 
museums and galleries can generate 
additional income. With a readership in 
over twenty countries, it covers such 
areas as sources of grants, membership 
programmes, sponsorship, retailing, ca- 
tering, publishing, travel programmes, 
property development, corporate hos- 
pitality and licensing programmes. 
Museum Development’s annual subscrip- 
tion is &90 for twelve issues (&120 
overseas by airmail). For more informa- 
tion please contact: 

Museum Development, 
The Museum Development Company 
Ltd, 
Premier Suites, Exchange House, 
494 Midsummer Boulevard, 
Central Milton Keynes MK9 2EA, 
United Kingdom. Fax: 0908 670013 

Tel: O908 6908SO 

These announcements appear on the basis of 
publicity exchanged with Mmum and do not 
necessarily imply UNESCO’s endorsement of 
the service offered. 

Eastern Art ~~~ 

R E P O R T  

An Academic File Publication 

A monthly survey of the ar ts  of 
the Near and Middle East, South 
Asia, China and Japan. 
Worldwide mailing of 3,000 
copies. International advertising 
by galleries, museums, book 
publishers and sellers. 

Write or phone for your free sample copy: 
Centre for Near East, Asia and Africa 
Research (NEAR) 
172 Castelnau, London SW13 9DH, United 
Kingdom 
Telephone 081-741 5878 
Fax 081-741 5671 
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Street, CAIRO. 

P.O. Bos 2996. ADDIS ABABA. 
ETHlOPIA: Ethiopian National Agency for UNESCO, 

F INL~ND:  Akateiminen Kirjskauppa, Keskusliatu I, 
SF-00101 HELSINKI 10; Suomalainen ICirjaLauppa OY, 
Koiruvaarankuja 2, SF-01640 VANT,U 64. 

FRANCE Librairie de l'UNESCO, 7, place de Fontenoy, 
757110 PARIS. Unizjerrip hokrhops. 

GERMANY: UNO-Vérlag, Poppelsdorfer Allee 55, 
D-5300 BONN 1; S. Karger GnibH Verlag, Angrhof- 
strasse 9, Postfach 1724, D-8034 GER&lERING/l\lUN- 
CHEN; LKG mbH, -4bt. Internationaler Fachbuchver- 
sand, Leninstrasse 16,,D-7010 LEIrzic. ForrciEnt$cnhzpr 

Geo Center, Postfnch 800830, D-7000 STUTTGART 
80. 

GH.ANA: Presbyterian Bookshop Depot Ltd, P.O. Box 195, 
ACCU; Ghana Book Suppliers Ltd, P.O. Box 7869, 
Accw, The University Bookshop of Gh:inil, A C C R ~  
The University Bookshop of Cape Coast, The Uni\er- 
sity Bookshop of Legon, P.O. Box 1. LEGON. 

GREECE: Elefthewudakis, Nikkis Street 4, ATHENS; H. 
IimEmann, 28 rue du Stade, ATHENS; Greek National 
Commission for UNESCO, 3 Xkadimias Street, 
ATHENS; John hlihalopoulos & Son S.A., 75 Hermou 

GUINEL4-BISSAU: Instituto Nacional do Livro r. do 
Street, P.Cl. BOX 73, THESsALOhlKl. 

Disco, Conselho Nacionil da Culturn, Avenida 
Domingos Ramos n.O 10-A, B.P. 104, BISSAU. 

HONG KONG: Swindon Book Co., 13-15 Lock Road, 
KOWLOON. 

HUNG.4RY: I(ultura-Buchim~ort-Abt., Box 149, H-1389 
BUDAPLST 6 3  

ICELAND: Bohabud, hfals & hlenningar, LauyaveRi 18, . -  
1111 REYKJAVIK. 

INDIA: Orient L o n g "  Ltd, Iismani Xlarg, Ballard 
Estate. BOMBAY 400038: 17 Chittaranian Avenue. CAL- 
CUTTh'71)1)013; 160 Anna Salai, x1Oubt R o d ,  hi\DMS 
60U0112; 80,'l hIahatma Gandhi Road, BANGALORE 
560001; 5-9-41; 1 Bashir Bngh, HYDERIBAD 5000U1 
(-II'); 3-6-272 Himayatnagar, HYDaRzBAD 5001129 
(AP); Oxford Book 6: Stationery Co., 17 Park Street, 
CALCUTTA 700016; Scindia HOW, NEW D ~ L H I  llu001; 

UBS Publishers Distributors Ltd, 5 Ansari Road, P.O. 
Bos 7015, NEW DELHI 110í101; T.R. Publications Pri- 
cate Ltd, PMG Compley II Floor, 57 South Usmnn 
Road, T. Nayr,  ~L\DRAs 600017. 

INDONESIA: Bhrtatara Publisher5 and Booksellers, 29 JI. 
Oto Iskandardinata 111. IAKARTA: Indird P.T.. Il. Dr 

.i , _ I  

Sam Ratulangi 37, J.\MRTA PCSAT. 
IRAN, ISLAhIIC REPUBLIC OF: Iranian National 

Commission for UNESCO, 1188 Enghalab Avenue, 
Rostani Give Building. P.O. Box 11365-4498, 13158 
T~HRAN; Ashkan. 3 Co. Ltd, P.O. Box 15875-1787, lu 
Dr blofateh Avenue, 15717 TEHRAN. 

IRELAND: TDC Publishers, 12 North Frederick Street, 
DUBLIN 1; Educational Compiny of Ireland Ltd, P.O. 
Box 43'4, \Yakinstown, DUBLIN 12. 

ISRAEL: Steimatzky Ltd, 11 Hakishon Street, P.O. Box 
1444, BNKIBR~IC 51114. 

ITALY. LICOSA, via Benedetto Fortini, 120/10 (Ang. via 
Chiantigiana), 50125 FIRENZE; via Bartolini 29, 20155 
AlluNo; FAO Bookshop, via della Terme di Caracalla, 
00100 ROMA: I L 0  Boohshop, Corso Uniti d'Italia 125, 
TORINO. 

JAILZAICA: University of the \x est Indieh Bookshop, 
hfona,  KINGSTON-^. 

Bunkvo-ku. TOKYO 113. 
JAPAN: Eastern Boo!. Service Inc., 37-3 Hongo 3-chome, 

JORDAN: Jordan Distribution Agency, P.O.B. 375, 

KENYA: Africa Book Services Ltd, Quran House, hlfan- 
gano Street, P.O. Bos 45245, NAIROBI; Inter Africa 
Boob Distributors Ltd, Kencom House, 1st Floor, Moi 
Avenue, P.O. Box 73580, N A I R ~ R I .  

KOREA, REPUBLIC OF: KoreAn National Commission 
for UNESCO, P.O. Box Central 64, SEOUL. 

ICUWIIIT: The Kuwait Bookshop Co. Ltd, P.O. Box 2942- 

AMM.4N. 

Safat, KUW41T. 
LESOTHO: Rlazenod Book Centre, P.O. 39, MAZENOD 160. 
LIBERIA: Nationdl Bookstore, hiechlin and Carey Streets, 

P.O. Box 590. MUNROVIA: Cole & Yancv Bookshoos 
Ltd, P.O. Bos'286, MONROVIA. 

RfALAWI: Malawi Book Service, Head Office, P.O. Box 
30044, Chichiri, BLANTYRE 3. 

blALAYSIA: University of Malaya Co-operative Booli- 
shop, P.O. Box 1127, 59700 KUALA LUMIWR. 

MALDIVES: Novelty Printers & Publishers,  MAL^ .!SKI- 

frr  Bookshop, 1/40 Orchid hlagu, MALÉ. 
MALTA: Sapienzas, 26 Republic Street, VALLETTA. 
MAURITIUS: Nalanda Co. Ltd, 30 Bourbon Street, PORT- 

MOZAMBIQUE: INLD, Avenida 24 de Julho, n." 1927, 

h1YANXIAR Trade Corpontion No. (9, 550-552 Mer- 

NEPAL: Sajha Prakashan, Pulchomk, KATHAIANDU. 
NETHERLANDS: Iieesing Boeken B.V., Hogehilweg 13, 

Postbus 1118, 1001 CB ~ ' ~ A ~ ~ T E R D A ~ I .  Prrindira/s: Faxon- 
Europe, Postbus 197, 1000 AD !LMSTERDAA~. 

NETHERLANDS ANTILLES: Van Dorp-Eddine N.V., 
P.O. Box 31101, WILLEMSTAD, Curaçao. 

NEW ZEALLAND. G.P. Publications Ltd, P.O. Bos 38900, 
The Esplanade, Petone, \YBLLINGTON. &tuil, 25 
Rutland Street (mdoders ,  85 Beach Road, Private Bag 
CP.O.), AUCKLA~D; reta/, Ward Street (imi/wden, P.O. 
Bos 857), H z a l l L ~ o ~ ;  Mui/, 159 Hereford Street (nroil 
urdm, Private Bag), CHRISTCHLIRC~~; r e t d  Princes 
Street (uiu/urden, Box 1104), DUNODIN. 

NIGERIA: Obafemi X~volo\vo University, ILE-I~E; The 
University Bookshop of Ibadan, P.O. Bos 286, IBADAN; 
The University Bookshop of Nsuhlia; The University 
Bookshop of Lagos; The Ahmadu Bello University 
Boolshop of Zaria. 

NORLX'AY: Akademika .\/S, Universitetsbokhandel, P.O. 
Bos 84, Blindern 0314, OSLO 3; Namesen Info Center, 
P.O. Bos 6125, Etterstad, N-11602 OSLO 6. 

PAKISTAN: hlirm Book Agency, 65 Shahrah Quid-i- 
Azam, P.O. Box 729, L.\HORE 5400; UNESCO Publi- 
cations Centre, Regional Office for Book Development 

and the Pacific, P.O. Box 2034.4, ISLAMABAD; 
zI1.S. Commercial Services, P.O. Box 161106, 
Usnmn Ghani Road, hínnzoor Colony, I<\RA- 

CHI 75460; Hamdard Education Society, Hamdard 
Centre, Att. Hahim Naimuddin Zubairi, Nazimabad, 
KAIL~CHI 74600. 

PHILIPPINES: National Book Store Inc., 7U1 Rizal Ave- 
nue, RLZNILA. S116-agrrrtr International .Book Center 
(Philippines), 5th Floor, Filipims Life Building, .%pala 
Avenue, Xfakati, ~ IETKO M,\NILA. 

POLAND: ORPAN-Import, Paldc ICultur)., OO-!XJl WARS- 
z.r\vn; Ars Polona-Ruch, Krakowskie Przedmiescie 
No. 7, 00-068 W.\RSZANA. 

PORTUGAL: Dias 8: Andrnde Ltda. Livraria Portupl, rua 

LUVIS. 

ri'c und 1921, 1. o andar, RIAPUTO. 

chant Street, RANGOON. 

do Carmo 70-74, 1700 LISBOA. Postna'adihrr: Apartado 
2681,1117 LISBOJ\ Codex. 

RObI.4NIh: ARTEXIM Export-Import, Piata Scientrii, 
No. 1, P.O. Box 33-16, :ÚúU5 B~CUROSTI. 

SAINT VINCENT .ZND THE GRENADINES: Young 
Workers' Crentive Organization, Blue Caribbean Buil- 
ding, 2nd Floor, Room 12, KINGSTOWN, 

SAUDI ARABIA: Dar .Al-\Yatan for Publishing and Infor- 
mation. Olavn Main Street, Ibrahim Birr Sulilym Buil- 
ding, P.O. Éox 3310, RIYADH. 

SEYCHELLES: National Bookshop, P.O. Box 48, X Z H A .  
SINGAPORE: Chopmen Publishers, 865 Mountbatten 

Road, No. 135-28;'29, Katong Shopping Centre, SING+ 
PORE 1543. For periodicah; Righteous Enterprises, P.O. 
Box 562, Kallang Basin Post Office, SINGAPORO 9133. 

SOAIALI.4: hlodern Book Shop and General, P.O. Box 
951, hfOGADlsClO. 

SRI LANIL!: Lake House Bookshop, 100 Sir Chittampa- 
lam Gardiner Mamata, P.O. Box 244, CULOMRO 2. 

SUDAN: Al-Bashir B O O ~ S ~ O D .  P.O. Box 1118. I<HARX)UI\I. 
SURINAME Suriname National Commission for 

SWEDEN: A,/B C E. Frias Kungl. Hovbokhandel, Rege- 
ringsgatan 12, Box 16356, S-103 27 STOCKHOLM 16. 
P&dicu/r; \Yennergren-V('illiams AB, Nordenflyclits- 
vagen 70,S-t04 25 STOCKHOLM; Esselte Tidslrriftscen- 
tralen, Gamla Brogatan 26, Bos 62. S-lUl 211 STOCK- 

SWITZERLAND: Europa Verlag, Ramistrasse 5, CH-8024 
ZURICH; United Nations Bookshop, Palais des Nations, 
CH-1211 GENBVE lu; ADECO, Case postale 465, 
CH-1211 GENBVE 19. PeriGdicuJr onb; Naville S.A., 7, rue 
Livrier, CH-1201 GENAVE. 

THAILAND: Suksapan Panit, Mansion 9, Rajdamnern 
Avenue, BANGKOK; Nibondh & Co. Ltd, 40-42 Cha- 
roen IG-ung Road, Siyaeg Phaya Sri, P.O. Box 402, 
BANGKOK; Suksit Siam Company, 113-115 Fuang Nak- 
hon Road, opp. W'at Rajbopith, BANC~CO~C IOZOO; 
ROEAP, P.O. Box 1425, BANGI<OL 

TRINIDAD AND TOBAGO: Trinidad and Tobago Natio- 
nil Commission for UNESCO, 8 Elizabeth Street, ST 

UNESCO, P.O. Box 3017, P.4RAAtARIBO. 

HOLM. 

CLAIR. 
TURKEY: Haset Kitapevi A.S., Istiklil Caddesi No. 469, 

Posta Kutusu 219,-Bejoglu, ISTANBUL. 
UGANDA: Uginda Bookshop, P.O. Bos 7145, Ic\nrri\u. 
USSR: Mezhdunarodnaia h i s a .  LU. Dimitrova 39. c. , 

MOSKVA 113n95. 
UNITED ARAB EMIRATES: Xfaktabat Al-Maktaba, P.O. 

Box 15408, &Ain, ,%eu DHABI. 
UNITED KINGDOAI: HMSO Publications Centre, P.O. 

Box 276, LONDON SW8 5DT (wu2 urden un&; frJephup;e 
urden; 071-873 9090; gentru/ inqiiiricr; 071-873 0011). 
HhlSO bookshops: 49 High Holborn, LONDON WClV, 
tel. 071-873 0011 (munter scnice OII!~); 71 Lothian Road, 
EDINBURGH EH3 9AZ, tel. 031-228 4181; 80 Chiches- 
ter Street, BELFAST BT1 4JY, tel. 0232-238451; 9-21 
Princess Street, Albert Square, MANCHUSTER M60 SAS, 
tel. 061-8347 201; 258 Broad Street, BIRMNCHAM B1 
2HE, tel. 021-613 3740; Southey House, Wine Street, 
BRISTOL, BS1 2BQ, tel. 0272-264306. For scient$r niapr; 
Robertson hlcCarta Ltd, 17-18 A n d  Gate, City Road, - . .  
LONDON EClV 2PT. 

UNITED REPUBLIC OF T.ANZ4NIA: Dar es Salnam 
Bookshop, P.O. Bos 9030, DAR na SAL~AM. 

UNITED STATE OP AMERICA: UNIPUB, 4611-F 
Assemblv Drive. LANHAM. &ID 20706-4391: United 
Nitions Bookshop, NEW ~ O R K ,  NY 10017. 

YUGOSLAVIA: Nolit, Terilzijc 13./VIlI, ll0UO BECIGRAD; 
Cancarieva Zalozbs, Zopitarjeva No. 2, 61001 LJUBL- 
JANA; RIladost, I l i a  30il1, Z\GR~B. 

WRIBIA: Nationnl Educational Distribution Co. of Zdm- 
bia Ltd, P.O. Box 2664, LUSAM. 

ZlRíBABWE: Textbook Sals  (Pvt) Ltd, 67 Union Avenue, 
H M A K E .  

' 

.A complett list of X I I  the ii.iiion.il distributors c.in be 0bt.u- 
neJ on  rcquwi from: Tlic LINESCO P m s ,  h l c s  Di\wun. 7 
plncc Je Fontcnn), 75-00 P\a.s (Fnnce). 

UNESCO BOOK COUPONS can be used to purchase all 
books and periodicals of an educational, scientific or cultu- 
ral character. For full information, please write to: 
UNESCO Coupon Office, 7 place de Fontenoy, 757011 
PARIS (Fmnce). 
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