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Adding value to university col .ections
PETER STANBURY"

The International Committee for University
Museums and Collections (UMAC) was established
in July 2001. Its first formal meeting was held in
Barcelona, Spain at the International Council of
Museums' (ICOM) Triennial gathering of the
museum profession, but with hindsight it is easy to
push the origins of UMAC considerably further back.

powerful lobbies within the university, their
resources were cut and their plight became acute.
Whether the collections held were of national or
international importance hardly registered with the
new style administrators: if expenditure by a section
could not demonstrate a return within the financial
year, then funds were not forthcoming.

All members of UMAC will have different personal
recollections of UMAC's origins. A notable landmark
for me was the publication in 1986 of two papers in
the Museums Journal. These were 'Triple crisis in
university museums' and 'The crisis in university
museums in Scotland' by WARHURST (1986) and
WILLETT (1986) respectively. At that time I worked
in a university museum where the core collections
were at least a century or two old (The Macleay
Museum) in Australia's first university (University
of Sydney). As in other countries, universities were
undergoing profound changes in management and
governments were allocating resources less and less
generously, even reluctantly. In addition, new and
quite specialised research fields were replacing
general and taxonomic studies. In consequence,
universities began to re-examine their priorities.
Where staff responsible for university collections
failed to speak clearly and align their practices to

For some university museums it was as though the
roof had been removed and the staff blamed when
the collections deteriorated. Looking back, one can
see that the fact that the roof had been removed was
partly of their own making: the custodians had been
neither active nor vocal in promoting their
significance. Many smaller university museums
had not formed strategic alliances, they had no
partnerships or feeble ones at best and paid little
consideration to the university's aims of teaching,
use-oriented research or community outreach. They
were simply custodians of past ages without a defined
role in a changing environment.
One important reason for the bewilderment of some
university museums at this time is that they had
no understanding of their position within the
university or in the museum profession as a whole.
WARHURST (1986) succinctly defined it as a crisis of

* Peter Stanbury is Chair of UMAC. Address: Vice-Chancellor's Offii !, Macquarie University, New South Wales 2109, Australia. E-mail:
peter.stanbury@vc.mq.edu.au
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Peter Stanbury, Chair of UMAC (Canberra, October 2 0 0 2 , Photo: ML).

identity. Unfortunately a few university museums
still are in jeopardy today for the same reason. One of
UMAC's roles is to assist the staff of collections who
find themselves without clear direction.
For these various reasons, university museum
curators in several countries resolved to protect their
collections by forming groups and informing decision
makers, both within and without universities, of
their contemporary meaning and potential use. The
role of university museums needed to evolve and
the strength of numbers was needed. In Australia, a
university curators group, called the Council of

Australian University Museums and Collections
(CAUMAC) was formed in 1992. CAUMAC, with the
help of a Vice-Chancellor, Professor Di Yerbury, was
influential in persuading government to fund two
national reviews of university museums 1 .
These reviews had several important effects. Firstly,
they highlighted the responsibility of university
management for care of important collections within
their institutions. Secondly, the reviews also provided
university curators with stimulus to write policy
linking with the university's own and to practice
routine preventive conservation Lastly, and perhaps

1
•UNIVERSITY MUSEUMS REVIEW COMMITTEE 1996. Cinderella Collections: University Museums and Collections in Australia. Australian Vice Chancellors
Committee, Canberra. Transforming Cinderella Collections: The management and conservation of Australian university museums, collections
& herbaria. Australian Vice Chancellors Committee, Canberra.

2

Adding value to university collections
most importantly, the Cinderella publications enabled
university curators to get to know one another (to
network), to exchange information, to visit one
another's collections, and to form partnerships.
The successful formation of CAUMAC led me,
encouraged by remarks made by Manus Brinkman,
Secretary General of ICOM, in his opening address to
the 1998 ICOM meeting in Melbourne, Australia, to
propose the formation of an International Committee
for university museums. Sufficient signatures were
in the following months obtained to forward a
request to ICOM. The request was debated within
the Advisory Council of ICOM. There was some
opposition because most other International
Committees were composed of professionals working
in a single field, whereas university museums clearly
cover a diverse range of areas. Eventually a
compromise was reached and UMAC was given
permission to start on a trial basis.
Since that time we have been active. First as a loose
group and then as a properly constituted
International Committee, we have spoken at
international meetings in Glasgow, Paris, Barcelona,
Sydney and Canberra. Our next meetings are already
scheduled for Oklahoma, Seoul, Uppsala and
tentatively Singapore in 2006.
Members of UMAC have written many articles about
university museums and collections in successive
special issues of UNESCO's journal Museum (numbers
206 and 207) and in an OECD special publication
(KELLY 2001). UMAC's first and second annual

conference proceedings are published in the
University of Lisbon's Museologia, which you hold in
your hands. Peter Tirrell, whose institution at the
University of Oklahoma will host the 2003 UMAC
conference, has published an important article about
the concerns of university museums in Curator
(TIRRELL 2000). ICOM's 2003 Study Series, recently
published, includes articles written by UMAC
members about the opportunities offered by
university museums for all sectors of the museum
profession and for their communities 2 .
Steven de Clercq, UMAC's Vice-Chair, in summarising
the atmosphere and feeling of UMAC's 2002
conference, asks (this issue, p. 149) an important
question - what if we weren't here? It is as valid for
museums nor in universities ' as for those in
universities. How do you answer this question? Will
you answer dispassionately?
UMAC's role is to highlight similarities and differences
between university museums and other museums,
and to encourage interaction and partnerships
between all museum professionals wherever located.
By asking probing questions, UMAC enables solutions
to be found to protect our common heritage. UMAC's
writings, conferences and discussions augment the
formal training of those responsible for university
collections.
UMAC distils the experience of its members for the
benefit of all. UMAC exists to illuminate and smooth
the way ahead for university museums. Our purpose
is to enrich the journey.

References
KELLY, M. (ed.) 2001. Managing University Museums: Education and Skills. OECD, Paris.
TIRRELL, P.B. 2000. A synopsis and perspective of concerns and challenges for the international community of
university museums. Curator 43: 157-180.
WARHURST, A. 1986. Triple Crisis in University Museums. Museums Journal 86: 137-140.
WILLETT, F. 1986. The Crisis in University Museums in Scotland. Museums Journal 86: 141-144.

2

UMAC's website www.icom.org/umac lists our aims and objectives, gives details of our working groups and activities, and lists university
museums in a variety of countries.
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University museums at the crossroads
SUE-ANNE WALLACE*

Resumo
0 ensino superior australiano està a atravessar um periodo de intensa avaliaçâo e debate. Os relatórios oficiais jâ publicados suscitam
questôes intéressantes e novas oportunidades para o reposicionarnento dos museus universitârios no ambiente académico
contemporàneo. Tendo esses relatórios corno base, este artigo discute os 'novos' papéis a desempenhar pelos museus universitario s,
com particular ênfase para as questôes de pedagogia, patrimònio e identidade.

Abstract
Higher education is under intense review in Australia. It is 'at the crossroads'. As the findings of the review are published, new
opportunities are emerging for university museums to re-position themselves in the contemporary academic environment.
This paper addresses issues of pedagogy, heritage and identity and opportunities for university museums in these fields.

University museums generally benchmark their
operations against the museum sector. In this note,
I propose that the university museum sector, while
not ignoring the museum sector, should address the
university environment, and university benchmarks,
as its greatest priority.
University museums and their
identity within universities
This paper focuses on universities rather than
museums because this is the environment in which
university museums are located. The purpose of these
comments is to put forward some ideas about
university museums to be taken up in the following
round table discussion1. While it is noted that specific
collections in university museums - whether natural
history collections, medical collections, herbaria or
art collections - have different capacities to develop
specific roles within their universities and maintain
certain relationships with particular faculties, in this
paper I will refer to university museums as though

all are the same with similar opportunities for their
operations and development.
In Australia, universities are under review and higher
education, to borrow the terminology of Australia's
COMMONWEALTH D EPARTMENT OF E DUCATION, SCIENCE AND
TRAINING (2000a, 2000b) is 'at the crossroads'. If the core
function of universities, in Australia at least, is at the
crossroads, so too is the core role of museums within
universities. I will consider three aspects of the review of
higher education in Australia and explore their relevance
to university museums,
Higher education at the Crossroads
New learning opportunities
One of the issues that government in Australia is
examining is the understanding that "the critical role
of universities in preparing a workforce capable of
meeting the demands of the knowledge economy is
now becoming more widely understood." 2 The

* Sue-Anne Wallace is Director of the Queensland University of Technology Cultural Precinct. Address: 2 George Street Brisbane,
Queensland 4000, Australia. E-mail: sa.wallace@qut.edu.au
1
UMAC's conference round table 'A Role for University Museums in Pedagogy, Heritage and Identity' (Australian National Universi ty,
2 October 2002).
2
MCINNES, C, R. HARTLEY & M. ANDERSON 2001. What did you do with your Science degree? A national study of employment outcomes for Science
degree holders 1990 - 2000, Australian Council of Deans of Science, Melbourne, cited in: COMMONWEALTH DEPARTMENT OF EDUCATION, SCIENCE AND
TRAINING (2002a: 5).

© Museu de Ciancia da Universidade de Lisboa 2003

5

WALLACE

Australian r e p o r t Striving

for Quality,

Learning,

Teaching and Scholarship (COMMONWEALTH DEPARTMENT
OF EDUCATION, SCIENCE AND TRAINING 2002a) posits that

the international demand for new skills and knowledge
(much of the research being based on UK research and
reviews) is expected to stimulate a surge in demand
for adult education and that university education - that
is traditional higher education leading to a degree no longer has a monopoly over "knowledge-production
[...] [and] [....] certification of knowledge acquisition"
(COMMONWEALTH DEPARTMENT OF EDUCATION, SCIENCE AND

TRAINING 2002a: 5).

These styles of learning are what museums excel at,
whether community-based public m u s e u m s or
university museums. It could be construed that to signal
t h e role of u n i v e r s i t y m u s e u m s in t h e a c a d e m i c
environment, the flexible learning/delivery strategies
museums employ may need to be re-configured a n d
better promoted across the campus. This could enhance
the value of l e a r n i n g methodologies in university
museums in fields of particular knowledge that relate
to their collections - such as the medical sciences,
biological sciences, natural history, creative arts or
social sciences.

Are university museums poised to "re-equip" 3 - at least
in part - the adult population by offering new learning
opportunities to meet this new demand?

The cultural and heritage agenda

Pedagogy and learning experiences
and environments

The third contemporary issue for higher education is
the opportunity for universities and university museums
to develop partnerships in community service that will
"contribute to a broader national and regional, social

A second concern of the higher education review is
"effective a n d efficient learning experiences a n d

and cultural agenda" (COMMONWEALTH DEPARTMENT OF
EDUCATION, SCIENCE AND TRAINING 2 0 0 2 b : 59).

environments" (COMMONWEALTH DEPARTMENT OF EDUCATION,
SCIENCE AND TRAINING 2002a: 34).

In the letters page in The Australian Higher Education
Supplement 25 September 2002, a banner announced
'Pedagogy has a place in the reformed university'. The
author, Bruce Williams from the Department of theatre
and drama, La Trobe University (Melbourne), raises the
contentious issue of whether academics should "learn to
teach". The territory this canvasses was also reviewed in
the federal government's higher education review. The
report notes the "shift in pedagogical theory and practice
from a focus on improving teaching t o a focus on
improving l e a r n i n g " (COMMONWEALTH DEPARTMENT OF
EDUCATION, SCIENCE AND TRAINING 2002a: 34-35). Where

this is relevant to university museums is the consequent
a d o p t i o n b y u n i v e r s i t i e s of different l e a r n i n g
methodologies, so-called "student-centred learning [...]
p r o b l e m - b a s e d l e a r n i n g , collaborative l e a r n i n g ,
experiential learning, adventure learning, reflective
practice, learning circles a n d self-directed learning"
(COMMONWEALTH D EPARTMENT OF E DUCATION, SCIENCE AND

TRAINING 2002a: 34-35)-

The Australian report discusses the notion of 'academic
citizenship', that is service to both the university and the
wider community 'through one's discipline'. This is
applied s c h o l a r s h i p t h a t "involves p r a c t i c e s of
professional a n d c o m m u n i t y work, a n d social
relationships which connect members of the scholarly
community of t h e university with a wide variety of
individuals, o r g a n i s a t i o n s a n d e n t e r p r i s e s in t h e
professions, business and industry, and government"
(COMMONWEALTH D EPARTMENT OF E DUCATION, SCIENCE AND

TRAINING 2002b: 59).

University collections have been built with great
intellectual rigour a n d community support over time.
GLASSICK et al. have argued that serving the community
"is serious demanding work, requiring the rigour - and
t h e accountability - traditionally associated with
research work". 4 The knowledge attached to the objects
in university collections and the research associated
individually and collectively with them is an excellent,
if i n a d e q u a t e l y r e c o g n i z e d , e x a m p l e of a p p l i e d
scholarship and research.

3 The Dearing Committee, National Committee of Inquiry into Higher Education (UK), 1997, section 1.12, cited in: COMMONWEALTH DEPARTMENT OF EDUCATION,
SCIENCE AND TRAINING (2002a: 5).

4 GLASSICK, C , TAYLOR, M. & MAEROFF, G. 1997, Scholarship Assessed: Evaluation of the Professionate, Carnegie Foundation for the Advancement of
Teaching, Jossey Bass, San Francisco, cited in: COMMONWEALTH DEPARTMENT OF EDUCATION, SCIENCE AND TRAINING (2002b: 59).
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Fig. 1 - Learning experiences for young audiences working with educators from the School of Early Childhood and QUT Cultural Precinct in the
University Art Collection, Queensland University of Technology Art Museum, Brisbane, Australia (Photo © QUT).

Re-defining the role for
university museums

aligned with that of the external community than the
university environment.

Within the museum sector - the so-called quadruple
bottom line - the economic, social (including
intellectual), cultural and environmental benefits of
museums are key performance targets, driving
museums forward in serving their communities.

The Australian higher education review suggests
"there is considerable scope for expanding
productive p a r t n e r s h i p s with the community
through student involvement in what is termed
'service learning' [...] [that is] [...] experiential and
active learning [...] [that] [...] links community
service with the curriculum" (C OMMONWEALTH

That universities are identifying community service
as a core role and responsibility should only enhance
the value of university museums to universities, if
this is effectively promoted as a benefit to the
university. Yet there is a risk that community service
may become dislocated from the university
environment and dominate the activity of the
museum. If this were to happen, university museums
would risk projecting their purpose as more closely
5 ASSOCIATION OF COMMONWEALTH UNIVERSITIES 2001. Engagement

DEPARTMENT OF E DUCATION, SCIENCE AND T RAINING

2002b: 6o). It is suggested that to be successful and significant - to the university, such "real-life
community-based projects" should be for credit in
university courses, rather than isolated projectbased events. 5 This is tricky territory - negotiating
an enhanced community role while at the same time
securing the value of university museums in higher

as a Core Value for the University, The Association of Commonwealth Universities, iv,

cited in: COMMONWEALTH DEPARTMENT OF EDUCATION, SCIENCE AND TRAINING (2002b: 60).
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Fig. 2 - Freda Warlapinni, bora c. 1928, Tiwi motif XI 1998. Colour screenprint on black paper (second state) Edition: 57/75- Sheet
56 x 77cm. Purchased 1998 with the assistance of the Visual Arts/Craft Fund of the Australia Council QUT Art Collection, Queens land
University of Technology, Brisbane, Australia (© Freda Warlapinni).
education, specifically the fields of teaching and
research.

Further discussion
Universities are changing and university museums must
change with them if they are to have authority - and
funding - to support their value in the field of higher

education. Three issues are raised here for further
discussion:
a) How can university museums better respond to
society's need for lifelong learning?
b) How can university museums improve learning
environments in universities?
c) And what is their role in contributing t o
universities' research, 'academic citizenship' and
community service?

References
COMMONWEALTH DEPARTMENT OF EDUCATION, SCIENCE AND TRAINING 2002a. Strivingfor Qualitiy: Learning, Teaching and Scholarship.

Canberra.
COMMONWEALTH DEPARTMENT OF EDUCATION, SCIENCE AND TRAINING 2002b. Varieties of excellence: diversity, specialisation and

regional engagement. Canberra.
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Encircling the Muses: the multi-disciplinary heritage of
university m u s e u m s
BERNICE L. MURPHY*

Resumo
Os museus universitârios possuem urn longo e fecundo passado, tendo desempenhado uni pape! crucial na evoluçào dos museus e
das colecçôes em geral. Na realidade, algumas das mais importantes colecçôes encontram-se, presentemente, ou no seio ou associadas
a urna universidade. Porém, os museus universitârios no seu todo necessitare de enfrentar algumas questòes problemàtica» que,
se nào forem devidamente resolvidas, poderào reduzir a sua esfera de influéncia e suscitar frustraçôes nos sens profissionais. Por
exemplo, muitos museus universitârios sentir-se-ào divididos, sub-financiados, poderào julgar que nào contribuem de forma
eficaz para os mais récentes desenvolvimentos museológicos exteriores aos muros do campus, no mundo mais vasto dos outros
museus. Por outro lado, os museus universitârios poderào sentir-se isolados no pròprio interior do campus, com dificuldades em
atingir e servir as diversas comunidades que lhes estào mais próximas. O novo comité international do ICOM - ICOM-UMAC ~
deverà apoiar o debate destas questòes e estimular nos museus universitârios a necessidade de contribuir de forma intensa quer
para a pròpria comunidade académica quer para 0 desenvolvimentos dos museus em geraì.

Abstract
University museums have a rich history, having played a crucial role in the development of collections and museums. Some of
the most important museum collections today are to be found within or attached to a university. However, university museums
also have identity, resource and audience issues to address, that - if not resolved positively - can restrict their influence and
lead to frustrations of unfulfilled potential professionally. They may feel divided, under-resourced, and be insufficiently
contributing to new museological developments beyond the university setting, in the larger world of museums located visibly
in the public sphere. On the other hand, university museums may be confined even within their own campus location, and be
insufficiently reaching out to their multiple communities close at hand. It is to be hoped that the new International Committee
of ICOM - ICOM-UMAC - can assist in analysing these issues and stimulate university museums to make an expansive contribution
both to their own academic communities and to museum developments generally.

Introduction
I would like to begin by welcoming the recently
created International Committee of ICOM, ICOMUMAC, into the larger professional organisation and
networks of the International Council of Museums.
My remarks hereafter are as a personal interlocutor
and colleague, not an expression of ICOM's formal
positions or policy.
Among early tasks facing UMAC is that of being able
to address consciously (but not necessarily resolving)

some multiple identity issues. One difficulty is that
of managing the differences between museums in
prominent public locales with a direct interface with
society and a broad audience, and museums located
in universities whose character and responsibilities
are differently disposed. Another identity dislocation
may occur within the university setting itself:
between
the
orientation
and
first-line
responsibilities of museums with a duty to their
collections and public(s), and the sometimes
contrary objectives and resource-allocations within
universities focused on teaching and research that

* Bernice L. Murphy is Vice-President of ICOM; former Director of the Museum of Contemporary Art, Sydney; International Program
Adviser, Museum of Contemporary Art, Taipei. Address: C/o Humanities Research Centre, Australian National University, Old Canberra
House, Canberra, ACT 0200 Australia. E-mail: b-murphy@zip.com.au
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may have little connection to the museums or
collections that exist on campus. These tensions can
pull people in university museums in many different
directions simultaneously, and deserve reflection on
how best to handle them. Comparative case studies of
successful university museums would build up
valuable professional resources over time.
It is important for new members of UMAC to achieve,
if not a sense of singular identity (for there are many
identities co-existing productively in all museum
organizations), then at least a constellation of shared
objectives in these early years together as an
International Committee of ICOM - as has begun to
be addressed in the early published statement,
entitled 'UMAC's Role'1. These initial, formal tasks are
not merely bureaucratic or perfunctory. They are
useful in clarifying what has brought about this new
entity, what it seeks to achieve, and to help to 'clear
the way' to address other, more imaginatively
challenging tasks on behalf of the collections,
disciplines, and institutions invoked by the new body.
I will speak a little later about the question of
university museums' audience and public.

The collégial resources of
university museums
A few words first about the rich resources that
university museums bring to ICOM. It scarcely needs
emphasising that an understanding of university
museums' current circumstances should be
historically informed, in order to connect earlier
histories with present opportunities across a
dramatically changed horizon of developmental
possibility. Pursuing the new is not a virtue in itself.
Museums are rightly oriented to conserving an
awareness of our connections with the past, locating
developments today within a larger context of
institutional evolution.
A valuable contribution university museum
colleagues can make to the museums sector in general
is to maintain examination of the comparative
http://icom.museum/umac
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evolution of museums. It is important to nourish
insight into processes whereby museums pursue
legibility and coherence as cultural heritage
institutions that have emerged in particular settings
historically, drawing on a rich legacy of earlier
achievements. Some of the most remarkable
museums that exist today have emerged through the
evolution of the world's oldest universities. This is an
invaluable part of the historical record and
inheritance of museums generally. Moreover, it
distinguishes museums from other institutions and
professional communities in modern society that do
not have direct responsibility for conservation of
heritage collections and resources, or their
interpretation, sustainability and renewal.

The academy as intellectual
laboratory
In my own current research on museums and their
altering roles, I am interested to reflect upon the
many new disciplinary engagements, marriages and
divorces in the intellectual sociosphere of the
academy (universities) in recent years, and their
impact within museums.
There have been shifts and changing alliances within
academic studies in the last three decades that reflect
an intense combustion of new critical thought within
the humanities. It is salutary to trace how this has
involved varying, sometimes almost contradictory
movements. For example, by the 1980s the impact of
'deconstructionist' philosophy and semiological theory
on literary interpretation was seriously diminishing
the prestige of 'authorship' and 'authenticity' in
favour of emphasising the broader operations of
collective textual production in a culture. However,
this was followed gradually by a counter-tendency
emerging within the same schools of thought: a
revived interest in first-person voices, a resurgent
emphasis on subjectivity, personal agency, and
narrative grounding. We can notice these latter
changes in the current ascendancy of new forms of
biography, utilising diaries, interviews, the
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testimony of 'witnesses' and other primary-source
materials in innovative ways. The gradual effects of
these shifts of attention can also be traced within the
practices of museums.
The flux in many writing genres over the last decade
or more, together with academic critiques of
historicism (sharply questioning the framing
assumptions behind the objectivity of traditional
History's methodology) have had an echoing impact
on issues of personalised 'voice' versus anonymous
'authority' in modes of public communication in
museums. The partiality of all acts of interpretation
has been highlighted in new museographical
practices: the appearance in some museums of
'authored' labels and wall texts; primary-source
statements used alongside objects displayed;
quotations and excerpts from scholars and curators
appearing as mounted texts within the space of
exhibitions, not simply confined to catalogues;
'testimonial' accounts from 'actors' contingent to the
content of social history or 'ethnographical' displays;
even deliberately juxtaposed statements offering
contrasting interpretations of the same facts, objects,
or circumstances. Meanwhile, history and
historiography have been challenged by the rise of
'memory discourse', and the positioning of Memory
(with its direct reliance on subjectivity, especially
around matters of intense trauma, such as the
Holocaust, or the 'Stolen Generation' of Aboriginal
people in Australian history) as implacably exceeding
and alternative to the empiricist tools and distancing
voice of History (KLEIN 2000).
In stressing such developments, emerging in a period
of intense ferment within academic study in the
human sciences evident in universities worldwide
for several decades, I pose a question that I return to
near the end of this paper: To what extent have
university museums been playing a leading role in
articulating these changes and amplifying their
implications for the practices of museums, or to what
extent have university museums lagged behind the

innovative self-questioning taken up, by museums
elsewhere?
For example, the theoretical upheavals surrounding
the orthodoxy of 'history' and the raw urgency of
'memory' and 'identity' in a globally transforming
world that have tensioned academic debate in the
social sciences have been echoed in the establishment
of new types of museums and forms of public
commemoration. This can be seen in the rise of
migration museums, and museums connected to
sites of historical trauma and death (the former
Khmer Rouge prison of Tuoi Sleng, now the Museum
of Genocide in Cambodia, for example; or the
Topographie des Terrors [Topography of Terror]
permanent exhibition in the former basements of
the headquarters of the Nazi SS machine near the
Martin Gropius Bau in Berlin). Such site-museums
dedicated to particular histories of catastrophic
oppression and suffering, the various Holocaust
museums - and indeed the wide public consciousness
of new kinds of public monuments such as the
Vietnam Memorial in Washington - all reflect
profound changes in society's imagination about
history, power, equity and 'progress'. They bring
into tangible forms of thought and experience an
altered historical consciousness that has been shaped
by new ideas and critical debate internationally.
Currents of new critical thought inevitably do
stimulate altered practices in cultural heritage
institutions. They act as midwife of change. They
create new systems of connection. Indeed, since UMAC
itself was formed, one other new International
Committee of ICOM has been created directly as a
reflection of the evolving climate of social and
intellectual awareness I have described: this
committee is IC MEMO (or International Committee
of Memorial Museums in Remembrance of Victims of
Public Crimes - a conceptualisation unthinkable some
years ago, but emerging from a climate of widening
consensus internationally about trans-national or
'universal' rights) 2 .

2
In the early case documents put forward by this Committee for adrr ttance to ICOM, the key phrase indicating the professional target area
specified museums or sites concerned with 'crimes against humanity', rhis phrasing was a little changed in the final decision on an acronym
and nomenclature that worked across ICOM's three official languages, and the outcome became a committee called IC MEMO.
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My queries would be: are all of these developments,
a n d in particular the continual friction that occurs
between 'the academy', 'the world', and 'museums',
merely of parallel status and ancillary interest to
university museums? Or could university museums
act more audaciously to locate themselves at the
intersection of some of these networks, converting
energy from the debates that intensify at the points
of interchange?

Museums and their publics
One of the most notable observers and interpreters of
museums in recent times was Kenneth Hudson. In
1998, the year before his death, he observed:
"The most fundamental change that
has affected museums during the
[past] half-century [...] is the now
almost universal conviction that they
exist in order to serve the public. The
old-style museum felt itself under no
such obligation. It existed, it had a
building, it had collections and a staff
to look after them. It was reasonably
adequately financed, and its visitors,
usually not numerous, came to look,
to wonder and to admire what was set
before them. They were in no sense
partners in the enterprise. The
museum's prime responsibility was to
its collections, not its visitors." (HUDSON

'popularisation' emanating from a consumerist
society. The changes have also been activated from
within the academy, in the theoretical critiques of
the substructures of Western epistemology highlighting repetitive 'regimes' of practice t h a t
solidify mechanisms of inclusion and exclusion - as
have been vigorously pursued for decades.
Such changes have included a far-reaching
reappraisal of museums as not only 'custodians of
collections' and cultural property borrowed or
displayed, but also as 'custodians and mediators of
knowledge' and forms of representation associated
with collections (especially in exhibitions), according
to operational systems of cultural and intellectual
values. Irrespective of the content of their collections
and programmes (whether scientific or cultural
material), museums have been re-examined as
institutions not only located in social settings 3 but
vitally configured by conceptions of knowledge and
value shaped by social and cultural history.
Returning to Kenneth Hudson's observation in 1998,
quoted above, that "The most fundamental change
that has affected museums during the [past] halfcentury [... ] is the now almost universal conviction
that they exist in order to serve the public", it is worth
pausing for a moment to ask: Where do university
museums place themselves in relation to this change?

1998: 43).
Many significant changes have occurred in the
character and priorities of museums in recent decades
as museums worldwide have been affected by this
profound reorientation from objects to audience, or
from a dispassionate display of collections to active
concern with interpretation by many publics. Again,
such changes have not only been driven externally,
by greater fiscal and political demands for
accountability imposed on museums by governments
or governing bodies, nor simply by pressures for

Undoubtedly, university museums are located within
a particular institutional setting and structure of
governance that links them to an academic campus
- although many university museums are generally
more accessible and used by a wider public than their
own academic community alone. Undoubtedly, too,
some university museums have been historically
shaped by their connection to a specific community
of scholars - on a particular campus, or linked up
with comparable scholars internationally. And
university museums, if directly affiliated to teaching

3 The International Council of Museums (ICOM) embraced a substantial change in emphasis in the early 1970s when sharp internal critique
of key purposes moved the organisation to adopt the phrase in the service of the society and its development' in its Statutes and definition
of museums (at ICOM's General Assembly in 1974). However competing narratives of museums' identities and roles in cultural terms arose
more pointedly in the last two decades of the twentieth century.
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departments, might well have research-based,
renewable, or study collections that serve (quite
effectively) more restricted purposes than a large
multi-purpose museum that daily interacts with a
multi-layered public. Moreover, there are many ways
in which the activities of university museums (like
other museums) reach a broad audience nationally
or internationally that is extra-mural - for example,
through websites, catalogues and publications.
However, it is worth questioning a deeply-lodged
tendency of some university museums to confine their
sense of audience automatically to an academic
community, for this has a number of restrictive
consequences. First, it restrains university museums'
potential for wider social effect through their work and the greater resources that may be won through
broader social interest and engagement. Second, it
may mean that university museums are a little shy
of comparative assessments, and refrain from asking
hard questions as to how they might improve what
they do. A third consequence is that a limited sense of
audience tends to restrain university museums from
interacting with and drawing stimulus from the
myriad changes taking place professionally in more
publicly located, state or national museums. A
number of university museums, I must affirm, have
taken the front line by any international standards
in innovative interpretative approaches to their
collections, progressive social policies that reach out
to formerly excluded communities, and development
of lively programs that create productive interaction
with varied audiences. Meanwhile a number
maintain permanent displays that make them seem
aloof to other academic communities and far behind
the public interpretative standards (especially in
multi-levelled communication) now expected of
museums in the public sphere.
As a result of the foregoing difficulties (where it could
fairly be said they do exist), university museums are
susceptible to multiple schizophrenic dangers. They
may seem not only disabled between their own
practices and more progressive museological
standards generally, but also dislocated in their
actual campus setting between the professional duty

to collections and the momentum of an academic
environment (continually enlisting new students) to
pursue current knowledge and interests that may
have little connection with collections.
My observations are offered constructively. Indeed,
having been directly involved over more than a
decade with the nurturing of a new national Museum
of Contemporary Art in Australia (the MCA, Sydney,
opened 1991) - which actually evolved out of a
campus environment and permanently in-storage
collection at the University of Sydney - I am familiar
with the real difficulties that university museums
often face in finding adequate resources for their
development within a multi-purpose academic
setting. However, I still argue that the question of
perceived audience(s) is not to be put aside, even in
addressing the great social and intellectual diversity
that exists within a university community. The first
context in which a university museum might
consider arousing wider awareness, developing more
varied public communication and programs, and
capturing new audiences, might be on its own campus.
It caught my attention, for example, that audience
and the public educational responsibilities of
museums have, as yet, a rather slight presence in
the foundational statement of UMAC's objectives,
which tends to focus on relationships with university
structures; preservation of collections; promotion to
governing bodies, governments and cultural
agencies, professions and business; provision of advice
on collections; collaboration, professional exchange,
exhibitions, networking; and standards, practices,
training and career development. However, wider
public audiences as possible beneficiaries or social
participants in the work of university museums
appear only once, and in the passive and 'unembodied' form of 'the population generally'.
Observing that a 'population' is not a 'public' in the
sense of civil society's provisions, I suggest that some
of UMAC's objectives might be cast more proactively
and expansively. UMAC's 2003 annual conference
(in Oklahoma, in September), being devoted to the
general theme of Engaging the Community, provides
an ideal occasion to review these issues.
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Taking a broad overview: It could be advantageous to
university museums to position themselves
differently, taking up an axis first in the more
commonly shared objectives and purposes of
museums, which now revolve around educational
responsibilities and public access and engagement
with their resources. Of these, museums' fundamental
responsibilities as educational institutions - long
acknowledged as pivotal to the pursuit of their social
charter - should be clearly profiled. For one thing,
education in the broadest sense is what strategic
analysis would call a 'core function' of universities,
and the connection of university museums
(especially) to this core activity needs to be clearly
affirmed. For another thing, education commands in
all modern societies a far higher proportion of any
national and state governmental funding than
cultural activities, making it a more important lever
of public advocacy to turn in any mission statement
for museums. It would surely be helpful for university
museums - even within their own parent institutions
- to refer actively to the strong public position that
museums have won in the last 20 to 30 years, during
which they have experienced an unprecedented increase
in public profile, facilities, buildings development,
technological upgrading, exhibitions and education
programming, visitor support services, creation of
public amenities and growth in visitor numbers.
ICOM itself (after 57 years since its foundation) is
attending more proactively to its public position. It
now has a short summarising Mission Statement,
together with a statement of its Core Values, as worked
out through a comprehensive organisational reform
process that I myself had the privilege of chairing in
1999-20ÛI 4 . The new Mission and Core Values
statements of ICOM can be consulted among other
official documents on ICOM's website. I therefore leave
several questions posed in concluding these remarks
on key objectives for UMAC:

What would be an ideal short Mission Statement for
UMAC?
Whom would it serve and to whom should it ideally
be communicated?
Where might the 1974 ICOM definition of museums
that for the first time clearly enunciated that
museums exist 'in the service of society and its
development' impact on the activities of university
museums?
What would an ideal operational framework
statement for university museums look like, such
that it could clarify and enhance their position to
all their stakeholders, intra- and extra-mural, and
how could this be advocated and advanced at an
international level, strengthening museums
everywhere?
Turning to some concepts evolving more generally
in museology: How might university museums
position their work in relation to recently raised
concepts among museums people of distributed
heritage collections; shared responsabilities for
collections situated across various institutions,
cultures and countries; interconnected knowledge and
interpretation;
and
obligations
undertaken
increasingly willingly by museums to consult with
originating communities and producers of cultural
material (especially held in ethnographic collections)
on behalf of expanding connections between heritage
collections and society? These are just some of the
matters arising as museums embrace more
comprehensive concepts of cultural heritage, moving
from a focus on possessions and 'ownership' to
interconnecting responsibilities and 'stewardship' of the
natural, scientific, and cultural heritage of humankind.
Museums today, more than ever before, need to be
interdisciplinary and cross-cultural in their
orientation. This is not only because of the sharp social,
cultural and political challenges of today's world -

4 Information on the role of International Committees within ICOM, and a full list of the 28 ICs, may be found among the official documents
on the ICOM Website (http://icorn.museum). A more detailed examination of the International Committees and their relationship to the rest
of ICOM may be found in the 'Tool-Box Report' on ICOM: a 100+ pages document in English, French and Spanish published in May 2000
(compiled on behalf of the ICOM Reform Task Force by the present author). This lengthy report is nevertheless easy to consult in discrete
sections, according to interest. It contains chapters on all parts of ICOM, its organizational divisions and operations.
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a n d vast changes in t h e e x p e r i m e n t a l h o r i z o n s of
science (for example, through the genome project) b u t also because m u s e u m s t h e m s e l v e s e n c o m p a s s
such a great variety of material within their scope.
M u s e u m collections dealing with scientific and
cultural heritage range from physical to intellectual
p h e n o m e n a , and m u s e u m s are today shifting their
definitional e m p h a s e s to include even 'intangible
heritage' - which will be the t h e m e of the triennial
Conference of ICOM in Seoul, Korea, in October 2004.
I s s u e s of r e p r e s e n t a t i o n , cultural identity and
i n t e r p r e t a t i o n , and how t h e s e a r e in play in t h e
collections, exhibitions and programmes of museums,
have sharply preoccupied museological and academic
forums over two decades. They were the subject of a
large and significant conference entitled The Poetics
and Politics of Representation
at the Smithsonian's
I n t e r n a t i o n a l Center, W a s h i n g t o n DC, in 1988. As
a n t h r o p o l o g i s t Ivan Karp, one of t h a t conference's
organisers, maintained in introducing the significant
publication that resulted, the issues were guaranteed
to prove difficult and tenacious:
"Museums
attempting
to
act
responsibly in complex, multicultural
environments
are bound to find
themselves enmeshed in controversy.
[...] The multiple gazes found within
and among cultures make far more
complicated the great debates of the
museum world [...] What is at stake in
struggles for control over objects and
the modes of exhibiting them, finally,
is
the
articulation
of
identity.
Exhibitions represent identity, either
directly,
through
assertion,
or
indirectly,
by
implication.
When
cultural
'others'
are
implicated,
exhibitions tell us who we are and,
perhaps most significant, who we are
not. Exhibitions are privileged arenas
for presenting images of self and

always e s t a b l i s h e d t h r o u g h c i r c u m s t a n c e s
contribute both vested interests and agency.

that

It is t h e total ensemble of disciplinary domains and
potential encompassed by university m u s e u m s t h a t
is c h a l l e n g i n g in t h i s p e r s p e c t i v e , as well as t h e
impact of m u s e u m s generally taking on new kinds
of
collaborative
work
with
extra-mural
communities. Such considerations also point up why
we need to comprehend m u s e u m s as involving not
only objects b u t also complex i n t e l l e c t u a l a n d
cultural systems of knowledge.

Conclusion
Let me close by stressing the rich intellectual heritage
compressed in the term museum, seat of the Muses:
referring to t h e nine d a u g h t e r s of Zeus and
Mnemosyne, 'originally goddesses of m e m o r y only,
b u t later identified with individual arts and
s c i e n c e s ' 5 . Harvesting the full resources of the
intellectual academy - t h e 'seat of t h e M u s e s '
r e p r e s e n t e d today by universities - and t h e dense,
interactive e n v i r o n m e n t of t h e latest advances in
knowledge and research cultures that they sustain,
collectively provides t h e greatest c o n t r i b u t i o n to
m u s e u m s at large offered by university m u s e u m s .
An enduring question will nevertheless b e : how well
are t h e university m u s e u m s t h e m s e l v e s m a n a g i n g
to play a leading role in t h e t r a n s f e r of the latest
knowledge from the academy into t h e p r o g r a m m e s
of museums, and through the activities of museums
out to a wider public?

R e p r e s e n t a t i o n - especially of t h i n g s cultural - is
n e v e r n e u t r a l , t r a n s p a r e n t , or u n m e d i a t e d . It is

It is u n d e r s t a n d a b l e t h a t a new b o d y like UMAC
would inaugurate its life with a, strong sense of urgent
t a s k s , and s o m e t h i n g of a r e m e d i a l a g e n d a , given
t h e very real p r o b l e m s t h a t u n i v e r s i t y m u s e u m s
have faced in advancing their position a n d support
s y s t e m s on c a m p u s e s w h e r e t h e r e is r e l e n t l e s s
competition for resources in an increasingly marketdriven environment. However, it is crucial - at t h e
level of both moral conviction about the importance

5 Brewer's Dictionary of Phrase and Fable, 1970. Centenary edition

:d by I. H. Evans, London, Cassell: 739.

' o t h e r ' " (KARP 1991:

5,

12,

15).
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of cultural and intellectual heritage conservation
on the one hand, and at the level of skilled,
committed advocacy on the other - that universities
establish a clear framework of their ideals, resources
and professional capacities as the conceptual
architecture within which all their activities are
pursued. Strategically speaking: it is only after
laying out a comprehensive vision of what the
university museums have to offer the campuses in
which they are located, the larger academic and
professional communities with which they are
connected, and the ideals of public service to which
museums are bound, that any 'remedial agenda' can
strongly be addressed.
In profiling the importance of the university as an
intellectual laboratory for testing received
knowledge, mobilising historical insight and new

critical thought, I emphasise that it is not only their
collections but the total, trans-disciplinary
environment of current knowledge and research that
university museums have as their potential sphere
of operation. These are the special resources that an
International Committee of University Museums
should highlight and intensify - and it is from an
imaginative activation of these resources that the
wider community and museums everywhere will be
directly enriched.
The important opportunity offered to university
museums (more readily than to many other
museums) is to act in informed, nimble ways to
animate the intellectual interface between the
academy and society at large, to illuminate the paths
of connection and possible conversations between the
university and the world.
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Contributions to the history of university museums and
collections in Europe
M A R T A C.

LOURENÇO*

Resumo
Se a história dos museus, desde os wunderkammer dos séculos XVI e XVII até à actualidade, se encontra hoje em dia razoavelmente
bem documentada, a pré-história dos museus universitârios, pelo contrario, està ainda por fazer. Porém, trata-se de urna tarefa
muito importante dado que enquanto a singularidade histórica dos museus e das colecçôes universitârias permanecer desconhecida,
a sua relevância cientîfica e social permanecerâ sub-valorizada, a sua identidade continuare em crise e o seu patrimònio nâo
deixarâ de estar em risco. Este artigo pretende ser urna modesta contribuiçâo para essa tarefa, propondo cinco marcos históricos
para a evoluçâo dos museus e das colecçôes universitârias: a colecçâo de ensino, o museu de ensino, a colecçâo de estudo, a colecçâo
de investigaçâo e o museu universitario. No final, sào tecidas algumas consideraçôes gérais no que diz respeito ao século XX.

Abstract
The recent history of museums, from the sixteenth and seventeenth century wunderkammer to the present, is relatively welldocumented. In marked contrast, the pre-history of university museums remains largely unstudied. This is an important task:
if the origin and singularity of university museums and collections remain unknown, their scientific and social roles will
remain undervalued, their identity will remain in crisis and their heritage will be at risk. This paper aims to contribute to the
knowledge of that history. Five historical landmarks that shaped the diversity and complexity of contemporary university
museums and collections - the teaching collection, the teaching museum, the study collection, the research collection and the
university museum - will be outlined, followed by some notes on developments during the twentieth century.

Introduction
The Ashmolean Museum is generally regarded as
the first museum of a modern character - it was a
university museum and opened to the public in
1683. The Ashmolean included a school of natural
history with lecture and demonstration rooms, a
chemistry laboratory and an exhibition room
(BENNETT 1997, MACGREGOR 2001). The Ashmolean
model was eventually followed by thousands of
university museums all over the world (BOYLAN
1999). From Stockholm to San Francisco, no matter
how small and specialised, university museums
were equipped with class and study rooms, offices
for teachers, demonstration rooms and theatres,

display areas, and a library, under the direction of
a single professor. However, collections existed
before museums did. Records of groupings of objects
supporting teaching go back to at least 2000 BC,
with archives being even more ancient. One of the
most striking discoveries of an early 'teaching
collection' was made in the early twentieth century
by the archaeologist Sir Leonard Woolley at Ur in
present day Iraq. Woolley discovered a school dating
from 530 BC that contained a room with several
antiquities pre-dating the school by up to 1,600
years If not already fascinating enough in itself,
what appears to have been a 'museum' label was
found accompanying these antiquities (WOOLEY &
MOOREY I 9 8 2 ) .
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In universities, the history of teaching and research
collections is at least as important as the history of
museums. When the Ashmolean opened to the public,
a few collections were already on public display at some
European universities. In 1617, the collections of Ulisse
Aldrovandi and Ferdinando Cospi were displayed in
the Palazzo Pubblico in Bologna (LAURENCICH-MINELLI
2001). In 1662, the city of Basel bought Basilius
Amerbach's cabinet of curiosities and donated it to the
university library - public access was granted in 1671,
more than 10 years before the Ashmolean opened its
doors (LEWIS 1984, ACKERMAN 2001).
In this paper, I will give as much attention to the
history of university collections as to the history of
university museums. This implies that a line will need
to be drawn between a 'museum' and a 'collection', a
distinction that is not always easy to make. In
universities, in particular, we find collections in
museums but also outside museums, especially those
used for teaching and research. For the current
purpose, the problem will be solved pragmatically.
The word museum will be used as defined by ICOM,
implying that the first university museum was the
Ashmolean. The word collection will be used in the
sense of a logically coherent system of documented
material evidence, permanently or temporarily
gathered in the framework of a clear and previously
established purpose. If this purpose is research, then I
shall call them research collections; if it is teaching,
then I shall call them teaching collections.
This paper aims at briefly presenting the origins and
evolution of five historical landmarks that shaped the
diversity and complexity of contemporary university
museums and collections: a) the teaching collection,
b) the teaching museum, c) the study collection, d)
1

the research collection, and e) the university
museum. Libraries, archives or other collections
gathered by universities outside their research and
teaching missions will not be considered.

The teaching collection
The teaching collection is a long survivor - it is the
Methuselah of university collections. However, where
and when the teaching collection first appeared is not
at all clear. Some authors hold that there were hardly
any collections in medieval Europe apart from the
royal treasuries and Church collections (e.g. LEWIS
1984, BELK 1995). In the specific case of medieval
universities, there are records of archives,
commemorative objects, portraits, sacred art,
manuscripts, and in due course, printed books
(GlEYSZTOR 1 9 9 6 ) .

The scholastic atmosphere and the theoretical nature
of medieval teaching did not stimulate collections.
Direct observation and experimentation were not
characteristic of this period. People in the Middle Ages
venerated the rare, the unusual, the wonderful and
the miraculous. Natural history was, for a large part,
dominated by unicorns and mermaids, seemingly
mostly due to the second to fifth centuries writings of
anonymous authors collectively known as Physiologus
(RITTERBUSH 1969, WHITEHEAD 1970). Moreover, notions
of 'research' and 'scientific progress' were unknown in
medieval universities (VERGER 1996). Engagement of
the university in the advancement of knowledge would
only come with the Enlightenment and the
establishment of nation states (RUDY 1984)1 .In addition,
pedagogy was quite different from what it is now. In
early universities 2 , a typical class would begin with
the reading of officially sanctioned texts, followed by

Professors, however, were required to achieve some progress, meaning that their formulations should get closer and closer to ' t h e t r u t h '
(VERGER 1996), but this progress was seen as obtainable only through the study and interpretation of the Greek, Roman and Arab manuscripts.
By the end of t h e twelfth century, the majority of Aristotle's works had been translated into Latin a n d were studied in most universities
(WHITEHEAD 1970, LEFF 1996, RÙEGG 1996a). Albert Magnus (1206-1280) and his pupil Thomas Aquinas (1225-1274), for example, were two important
interpreters of Aristotle's texts. In 1256, Albert Magnus wrote an influential book on botany: De vegetabìlìbus et plantis libri (RÛEGG 1996a).
2
Because of varying criteria, it is difficult to establish a precise date for the creation of universities. That of Bologna is widely considered
to be the first university in Europe. Although the year of 1088 is not fully documented, it is generally accepted as the date of its foundation
(RUEGG 1996a). Bologna served as a model for all southern European universities (VERGER 1996). The University of Paris was created between
1150 and 1170, although official recognition only came in 1211 (VERGER 1996). The first title of Chancellor was conferred at the University
of Oxford in 1214.
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comments by the teacher - this was called.the lectio,
meant to accustom students with the 'authorities'. The
lectio was followed by the disputatio, an oral debate
wherein specific cases where discussed and constant
reference to the authorities was required, either to
establish, sustain or refute a given thesis (VERGER 1973)The lectio-disputatio model was universal in early
universities 3 . Within this framework, there was little
need for collections (BOYLAN 1999).
However, when we become aware of the subjects taught
in medieval universities, we may well become suspicious
about the alleged absence of collections. Universities
were organised according to the classical model of the
four faculties: Arts, Theology, Law and Medicine. There
were seven Arts, grouped under the trivium and the
quadrivium. The trivium included Grammar, Rhetoric
and Logic, and the quadrivium comprised Music,
Arithmetic, Geometry and Astronomy. Could there
have been recourse to types of 'collections', at least in
the teaching of medicine and the quadrivium?
Some sources in the history of teaching actually
confirm grounds for this suspicion. Although the term
'collection' is indeed absent 4 , there is evidence of
objects being used in teaching during the late Middle
Ages. During the first half of the fourteenth century
the calculators of Merton College (Oxford) were
pioneers in the application of mathematical laws to
the study of motion, and they also measured the
physical properties of bodies (LEFF 1996). The same
may be said of Nicole (d') Oresme in Paris in 1350,
and of Jean Buridan and Albert de Saxe before him
(LEFF 1996). It has been argued that "the Oxford

calculators and the Parisian logicians created
mathematical and mechanical instruments" (LEFF
1996: 329), and if this was indeed the case, such
instruments were most likely used for teaching. Both
in physics and the quadrivium, musical, optical and
astronomical instruments were developed that served
"both practical purposes and research [sic]" (RUEGG
1996a: 27). Instruments like the quadrant, early
models of astrolabes, solar clocks and the equatorium
(for the study of Euclidean Astronomy) were used for
teaching. The University of Krakow provides an early
example, with an independent Astronomy course
being given there as early as 1349 (NORTH 1996).
As for Medicine 5 , "practical demonstrations existed
ever since the first medical schools in Salerno [Italy]"
(SIRAISI 1996: 366). Public dissections started in
Bologna as early as 1316 and in Montpellier
dissections were statutorily established in 1340 (SIRAISI
1996). Anatomy and pathology were taught in Paris
from 1267 onwards, and at the same time, although
official dissections were not frequent, teachers
regularly performed them in private for their
students (CLIN 1994). The objectives of dissections were
more related to the teaching of human anatomy
rather than to mastering dissecting techniques,
supposedly the task of surgeons 6 , and bones were
therefore likely to be preserved for future use.
Moreover, although the first confirmed record of a
hortus medicus in a university dates from the 1450s,
these probably existed earlier in a more or less
rudimentary form: a) in Europe, herbs had been
cultivated for medical purposes at least since the ninth
century 7 , b) the Arab treatises used in medieval

3 Universities systematically opposed other forms of intellectual expression. Both the mystical exegesis used in monastic culture and the
more innovative methods of experimentation, measurement, and historical analysis were not permitted. Only with the onset of the humanist
movement in the late fifteenth and early sixteenth centuries, the latter were gradually introduced (VERGER 1996). For more information on
the impact of humanism on universities, see RÛEGG (1996b).
4 The initial use of the term 'collection' in the English language is unclear. According to the Merriam Webster Dictionary, it was first used
in the fourteenth century. However, the Oxford Dictionary states that the term 'collection' originated in 1460 in relation to books and
archives and was only used in relation to natural history specimens and works of art for the first time in 1651.
5 For an overview of the study and practice of medicine in medieval universities, see e.g. SIRAISI (1996) and CLIN (1994)6
Because medical and chirurgical collections often evolved separately, it is historically relevant to distinguish between physicians and
surgeons. In fact, physicians were taught in universities and had book-oriented training - physicians were scholars. In marked contrast,
surgeons were considered craftsmen, like barbers, and received only practical training (CLIN 1994)- Only in the fifteenth and sixteenth
centuries did surgeons begin to receive university training.
7 The first documented record is from the Monastery of Saint-Gall, Switzerland, in the ninth century (PAIVA 1981). It is unknown what early monastic
gardens really looked like, but the plan of Saint Gall survives and shows orchards, fish ponds, grape arbours, herbs and vegetables for food and
medicine, and decorative flowers for the altar. For further information on the history of botanical gardens, see INGWERSEN (1978) and MORTON (1981).
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university t e a c h i n g explicitly considered botanical
pharmacology as an i n d e p e n d e n t area of t r e a t m e n t
(SIRAISI 1996), and c) medical.students h a d to read
and study Aristotle's libri naturales.
It thus becomes clear that objects were indeed used in
medieval universities to facilitate ideas. These objects
were p r o b a b l y u s e d repeatedly, individually or in
groupings - however, in-depth analyses of primary
sources would be necessary to bring to light the details.
In t h e R e n a i s s a n c e university - m o r e open to
pedagogical innovation than its medieval forerunners
(VERGER 1996) - m o d e l s , m a q u e t t e s , casts, a n d
reproductions, but also real objects like specimens and
instruments, were assembled and used to illustrate,
demonstrate and explain (CLERCQ & LOURENÇO in press);
meanwhile such t e a c h i n g collections are still
extensively used in universities today.
The hortus medicus and the theatrum
anatomicum:
paving the way for the teaching museum
Renaissance c a b i n e t s of curiosities a n d private
collections have been studied in detail (e.g. BELK 1995,
IMPEY & MACGREGOR 2001, ALEXANDER 1979) and will not

be further a d d r e s s e d h e r e . However, two r e m a r k s
must be made in this connection. Firstly, it should be
noted t h a t m a n y p r i v a t e wunderkâmmer,
despite
their symbolic a n d m a n n e r i s t a r r a n g e m e n t s , were
considered i m p o r t a n t by university teachers a n d
scholars, who regularly visited and studied them (AIMI
et al. 2001). Moreover, many wunderkâmmer
ended
up in u n i v e r s i t i e s 8 . Secondly, we must account for
the social conditions t h a t triggered the development
of R e n a i s s a n c e p r i v a t e collecting, such as t h e

discoveries of foreign lands, European p o p u l a t i o n
growth following the plague, new inventions such as
the clock and the printing press, and the rise of t h e
bourgeoisie as a driving power in civil society (BELK
1995)- Together with t h e h u m a n i s t m o v e m e n t and
the Reformation 9 , these conditions had a profound
influence on university teaching.
During the Renaissance, three important innovations
should be considered in connection with the history
of university collections: the botanical garden, t h e
anatomical theatre (and teaching museum), and t h e
advent of the study collection.
As expected from the history of medieval universities,
the first organised collections were u n d o u b t e d l y
related to the teaching of medicine, viz. the physic
garden (hortus medicus or hortus simplicium) and the
anatomical theatre {theatrum anatomicum) (SCHUPBACH
2001, OLMI 2001). The first garden was established
either in Padua or Pisa in the 1540s and t h e first
anatomical t h e a t r e in Padua in 1594. From Italy,
they quickly spread to other European universities,
always with medical teaching or practice at the roots
of their foundation 1 0 . Physic gardens and anatomical
theatres are relevant to t h e history of university
museums and collections for two important reasons:
firstly, because several types of collections and t h e
development of early preservation t e c h n i q u e s
originated in their context, and secondly, because they
represent the first organised attempt to congregate
objects in a permanent location for a specific audience.
In gardens, plants were dried and mixed for medical
purposes, thereby giving birth to herbaria and to the

8
Examples of i m p o r t a n t private collections that were eventually incorporated in European universities are the zoological and geological
material of the Cabinet of King Frederik II of Denmark (1609-1670), which formed the basis for the Zoology and Mineralogy Museums of the
University of Copenhagen, established in 1862 and 1870 respectively (GUNDESTRUP 2001); the nineteenth century sculpture cast collection of
the University of Prague, which has its origins in the private cabinet of Count Nostitz (DUFKOVÂ 1988); and the cabinet of antiquities and
natural history of Sir Andrew Balfour (1630-94), which went to the University of Edinburgh in 1697 (MACGREGOR 2001).
9
For further information on Renaissance and early modern universities, see H. DE RIDDER-SYMOENS (ed.) 1996. A History of the University in
Europe: Vol II - Universities in Early Modern Europe (1500-1800), Cambridge University Press.
10
The creation of the Amsterdam Botanical Garden is both typical and interesting. In 1635, Amsterdam was severely struck by an epidemic
of plague, so severe that almost half of the population died. Merchants, apothecaries, pseudo-medical doctors and 'real' doctors were selling
all sorts of remedies. Therefore, in 1636 the city council of Amsterdam established a training and certification programme for physicians,
forcing them to pass an examination (the keur). The hortus medicus was founded to support the training and placed under the supervision of
a group of physicians from the Athenaeum Illustre (the predecessor of the University of Amsterdam). In 1638 the first director was appointed
(B. URSEM, pers. comm.).
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first pharmaceutical collections - the materia medica.
Perhaps somewhat unexpectedly,
geological
specimens were also collected,, as these were considered
to have healing power as well as symbolic meaning
(TORRENS 2001). Late
sixteenth- and early
seventeenth-century materia medica teaching
collections at the Universities of Cambridge, Oxford,
and Leiden, among others, included a large proportion
of minerals and fossils (TORRENS 2001). The first records
of wax models also appear in the sixteenth century,
displayed alongside osteological material in
anatomical theatres (SCHUPBACH 2001, OLMI 2001).
Some of these early botanical gardens still survive
today, but most anatomical theatres were destroyed
or adapted for other use.

The teaching museum
Needless to say that these botanical and materia medica
teaching collections required special locations in order
to be easily accessed by both students and scholars.
Therefore, it was probably in the neighbourhood of
botanical gardens and anatomical theatres that
exhibitions were mounted in universities for the first
time. Although we cannot, of course, speak of museums
in the modern ICOM sense (POULOT 2001), exhibitions
of teaching collections became known as 'teaching
museums', an expression still in use today. In fact, the
use of the term 'museum' in this context is not
completely void, since the exhibitions were permanent
and occasionally visited by a more general public.
Therefore, it is fair to say that teaching museums have
existed since the 1600s and these were clear
predecessors of the Ashmolean. The first record of a
teaching museum, built in the 1590s, comes from
Pisa's Botanical Garden (ALEXANDER 1979). A similar
one was built in Leiden in 1600. Anatomical teaching
museums - located near anatomical theatres appeared later and the first was probably constructed
in Leiden in 1597 (ROOSEBOOM 1958)11.
The display of teaching collections was practical for
obvious reasons and the teaching museum later

spread to other fields - for example, the arts. The
seventeenth century marks the beginning of the
golden age of the schools of 'beaux-arts'. Painting,
sculpture, and architecture were learnt by direct
observation of famous artists. During this period,
plaster casts became objects of study in both sculpture
and architecture (MOSSIÈRE 1996). Similar to their
anatomical and botanical counterparts, the art
teaching
academies
presented
originals,
reproductions, maquettes, and pedagogical models.
Teaching museums were also created near chemical
laboratories, astronomical observatories, and physics
cabinets, particularly after the higher education
reforms of the nineteenth century. Many established
regular opening hours and facilitated public access,
thereby becoming museums in the current sense of
the term. However, even after they 'went public',
many teaching museums maintained their didactic
character and therefore attracted only specialised
audiences. On occasions, teaching museums were
absorbed by existing (university) museums. With the
onset of the Enlightenment, the complexity of
museums and collections increased, and it became
more and more difficult to distinguish between the two.

The study collection
Around the sixteenth century, another landmark
makes its appearance: the study collection. Just as
the teaching museum is perhaps the embryo of the
university museum, the study collection is the
embryo of the research collection. Study collections
prospered in sixteenth- to eighteenth-century Europe,
and belonged mainly to learned societies and
academies, merchants, the nobility, and the well-todo bourgeoisie. The type of study collections of most
interest to us here, however, are those closely
associated with the university, i.e. gathered by
university professors as a result of their own personal
and professional interests, and simultaneously used
for study and teaching. The first of these was probably
assembled by Ulisse Aldrovandi (1527-1605),

11
The teaching museum model was adopted outside universities. For ejcample, in the 1650s and 1660s, societies of surgeons in Rotterdam and
Delft, the Netherlands, were among the first to construct anatomical theatres where curiosities were displayed (SCHUPBACH 2001).
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professor de fossibilus, plantis et animalibus
University of Bologna (OLMI 2001).

at t h e

What was so special about these collections and what
is it t h a t makes t h e m embryos of modern research
collections? Study collections probably represent the
first a t t e m p t to study a n d document objects in an
organised m a n n e r t h r o u g h direct observation a n d
experiment, s u p p o r t e d by an increasingly ' n a t u r a l '
classification (RITTERBUSH 1969, WHITEHEAD 1970).

Contrary to t h e wunderkàmmer,
where reality was
symbolically reconstructed, the study collection was
seen a s a n i n s t r u m e n t for t h e exploration,
d o c u m e n t a t i o n a n d comprehension of t h e world
(WHITEHEAD 1970, OLMI 2001, LAURENCICH-MINELLI 2001).

In Aldrovandi's collection, for example, works of art
were separated from natural objects (RITTERBUSH 1969),
while common objects - such as local animals and
plants - were also represented (OLMI 2001). However,
most authors consider that these did not yet represent
'real' research collections. Mannerism and symmetry
in display were still t h e prevailing organisational
criteria (OLMI 2001) a n d most of t h e different
classification systems 1 2 were based on emphasising
the living animal and its often amazing behaviour - a
tradition t h a t dates back tQ Pliny and Physiologus
(GEORGE 2 0 0 1 , OLMI 2 0 0 1 ) . Research collections, in

order t o become just that, would have to transcend
symbolism, a n d in t h e case of natural history
specimens, t h i s m e a n t an acceptance of t h e basic
a s s u m p t i o n t h a t t h e s e r e p r e s e n t e d reality as such
(RITTERBUSH 1969).

Nevertheless, t h e i m p o r t a n c e of study collections
should not b e u n d e r e s t i m a t e d . Scholarly collecting
continued well into t h e seventeenth and eighteenth
centuries - for example, with Olaus W o r m (15881654) a t t h e University of Copenhagen, Frederik
Ruysch (1638-1731) a t t h e Atheneum
Illustre
(predecessor of the University of Amsterdam), Johann
Heinrich Schulze (1687-1744) at t h e University of
Halle-Wittenberg, as well as many others.
12
Conrad Gesner developed his own groupings, and Aldrovandi had
did John Ray and Francis Willughby (RAY 2001). John Tradescant ad
in 1546, at least in his mineral collection (RUDWICK 1985, TORRENS 20
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The presence of a n t i q u i t i e s a n d natural history
specimens in study collections paved the way for t h e
first coherent classification system by Linnaeus in
the
mid-eighteenth
century,
for t h e first
zoogeographical insights of Buffon in the 1760s, for
t h e first evolutionary t h e o r y by Lamarck in 1 8 0 9 ,
and for t h e first archaeological classification by
Thomsen in 1836. In due time, the majority of these
collections would become research collections a n d
would be integrated into museums.

The invention of t h e university
m u s e u m : t h e Ashmolean
The university m u s e u m in its modern form is an
invention of s e v e n t e e n t h - c e n t u r y Europe. The
Ashmolean h a s been t h e object of in-depth studies
(e.g. BENNETT 1997, MACGREGOR 2001) and I will

highlight only two aspects: a) the differences between
t h e Ashmolean a n d t h e former teaching m u s e u m ,
and b) the Ashmolean's organisational structure. The
Ashmolean brought two innovations to the teaching
museum. First, of all and from the very beginning, a
broader audience outside t h e university community
was sought for the first time. Secondly, the teaching
m u s e u m was merely a location where teaching
collections were displayed; it h a d no structure, no
specifically appointed staff — in short, no institutional
existence.
The Ashmolean
was t h e
first
institutionalized museum as we know it today.
However, although t h e Ashmolean indeed marked a
new era, it did not exactly trigger a revolution in t h e
university. The f u n d a m e n t a l objective of t h e
Ashmolean was still t h e s a m e as earlier collections
and undoubtedly of libraries and archives as well: in
essence it was an instrument to support teaching and
was m e a n t to play an active role in explaining,
describing, a n d archiving n a t u r e . There is a subtle
and continuous line that can be traced back from t h e
Ashmolean to teaching a n d study collections and, in
a way, all the way to the Museion in Alexandria. With

developed his own classification system (RUDWICK 1985, RAY 2001), as
d the system developed by the German Georgius Agricola (1494-1555)
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the Ashmolean, the ancient objectives are simply
achieved in an integrated manner, and with increased
access. Clearly, the concern of the Ashmolean's
architect and early curators was to have everything
under the same roof and easily accessible: teaching,
research, display, and their users (students,
professors, and public alike). The rest of the story is
well known: the Ashmolean model was imitated by
universities throughout the world (BOYLAN 1999), also
in what might at first seem to be unexpected
disciplines. The Conservatoire des Arts et Métiers,
established in Paris in 1794, similarly followed this
organisational pattern, and both students and the
general public were invited' to attend classes and
demonstrations, visit the exhibitions rooms, or use
the library. In 1889, the Musée Huguier at the École
des Beaux-Arts in Paris included several display areas,
a library and an archive, and a subsidiary
anatomical museum and laboratory where human
bones and articulations were prepared for teaching
(JACQUES 2 0 0 1 ) 1 3 .

The Research Collection
It is impossible to say when and where the first
research collection appeared 14 . The dividing line
between study collections and research collections is
often difficult, if not impossible, to draw. As late as
the eighteenth century, the Anatomy Museum at
Oxford University included in its collection: "a Moor's
ear cut off; a frightful large Indian Bat; the Hand of a
supposed Siren, dried; a Mermaid's hand; the teat of a
witch; the skeleton and stuffed skin of a woman who
had eighteen husbands" (WHITEHEAD 1970: 51). Such
objects are hardly typical of what we would call a
research collection, and they are emblematic of the
complexity of collections in the eighteenth century.
In spite of the diversity of study collections, research
collections developed only in disciplines that require

objects in order to produce new knowledge - or, to use
the expression of RUDWICK (1976), in disciplines that
share an interaction between theory-building and the
accumulation of ever-richer stores of evidence.
Research collections therefore flourished in zoology,
palaeontol-ogy, botany, mineralogy and geology,
archaeology, anthropology and ethnography, and
medicine.
The history of these disciplines is well-documented
and I will not address it here 15 . Undoubtedly, the
continuous use of study collections, the works of
Bacon, Buffon, Cuvier, Lyell, Darwin, Haeckel, and
others, together with the development of preservation
techniques, the development of scientific illustration
and the great expeditions, had a major impact on the
specialisation of natural history (WHITEHEAD 1970,
FARBER 1997). Moreover, the work of Linnaeus gave
rise to the first standardised and widely accepted
nomenclatural system for both botany and zoology16.
Research collections in archaeology were developed
after 1836, when C.J. Thomsen introduced the threeage period (Stone, Bronze and Iron), Jens Worsaae
divided the Stone Age into Palaeolithic, Mesolithic and
Neolithic, and regional variation within these periods
was recognised 17 . These workers,- together with
Darwin's and Lyell's new insights in the fields of
biology and geology, unveiled a new view of human
origins to the Christian world (GREENE 1995).
Anthropological research collections appeared only
after those in natural history.
From the study to the research collection, the object
acquired an increasingly important documentary
value - it was collected to answer a particular question
or to archive the answer (CLERCQ & LOURENCO in press).
The representative role of objects in collections was to
a considerable extent adopted and adapted by
archaeology and anthropology (GREENE 1995, BOYLAN

1
3 To emphasize the i n t e g r a t e d n a t u r e of their mission, some university m u s e u m s in t h e late nineteenth c e n t u r i e s and early twentieth
century Cafter the establishment of research collections) adopted the designation 'museum-laboratory' (e.g. Museum-Laboratory of Mineralogy
and Geology of the University of Lisbon). I think it is not by chance that in the 1970s Georges-Henri Rivière employed t h e expression museumlaboratory. Rivière was an academic and the Museion inspiration can be guessed from his museum definition.
J
4 See BENSON (1988) and KOHLSTEDT (1988) for information on the early development of biology in the United States.
x
5 See e.g. PARR (1959), Zusi (1969), RUDWICK (1976), WATSON et al. (1971), GREENE (1995), FARBËR (1997).
^ For a comprehensive historical account of nomenclatural systems, particularly in Zoology, see MELVILLE (1995)-1
7 We cannot speak of archaeology before the nineteenth century, but rather of "an amorphous antiquarianism" (S. PIGGOTT quoted in GREENE 1995: 8).
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1999), and even by other disciplines (e.g. art
collections representing particular styles or periods).

Conclusions
Teaching collections were born with the first
universities and, in essence, remained remarkably
constant until today. Research collections originated
in the mid- to late- eighteenth century, with latesixteenth century study collections as their
precursors. University museums began with the
Ashmolean in 1683. Summarized like this, the story
sounds simple, but it is not.
When we reach the nineteenth century, the
complexity of the museological panorama in
universities stretches before our eyes (Fig. 1), with
teaching collections, research collections and
museums coexisting and persisting till the present
day. As mentioned above, the borders between these
entities were - and still are -far from clear. Teaching
and research collections have developed inside and
1 ft
0

outside museums. Frequently, objects switched from
research to teaching collections, and from collections
to museums. Moreover, after hundreds of years of
existence, research and teaching collections have
acquired different and new meanings and values.
During the twentieth century, universities gradually
came to realize that they had accumulated objects,
buildings and teaching equipment of high historical
value. The acknowledgment of this heritage, together
with the accumulation of donated art and social and
academic factors, determined the birth of important
different types of museums. Now concentrating more
on 'narrative' displays of historically significant
objects, these new museums18 are perhaps less focused
upon teaching and research, but more preoccupied
by informing and attracting broader segments of the
general public.
Today, universities present the greatest - and probably
the oldest - diversity of museological institutions in
contemporary society. Contrary to general museums

For example, the museum of science (e.g. universities of Oxford, Cambridge, Leiden, Lisbon), the museum devoted to the history of the
university and student life (e.g. universities of Utrecht, Groningen, Bologna, Halle-Wittenberg, Coimbra), and the art museum (e.g. universities
of St. Andrews, Porto).
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and their ancestors (the cabinets of curiosities) the prehistory of university museums and collections remains
largely unstudied. The task is huge, combining as it
does t h e history of universities with t h e history of
collections, and t h e history of the disciplines
represented in the collections. As long as their history

and singularity remain unstudied, t h e scientific and
social roles of university museums and collections will
r e m a i n undervalued, their identity will remain in
crisis, and their heritage will be at risk. The history of
university collections and m u s e u m s is therefore an
urgent and much needed endeavour.
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The 'Dutch approach', or how to achieve a second life for
abandoned geological collections
STEVEN W .

G. DE CLERCQ*

Resumo
Este artigo descreve em linhas gérais o ciclo de vida das colecçôes de geologia das universidades holandesas, tendo comò pano de
fundo a evoluçâo das politicas de investigaçâo e de ensino superior. A passagem do 'traballio de campo' para o 'traballio em
laboratòrio', combinado com a massificaçâo do ensino superior, conduziu a intimeras 'colecçôes órfas' totalizando mais de dois
milhòes de espécimens. Recentemente, e com o apoio do governo holandês, as cinco universidades mais antigas (Amsterdâo, Utrecht,
Delft, Groningen e Leiden) iniciaram uni projecto de colaboraçâo com 0 firn de intensificar utilizaçôes présentes e futuras e, de
urna forma geral, memorar a acessibilidade das colecçôes, através de um rigoroso e selectivo processo de inventario, transferências
e desincorporaçôes. O artigo descreve a experiência, salientando altos e baixos e apresentando recomendaçôes para futuros
projectos semelhantes.

Abstract
The 'life-cycle' of geological collections from Dutch universities is described against the background of developments in education
and research. The shift from the field to the laboratory in both education and research, combined with massive reorganisations,
led to many orphaned collections, totalling some two million objects. Sponsored by the government, the five oldest Dutch
universities engaged in a collaborative action to tackle this problem with the aim to improve the overall quality and accessibility
of the collections, as well as to intensify their present and future use through selection, de-accession, collection mobility, or
even disposal. Some experiences, pitfalls and recommendations will be discussed.

Introduction
From the late Renaissance onwards, natural history,
including
geological, palaeontological
and
mineralogical samples, can he found in cabinets of
curiosities all over Europe. Until the late eighteenth
century, most universities in the Netherlands and
elsewhere did not own natural history collections of
any significance apart from their botanical gardens
and anatomical cabinets. During the early
seventeenth century, a number of 'fossils' was kept
in the Ambulacrum of the botanical garden and in

the anatomical cabinet of Leiden University. Most
anatomical and natural history collections were the
private property of professors1 whose appointment
often depended on the quality of their collections. To
some extent, these collections - often containing both
minerals and fossils - survive up to the present day
in the collections of universities. The close connection
between mineralogy and pharmacy is evident in
the materia medica and fossils were often included in
the comparative anatomy collections. Today,
probably the most important surviving early
natural history collection in the Netherlands is kept

* Steven W.G. de Clercq is Senior Consultant for Academic Heritage, Utrecht University, and Vice-Chair of UMAC. Address: Straatweg 17,
3603 CV Maarssen, The Netherlands. E-mail: declercq@museum.uu.nl
1
For example Petrus Camper (1722-1789, Groningen), Jan Bleuland (1756-1838, Utrecht), Sebald Brugmans (1763-1819, Leiden) and Gerard
Vrolik (1775-1857, Amsterdam).

© Museu de Ciência da Universidade de Lisboa 2003
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at the Geological and Mineralogical Cabinet of Teylers
Museum, Haarlem. In the years 1782-1826, its first
keeper, Martinus van Marum (1750-1837), devoted
much time and money in amassing a considerable
collection fossilia, including crystal models by Rome
de lisle and the Abbé Haiiy, as well as the famous
Homo diluvii testis, a fossil found and described by
Scheuchzer (1726) as the sinner that was rightfully
drowned by the biblical flood. Only in 1812 Georges
Cuvier correctly identified it as a specimen of Andrias
scheuchzeri, a giant salamander.
The first ever geological map of a country2 (England,
Wales, part of Scotland) was published in 1815 by
William Smith (1769-1835). He was also the first to
discover that fossils were not just beautiful and curious
stones, but that they could be used for the
identification and relative dating of strata. His
collection is now at the Natural History Museum,
London. Although such collections were instrumental
in the birth of geology as an independent discipline, a
university degree in geology was not possible until
the second part of the nineteenth century. In fact,
the word 'geology' is first mentioned in the fourth
edition of the Encyclopaedia Britannica (1810).

The emergence of geological
university collections
in t h e
Netherlands 3
The first formal reference to geological collections for
educational purposes in the Netherlands is to be found
in the post-Napoleonic law on higher education
(1815). This law prescribes the establishment of a
'geological cabinet' and hence heralds systematic
collecting of palaeontological, mineralogical and

2

geological samples and of casts and crystallographic
models for educational purposes. Many, if not most,
of the objects in these collections were in some way or
another related to research. However, research as
such was not formalised until the 1876 Law on Higher
Education, when it was recognised as one of the two
academic core-tasks.
As a result of this law, chairs in geology were established
at the universities of Groningen (1877), Leiden
(1878) 4 , Utrecht (1879), and Delft (1847). During its
first decades, the number of students was small, but
there were funds for the formation of collections.
Gradually two types of collections emerged:
a) Systematic collections for education in
specific subjects (mineralogy, petrology,
geology, palaeontology, stratigraphy) 5 .
Objects were often purchased from renowned
houses like Kranz and Stiirtz, which
flourished in the second half of the nineteenth
century, or they were obtained during field
trips or through exchange;
b) Regional collections for research. Material
was usually collected in the field during field
trips to classical locations or as a result of
participation in exploratory expeditions.
Around 1900, some major scientific expeditions to the
colonies were organised, aiming at surveying the
natural treasures (flora, fauna, geography, geology
and minerals) of the hitherto unknown interior of
these territories. The Rijks Geologische Dienst
(Geological Survey of the State) was often charged with
the organisation and logistics in the field. On some
occasions, a duplicate collection was made to be kept
overseas in the colony of origin. On their return to

W. SMITH 1815. A delineation of the strata, of England and Wales with part of Scotland; exhibiting the colleries and mines; the marshes and fen
lands originally overflowed by the sea; and the varieties of soil according to the variations in the sub strata; illustrated by the most descriptive
names. J o h n Cary, London.
3 For a more general review of the history of university collections, see LOURENÇO (this issue); also CLERCQ & LOURENÇO (in press).
4 Naturalis, the National Museum of Natural History, Leiden, was founded in 1820. In 1878, when Dr Karl Martin became Professor of Geology,
the geological collections (both palaeontology and mineralogy) were given into his care and the Rijksmuseum
van Geologie en
Mineralogie
came into being as part of the University of Leiden. In 1989, after the Geological Institute of the university was discontinued, the two museums
were r e u n i t e d .
•,.,_•
j5 Photographs and architectural drawings show that these collections were kept in the museum and were organised m cabinets according to
the method used at the time. The Systematic Palaeontological Museum in Utrecht, for example, was kept in drawers, which were organised m
taxonomic order.
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Europe, collections were sometimes divided among
universities for further research according to the
distribution of specialists on specific subjects.
Illustrating the international character of research,
this was not necessarily restricted to Dutch universities.
As a result of the growing demand for geologists and
mining engineers, the number of students graduallyincreased. These students would participate in the
expeditions mentioned above and subsequently
contribute to the study of the material as part of their
master's or PhD degrees. In this way, each student
would make his 'own' (student) collection as a result
of field training, which would be added to the
collections of the faculty when the student left the
university. The growing demand for geologists and
mining engineers was reflected in the increasing
number of professors and staff and in the
establishment at the University of Amsterdam of the
fourth fully equipped geological institute in 1929.
Professors continued to organise expeditions and
extended field campaigns to areas of their specific
scholarly interest. The character of these expeditions,
however, changed as a result of a more active
participation of students. This, combined with the
increasing involvement of students in the research
programme of the department, led to numerous
collection-based publications and PhD theses. Over the
years, the number of collections grew considerably.

The roaring sixties
This practice continued more or less unaltered until
the 1960s. By then, the Netherlands had four fully
equipped
geological
institutes
(Amsterdam,
Groningen, Leiden, Utrecht) for not more than some
50 first-year students, and one school for mining
engineering (Delft) with some 15 new students each
year.
In 1965 this already luxurious situation became
untenable when the Free University of Amsterdam
claimed - and got - the right to establish its own
geological institute. The four older universities felt
that they could not stay behind and claimed more

funds for modern equipment and extra chairs. This
more or less coincided with a number of rather
independent developments that had an enormous
impact on the universities as a whole: i) an explosive
growth of students and, consequently, of staff and
housing; ii) budget cuts for higher education; iii)
démocratisation and management reform; iv)
reorientation on research and education; and v) new
expensive and voluminous laboratory equipment.
In the earth sciences this led to the introduction of
new fields like geophysics and geochemistry and a
marked shift in research and education from the field
to the laboratory, from macro to micro, from
description to experiment. In the wake of this process
it became fashionable to play down the status and
importance of collections: 'we have by now sufficiently
mapped the world and descriptive sciences are from
now on out of date'. Moreover, driven by a dip in
economic growth, these developments brought the
Government to initiate the 'Earth Sciences
Reorganisation'. This was the first initiative for the
reorganisation on the national level of an entire
discipline. As a student in geology at the University
of Amsterdam, I have witnessed this process and in
fact actively participated in it.
In this paper I will discuss the consequences these
developments had for the collections. Generally
speaking these were disastrous, as there was no
general plan for the collections and they were hardly
if at all mentioned during the entire process. In other
words, the fate of the collections was entirely left to
the personal engagement of a handful of dedicated
individuals. The entire process lasted from 1967 to
1979 and resulted in the following situation:
a) Amsterdam: the faculty of the University of
Amsterdam was forced to merge with the
new faculty at the Free University, which
only accepted a marginal part of the
collections. The remainder (well over
1,000,000 objects) was stored in a basement
of which about half was given on loan to the
Geological Museum of the Amsterdam Zoo
(Artis);
b) Groningen: the faculty was closed down and
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gradually most collections were disposed of.
Thanks to the efforts of an emeritus Professor,
a core-collection of about 30,000 objects was
kept, including historical objects from the
eighteenth century (Petrus Camper);
c) Leiden: the faculty was closed down and staff
split up, some moving to Utrecht (together
with their collections), while others were
transferred to the National Museum of
Natural History (now Naturalis), also in
Leiden. The collections were saved due to the
long-standing and close link between the
faculty and the museum;
d) Utrecht: a new building on campus was
necessary to house the new faculty, which
grew considerably due to the merger with
part of the former Leiden staff. From the
beginning, however, it was too small for all
collections and as a result many collections
had to be left behind in the former building.
(The initial plan was that they would become
the nucleus for a regional natural history
museum, together with the orphaned
collections of the department of zoology. This
plan never materialised.) A decade later, part
of the collections was handed over to the
Utrecht University Museum, whereas the
remainder was offered to local museums or
disposed of after Naturalis had made a
selection;
e) Delft: survived this round of reorganisations
unharmed.
After the dust of the reorganisation had more or less
settled, well over two million geological samples were
left as orphans, some still in the odd corners of their
institute, others in abandoned laboratories or
temporary storages. Although the reasons why such
collections became 'orphaned' vary, the results are
always the same: gradually the interest, attention
and care diminish, the collections are moved to the

cellar or a remote corner of the attic, or just left
behind. Sometimes, a collection is split into different
parts and the documentation becomes separated from
the collection. Apart from 'psychological' (who wants
to continue the work of his predecessor?) and political
reasons (the abolition of the subject due to
reorganisation and budget cuts), the most important
factor was probably the change in research
methodologies and techniques - a shift from the field
to the laboratory, from description to experiment.
This shift was also echoed in a decrease in the use of
teaching collections.

A quarter century of despair
Most staff members were happy to survive this
upheaval and to get back to work. They had lost
interest in the collections and struggled to survive as
there were more changes and reorganisations to come.
Nevertheless, there were a few initiatives, like the
above mentioned establishment of a geological
museum at the Amsterdam Zoo and the failed attempt
in Utrecht to transform the former Geological
Institute into a regional natural history museum.
Although the latter never materialised, it did cause
pressure on the Board of thè University. Today, both
collections are housed at the Utrecht University
Museum, while parts have been transferred to
Naturalis.
In 1984, the keepers of collections of most Dutch
universities joined forces and established LOCUC6.
LOCUC's first and most effective action was to compile
the first comprehensive inventory of existing
university collections. The Ministry of Culture
sponsored the initiative and published a report 7 . A
total of 224 collections was identified, ranging from
huge ones of well over a million objects to small ones
consisting of just a handful of items. Collection
keepers were asked to assess the future of their

° LOCUC stands for Landelijk Overleg Contactfunctionarissen Universitaire Collecties (National Consultation Contact-persons University
Collections),
7 LOCUC 1985. Rapport Landelijke Inventarisatie Universitaire Collecties.
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collections. Eighteen were reported to be
'threatened 5 , among them the geological collections
from the five old universities. Embarrassed by the
outcome of this report, the Ministry of Culture asked
the State Advisory Committee on Museums to look
into the matter and to come forward with
suggestions. Their report 8 confirmed the situation
and made recommendations for the future of each of
the collections.
The result of these activities was that both
Government and universities felt uncomfortable
with the situation. Although massive loss of the
collections was prevented, there was still no real
solution. It is interesting to further explore the
reasons why these efforts had little effect. Apart from
familiar arguments such as 'low priority' and 'lack
of money', etc., two things really seemed to matter.
First of all, although the Minister of Education and
Science was responsible for the universities and
hence for their collections, the Minister of Culture
claimed the overall responsibility for cultural
heritage. However, the latter refused to pay for
collections that belonged to the other ministry. In
turn, the Minister of Education and Science argued
that he could not do anything either, because the
responsibility had been claimed by the Ministry of
Culture. A more practical reason was that the
geological collections were too big, there being just
too many objects - it was impossible to find a single
solution for all collections and objects.

A change in climate
Funding of Dutch universities is based on output in
research and teaching. This system does not take into
account the responsibility of the classical universities
to maintain their museums and collections, old libraries,
botanical gardens, and monumental buildings up to the
best standards. Furthermore, the so-called classical
universities are also responsible for a range of small (and
therefore costly) disciplines, like Icelandic language,
history of science and ethnomusicology (i.e. 'small'
subjects with just a handful of students per year, whereaswe all agree that there should be a place to study them).
As a result, these universities find it increasingly
difficult to cope with pressures to invest in modern
equipment in order to keep up the competition with
more recently established universities, which are not
faced with such traditional responsibilities.
The cultural responsibilities of universities are
explicitly mentioned in the Magna Charta of
Universities 9 . These include the care for academic
heritage, both tangible and intangible. At the
international level, three initiatives focusing on
academic heritage have recently been taken: l) in
1999, the Council of Europe initiated the project
'Heritage of European Universities', aiming at
creating a route of historical universities in Europe10 ;
2) in 2000, 12 of the oldest and most renowned
European universities established the network
'Academic Heritage and European Universities'11 -

8

RIJKSCOMMISSIE vooR DE MUSEA EN CoMMissiE VAN ADVIES VOOR DE NATUURHISTORISCHE MUSEA 1986. Advies betreffende de bedreigde
universitaire
collecties.
9 The Magna Charta of Universities was signed by more then 250 rectors of European universities in Bologna in 1988. See http://www.unige.ch/
cre/activities/Magna%2oCharta/magna_charta.html
10
See N. SANZ & S. BERGAN (eds.) 2002. The Heritage of European Universities. Council of Europe Publishing, Strasbourg. For further information
on the 'Heritage of European Universities' project, see h t t p : / / w w w . c o e . i n t / T / E / C u l t u r a l _ C o - o p e r a t i o n / e d u c a t i o n / H i g h e r _ e d u c a t i o n / .
11
The 'Declaration of Halle' was signed by representatives of the following universities: University of Amsterdam, Humboldt University
(Berlin), University of Bologna, University of Cambridge, University of Groningen, Martin Luther University of Halle-Wittenberg, University
of Leipzig, Royal College of Surgeons of England (London), University of Oxford, University of Pavia, University of Uppsala, and University
of Utrecht. The main text reads: "Universities m u s t acknowledge their wide cultural roles. Academic collections and museums provide
special o p p o r t u n i t i e s for experiencing and participating in t h e life of t h e University. These collections serve as active r e s o u r c e s for
teaching and research as well as unique and irreplaceable historical records. In particular, the collections of the oldest European universities
p r o v i d e windows for t h e public on t h e role of t h e university in helping to define and i n t e r p r e t our c u l t u r a l identity. By valuing and
p r o m o t i n g this shared academic heritage, our institutions demonstrate a commitment to the continued use of these resources by a b r o a d
public". Universeum aims at stimulating public awareness and access to European academic heritage. See T. BREMER & P. WEGENER (eds.) 2001.
Alligators and Astrolabes: Treasures of University Collections in Europe. Druckwerk, Halle), and http://www.universeum.de
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now known as Universeum - and signed the
'Declaration of Halle'; 3) in 2001, the International
Council of Museums (ICOM) established an
international committee on university museums and
collections, UMAC.
In the Netherlands, the Ministries of Education and
Science and that of Culture were merged in 1995,
thereby placing the responsibility for academic
heritage at the national level in one hand. The classical
universities seized the opportunity and drafted a
rescue plan12 in which they claimed funds for their
endangered collections. In reply, the Ministry ordered
a detailed inventory of academic heritage under the
care of Dutch universities and related scientific
institutions 13 . This survey confirmed that the five
old universities (together with the national museums
in Leiden) keep the large majority of Dutch academic
heritage. Many of these collections still serve as active
resources for teaching and research and will likely
continue to do so. Furthermore, they act as unique
and irreplaceable historical, cultural and scientific
records and contain material of national and
international importance. In many cases, this
material, which we may call our 'scientific heritage5,
is kept under poor conditions and conservation is
urgent. The survey made two additional points: i)
not all collections are worth keeping; and ii)
'orphaned collections' have ceased to serve the
primary functions of the faculty due to changes in
research activities or teaching programmes. The fact
that such collections have lost their direct meaning
for the faculty is no measure of their intrinsic
significance. These observations, in combination with
the accumulation of problems around collections,
political pressure, the growing awareness of the
unique and often irreplaceable resources they contain

and of the cultural role and responsibility of
universities towards their heritage, led to the
conviction that action had become inevitable and
subsequently to the establishment by the five old
universities of the Stichting Academisch Erfgoed
(Foundation for Academic Heritage)14.
In 1996, the Ministry of Education, Culture and
Science decided to sponsor this initiative with a onceoff budget of «6,000,000 for the years 1997-2000 15 .
One million euros were allotted to each of the five
participating universities for the improvement of
their most important or endangered collections, while
the remaining one million was divided among three
national projects: botanical gardens, geological
collections and medical collections. In each case all
relevant university collections in the Netherlands
were involved in the project.

Procedures
All involved were thoroughly aware of the fact that
the sheer number of objects was such that it was
impossible to take care of all of them in a proper way.
There were also many duplicates, for example in the
mass-produced medical instruments of the nineteenth
and twentieth century. In addition, there were
collections of little or no use for ongoing research and
teaching in the faculties, in particular the geological
student collections and the 'orphaned collections', left
behind after discontinuity of specific fields of research
(vertebrate palaeontology), the ceasing of the use of
specimens in teaching (anatomy, pathology), or even
the closing down of entire faculties (dentistry,
geology). Against this background, the aim of the
project was twofold: i) to improve the overall quality
of the collections through specialisation, the

12
Universitaire collecties en cultuurschatten 1995. An initiative of Rijksuniversiteit Groningen, Rijksuniversi'teit Leiden, Universiteit
Utrecht and Universiteit van Amsterdam.
x
3 Om het Academisch Erfgoed 1996. Report and inventory on Dutch academic heritage made on behalf of the Ministry of Education, Culture
and Science. A summary in English can be found at UMAC's website.
14
This Foundation has an independent chair and each university is represented by two members: a museum professional and someone close
to the Board of the University. The first activities came under the name Landelijke Coordinatie Groep Academisch Erfgoed (National
Coordinating Group for Academic Heritage).
x
5 This grant (administered by the Mondriaan Foundation) covered 40% of the total cost. The remaining 60% was paid by the universities,
giving a total budget of • 15,000,000.
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development of 'collection profiles', selection and
disposal (a possible reduction of 35-50% was
estimated); and ii) to enhance the use of the collections
or to give them a 'second life' by physically handing
over the collection to a new user ('collection mobility')
and the use of ICT.
For each of the three national projects - geological
collections, medical collections and botanical
gardens - more or less the same lines were followed.
Because of the complexity of the matter and the size
and novelty of the projects, two phases were
envisaged: i) inventory and decision-making, and
ii) execution.
1. A working group composed of the keepers of
collections was set up, with an independent
chair, who understood both the subject and
the role of collections. For the geology project,
the project coordinator did most of the work
and was in charge of communication,
development, etc;
2. In order to be able to cope with the enormous
number of objects, it was decided to work on
a higher level of abstraction and the concept
'sub-collection'16 was introduced;
3. An inventory of the sub-collections,
including general information, type, origin,
a valuation of quality17, and suggestions for
possible future use and action, was entered
into a database;
4. Legal status was carefully checked. Subcollections on loan, but no longer used, were
returned;
5. A 'protocol of de-accessioning' was developed,
outlining the conditions under which
collections should be offered to new owners
and how to decide in case more than one
candidate would be interested. Institutions
that intended to keep the collection together
and use it for future research were given a
higher priority than those that only looked

for exhibition material for local museums,
even if this meant that the collection would
go abroad;
6. Second opinions by consulting specialists
from the national museums, the Mondriaan
Foundation, the Netherlands Institute for
Cultural Heritage, among others were
sought;
7. The Boards of universities were asked to
approve these lines and procedures and to act
accordingly.

Deciding on the future of the
collections: t h e outcome
Together, the universities of Amsterdam, Delft,
Groningen, and Utrecht held about two million
geological objects, which had been grouped into 842
sub-collections. Roughly, three categories of subcollections could be distinguished:
1) those which remained in use by the faculty
for education and research;
2 ) those which no longer played a role in presentday education or research, but were
considered of high scientific and/or cultural
importance and should therefore be kept as
'academic geological heritage' (the 'orphaned
collections');
3 ) those which were considered to be of none or
insufficient relevance.
Sub-collections mentioned under 2) and 3) were put
on the website of the Museum of the Technical
University Delft and subsequently offered to a broad
range of universities, museums and geological
surveys, both in the Netherlands and abroad. These
institutions were selected according to the origin and
composition of the material and the characteristics of
the receiving institute.
Although some reactions were received, the final
result was not impressive. Nevertheless it was

16
A sub-collection can be any group (between 10 and several 1000s) of objects with an internal logic, which is readily understood by the
professional field. In the case of geology, sub-collections are identified by the name of the collector, the year, a geographical site or a subject,
usually a combination, for example 'Subbetic Zone, Sierra de Maria (Spain), de Clercq, student-collection, 1968'.
x
? Four categories (A-D), earlier developed by the Ministry of Culture, were used for valuation. For further details, see KRIKKEN (i997)-
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encouraging that the Geological Surveys of Indonesia,
France and Spain expressed interest for material
collected during field campaigns in their respective
countries and it is hoped that part of this material
will indeed get a second life in its country of origin.
We should, however, face the fact that only a small
number of collections will in the end gain a second life
in this way. This left the question of what to do with
the remainder, mainly at the University of
Amsterdam, where the faculty had been closed 25
years ago. The easiest part were of course the
collections which remained in use by the faculty
(category 1) and the collections judged of little
importance (category 3), notably those with poor or
no documentation and the so-called 'student
collections'. It was decided that these could be disposed
of. Before disposal, a rather superficial selection of
objects that could be used for exhibitions or for
educational purposes in schools etc. was carried out.

Academic geological heritage
The orphaned collections belonging to the 'academic
geological heritage' (category 2), however, were a
serious matter of concern. These collections were
regarded to be of national and even international
quality because they had been extensively studied and
the results published, often in internationally
renowned journals. Many of these collections can be
regarded as reference collections in their own right
and quite a few may contain type specimens - they
embody our scientific heritage. Although decline in
interest in the collections is no measure for their current
and potential value, the question remained whether
such collections should be kept and, if so, by whom. A
frequently voiced, but rather superficial and
unsatisfactory answer to this question is: 'a collection
is only worth keeping if someone is willing to pay for
it'. However, we must acknowledge that as museum
professionals we have not produced a more satisfactory

answer so far, nor the necessary tools to tackle this
archival function, and therefore, we lack the necessary
funds. It was a fortunate circumstance that Naturalis
agreed to participate intensively in discussions leading
to the final outcome. The loan of about half of the
Amsterdam collection to the geological museum of the
Amsterdam Zoo was converted into a gift and Naturalis
decided to store all remaining orphaned collections of
national importance for which we did not find a new
owner (aiming at a future 'National Geological
Archive'). Selection criteria were set up in close
collaboration with the staff of Naturalis. Some
collections will be kept in their entirety given their
provenance, while removing bulky objects and
concentrating on thin-sections will reduce other
collections. In other cases keeping only a representative
selection was deemed satisfactory.
This exercise, which led to an overall reduction in
volume of around 30-35%, is evidently both expensive
and time-consuming and can only be carried out by
well-trained geologists. The job was cleared within
the fixed budget by 31 December 2002. Formal
handing over of the collections to their new owners18
and users is scheduled for 28 April 2003. Naturalis
will take care of registration and access to the
collections according to its own standards. Most
material will be described as sub-collection or
coherent unit and only type material will be described
at the object level. The results will be published in
order to inform the international geological
community on the whereabouts of these collections.

Experience, pitfalls and
recommendations
Thinking about selection and de-accessioning is a
neglected aspect of the museum profession. Disposal19
is generally considered not done in any well-managed
'normal' museum, where collection policies aim at

18
The institutions include Naturalis, the natural history museums of Maastricht and Nijmegen and the museum of the Geological Research
and Development Centre of the Department of Energy and Mineral Resources, Bandung, Indonesia.
x
9 'Disposal' is probably best defined as the permanent removal of an object from a museum's permanent collection, involving the intentional
termination of ownership vested in the governing body. 'De-accession' is the process that leads to the decision.
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adding objects felt to be missing. This is - and should
be - fundamentally different in many university
museums and collections which gather objects
primarily as 'tools' for learning and research (CLERCQ
& LOURENCO in press). However, this does not legitimate
the disposal of all collections after they cease to be
used. On the contrary, many objects derive their
significance from the fact that they have been studied
and the results published, whereas others .have
become useless (e.g. demagnetised palaeomagnetic
samples). In other words, thinking about selection and
disposal ought to be a natural part of the professional
practice in university museums and collections. In
fact, curators are continuously faced with the question
as to which objects or collections should be kept for
future use, because scientists' inquisitiveness is driven
to new 'hunting grounds' once their questions have
been solved. Ideally, selection and subsequent deaccessioning should be the final stage of each research
programme and what is kept is to be regarded as
scientific heritage. This implies an archival function,
but this function has not yet been thoroughly
defined. We can learn tremendously from the
experience of professional archivists in this respect.
Archives are meant to be kept and used. We must
therefore also think clearly about the potential use
of the collections that we want to keep. In the case of
type collections (and, to a lesser extent, reference
collections), this is evident because of international
conventions on the matter. But what about the
potential use for new fields yet unexplored? These can
be purely scientific (e.g. the discovery of a new
species), commercial (e.g. ore reserves), but also
highly practical - for example, samples from
abandoned Cornish coal mines were used for
comparison in a study of present day contamination
of groundwater. Finally, collections also have a
historical dimension and they can tell us about the
history of research and teaching. Potential users of
our collections are therefore scholars, students,
historians of science, and the industry. Ideally, these
considerations have to be taken into account whilst
performing an exercise such as the Stichting
Academisch Erfgoed did. This should not only be true
for the participating universities, but also for
potential new owners.

Generally speaking, all involved agreed that this
major operation worked out well and can perhaps
serve as an example. It is satisfactory that new owners
are willing to take care of such a significant number
of orphaned collections, pay for their maintenance
and are eager to use them - in other words, to give
them a second life.

v

However, there are pitfalls. The most important
relates to the consequences of the division into subcollections. For 20 years, we had failed to find a
solution for collections as a whole and it is obviously
impossible to take one unique decision on some two
million individual objects. Therefore reducing the
total to 842 sub-collections was an essential step in
tackling and solving the problem. However, it turned
out that we did not always pay sufficient attention to
the collection as a whole, to its context, or to the added
value of the sum of collections. For example, due to
reorganisations at one university, a small specialist
group was closed down and its vertebrate
palaeontology collections orphaned. The evolution of
island faunas'being one of their specialisations (for
which the group was known worldwide), collections
contained material from all over the world.
Registration and organisation of these collections was
based on the location of origin. However, the unique
quality of the collection was that it enabled
comparison of identical anatomical components from
different sites, which in turn allowed investigation
into the functional adaptation to a variety of
environments. Splitting up such a collection
according to the locations of origin evidently destroys
its internal logic and relevance. In hindsight, we must
acknowledge that insufficient attention was paid to
such situations. The example illustrates that it is not
at all evident who should raise such questions, neither
in which stage of the process that should have been
done, nor what action was required and who would
have been in the position to take decisions.
As the project now has come to an end, some general
reflections are due:
• The project served its purposes relatively well
because:
the working group in charge of co-ordination
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included representatives of all the relevant
collections involved;
had an independent chair and an efficient
project coordinator;
obtained a mandate to take decisions;
achieved commitment by faculties and
keepers;
sought second opinions;
obtained crucial involvement of national
museums and other relevant institutions;
worked oh the basis of an agreed 'protocol of
de-accessioning'.
• The concept of sub-collections proved essential to
break a 20 year deadlock.
• Decision making takes much time.
• Approaching potential new owners and reaching
agreement on the conditions of transfer takes even
more time.
• 40% government sponsoring triggered > 60% own
input.

The willingness to look at one's own collections
against the background of the national (and indeed
international) academic geological heritage is the
essence of the Dutch approach's success. This is
neither self-evident nor philanthropic, but signals a
pragmatic approach: how can we do more with less?
After all, we all have to cope with the same basic
problems: shortage of time, staff, money, space, etc.
Collaboration and a division of tasks is one possible
solution, allowing us to specialise and - as outlined
above - has proven to be quite successful.
Specialisation raises the profile, but is only possible
if clear choices are made regarding the identity of
the institution. This requires an engagement, not
only by one's own institution, but also by the
professional community at large. Although there
remains much to be improved, looking back we all
realise that we would not have achieved these results
without this collaborative effort and initial
governmental funding.
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The plight of geological collections in the Australian tertiary
education system
ANDREW SIMPSON*

Resumo
Um relatório publicado em 1975 identificou as areas da Geologia e da Antropologia comò as que potencialmente geram um maior
nùmero de colecçôes nas universidades australianas. Desde essa ocasiâo, quer a utilizaçâo econòmica dos recursos energéticos
tradicionais quer a procura de recém-licenciados em Geologia tem vindo a diminuir gradualmente. Por outro lado, a reestruturaçâo
do ensino superior australiano durante a ùltima década, em particular desde 1996, teve corno consequência directa a diminuiçâo
de recursos, o que por seu turno colocou em risco as colecçôes universitârias de areas que nâo atraiam um nùmero significativo
de estudantes. Os niveis de pessoal sâo um indicador dos recursos disponiveis para a gestâo das colecçôes e o relatório Transforming
Cinderella Collections mostrou que, em 1998, oito pessoas apenas tinham a seu cargo um nùmero superior a 1 milhâo de espécimens.
Apenas quatro anos passados e os niveis de pessoal encontra-se ainda mais reduzidos. De facto, muitas importantes colecçôes
encontram-se hoje sem pessoal responsâvel e virtualmente inacessiveis. Apesar dos espécimens utilizados directamente no
ensino nâo necessitarem de sistemas sofisticados de gestâo da informaçâo, tal nâo acontece para os espécimens résultantes da
investigaçâo fundamental e aplicada. Sem estes sistemas de gestâo e sem estratégias claras, é 0 pròprio conheeimento fundamental
sobre as ciências da terra na Australia que esta em perigo.

Abstract
A 1975 report identified the areas of geology and anthropology as being the two most likely to develop collections in Australian
Universities. Since then Australia has seen a relative decline of the traditional resource-based economy and a lessening demand
for geology graduates. Over the last decade, but particularly since 1996, the restructuring of the tertiary education sector has
meant that university based collections in areas that do not attract a significant student load, such as geology, are in danger
because of a lack of adequate resources for their effective management. Staff levels are an indicator of resources available for
management of collections. The 1998 Transforming Cinderella Collections report showed some eight staff Australia-wide
responsible for just over 1 million specimens. A mere four years from that time and these staff numbers are now much reduced.
Many large collections have no staff and are essentially inaccessible. Whilst the large number specimens required for
undergraduate teaching do not require advanced information management systems, those that result from basic research do.
Without adequate management systems and strategies, the knowledge base of the earth sciences in Australia is at risk.

Introduction
The report Museums in Australia 1975, otherwise
referred to as the 'Piggott Report'1, identified geology
and anthropology as the two intellectual areas most
likely to develop university collections in Australia.

In the area of the earth sciences, the report identified
the Geology Museum at the University of
Queensland (Brisbane) as an excellent example of
what can be achieved by a University in terms of
collection development and other museum
programmes. Geology and anthropology have

* Andrew Simpson is Museums Education Officer. Address: Division of Environmental and Life Sciences, Macquarie University, New South
Wales 2109, Australia. E-mail: asimpson@els.mq.edu.au
1
COMMITTEE OF ENQUIRY ON MUSEUMS AND NATIONAL COLLECTIONS 1975. Museums in Australia 1975: Report of the Committee of Enquiry on Museums
and National Collections including the Report of the Planning Committee-on the Gallery of Aboriginal Australia. Australian Government
Publishing Service.
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t r a d i t i o n a l l y b e e n a r e a s where u n d e r g r a d u a t e
e d u c a t i o n c o m p r i s e d of a significant practical
c o m p o n e n t involving comparative studies of
specimens and objects.
In t h e 1970s Australia h a d a strong economic reliance
on t h e minerals a n d energy sector and there was a
s t r o n g a n d c o n s i s t e n t d e m a n d for earth science
graduates. Earth science departments in Australian
universities therefore h a d a considerably high level
of g r a d u a t e t h r o u g h p u t and many d e p a r t m e n t s
developed their own geological collections to enhance
their teaching a n d learning programmes.
To develop a n d m a i n t a i n a strong earth science
research capability, the university sector is in a unique
position because of its > dual role in teaching and research
and because of the integration of much postgraduate
research into existing a n d developing research groups.
The role that university museums and collections can
play in pure and applied research in the area of natural
history has been outlined by GIL (2002).
Research can be defined as the 'extension of knowledge,'
a t e r m and definition embedded in many university
strategic d o c u m e n t s . Collections have therefore
developed as a direct result of research whereby objects
or specimens form t h e empirical basis of research
findings. They have also developed to provide a
comparative framework for research investigations.
The economic i m p o r t a n c e to Australia of a strong
tertiary education sector in the earth sciences has been
outlined in detail elsewhere (e.g. AUSTRALIAN GEOSCIENCE
COUNCIL 1992). Many of the geological collections that
developed in Australian universities therefore reflect
the research priorities, strengths and history of their
host university d e p a r t m e n t s .

the departmental collection and the student's results
not be released until information and specimens are
lodged in an acceptable a n d useable form. Other
departments will hold on to research specimens in the
first instance, but then lodge them with other collecting
agencies when the results of the research are published.
In yet other universities, there are no apparent
requirements sought from students or their
supervisors. On top of this diversity of approaches there
is also a diversity of application. In those departments
that have established procedures in place that seek to
safeguard access to research specimens for future
workers, adherence to guidelines often relies on the
goodwill of individuals who may have neither the time
nor commitment to follow such procedures.
The diversity a n d a p p a r e n t ad hoc n a t u r e in the
management of this issue seems to be an apposite
illustration of SPENCER'S (1972) contention that a lot of
university .museums have arrived at their current
positions though a series of accidents.
Little was known in general about Australian university
museums and collections prior to the establishment of
the Council of Australian University Museums and
Collections (CAUMAC) in 1990 (SIMPSON 2001). The aim
of this group is to identify, represent and promote
University museums and collections, to encourage the
provision of industry standards for a wide range of
visitors and to work cooperatively with all organisations
concerned with education, culture and heritage.
In 1995, after some lobbying by CAUMAC, t h e
Department of Employment, Education and Training
provided funds for a national investigation into
university museums and collections in Australia. This
lead to the publication of the first 'Cinderella' report
(UNIVERSITY MUSEUMS REVIEW COMMITTEE 1996). This report

Not all p o s t g r a d u a t e research projects in the earth
sciences generate sets of research specimens. The
r e s u l t a n t collections, of those that do, will n o t
necessarily end u p h o u s e d in t h e institution t h a t
fostered t h e original research. Practices have been
variable depending on t h e individual university. Some
university earth science departments will insist that
material from original student research is housed in
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identified 256 university museums and collections,
21 of t h e m were geological collections. The t e r m
'Cinderella' was derived from t h e fact t h a t
universities and museums in general are funded by
different Federal government agencies in Australia.
The r e p o r t found t h a t t h e r e were poor levels of
awareness amongst university administrators about
the collections within their own institutions.

The plight of geological collections
The first 'Cinderella' report stimulated greater
interest in Australian University museums and
collections and certainly raised the profile of museums
and collections with their host institutions. It could,
however, be argued that since the initial report
improvements have been patchy across disciplines
and institutions. This appears to be similar to the
situation in the UK. MERRIMAN (2002) indicated that,
in the UK there is a dichotomy between museums
and collections in the tertiary education sector and
the application of common policies may not be
possible.
In Australia, there is anecdotal evidence that
geological collections have not fared well under the
recent changes in university education. These
changes and their relevance to the earth sciences are
briefly outlined below. This paper aims to quantify
one indicator as a measure of change of relevance to
university earth science collections.

Recent changes
In recent years (since the mid-1980s) Australian
higher education has undergone substantial change.
This has encompassed a change to mass higher
education, closer alignment with national political
objectives and declining levels of public funding.
The changes, particularly rapid in the late 1990s
have
entailed
considerable
organisational
restructuring. In the sciences, this has often involved
clustering of various related academic disciplines into
broader administrative units with the objective of
reducing costs and fostering interdisciplinary
activity. Many geology departments have had their
declining staff numbers subsumed into the
programmes of environmental science 'divisions' or
engineering 'faculties'. The restructuring of the sector
has induced what is termed a 'disciplinary flux', i.e.
rapid change in the nature of academic disciplines
within the sector. "Geoscience as an academic
discipline in Australian Universities has been diluted,
2

with geology now most commonly found in mixed
administrative units, e.g. together with other
physical or biological sciences, geography or
environment" (LEGGO 2002: 2).
Apart from the obvious outcome of a reduction in
academic programmes, other cost savings available
are the reduced number of general or support staff
required when a number of academic departments
are combined into a larger unit. In Australia, those
responsible for the management of geological
collections in the university sector have traditionally
been general or support staff.
This change has coincided with a fundamental change
in the nature of the Australian economy similar to
changes throughout the economies in the developed
world. Mineral exploration in Australia is at a 20 year
low (LEGGO 2002). This is a result of an evolution from
industrial and resource-based economies to
information-based economies. The decline in
exploration has been particularly sharp around the
turn of the century as global mineral exploration
shifted its geographic focus from the developed world
to the developing world, one of the aspects of
globalisation.
There are many groups urging that scarce public
sector funding in tertiary education needs to be
aligned with the emergence of the knowledge
economy (e.g CULLEN 1998). The changes in tertiary
education have been mirrored in the secondary
education system. Thirty years ago senior high school
science students could only choose from the
traditional science areas of chemistry, physics,
biology and geology. Since then there has been a
diversification in secondary science study options
throughout most states of Australia. Geology has seen
the sharpest relative decline in student numbers of
all the traditional sciences (DE LAETER & DEKKERS 1997)The decline in government expenditure on tertiary
education and adoption of aspects of the 'West report'2
essentially transfers more of the cost burden to

%: Review
DEPARTMENT OF EMPLOYMENT, SCIENCE AND TECHNOLOGY 1998. Learning for Lij

of Higher Education Financing and Policy. Canberra. Otherwise

known in Australia as the 'West Report'.
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students. Student choices are therefore critical to the
ongoing viability of s o m e academic disciplines in
higher education. As n o t e d by CULLEN (1998: 4 ) ,
"Universities a r e a n i n t e r e s t i n g m a r k e t w h e r e t h e
survival of whole disciplines is in t h e h a n d s of

Earth Science Collections
The most recent published figures available for earth
science collections in t h e Australian University sector
are contained in t h e second 'Cinderella' report

incoming s e c o n d a r y school g r a d u a t e s who m a y n o t

(UNIVERSITY MUSEUMS PROJECT COMMITTEE 1998). This report

have even h e a r d of t h e disciplines they are n o t
enrolling in".

identified 18 geological collections across t h e sector
and included notes on m a t e r i a l of national and
international significance from within their holdings.
The significance assessment was carried out by staff
from the relevant universities. This data is presented
in Table 1 and includes data concerning numbers of
staff directly responsible for the maintenance of these
collections. One i m p o r t a n t recommendation of t h e

This combination of economic (reduced demand for
g r a d u a t e s ) a n d h i g h e r education policy (reduced
opportunities in traditional sciences for students) h a s
m e a n t declining university e n r o l m e n t s i n t h e
geological sciences across Australia.

1.
University
ANU
Canberra
Macquarie
UNE
Sydney
UTS
Wollongong .
Deakin
Melbourne
Monash
RMIT
James Cook
UQ
QUT
Adelaide
WA
Curtin
Total

2.
N o . of
specimens
(K)
- 80
6
54
250
(100)
7
20
(10)
38
15
4
80
250
10
30
30
120
13
1,117

3Staff n u m b e r s
1998
1
0.5
0.5
0
0
0.1
0.3
0
0.1
0.5
0.05
1
1
0.1
0
0-45
1
0.05
7-65

2002
0
0
0.5
0
0
0.1
0.3
0
0.1
0.5
0.05
0
0
0.1
0
0-45
0.6
0.05
2-75

4Significance
(international)

5Significance
(national)

6. Recognition

Yes

Yes
Yes
Yes
Yes

Likely

Yes
Yes

status

Likely
Inactive

Yes

Yes
Yes
Under review-

Yes
Yes

Yes
Yes

Yes

Yes

Yes

Yes

8

10

Likely

Recognised

1

Table 1 - Australian university earth science collections. Column 1 - universities, ANU = Australian National
University, University of Canberra, Macquarie University, UNE = University of New England, The University
of Sydney, UTS = University of Technology Sydney, University of Wollongong, Deakin University, The
University of Melbourne, Monash University, RMIT = Royal Melbourne Institute of Technology, James Cook
University, UQ = University of Queensland, QUT = Queensland University of Technology, University of Adelaide,
WA = University of Western Australia, Curtin University. Column 2 - No. of specimens in collection (X1000),
note - figures in brackets were not available in 1998 and are the authors' estimate. Column 3 - No. of university
staff (or proportion of staff members' time spent) working with collections; 1998 data from Transforming
Cinderella Collections; 2002 data from survey by author. Column 4 - International significance. Column 5 National significance. Column 6 Recognition status. (Columns 4-6, data from Transforming
Cinderella
Collections.)
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initial 'Cinderella' report (UNIVERSITY MUSEUMS REVIEW
COMMITTEE 1996) was to urge universities to develop a
set of policies of relevance to their collections. A central
issue in policy development was to encourage
universities to recognise their collections as important
to the strategic future of the institution. It was not
envisaged that all collections identified in the first
'Cinderella' report would qualify for recognition by
their host institution. Table 1 also includes some
indication concerning the recognition issue where
such information was available and garnered during
the second 'Cinderella' report.
From Table 1 it can be seen that a total of just under
eight staff were responsible for the management of
over 1 million specimens in Australian Universities
in 1998. Ten collections were considered to contain
items of national significance while eight of these were
considered to contain specimens of international
significance. One of the collections at the University
of Adelaide, a palaeobotanical collection of Eocene
plant specimens, was the only collection in the sector
recognised by the host institution. Another three
collections considered recognition was likely, one was
deemed inactive and another under review.
No staff were available for the management of three
collections that were considered to contain items of
national and international significance. This includes
the University of New England's collections of
250,000 specimens with Antarctic specimens of
international significance, Deakin University's
collections of type and figured fossil specimens from
Australia, Russia, India, China, Thailand and Serbia,
and the University of Adelaide's Tate Museum of
Geology with type specimens of fossils, specimens from
Sir Douglas Mawson's 1929-1930 expedition and
mineral samples from mines that have ceased
production. It is questionable whether it is in the
national interest, or the interests of a future earth
science research capacity in Australia, to have such
material essentially dormant and unmanaged in the
higher education sector. The ratio of staff positions to
size of collections shows that in 1998 each staff
member in the sector was responsible for an average
of approximately 146,000 specimens.

A survey of the staff levels at the same universities in
2002 some four years after the second 'Cinderella'
report shows the impact of the decline in earth science
tertiary education and the recent round of
restructuring within Universities. Staff members
have left four positions associated with earth science
collections, none of these have been replaced due to
financial constraints. One collection (University of
Queensland) has been transferred to the State
Museum (thus removing approximately 250,000
specimens from the sector). Significantly, two of those
staff positions (James Cook and ANU) were attached
to collections of significant size and includes specimens
of national and international significance. No full
time positions remain in the sector. With the exception
of the University of Western Australia, all remaining
positions are half time or less. The ratio of staff
positions to size of collections shows that in 2002 each
staff member in the sector was now responsible for an
average of approximately 315,000 specimens. None
of these collections have been recognised by their host
institutions, leaving their fate to be decided by smaller
administrative units such as faculties or departments,
or alternatively, leaving their fate undecided.
The following trends are self evident. There has been
an obvious decline in the resources available for the
management of earth science collections in Australian
universities as reflected by the lack of filled staff
positions. Once these staff leave the system, the
burden of maintenance of the collections falls on
academic or other staff members or volunteers who
may not have the knowledge, expertise or interest in
managing the collections effectively.
Decreased specimen requirements for teaching
programmes and research will lead to an increase in
the number of orphaned collections, and the number
of institutions seeking the disposal or de-accessioning
of collections. In the absence of any strategic planning
from the host institution these collections will
inevitably suffer from information loss thus reducing
their utility for future teaching and research.
The university sector and the Australian earth
science community need to urgently consider the
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requirements of future teaching and research
programmes in terms of access to specimens and
specimen information. Whilst the size of many of these
collections is a reflection of active teaching
programmes in the past with large numbers of
students, of critical importance are those parts of the
collections that form the empirical basis of research
projects. Institutions need to make significance
assessments of their research collections and seek
alternative futures for them if they are not deemed
to be within the future strategic needs of the
university. There is already ample anecdotal evidence
of the inability to locate research specimens within
universities for projects undertaken during the 1970s
and 1980s because many of the collections have been
without staff and proper procedures for years. Without
an assessment of significance, we run the risk of
disposing with the raw data of much scientific
endeavour. The situation described by MERRIMAN
(2002) in the UK indicated' that some collections in
the higher education sector have been simply thrown
away. Unless we as a nation are to decide that our
scientific future does not lie in earth science research,
action needs to commence now.

Ample guidance in significance assessment is available
to Universities from their own earth science staff and
professional geological and museum organisations.
Much valuable specific information of relevance to
university museums is available (REYNOLDS et al. 2000).

Where to from here?

Implementation of policy mechanisms at University
level is needed to pursue the resolution of the
established priorities. Wide dissemination of
information
concerning any proposed deaccessioning or disposal, advice from external
organisations (e.g. Geological Society of Australia,
Australian Research Council, Museums Australia,
Australasian Institute of Mining and Metallurgy)
and a search for financial resources to adequately
fund the process are also essential.

Concerted action is required in a number of areas to
avert a crisis in the availability of raw data for earth
science research in the future. Some discussion points
are .given below.
Significance assessment
All Universities need to establish appropriate disposal
pathways for all collections (recognised or
unrecognised) that are considered to be of no further
relevance or potential for research. Appropriate
disposal pathways begin with significance assessment
and are followed by seeking out alternative collections
in other institutions in order to preserve principles of
accessibility in the interests of scholarship. Disposal
should only take place after comprehensive
documented consultation across the discipline. The
development of appropriate mechanisms are the
responsibility of the host institution seeking disposal.
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Setting priorities
Once a significance assessment has been undertaken
and the host institution has established it no longer
sees any strategic value in keeping these collections,
it is essential to focus on a range of disposal pathways
for different categories of material. The highest
priority should be the preservation of information and
specimens from published research collections. The
second highest priority is the preservation of
information and specimens from unpublished
research collections. Depending on their significance,
both these might be appropriate for the collections of
a corresponding state or national museum or some
other scientific government agency. Less important
tasks are the appropriate de-accessioning of reference
collections and the appropriate de-accessioning of
teaching collections.

Correct policy settings
The majority of earth science research in Australian
universities is funded by the Australian Research
Council through a range of competitive grant
schemes. There are few guidelines for the sector as a
whole in terms of expectations concerning original
research materials. One document of relevance is the
Joint National Health and Medical Research Council
and Australian Vice Chancellors' Committee

The plight of geological collections
G u i d e l i n e s on R e s e a r c h p r a c t i c e (AUSTRALIAN VICE
CHANCELLORS' COMMITTEE 1997). This document includes

a section on data storage and retention. Some excerpts
are given below:
"2.2 The Department or research unit must establish
procedures for the retention of data and for the keeping of
records of data held.
2.4 Wherever possible, original data must be retained in
the department or research unit in which they were
generated." [AUSTRALIAN VICE CHANCELLORS' COMMITTEE 1997: 3).

It is i m p o r t a n t t o r e m e m b e r t h a t these guidelines
were developed to be inclusive of digital data as well
as objects and specimens from t h e real world. Whilst
t h e Australian Research Council will assume t h a t
universities have a d o p t e d t h e principles in t h e
A u s t r a l i a n Vice-Chancellors' s t a t e m e n t , merelyarchiving digital d a t a from specimens would b e
evidence of compliance. Of more direct relevance are
extracts from t h e ' c o n d i t i o n s of grant document'
attached t o Australian Research Council grants. In
particular:
"15.3 The Institution shall ensure that Chief Investigators:
(a) take reasonable care of, and safely store, any data or
specimens or samples collected during, or resulting from,
the conduct of their Project; (b) make arrangements
acceptable to the ARC, for lodgement with an appropriate
museum, archive or organisation in Australia of any data
or specimens or samples collected during, or resulting
from, a Project; and (c) where practicable, lodge materials
within two years of the conclusion of any fieldwork
relating to the Project research. Details of the lodgement
are to be included in the Final Report for the Project. Chief
Investigators not intending to lodge the material within
the two-year period should include an explanation in their
Final Report." (AUSTRALIAN RESEARCH COUNCIL 2001: 8).

It is worth remembering that the Australian Research
Council (ARC) is a research funding body with roles
in policy, funding a n d promoting collaboration. The
ARC is not established or funded to be involved in
research management, including the management
of primary data sources.
The funding programmes for research supported by
the ARC are periodically reviewed. In a review of the
discipline areas of sedimentology, stratigraphy and
p a l a e o n t o l o g y t h e p r o b l e m of t h e m a n a g e m e n t of
p r i m a r y data sources, in particular specimens, was
identified in Recommendation 8:

"Universities should be encouraged to provide more
assistance for curatorial work" (AUSTRALIAN RESEARCH
COUNCIL EVALUATION PROGRAM 1995: 3i)-

The Council's response to this recommendation was
t h a t "Universities are in a b e t t e r position than t h e
ARC t o address this r e c o m m e n d a t i o n " (AUSTRALIAN
RESEARCH COUNCIL EVALUATION PROGRAM 1995 : x).

Even though the ARC is n o t concerned with
m a n a g e m e n t of research data, some simple policy
settings can close this gap. For example, proposals for
research projects to be funded by the Council, or any
other funding agency, that generate collections should
entail a component for appropriate storage a n d
documentation in the original project application. This
point has been made publicly before 3 .
Look to international experience
This issue is not isolated to Australia or the university
sector, b u t is a world-wide p h e n o m e n o n related to
advances
in
information
technology
and
globalisation. In the USA there is a critical shortage
of space for current geoscience collections and data,
let alone for those collected in t h e future (STOTSKAD
2 0 0 2 ) . This p r o m p t e d a national investigation
(NATIONAL ACADEMY OF SCIENCES 2 0 0 2 ) . This r e p o r t

recommended that whilst everything was not worth
saving, investment was required in some new storage
centres a n d key advisory committees should b e
urgently formed to evaluate t h e significance of
specimens under threat.
Furthermore, the report found that a huge amount
of geological specimens, funded by public money, were
regularly discarded routinely after fulfilling only a
small part of their research potential. Many existing
collections were stagnant or poorly m a i n t a i n e d
despite t h e vast expense in their original acquisition.
In t h e USA this issue h a s t a k e n over i o years t o
develop t o t h e point where a national investigation
was initiated (MIKULIC & KLUESSENDORF 2 0 0 2 ) . I n t h e

Netherlands t h e fate of unused geological collections

at the 1996 CAUMAC Conference in Adelaide (SIMPSON 1996).
3 This point was made by Professor Mary O'Kane in a keynote address at
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in the higher education sector has been examined and
strategies developed over a similar period of time.
(CLERCQ, this issue). In Australia, discussion of the
status of our geological collections in the higher

education sector has just begun.We need to
examine the strategies developed from the
experiences in other nations to inform the
development of our own.
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A renaissance of German university collections
CORNELIA WEBER*

Resumo
As universidades alemâs albergarti colecçôes notâveis, algumas de interesse locai e outras de imenso valor académico.
Recentemente, as colecçôes universitârias alemâs têm atraido considerâvel interesse, quer por parte da academia, quer por
parte do publico em gérai. Este interesse é materializado no substancial aumento do nùmero de visitantes as exposiçôes, bem
corno no financiamento de novos projectos. Os chamados 'novos media' têm desempenhado um papel significativo neste 'despertar',
possibilitando novas formas de acesso as colecçôes a partir de qualquer parte do mundo, bem corno urna re-invençâo do papel
destas no ensino e na investigaçâo. Este artigo traça em linhas gérais o panorama das colecçôes das universidades alemâs e
descreve sumariamente alguns projectos de tecnologias digitais actualmente em curso.

Abstract
German universities' host many remarkable collections, some being of local interest only, while others are of immense academic
value. In recent years, university collections have attracted considerable interest by both academics and general public. This
interest has been highlighted by well-attended exhibitions and well-funded projects for the utilization of collections. A central
role in this renewed interest has been played by the so-called 'new media', which provides new ways to access collections
worldwide as resources for research and teaching. This paper presents an overview of current collections of German universities
and introduces various projects involving digital media.

Introduction
Many German universities harbour considerable
academic and cultural heritage in the form of
collections and museums. Often assembled over a
number of centuries, these collections and museums
are of great value as resources for research and
teaching, as well as being monuments of scientific
endeavour in themselves. In many cases, these
collections are equally valuable in a monetary sense.
Nevertheless, university collections have not played^
a particular important role in intellectual life in
Germany during the last decades. Only recently,

after drawing attention to and publicizing the
subject in various ways, university collections have
become an object of general interest both to'the
academia and to the broader public. We are now
experiencing an exciting renaissance and realize
that our collections are one of the most effective
instruments for the promotion of the sciences and
making these accessible to the layman.
Several examples illustrate this renaissance. For
instance, the universities of Munster, Greifswald,
Dresden, and Gòttingen have published books about
their
collections 1 : Berlin initiated an all-

* Cornelia Weber is general manager, researcher and lecturer at the Helmholtz-Zentrum fur Kulturtechnik, Humboldt University at
Berlin. Address: Unter den Linden 6, 10099 Berlin, Germany. E-mail: weber@mathematik.hu-berlin.de
1
E g. Museen der Westfàlischen Wilhelms-Universitat Munster (1993), Kulturbesitz und Sammlungen der Ernst-Moritz-Arndt-Umversitat
Greifswald (1995), Sammlungen und Kunstbesitz der Technischen Università Dresden (1996), and Ganzfur das Studmm angelegt Die
Museen, Sammlungen und Gârten der Universitàt Gòttingen (2001).

© Museu de Ciência da Universidade de Lisboa 2003
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encompassing project (funded primarily by the
Volkswagen Foundation) to make its collections
accessible (WEBER 2002); Halle and Berlin exhibited
parts of their holdings with great success among the
public2; and, Halle3, Freiburg4, Berlin (WEBER 2002)
and Rostock5 are currently in the process of creating
university museums.
Although German universities are well known for
their exceptional collections, no comprehensive
overview of these collections existed when the research
described in this paper commenced. Of course, many
people are experts on the collections relating to their
own specialized field of research, but university
museums in Germany as a whole are not yet
interconnected or represented by a professional
association.

Fortunately these persons often already provide the
information on the Web and, therefore, the obvious
step was to systematically visit these websites.

The database
All the information was fed into a database, which
can be accessed remotely7. Information provided by
the database includes the name of the collection or
museum8, address, website, and subject; contact
person, phone and fax number, email address; name,
address and website of the university; a short
description of the collection, opening hours, and other
matters such as guided tours, permanent and
temporary exhibitions, publications, and lectures
(Fig. 1). Whenever possible, a direct link to the
collection is provided.

A-starting point
On the occasion of the first UMAC conference in
Barcelona in 2001, a working group was set up to list
and gather basic information concerning existing
directories, catalogues and inventories. As a member
of this group I set up a directory for German university
museums and collections and published the outcome
on UMAC's website6. The survey started at the end of
2001. First, a questionnaire was sent to all German
universities, of which only a few responded. One
apparent reason for this was that many university
collections do not have a well-defined place within
the university administration. The central
university administration is simply unaware of the
extent of their own collections. In some cases only a
small group of insiders in their respective institutions,
such as heads of departments, professors or curators,
know about the collections' very existence.
2

Fig. l - Database interface: example of a record
(Archive of Animal Sounds, Berlin).

In Halle, the exhibition 'Emporium. 500 Jahre Universitat Halle-Wittenberg. Landesausstellung Sachsen-Anhalt' (2002) and in Berlin the
exhibition Theatrum naturae et artis. Wunderkammern des Wissens' (2000-2001).
3 Torsten Speler, curator at the University of Halle-Wittenberg, pers. comm., 2002.
4 Dieter Speck, archivist at the Albert-Ludwigs-Universitât Freiburg, pers. comm., 2002.
5 Information from the website of the Archaeological Collection.
" See www.icom.museum/umac
7 See http://www2.hu-berlin.de/kulturtechnik/sammlungsdatenbank.php
8
The purpose of the preliminary database is to facilitate further research. At this stage, no distinction was made between 'collections' and
'museums' and these were jointly entered into the database as 'collections'. For example, the Museum of Natural History at Humboldt University
was entered as one single item, as were many other 'isolated collections' in universities.
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There are various possibilities to access this
information. The opening page shows an index of the
collections sorted by the city of the host university
(Fig. 2). A search option enables one to look for the
collection's location, name, subject, contact person,
university, or keyword(s).

thesaurus for university museums and collections
or any other thesaurus that suits the purpose was
not available1". Therefore a simple list has been
created, encompassing the following main
categories: i) university history, ii) arts &
humanities, iii) sciences & technology; and iv)
medicine. The subjects within these categories
include the major fields of knowledge. The terms have
been chosen to permit a comparatively
straightforward classification.

1BCDEF 6 HJKLMOPRSTU »
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Fig. 2 - Database interface: index of the collections
sorted by city of the host university.

Facts
The database, still under construction, currently
contains 318 university museums and collections9.
It is not nearly approaching completion and therefore
the interpretation of the material now available
should be understood as being preliminary. It is
expected that most of the German university
collections will be covered by 2003.
In order to analyze the results and basic trends which
they reveal, it was necessary to classify the
collections and create categories. Unfortunately, a

Museums and collections on university history are
rare in Germany: of these there are 13 (4%), including
three on university detention cells - where students
who broke university rules were once interned - and
two collections of institutions which are no longer
universities11 (Table 1). The category7 arts &
humanities is represented by 120 collections (38%),
among which 50 archaeological collections, 26 of
which are of classical antiquities (Table 2). The
category sciences & technology contains 146
collections (46%), mostly represented by geology/
mineralogy (40) and botany (35), followed by zoology
(15) and engineering (14) (Table 3). Finally, the
number of medical collections (39, i.e. 12%) is
comparatively small, with 10 in the field of history of
medicine and 11 in the field of anatomy and
pathology. Apart from museums of the history of
medicine and in contrast to geological, mineralogical,
botanical and archaeological collections, most of the
medical collections are usually not open to the public.
Many departmental medical collections are privy to
only a few insiders. Therefore, the overview (Table
4) does not reflect the actual number.
Access to the collections is another important factor. At
least 226 (71%) of the 318 collections listed are
accessible, 131 of these have regular opening hours, 75
can be visited by appointment, and an unknown number
merely display objects in public areas (Table 5).

9 Because archives and collections of rare books and manuscripts are usually accessible through libraries, these were excluded from the
database.
10
To compare collections on an international basis a glossary in English will be essential.
11
Former universities of Altdorf and Helmstedt.

47

WEBER

General university
history

7

Special aspects of the
university history

3

University detention
cells

3

Total

13

Table i - Survey of German university museums
and collections: category 'university history'.
Art t r e a s u r e s

22

Architecture

2

Cultural history
T h e a t r e studies
Theology
Palaeography
Archaeology
[Prehistorical, Egyptian,
Sudan & Orient,
Classical Antiquity
(including plaster
casts), Christian
Archaeology]
Numismatics
Papyrology

•7
2
2
2

50

9
7

Ethnology/Ethnography

9

Music
Sound a r c h i v e
Museum dedicated as a
memorial
Total

4
3
l
120

Table 2 - Survey of German university museums
and collections: category 'arts & humanities'.

Web-based sources do usually not provide information
on the use of collections - is the collection primarily
used for teaching and research or as a display collection
for the general public? Is it a specialized collection for
experts only or is the collection in storage? The next
step should therefore be to compile a focused
questionnaire on collection use, to be sent directly to
those managing them.
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Natural history
Zoology
Animal sound archiye

15

Botany (botanical garden,
arboretum, aroma garden,
herbarium, botanical museum,
special aspects of botany)

35

Agriculture & forestry
Geology & mineralogy
Petrology
Geophysics
Palaeontology
Geography
Oceanography
Astronomy
Mathematics
Physics
Chemistry

2

l

4
40
l
2

5
4
l

3
7
3
3

Computer science & technology

3

Engineering
Museum dedicated as a
memorial
Other collections
Total

14
2
l

146

Table 3 - Survey of German university museums
and collections: category 'sciences & technology'.

History of medicine. & pharmacy
Anatomy & pathology
Anthropology & osteology
Anaesthesia
Dermatology
Physiology
Obstetrics
Forensic medicine
Special aspects of veterinary
medicine
Dentistry
Museum dedicated as a
memorial
Total

10
11

5
l
2
1
1
2
2

3
1

39

Table 4 - Survey of German university museums
and collections: category 'medicine'.
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Collections with regular opening hours

131

Collection visits by appointment only

55

Collection visits for scientific purposes
only

20

Collections exhibited in public areas
(entrance halls, corridors, etc.)

11

Only part of collections accessible

4

Collections temporarily not accessible

5

Collections not accessible

12

Collections whose state of accessibility
is unknown
Total

80
318

Table 5 - Survey of German university museums
and collections: accessibility.

Novel ways to access collections
New media provide novel ways to access collections
as resources for research and teaching worldwide.
Applications encompass the presentation, publishing
and management of digitized content in various
electronic formats. Simply putting basic information
on a web page already makes its existence globally
accessible. If a database with text-, picture-, videoand sound-files is developed, it can be used locally, by
intranet or via the Internet. By designing a virtual
museum, a visit can be offered independent of time
and place. Moreover, interactive pages with special
content can be an effective and engaging way to learn.
As mentioned above, during the last few years a
renaissance of university collections has taken place
in Germany, which can be directly traced to the
application of the new media. On the web,
presentation and access are now independent of the
extent of support provided by the university, its
budget and staff, the state of the collection, and the
place and time. We are all aware that viewing
digitized items is no substitute for glassed-in

showcases, but the new media provide important tools
covering other kinds of information, convey this
information to new target groups, and utilize a wider
range of resources. Through the new media we can
attract the attention needed to promote our collections
and provide a reliable basis for further projects.
Today the simplest way of reaching the public is
through the use of the Internet. Websites impose
virtually no constraints of size or content and there is
no trade-off between popularized displays attracting
the laymen and the academic sections catering to the
professional. Moreover, an endless number of links
can lead to related sites and supplemental
information.
The analysis of the German university collections
shows that many (currently 216, i.e. 68%) are
already utilizing the web for their purposes - 19
museums have a page with basic information in order
to enable a first contact, 138 have a description that
gives a first impression of the collection, 31 provide a
tour through a virtual museum and 10 contain a
catalogue or a database providing further
information. Moreover, 18 university museums have
created separate homepages with special offers and
services. When this survey was compiled, 102
collections were still not accessible through the web.
The self-portraits of universities on the web illustrate
the changing role of university collections in
Germany. Under the heading 'The University', the
homepage of the University of Bonn, for example,
presents the directory 'Museums and Scientific
Collections'12. In this case each visitor of the homepage
can learn something about the 'hidden treasures' of
the university and is not encumbered by an awkward
search through the Web pages of numerous institutes.
Assembling and displaying hidden, dispersed or
heterogeneous collections in a virtual museum is of
great convenience for university collections.
Application of new media allows showing rare and

12 www.uni-bonn.de/Die-Universitaet/Museen.html
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perishable ancient objects, the virtual simulation of
the functions of old machines and the performance of
experiments with scientific instruments. Databases
of digital objects support research and teaching.
Standardized formats and simple interfaces allow
users from every country in the world to find and
display information without significant investment
in hardware, software or training. Thus, the new
media enable university collections to disseminate
knowledge to a broader audience than by displaying
exhibits in the traditional way.
Scrutiny of the university collections' websites reveals
a variety of appealing and useful pages for different
target groups. Real 'pleasures for both eyes and ears'
for example are offered by the Museum of Musical
Instruments at the University of Leipzig13. Another
exemplary page comes from the computer science
collection at the University of Erlangen-Niirnberg14.
The website presents a reconstruction of the
calculating machine of Wilhelm Schickard from
1623, and the visitor can learn how to solve
arithmetical problems. Ten university collections
have put object databases or catalogues on the web
for research use - an example is the collection of the
Archaeological Museum at the University of HalleWittenberg15 . There are also many text-based pages
with various essays and some remarkable tours
through digital collections. A few universities are even
selling replicas of their objects online.
Fundamental to the international exchange of
knowledge is the language of presentation. Although
German universities are gradually beginning to

provide English versions of their main websites, only
few - currently 18 - do present their collections in
English. One might conclude that the people in charge
of disseminating information do not consider the
sometimes specialized areas of academic issues as
being of general importance. However, this
impression is wrong, as can be seen by international
efforts in developing databases for academic matters,
for example in the case of BioCase (Biological
Collection Access Service for Europe) 16 . Such
initiatives will, in the long run, guarantee the desired
impact on the academic world.

A new role in university teaching
In today's world, and above all at universities,
multimedia and IT skills are much in demand. Past
experiences have shown that students often do not
have sufficient media competence. Without further
training they will not be able to prepare and present
their results in multimedia. In response to the rapidly
growing use of digital multimedia applications, the
imparting of media competence would be a unique
chance for the collections to play a novel and important
role in teaching programs. In a university, a collection
provides a good tool for learning digital photography
and video and creating websites. Humboldt University
is currently supporting initiatives introducing new
media and improving competence in multimedia. This
allowed me to offer a student course entitled 'The
application of the new media in cataloguing and
presenting collections'. This is an exciting experiment
for me and I look forward to bringing the students closer
to our university collections.

Reference
C. 2002. From independent university collections to a Wissenstheater: an ambitious project at the
Humboldt University of Berlin. Museologia 2: 81-88.
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The future of the university museums' system in Italy
FAUSTO

PUGNALONI*

Resumo
Este artigo descreve os mais récentes desenvolvimentos da Rede de Museus Universitârios Italiana, nomeadamente os primeiros
resultados do levantamento e da base de dados de museus e colecçôes. Propôe a reuniâo das colecçôes sób a tutela de urna fundaçâo
cultural e defende a necessidade de cooperaçâo inter-universitâria no sentido de partilha de conhecimentos e equipamentos e
maior facilidade de acesso a financiamento. Os récentes acontecimentos, conferências e reuniôes sobre patrimònio arquitectónico
na Europa constituem ainda urna oportunidade para a discussào da criaçâo de um pòlo de colecçôes univer'sitârias de arquitectura
em Italia.

Abstract
This paper discusses the recent developments of the Italian Network of University Museums, starting with the first results of
the census and database of the existing structures and collections. Proposals for the gathering of collections in a cultural
foundation are presented, focusing on the possible forms of inter-university cooperation aimed to create strong scientific poles
of the territorial network in order to share knowledge and equipment and find easier access to financial support. Recent European
and international events, conferences, and meetings on the cultural architectural heritage will offer the opportunity to introduce
the project of creating an Italian 'pole' of the architectural and drawings university collections.

Italian network of university
museums: first results
Around three years after its launch, the project by
the Conference of Italian University Rectors (CRUI)
of setting up a network of university museums and
scientific collections is nearing the completion of its
preliminary phase - the survey of the country's rich
cultural heritage. The data thus collected shall
constitute the basis for the creation of a national
catalogue of university museums. So far, data have
confirmed that the Italian heritage is both rich and
of outstanding value, documenting the history of
Italian university research in a variety of fields.
The multifarious nature and composition of Italian
university museums have also been confirmed, as
have their diverse organisational and management
regimes.

Data collection is still in progress, as responses from
41 universities out of a total of 77 have not yet been
received, among which such important institutions
as University of Rome's Tor Vergata and University
of Venice's Ca' Foscari. We also have learned that five
universities possess no museum structure or
collection. As of 30 May 2002, a total of 170 museums
and 343 collections had been added to the list1.
The overall results of the activity of CRUI's
Museums Committee are positive. The campaign
aimed at both large and small universities has
succeeded in raising awareness among those in
charge about the importance of the preservation of
the teaching and research heritage. In fact, even
at institutions lacking museums or collections often in younger and smaller universities surveys and cataloguing of samples, experiments,

* Fausto Pugnaloni is professor at the Architecture Environment Drawing Urbanism History Department of the Engineering Faculty of
the University of Ancona. Address: via Brecce Bianche, Monte d'Ago, 60131 Ancona, Italy. E-mail: f.pugnaloni@unian.it
1
See http://wwwi.crui.it/musei/
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equipment and tools have been planned or
undertaken, providing interesting contributions.
The central aim of the project2 is to provide a modern
and efficient model for both the management and the
fruition of this heritage through the setting up of
'university museum systems'. The project also intends
to promote the creation in all universities of 'museum
centres' by streamlining resources and sharing
activities to promote extant material. The national
network of university museums will bring together
old and new universities by coordinating the
nationally and internationally renowned collections
of the former with the resources and the potential of
the latter. An efficient network is required to promote
consistent and profitable cooperation and links
between members as well as between members and
international agencies and centres. The same degree
of efficiency is needed to facilitate the exchange of
information regarding the contents of each museum
and its cultural initiatives, for which there is a
potentially limitless public. Advanced university

structures equipped to carry out well-planned
activities and employing adequately qualified staff
are necessary to achieve these aims. These will
include key centres responsible for documentation,
research, teaching and the diffusion of knowledge,
aiming at offering services on cataloguing, editing,
creating multi-medial products, conservation and
restoration, training, etc.
The Committee's bid to go beyond the traditional
concept of museum and to set up museums in novel
places and structures that show a keen interest in the
communication of scientific culture to a wider public
has largely succeeded.
In this context, the feasibility study undertaken by
the Committee, due to be completed in March 2003,
is all the more interesting. Using the data from the
ongoing survey mentioned above, it aims at
describing the current situation and at finding tools
and methods suitable for the creation of a national
network of 'university museum systems', which

77 «asked
36 answered

tory

•story*

Fig. 1 - Opening page of the u-museums! and collections' database hosted by the Conference of Italian Rectors.
2

Presented at the Paris Organisation for Economic Cooperation and Development meeting (PUGNALONI 2001).
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should permit consistent dialogue and collaboration
among very different structures. The main steps of
the feasibility study, are:
a) the design of an easily accessible and userfriendly web portal allowing prompt
information retrieval - typically of
catalogue and bibliographic data - regarding
university museums and collections and
suggesting theme routes and specific
communication tools;
b) the planning of training initiatives
connected with the new functions related to
university museum structures. A survey of
ongoing initiatives shall serve as the basis to
design models of training courses;
c) the establishment of innovative methods of
preserving and promoting the historical and
scientific heritage of universities;
d) the planning of adequate communication
campaigns to help promote museum
resources and the activities of museum
structures, the support of university
teaching and research and the diffusion and
growth of scientific culture;

e)

the identification of a set of evaluation indices
or standards to be proposed both to the single
universities for experimental adoption by
free adhesion and to the reference
Administrations for possible approval and
adoption at the national level. Such indices
and standards should be compatible with
those established by the relevant ministries
and specifically adapted to university
museums, archives, and collection centres
of historical and scientific importance.
The museums network could also enhance the
connection with other national and international
initiatives. The feasibility study intends to illustrate
how existing experiences and abilities can be
harnessed to the future project, as well as to insert
the university museum systems into theme or
geographical networks working in the sector of
university museums.
The foundation of a 'National Institute for University
Museums Systems', or other appropriate legal entity
guaranteeing the access to funds and contributions, is
being evaluated. This body would be in charge of

2T": *• " "i•/*'.; ' 'il';", i
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Fig. 2 - A detail of the same website, stating the purposes of the database.
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coordinating the museum-related activities of
universities, safeguarding and promoting their
heritage, guaranteeing an adequate financial support
enabling greater autonomy from university financing.
In addition, the National Institute could stimulate the
establishment in younger institutions of departments
engaged in appropriate action in the field of museums
and public understanding of science. In fact, these
contributions will not only add to the existing
collections, however prestigious, and help towards their
maintenance, but they shall also stimulate the
creation of new ones in younger universities.

The pole of architectural museums
and collections
For optimum effectiveness, the national network of
university museums systems shall need to identify
suitable structures in each interest area, capable of
performing the required functions and offering services
to both universities and third parties. The project of a
'Pole of Architectural Museums and Collections',
recently advanced by some Italian Universities
(Ancona, Venice, Parma, Catania, Turin Polytechnic,
Milan Polytechnic), is to be seen in this' light. This
theme pole aims at working with established networks
and institutions such as AAA Italia (Archives of
Contemporary Architecture) and ICAM (International
Confederation of Architectural Museums). The
objectives of the 'Pole of Architectural Museums and
Collections' are: i) to undertake a survey of existing
collections and to catalogue the material (architectural
drawings and surveys, photographs, slides, models,
video material, CD-ROMs, DVDs) through the adoption
of common standards and the exchange of professional
skills and experience; ii) training of specialised
personnel; hi) sharing of equipment; iv) organisation
of joint research projects; and v) organisation of
travelling exhibitions as well as virtual ones.
ICAM is a privileged partner. Founded in Helsinki in
1979 in response to the emerging view of
architectural museums as distinct institutions, ICAM
Reference
PUGNALONI, F. 2001. A regional system of university mu
education and skills, pp. 79-83. OECD, Paris.

54

has recently started collaborating with our
Department (Architecture Environment Drawing
Urbanism History of the Engineering Faculty of the
University of Ancona, Italy), particularly as far as
the drawings archives are concerned. ICAM is a forum
for professionals involved in preserving and
exhibiting architectural records. It is devoted to
fostering links among all those interested in
promoting the better understanding of architecture.
The term 'confederation' has been chosen to describe
the loose-knit character of architectural museums,
centres, archives, collections, libraries and other
institutions fulfilling the conditions of its statutes.
Members share expertise and information about
institutions, exhibitions, publications, architectural
documents, and other matters of common interest.
ICAM is an affiliated organisation to the International
Council of Museums (ÏCOM) and also has special links
with the International Council of Archives (ICA).

Concluding remarks
New economie models and changing ownerships of
museums (state, municipal, foundation, private)
have emerged. New mission statements have been
discussed in many museums. The involvement of
museums in developing tourist industries, how they
both compete and cooperate with other cultural
institutions, the modernisation of museums and the
improvement of their professionalism, the need to
increase their institutional autonomy and the role of
the state in preserving the collections - all these
questions and many others are currently the subject
of lively discussions in European museums.
How do architecture museums and architecture centres
meet the needs of contemporary societies? What new
initiatives, innovative ideas and programmes have
been offered by them for professionals and for the public?
What tools (economic models, cooperation programmes)
have been adopted to make architecture museums
active and visible in contemporary cultural life? These
and dther questions should be discussed.
. In: M. KELLY (ed.) Managing university museums:
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Looking for a Superhero: a discussion of the qualities, training
and experience needed to be a university museum director
PETER B. TIRRELL*

Resumo
Os directores dos museus universitârios sâo responsâveis'por instituiçôes complexas que envolvem 0 ensino, a investigaçào, a
conservaçâo e gestâo das colecçôes, a educaçâo informal, a exposiçâo e a disseminaçâo da informaçâo. Em ambiente por vezes
muito dinâmicos, competitivos e politicamente 'carregados', as responsabilidades e as expectivas que pesam sobre estes directores
transforrnam-nos em verdadeiros super-heróis. Um director deve ser poderoso, inteligente, altamente competente e ter sentido
de oportunidade. Para além disso, deve ser honesto, justo, comunicativo e inspirador. Para ser bem sucedido, o director deverà
ainda ser capaz de encorporar urna visâo a partilhar por todos, rodear-se de urna équipa de assistentes de confianca e desenvolver
urna cultura de gestâo potenciadora de entusiasmos, de energia e de paixâo pela missâo do museu. 0 artigo apresenta e explora o
conceito de 'consciência do museu' [museum conscience], fundado numa tripla bùssola orientadora da acçâo dos directores: urna
bùssola moral, urna bùssola intelectual e urna bùssola fisica e psicològica. Os directores ditos 'centistas' ou 'académicos' terâo a
ganhar em adquirir conhecimentos complementares emfundraising, finanças e gestâo de pessoal.

Abstract
Directors of university museums are in charge of important and highly complex institutions that have a mission for research,
teaching, collection, informal education, exhibition and dissemination of information. In a highly competitive, changing, and
politically charged environment, the directors have so many responsibilities and expectations that they take on the role of a
Superhero. In the search for a new director, museums must find a Superhero that is powerful, intelligent, highly skilled, and
opportunistic. Indications are that it also is important for the director to be honest, fair, communicative and inspirational. To
be successful, the director must create a shared vision, form a team of trusted assistants and develop a management culture that
shares an enthusiasm, energy and passion for the museum's mission. To guide their actions, the concept is proposed that directors
need a museum conscience based on a moral compass, an intellectual compass and a physical and psychological compass. Directors
traditionally trained as scientists or academics will be more successful if they increase their knowledge in fundraising, finances
and personnel management.

"Look! Up in the sky. It's a bird. It's a plane. It's...Superman! Yes, it's Superman-strange
visitor from another planet who came to earth with powers and abilities far beyond
those of mortal men. Superman - who can change the course of mighty rivers, bend
steel in his bare hands [...] and leap tall buildings in a single bound."
The Adventures of Superman

Introduction
Directors of university museums are in charge of
important and highly complex institutions. In a
highly competitive, changing, and often politically
charged environment, the directors have huge
responsibilities
and high-risk
expectations.
Furthermore, university museums present special
challenges such as governance, fundraising, and

management. The directors must deal effectively
with the parent administration-, often a time
consuming, frustrating, and delicate course. They
also must be showmen, financiers, diplomats,
aestheticians, philosophers and master builders.
These
are demanding,
contradictory
and
exhausting roles. James Cuno (cited in TASSELL 2002:
56), Director of Harvard University Art Museums,
described his efforts at fundraising as periods of

* Peter B. Tirrell is Associate Director of the Sam Noble Oklahoma Museum of Natural History, University of Oklahoma, Norman, Oklahoma
73072, USA. E-mail: pbtirrell@ou.edu
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"pressure and strain" when "every day you wake up
to fight some battle, to raise some money, to push the
cause uphill", a Sisyphean effort as indicated by TASSEL
(2002). In addition, they must solicit cash, cultivate
donors, manage the press, and deal with a curatorial
staff that likely is made up of specialists with strong
opinions and strong egos (AUER 2002). Today, directors
are facing new challenges as museums, one of our
oldest and most significant social enterprises (TIRRELL
2002), are being pressed to join the effort to remedy
all ills of the world, from poverty to global warming
(TASSEL 2002). Directors have so many responsibilities
and expectations that they take on the role of
Superheroes. Superheroes, by definition and
tradition, are champions that are powerful,
intelligent, highly skilled, and opportunistic. They
do superhuman feats: Superman can leap tall
buildings in a single bound and Wonderwoman can
deflect bullets. Superheroes also have noble qualities,
attributes, attitudes and arresting personas.
To be successful, do university museum directors need
to have the same powers, qualities and abilities of
Superheroes? What are the concerns of a search
committee for a new director? What do directors and
museum staff think are the best qualities, attributes,
and attitudes for leadership and management in
university museums? Are there guidelines and
strategies that directors can follow?
In this paper, I discuss the characteristics and qualities
of a superior director. The paper also provides an insight
into the world of leadership at university museums from
several perspectives. In addition to my observations and
ideas, I report on forthright comments from museum
directors and the staff, ranging from bits of.wisdom to
brainwaves of management theory. As a committee
member, I share first hand information about the
concerns of our Search Committee for a new director at
the Sam Noble Oklahoma Museum of Natural History
(SNOMNH), University of Oklahoma (OU). To gain the
viewpoint of directors, I surveyed directors of university-

and state museums and one zoo. I also surveyed the
president of the Association of College and University
Museums and Galleries (ACUMG), also director of a
university art museum. In addition, I surveyed
administrative and managerial staff and curators of
the SNOMNH. I have added my perspective as Associate
Director of the SNOMNH. I drew from my observations
and my experience in professional organisations such
as ACUMG, the International Committee for University
Museums and Collections (UMAC), the Museum
Assessment Program of the Institute for Museum and
Library Services, and the Accreditation Program of the
American Association of Museums. I also have included
references to pertinent reports, studies and papers. The
paper focuses on the characteristics and qualities needed
by directors of university museums of natural history.
However, I suggest that the characteristics and qualities
are broadly appropriate for directors of university and
non-university museums.

The search for a new director
at the SNOMNH
The Search Committee was aware that the new
director will take on a highly demanding position and
role on the university campus and in the public arena.
In addition to the usual tasks such as oversight of
museum activities (e.g. collections) the Committee
recognised that the museum needed a highly qualified
new director with extensive experience. In our search,
the minimum qualifications are a Ph.D. degree in
the natural or social sciences (e.g. zoology) or 'the
equivalent' (e.g. MBA).
The search for a new museum director can be like
Waiting for Godot. Our Committee quickly realised
that the search for a director is not the same as a
search for a senior curator, a traditional approach.
The position criteria are quite different (BOYD 1995)Vanessa Mack stated "the time has passed when an
academic can manage a university museum of
natural history on a part-time basis" 1 , a clear

1
V. Mack 2000. The dual role of university museums: its influence < 1 management Unpublished paper distributed at the Seminar on the
Management of University Museums, organized by The Finnish Ci turai Centre and the Organisation for Economic Co-operation and
Development/Institutional Management in Higher Education Prograi me. September 18-19, Paris, France.
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reference to the fact that many university museum
directors attempt to split their time between their
research activities and their administrative duties.
Her pronouncement is a mate to the statement that
"directing a natural history museum requires more
than common sense and a Ph.D. in palaeontology or
ornithology" (KRISHTALKA & HUMPHREY 1998: 35). Above
all else, the museum is seeking an administrator in
the broadest sense of the term. Candidates from the
curatorial or scientific ranks often have skills and a
research mentality that are not likely to serve them
in their directorial responsibilities. For example, they
may lack the political savvy necessary to deal with
high profile stakeholders. Nevertheless, there is ,a
great deal to be said for having experience with the
product. It is no simple matter for someone lacking a
university museum background to understand the
importance of collections, the diversity of a museum's
outreach program, or how these activities translate
into educational exhibits that can be appreciated by
the public (MARES & TIRRELL 1998). For example,
Lawrence Small, the Secretary (director de facto) at
the Smithsonian Institution (SI), a banker by
profession, has provoked a civil war within his
institution (for example, directors of six SI museums
submitted their resignations). Apparently, his goals
are modernisation and money (NEUMAN 2002). Our
Committee realised that candidates from outside the
field needed to have experience relevant to the
museum field, a demonstrated record of effective
leadership, the ability to adapt to the culture and
conditions of the particular museum, and the vigour
and flexibility needed for a new and different
leadership challenge. Good administration is much
the same in any organization (e.g. communication),
but effectiveness in a museum demands an
understanding of what a museum is and how its
mission is to be accomplished or 'sensitivity' to the
museum environment (BOYD 1995)Our Committee also identified the museum's
relationship with the university top administrators
as an area of special concern. This relationship largely
depends, on the director's ability to develop close
working and harmonious personal relationships and
keep the museum in a position of security, integrity,

and favour (RABB 2001). This is important because
the director usually reports to a dean, provost or
president who serves as the museum's sole
administrative parent and daily governor. Rarely
does the director of a university museum have direct
contact with the university's governing authority
(e.g. trustees) and rarely is the authority aware of
the museum in any detail. In our case, the director
will need to strike a harmonious and resonant cord
with the university president who has taken a special
interest in the museum and to the provost to whom
he or she reports.
The director's ability to raise funds also was a major
concern of the Committee. Although the museum
has a new facility with an increased staff and
budget, the museum is no longer high on the
university's list of funding priorities and the
museum does not receive any funds directly from
the state. The museum competes with several other
major museums in the state. Private giving and
grants are down in the aftermath of the September
n t h terrorist attacks and because of the general state
of the US economy.

Results and Discussion of
Field Survey
In September and October 2002, I contacted 26
individuals and received 22 responses. I received 11
from directors, including four from directors at
university museums of natural history, three from
directors at university museums of art, and one each
from the director at a university museum of
anthropology, a state museum of natural history, a
state museum of history, and a county zoo. I also
received 11 responses from personnel at the SNOMNH.
Survey comments were collected via email and stored
digitally. I sorted and grouped the responses by focus
areas for discussion. All individuals were familiar with
the SNOMNH and knew about the search for a new
director. I gave them the statement "Directors of
university museums are in charge of important and
highly complex institutions that have a mission for
research, teaching, collection, informal education,
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exhibition and dissemination of information". I then
asked them to provide brief and concise answers to the
following questions: i) What qualities are most
important for a new director? ii) What experience or
training is most important? iii) What are the three
most important concerns for the new director? iv) How
can the new director lead the museum? v) How can
the new director manage the museum?

What qualities are most important for a new director?
"A director needs a moral compass, an intellectual
compass, and a physical and psychological compass".
Georgianna Contiguglia
CEO, Colorado Historical Society

The survey responses from most directors tended to
focus on acquired skills such as improving their
ability to communicate. As indicated by Michael
Mares, former director of the SNOMNH, "The
director needs the ability to converse with many
different people on all manner of subjects".
Additional attributes include optimism, vision,
tenacity, and sense of humour, and the ability to get
along with people and to work very long hours. In
addition, they need to develop a thick skin (SCHWARZER
2002). Another director in the survey expressed that
it was important to understand 'community' as a
concept and have a joy of interacting on an
intellectual and social level with your internal
(campus) and external communities. A strong sense
of advocacy also was mentioned, tied to the belief in
the power of the museum as a social force in society.
The staff of the SNOMNH also focused on
humanitarian characteristics in their survey
responses. They want a director who has integrity,
vision, courage and excellent moral character. In
addition, they want a leader with strong
interpersonal skills who is a creative, confident,
team player; a person who is open-minded, with
real interest in working collaboratively with other
professionals and ability to bring people together to
further the mission of the museum. The
inspirational quality of the leader also is important,
as indicated by a SNOMNH staff member "A good
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director should be able to encourage staff to do more
than they think they can do". As RABB (2001)
indicated, effective leadership extends to a truly
caring disposition, to a passion for the world: "We
need to look for people who can light a fire in others,
and find the means to encourage and develop those
with this passion". KOUZES & POSNER (1993) found
similar qualities and characteristics that followers
should expect from leaders. The five leadership
characteristics mentioned most often by middle
managers
were honesty,
forward-looking,
inspiring, competent, and fair-minded. One
respondent interviewed by SEVIER (2002) in a survey
of university personnel stated that honesty is not a
core value, it is 'the' core value: if you cannot trust
your leader, then all the other skills and attributes
simply do not matter that much. As indicated by
BOYD (1995) and DRUCKER (1966), an effective
director has the ability to get the right things done.
To identify the right things, the director must have
i) comprehension - to understand the basic mission
of the museum and the greater context within which
it functions; ii) acculturation - to understand the
museum's internal and external culture; iii)
analysis - to identify, evaluate, sort, and rank the
right things to be done; iv) vision - to see the future,
both as a straight line projection of doing the same
things better and a more radical vision to deal with
changing circumstances; and v) judgment - to give
thoughtful deliberation and consultation.
Directors may need quality compasses to guide them,
a plan proposed in the survey by Georgianna
Contiguglia, CEO of the Colorado Historical Society.
She suggests that the director will need three types of
compasses: i) a moral compass guided by faith,
integrity, humility, compassion and optimism; ii) an
intellectual compass that has the ability to figure out
what is important, to set and communicate goals, to
think long term and plan for the future, to understand
the business of the institution, and to ask appropriate
questions; and hi) a physical and psychological
compass that has the ability to relax and have a life
outside of work, to listen to criticism and learn from
it, and to maintain à sense of humour, good health,
and plenty of energy.

Looking for a Superhero
Taking it a step further, Contiguglia's three cardinal
points can be encompassed in what I have called a
'museum conscience' or the willingness to always
consider the museum's interests above your own.
Directors need to do what is best for the museum,
putting aside their personal interests, and working to
instil similar thinking in their followers. In addition,
there has been increasing recognition that successful
leaders have soft-side management or emotional
intelligence as described by human resource scholars
such as GOLEMAN (1995) and CHERNISS (2000). Much
like a moral compass or an institutional conscience,
emotional intelligence refers to non-cognitive skills.
Research indicates that high emotional intelligence
is characteristic of better managers and leaders and
that most people can improve their skills with
coaching and practice. Research also suggests that
leaders who are able to establish that mutual trust
and respect and a certain warmth and rapport with
members of their group will be more effective
(FLEISHMAN & HARRIS 1962).

What experience or training is most important?
"Mix 2 parts management and personnel, 1 part
resourcefulness, 1 part research experience, shake
well. Serve chilled!"
Patrick Fisher
Coordinator, Department of Computing Systems'
SNOMN-H

The staff and the directors in the survey had several
criteria in common regarding the best experience
and training for the director of a university museum
such as the SNOMNH. A Ph.D. in the sciences is most
important. The Ph.D. gives a credibility factor for
the museum director with the rest of the faculty. As
expressed by R. Bruce McMillan, director of the
Illinois State Museum: "I retain the belief that a
Director in a university or state museum needs to
be grounded in a discipline and possess the requisite
content knowledge to earn the necessary respect
from the staff. However, one director's opinion is that
the Ph.D. is excellent for a museum with a curatorial
and research focus but the best training is working
up through the ranks of a museum in various
capacities with increasing responsibility for

supervision and management. In their Report, the
Smithsonian Institution's Science Commission
(SABLOFF et al. 2002) recommended that only a
scientist with an international reputation could
provide the credibility at the top leadership
positions. In addition, it is essential that directors
have a good understanding of academic culture.
However, the Ph.D. may not be so important for
numerous smaller university museums. If the
director is expected to contribute to the academic
research of one of the fields of the museum, then he
or she will need an earned Ph.D. in that field and
may need a history of research and publication before
coming to the job. If the director is expected to raise
money and influence donors and politicians, then a
background in PR or politics, or corporate CEO/CFO
might be more appropriate.
Directors and staff also shared the need for the director
to have experience dealing with a bureaucracy such
as a university or government office at some level
and experience in working in complex organizations,
preferably in a top-level management position that
required fundraising. The director of a natural history
museum indicated the importance of experience with
research scientists and with educators: "These two
groups have very different motivations, languages
and cultures. A director has to understand and respect
these two distinct and essential staff segments".
What are the three most important concerns?
"Funding, funding, and funding."
a curator at the SNOMNH.

The three most important concerns for all the
respondents could be listed as fundraising,
fundraising, and more fundraising. Fundraising is
described as a critical concern in every survey
response. There is no doubt that directors and staff
recognize fundraising and development as critical to
the future of the SNOMNH and other university
museums. As indicated by Truett Latimer (pers.
comm. 1997), former director of the Houston Museum
of Natural Science, "An institution should not become
so rich that it is not out in the community trying to
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gain support (funding) for its programmes". Directors
will need to be effective and efficient in managing
resources, particularly staff and budgets.
Directors surveyed also discussed the need for
positioning their "museums to successfully compete
in a changing social and economic environment. To
accomplish this, several directors indicated that it is
important to improve the connection between the
museum and its community and improving
relevance, especially the role of the museum as an
advocate for overarching social and environmental
issues. They also have to be cognizant of the
university's educational goals and seek out
collaborations and partnerships that enhance the
goals of the university and the museum.

How can the new director lead the museum?
A great vision can serve a useful purpose even if it
is understood by just a few key people. But the real
power of a vision is unleashed only when most of
those involved in an enterprise or activity have a
common understanding of its goals and direction.
John P. Kotter (1996) in Leading Change

Unfortunately, many of the respondents in my
survey confuse leadership with management. In my
opinion, leadership is concerned with the question
'Where are we going?' while management is
concerned with the question 'How do we get there?'.
Thus, leadership is direction and management is
action. For example, both directors and staff
emphasised that the director should lead by example.
The problem with this idea is that it implies action,
not direction. The director may set a fine example in
areas such as work habits, professionalism and
productivity, but these activities do not
cumulatively form a comprehensive direction.
Staff members indicated that through its leadership
the institution must have a vehicle for renewable,
clearly defined goals. The staff must work as a unit,
not as fragmented camps. Staff members also stated
that all employees should have input to development
of the departmental goals and understand how they
can help achieve the museum's goals.
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Directors and staff in the survey agree that directors
should learn about the museum's history before
making sweeping changes. A director must determine
what is most appropriate for the institution, keep the
planning that fits, change the plans that do not and
do so with a firm commitment and solid reasoning.
The director also must build a strong internally
accepted vision and a visible and engaged external
presence. An additional suggestion is that in order to
lead, the director must gain a comfort level with
ambiguity. The director needs to know where he or
she wants to take the institution and then be willing
and able to guide the institution through a constantly
changing environment to reach that goal. Directors
will need to be flexible in their leadership style. As
indicated by the director of a natural history
museum, "the director who wants to take the museum
in a straight line from point A to point Z by will be
frustrated and unsuccessful".
To be good leaders, directors also must make the
directorship a priority and put the museum goals
ahead of their personal goals and pet projects. It is
important that directors take their position seriously.
In my experience, they must be careful to avoid
perpetuating the divisions, real or perceived, which
often create camps or covens in university museums.
For example, I have heard the remark, "I'm not
stepping down as director, I am being promoted to
curator - now I can spend a good deal of my time
whining, complaining, and making the director's life
miserable". Apparently, this was said in jest.
However, it was discouraging to the morale of the
staff.
As SEVIER (2002) indicated, leaders also must support
their followers. There are four leadership failures that
seem to undermine the spirit of followers: leaders who
have no sense of vision, leaders who refuse to listen,
leaders who cannot make a decision, and leaders who
have betrayed a trust or were dishonest. Directors
expect special qualities and characteristics from their
staff. Many of these are the same as the qualities that
staff expects of their directors (e.g. honesty). With
loyalty, the director can move the staff in mutually
desirable directions, and the mòre flexibility the

Looking for a Superhero
director has when things go wrong or face challenges
in the relationship. The term 'peopleships' has been
used to describe the relationship between leaders and
followers. "The success of the leader and the followers
is derived from similar qualities [...] relationships,
partnerships and a deep appreciation for people are
the keys. Otherwise, each [...] [is] merely acting
alone" (SEVIER 2002: 3).
The essence of leadership has been summarized by R.
Bruce McMillan in his survey response: "Establishing
a set of shared values among the museum family is
important prerequisite for establishing leadership in
a museum. Productive strategic planning will position
the museum to build on its strengths and capture
opportunities that will take the Museum in a planned
direction...working collectively will ensure that the
museum meets its goals and establishes a sense of
institutional vitality. The successful orchestration of
this process by the director is the essence of
leadership".

How can the new director manage the museum?
"I hate the word manage - 1 conduct! Sometimes the
symphony strikes a sour note but overall, it's a great
analogy."
Lisa Tremper Hanover
Director, Berman Museum of Art, Ursinus College
President, ACUMG

Hanover's analogy to conducting her museum as a
symphony orchestra is highly appropriate.
Orchestration of a symphony and a museum requires
great communication for the best performance.
Efficient communication among staff and between
staff and leadership is vital in decentralised and
functional structures such as museums 2 . Above all
else, the surveys of directors and staff agreed that
communication is the most important part of
management. As stated by a SNOMNH staff member
"I would appreciate it if they (directors) would
frequently take time to meet individually with and
understand the concerns of all the staff". Another
2

A. DAUSCHEK 2000. Continuous change as leitmotif in current

responded with the desire for the director to "provide
forums for interaction between top administration
and lower echelons". In my experience, one of the
most disappointing comments I have heard a director
utter was "I don't want people meeting, I want them
doing something!" This is a clear misunderstanding
of what management is and how it can be achieved.
Museum directors, like conductors, also must possess
a thorough understanding of the players in their
organisations to successfully orchestrate the diversity
of talents. Directors must not only know about their
staff, but learn the dynamics of their relationships:
find out how they do their work and how the work
gets done.
It is important for directors to become better students
of non-profit management theory and practice and
pay greater attention to governance and evaluation
and assessment of programme and staff. They need to
learn skills such as informed decision-making, and
team building. Directors will benefit from training
in financial management, board relations, and
personnel (SCHWARZER 2002). Stephen A. Greyser,
Chapman professor of business administration
emeritus, is part of Harvard's Program for Art
Museum Directors. He states: "I show one slide in the
program that's entitled, 'What They Didn't Teach in
My Ph.D. Program in Art History'. Most heads of
museums have never had training in such things as
financial management. They've had no formal
training in strategic planning, in institutional
relationships with stakeholders, in crisis management
— the kinds of issues that all heads of organizations
must face" (cited in TASSELL 2002: 56).
One of the most insightful comments from the survey
is from Georgianna Contiguglia. She compares the
museum to a family: "Creating an environment for
success in your museum is almost as challenging as
creating an environment for success in your family.
In both instances you must help those around you
understand what is important, guide them in their
thinking, keep them out of trouble, and give them

management. Unpublished ms.

61

TlRJRELL

the tools and confidence to nurture their imagination
and to realise their dreams. Teaching them that
nothing comes without hard work will also help!"
Two qualities important for management of staff are
respect and integrity by treating all persons and issues
uniformly and without bias, as expressed in the
survey by the director of a state natural history
museum. Different individuals have different
management styles, but one of the most important
qualities of the director is predictability. Employees
want to know what is expected and know what to
expect. Dependable and consistent personnel
management is a must and the staff must be brought
into the fold, otherwise: "[•••] organizations will seldom
thrive with great numbers of followers that are
alienated, reluctant-resistive, or active-passive (...)
for organizations to flourish, they need exceptional
followers" (SEVIER 2002: 3).
The director must act decisively and rapidly by
enforcing policies to prevent long-term problems of
personnel management. In addition, effective
management requires careful allocation of
responsibility and strong backing of supervisors and
middle managers. Mixed messages about authority
and chain-of-command cause confusion and result
in chaos that cannot be controlled by mid-level
managers. In the Smithsonian Institution Report,
the Commissioners stated that directors must have
the fortitude and determination to hold scientists
(e.g. curators) accountable for performance given
the relative freedom that they enjoy, the support
that they receive, and the diverse resources (e.g.
collections) available to them (SABLOFF et al 2002).
Managing multiple tasks, commonplace at university
museums, can be difficult if the directors come from
academia. As the result of their training, most
scientists can focus on one or two projects. However,
multitasking requires attention to many projects,
usually operating with many different variables. In
his survey response, Scott Lanyon, director of the Bell
Museum of Natural History, University of Minnesota,
indicated that multitasking is like the balancing act of
keeping plates spinning on the tops of poles: "As
director, my job is [...] to identify what plates you want
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to have spinning within your institution, and to spend
the minimal amount of energy possible on each plate
to keep it going. If you spend too much time on any one
plate the others will come crashing down. This is one of
the hardest lessons I have had to learn". A staff member
also cautioned that: "Multiple foci are okay, but part of
our success lies in avoiding overburdening the staff
with too much multi-tasking".
The staff also wants to be trusted and suggested this
can be done by establishing a competent and qualified
group of middle managers, giving them the authority
to accomplish the assigned tasks, and then letting them
meet their goals and objectives. As stated by one survey
respondent, "I would want them [directors] to be fully
informed about all aspects of the museum. Then let
each department manage their area as they think
best". This view is shared by the director of a natural
history museum who suggested "[...] the downward
dispersal of authority where each staff member is
given as much responsibility and autonomy as
possible". However, staff also expressed the need for
establishing checks and balances to manage the
museum in areas such as finances.

Conclusion
If you want 1 year of prosperity, grow grain
If you want 10 years of prosperity, grow trees
If you want 100 years of prosperity, grow people
Chinese proverb (Sevier 2002a)

Perhaps another line should be added to the Chinese
proverb: If you want museum directors,
grow
Superheroes. As discussed in this paper, it takes
superior characteristics and qualities to direct a
university museum of natural history. However, the
characteristics and qualities also are broadly
appropriate for directors of university museums of
art and anthropology, state museums of natural
history and history, and zoos. Like Superman or
Wonderwoman, the directors will need to respond to
every challenge and recover from every battle.
Unlike the aforementioned superheroes, the
directors, will not need to leap tall buildings or deflect
bullets. They do not need to be strange visitors from

Looking for a Superhero
another planet. In fact, they must have the best
human characteristics and qualities as indicated by
my observations, discussion with a Search
Committee, and from results of a survey of directors
and staff of the SNOMNH. The survey also indicated
that directors should be visionary, communicative,
honest, powerful, intelligent, highly skilled, and
opportunistic. They also must be driven to do what
is best for the museum and put aside their egos. The
directors also must have unswerving dedication and
perseverance and be highly resilient to changes in
the environment. The Search Committee and

survey respondents also strongly indicated that a
Ph.D. in a museum discipline was the most important
training for the director. All agreed that fundraising
is the top priority. However, to be successful, the
directors must increase their knowledge in areas
such a fundraising, personnel management, and
finances. Every director must incorporate strategic
planning. The concept of a museum conscience is
introduced, whereby directors will need to develop
moral, intellectual and psychological/physical
compasses for guidance, for decision-making, and for
their well-being.
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Reflections on leadership in university museums and
non-university museums "
ING-MARIE MUNKTELL*

Resumo
Durante 18 anos de trabalho em museus suecos tive a oportunidade de me cruzar com alguns bons directores e directoras de museu.
Tinham em comum um espirito empreendedor e um entusiasmo em conhecer pessoas de todos os niveis da comnidade, bem corno
urna percepçâo profunda de corno 0 estabelecimento de redes de contactos é importante para o desenvolvimento e sucesso do
museu. Após dois anos e meio corno directora do Museu da Universidade de Uppsala - 0 Museu Gustavianum - os directores de
museus universitârios que conheci sâo igualmente entusiâticos e diligentes, mas trabalham com base em permissas diferentes,
nem sempre em beneficio dos respectivos museus. Tendo comò base entrevistas realizadas com cinco directores experientes dois de museus universitârios e très de museus nâo universitârios - este artigo tem corno objectivo lançar 0 debate sobre os
aspectos essenciais da liderança nos museus.

Abstract
During my 18 years working in different museums in Sweden I had the opportunity to meet some enthusiastic and real good,
networking museum leaders. They had all in common a desire to meet people from all levels of the community. They also had a
profound insight in how important networking is for the success and development of the museum. After two-and-a-half years as
Director of the University Museum in Uppsala - the Museum Gustavianum - I have met enthusiastic university museum
leaders working hard, but with other premises, sometimes in benefit of the museum, sometimes not. Through interviews with
five experienced museum leaders (two from university museums and three from non-university museums) looking upon 'advocacy
and leadership' I hope to raise a fruitful discussion about how we shall develop the best sides of leadership.

Introduction
Three years ago, I became director of the University
Museum at Uppsala University. The museum had
been inaugurated in June 1997 and was situated in
the seventeenth century university building called
Gustavianum (Fig. 1), which also houses the famous
Anatomical Theatre. This was a dream job for me,
working in a museum that would be a window to
the world for the activities of the university, both
historical through its collections with roots in the
Middle Ages, and current, through today's
exhibitions. I knew that other museums were also
involved (Museum of Evolution, Botanical Garden,
University Library's Cultural Heritage Collection,

Museum of Medical History). However, at the
moment of my appointment I did not know much
about them.
Full of enthusiasm about this new challenge, I
encountered a well-profiled and coordinated museum
programme for the entire university, for the benefit
of researchers, students, and the public alike. Before
I assumed the position, I had prepared a proposal for a
joint profiling and marketing of the museums. Since
I saw myself as sitting on a huge treasure chest filled
with knowledge, I felt an enormous optimism. As a
researcher (historian of the Middle Ages) with a great
interest in popular education and a great desire to
relay knowledge, I thought to fit in perfectly. I had

* Ing-Marie Munktell is Director of the Museum Gustavianum, Uppsala University. Address: Akademigatan 3, 75597 Uppsala, Sweden.
E-mail: ing-marie.munktell@gustavianum.uu.se
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almost 20 years of experience of managing museums
outside the university, of which three years were
devoted to major cultural and historical projects such
as Stockholm's year as Cultural Capital in 1998 and
the City of Stockholm's Millennium Celebration. My
museum years in the 1980s had been spent in the
relatively small Swedish town of Motala, working at
the Canal and Maritime Museum. In the 1990s I was
head of the Art Museum in Uppsala and later section
manager at the Museum of National Antiquities in
Stockholm.
In this paper I will explore whether my experiences
from non-university-museums concerning strategies
on 'how to run' museums were useful in a university
museum. I also want to look at the kind of support
needed for leadership to develop, the best sides of
leadership, and the importance of networking.

Meeting the university museum world
Fairly soon I discovered that the world of the
university museum was different - for better or for
worse - from my previous appointments. My first
acquaintance with these differences had to do with
the financial conditions. Here, there was stiff
competition for funds. During my first meeting with
the President of the University, he made it perfectly
clear that the university did not have the resources
to maintain museums: "We cannot afford museums.
The mission of the University is research and
education". The so-called Third Mission, to relate
information to the public about what the University
does, seemed to have very low priority.
As I left the meeting, I wondered how I could convince
the university management of the strategic gains to
be won in relation to the surrounding world if more
money would be spend on museums. In my previous
jobs there had been competition between the 'care'
and the 'exhibit' section for funding, but in the end a
good balance was usually found. Above all, the
economic resources (even if they were meagre) were
specially earmarked for museum activities. Funds
came from the Ministry of Culture and the duties of
the museum were outlined in cultural-political terms.
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Fig. 1 - Gustavianum was built in the 1620s and is
the oldest preserved building of Uppsala University.
It opened as a museum in 1997 (Photo: Fabio Galli,
courtesy Uppsala University).
Now I resorted under the Department of Education,
which had no money for cultural heritage. I realized
that I had to convince not only my public but also my
superiors of the uniqueness of the 'treasures' owned
and cared for by our university museums. I had never
had to convince my own bosses before.

Strategies
Capture the public
One thing I learned while working on major cultural
projects in Stockholm is that 'a good story well told'
gets you an audience and pays well, but it has to be
something that interests a large number of people.
For the temporary exhibits programme, I decided to
go to the present and look inwards, to the university's
collections and contemporary research - the exhibit
'Cats, cats...' is an example of this. Every third
household in Sweden has a cat and there are
abundant cat societies and cat clubs that capture the
interests of many people. In working with other
groups, we gained access to broader public channels.
In our collections there are mummy cats, cat fossils,
cat skeletons that show evolutionary processes, cats
in art, ongoing research about cat diseases, etc.
Developing the educational programme around
existing 'highlights' was another important strategy,
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using for example the Augsburg Art Cabinet with its
1000 objects - the seventeenth century internet. The
Cabinet was constructed in the city of Augsburg,
Germany - a time-consuming task which continued
from 1625 to 1631 and it was presented to the Swedish
King Gustavus Adolphus in 1632. The Cabinet is an
impressive piece of work designed and put together in
order to represent the wonders of nature as well as
the advances in art and technology (Fig. 2). It
contains hundreds of compartments with nearly a
thousand miscellaneous objects. Like today, when we
are looking for knowledge on 'the net', the owner of
the Cabinet could open it and demonstrate all kinds of
marvels, 'curiosa' i.e. artefacts which aroused interest
because they were exotic, expensive or rare, or simply
because they were technically complicated. The
marvels of art and technology, together with those of
nature, were intended to captivate viewers gathered

around the Art Cabinet. Our pedagogical programmes
('Looking for knowledge about the seventeenth
century world') are already very popular.
Another useful 'highlight' is the Anatomical Theatre,
built on the roof of the existing university building
(Gustavianum) in 1660-63 by the famous scientist
Olof Rudbeck. The Theatre is one of the oldest and best
preserved anatomical theatres in the world. The
amphitheatre was constructed for 200 observers,
with a dissection table in the centre. Professor
Rudbeck's aim was to raise the level of medical
teaching at the University and dissections of executed
criminals were carried out until 1766. In November
2001, it was used for its intended purpose - dissections
- for the first time since the end of the eighteenth
century. This time a 3D 'Virtual Mummy' was
unwrapped and inspected on the table before a live
audience, displaying the techniques used by the
ancient Egyptians to preserve their dead. The
dissections were a great success and continued to
bring new audiences to the museum for five months.
Convince the management
Increase visibility

•J>.-£?i01 IK^dl; Jh^Sfcrd Fig. 2 - The Augsburg Art Cabinet was offered to King
Gustavus Adophus II in 1632 (Photo: Augusto Mendes,
courtesy Uppsala University).

In order to get support from the university leadership
for the museums, I realized that what needed to be
done was to show economic gain and to make profit
we would need to make the 'splendour' of the
collections more visible. For this reason, I started a
joint marketing plan for the museums and intensified
the work of attracting the general public. Several
cooperative projects to improve visibility were
initiated: a new museum portal on the Net, a project
called 'Virtual visits to Treasures of Uppsala
University', together with Uppsala University
Library, and particularly the 'Experience Uppsala
University' project that, among other things, included
training of students to become 'certified university
guides'. Another way to increase visibility was taking
part in the project 'Academic Heritage and
Universities' (Universeurn), in which 12 of the oldest
universities in Europe worked together for the mutual
benefit of the common European cultural heritage.
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Increase external pressure
From my years in non-university museums I had learned
that it is necessary to increase pressure from outside the
museum to get support from one's 'bosses'. Our way of
doing this was by building a network with the tourism
agency and business representatives in Uppsala and by
active participating in enhancing 'the Uppsala image'.
Working with local business representatives, companies
and hotels gave us many new visitors.
Another way was to build up active reference pools
and linking them to the museum. One of these is the
Teachers Pool, with teachers from all levels of primary
and secondary schools. The teachers regularly meet
with the museum-pedagogues, discussing new
programmes and evaluating ongoing activities.
Thereby, the teachers are our ambassadors. The
Seniors Pool also proved to be an important resource members helped us in dealing with the university
leadership and acted as active ambassadors for the
museum towards the general public. The pool consists
of retired professors from all disciplines within the
university, who are primarily working with Museum
Gustavianum and work without payment, mostly as
consultants for different exhibitions, but also as
lecturers and guides.
Cohiplete knowledge within reach
Just as I had hoped for, the almost immediate positive
experience for me was the closeness to knowledge and
research in vital social areas. Being able to 'download'
the latest findings within various fields of research
was incredibly satisfying. For example, in cooperation
with the Rudbeck-laboratories, we made an exhibition
on new landmarks in cancer and diabetes research.
Just by crossing the street, I can meet the
archaeologists and look at new findings. The pride I
felt in being able to further develop the reputation
and trademark of Uppsala University has also been
important in my work.
The most conspicuous difference in my new position as
compared with my previous work, has been the absence
of clear-cut staff positions, both in lack of staff trained
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for museum-tasks and the lack of clear job descriptions.
As a consequence of these unclear positions, salaries
are low. Librarians exist as a professional group in my
university, but museum workers do not. Above all, we
are lacking information and marketing-staff as well
as staff in charge of exhibit activities. The public side,
including the gift shop and guided tours, etc., is also
weak in terms of professional training. Other museums
(i.e. non-university museums) are rather better
equipped in these areas.

How is it going?
Today we have a joint marketing and
communications plan for all museums in Uppsala
university and the public side of our activities is
gradually being strengthened. For Museum
Gustavianum a new organizational plan is beginning
to function and revenues from the public are steadily
increasing - in just two years, proceeds from the shop,
guided tours, and entrance fees are up 25%. Last year
49,000 visitors found their way to Museum
Gustavianum and including guests for the shop and
conferences in our building we took care of 140,000
visitors. Together, our five university museums had
190,000 visitors. Are we convincing the university
management? Not yet, but we are hopeful. The
university needs time to incorporate these new public
activities and to accept the Third Mission for the
university, which continues to have low priority.

Keys of success — what are they?
My strategies on how to run Museum Gustavianum,
based on my experiences in non-university-museums,
seemed to work out fine, but I figured that it might be
useful to compare my experience with that of
colleagues in order to obtain some guidelines for the
future. Which sides of my leadership should I develop
more? Therefore, I conducted some interviews with
three former and two of my present colleagues. After
questions about age, education, title, extent of
position, institutions, number of employees, etc, I
asked for factors that have been keys to success
(personal characteristics and/or external factors);
where did they find support as directors, what did

Reflections on leadership
they think about the importance of networking, and
whether they had applied for or would have liked to
be a director? (see Appendix).
Among my colleagues in the university there are
some truly burning souls, including Professor John
Peel (JP) and head curator Viveca Halldin Norberg
(VH). John Peel came up with the idea of joining the
three departments of palaeontology, zoology and
botany into a Museum of Evolution. Without any
formal decrease in his working hours as a professor,
he has put his soul into the museum. Peel confirmed
that our expanding collaboration, with regular
contacts in the museum council and our new common
marketing plan for the museums, means a lot to him.
His great passion - 'The Museum of Evolution: 5
Billion Years of Development' - was first met with
enthusiastic support from both leadership and
personnel. As for himself, he says he enjoys the
innovative aspect and challenge of the museum.
However, budgetary constrains have forced down
ambitions. Networks of colleagues and unions have
been a great support, as well as contacts with the
directors of university collections. John Peel is torn
between his two worlds and realizes that in the long
run he has to choose between being a researcher or a
museum director.
Viveca Halldin Norberg burns fervently for her
Cultural Heritage section of the University Library,
but she cannot be sure that she can stay on since
responsibility shifts from librarian to librarian. She
calls herself both 'cocky* and 'humble' and finds her
greatest support in women's networks, like friends from
her days as a student. She has a strong will to be a
leader and comments on leadership at the university:
"The department chair is often to the person who does
not have the energy to say no". In other words,
leadership is mostly not seen as important to one's
career. Working in non-profit organizations has given
her extra strength and self-confidence. People are the
most important factor for her.
During my years in Stockholm, I met some successful
museum directors. One of them, Ulf Erik Hagberg
(UEH), was my boss at the Museum of National

Antiquities. With brilliant social skills, deep
knowledge, and an admirable supply of courage, he
managed to bring about the construction of the socalled Gold Room (50 kg of prehistoric gold in an
underground room), an investment of almost 40
million SEK. He emphasizes the importance of being
something of a daredevil, testing boundaries and
trying to reach a wide public with unconventional
methods and ventures. Hagberg feels that
popularization is important and has worked hard to
get support from the business community and others.
Nanna Hermansson (NH) came to the City Museum
of Stockholm at a time when funding was being cut
back. Many staff members who had been at the
museum 'forever' were made obsolete. Nevertheless,
she managed to create a well-functioning museum
under very tough circumstances. Hermansson is
driven by a strong desire to 'be beneficial' and takes
her civic mission seriously. For both Hagberg and
Hermansson, a group of museum directors of the
largest museums in Stockholm has been of great
support. Now that she is retired, Hermansson says
that "it would have been helpful if I had taken a course
in leadership at an early point in my career".
Désirée Edmar (DE) came to the museum world from
the Department side, when she was asked and
accepted to take on the enormous job of heading the
National Museum of Natural History, which has
considerable responsibility in terms of research, but
is not a university-museum. Edmar is a symbol of
the middle position between the two worlds of
museums. Her leadership skills are characterized by
her commitment and strong will to develop her coworkers' skills. Like her colleagues mentioned above,
she emphasizes the importance of leadership
networks, especially those consisting of women, to
help female directors.

Conclusion
The five colleagues interviewed were between 54 and
70 years old and had a long experience in leading
positions in the museum world. All of them can be
called 'burning souls' with considerable competence
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in their specific fields. Their size of staff was from 10200 employees, the leaders of university museums
managed around 15 employees.
When it comes to the exercise of leadership and
management in both museum 'worlds', the
similarities are greater than the differences. The
similarities are above all the desire and motivation
to be a director as an opportunity for creativity.
Especially the female directors pointed out the
important role their co-workers play in the success of
the museum's activities. The women directors agreed
that leadership training would be useful.
Colleague networks seem to be available to everyone
interviewed and all were aware of the importance of
networking, although Stockholm's museum directors
appear to have better connections with the
surrounding community. Almost without exception,
the interviewees received weak support from 'above'.
The differences manifest themselves mainly in
terms of the scope of the different positions and in

terms of economic resources. There is very little
time for the university to work actively with
museums and the individual departments are
seldom interested in working with the public. The
competition for funds is also a prominent aspect of
the university museum world.

Looking at my strategies for public success, I have
found them useful in my new role as director of a
university-museum and the interviews with
colleagues convinced me that a good director in both
museum 'worlds':
a) has solid knowledge of the museum's fields of
responsibility;
b) has enthusiasm and a strong will to lead and
mediate;
c) dares to think differently (spectacularly) to
attract the public;
d) sees people/co-workers as the most important
resource; and
e) has the ability to network with the
surrounding community.
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Appendix
Where have you found, support
for yout directorship?
Have you had support from the
ministerial level?

Which factors have made your
leadership successful?
a) your staff
b) comparable institutìons
c) external networks
JP

Energetic. Right person
at therighttime.

a) initially
b) research institutions
c) union networks

VH

Enthousiastic, fearless.

a) female colleagues
b) female research colleagues
c) voluntary organisations

UEH

Enfhousiasm,
will to popularise,
wish to test limits.

NH

Tlie will to lead, creativity, and
meeting the audience.

a) not really
b) fellow-directors
c) nordic network

DE

Engagement, developing the coworkers potential.

a) yes
b) fellow-directors
c) female directors' group,
international contacts

a) mostly strong support _
b) good among colleagues
c) associations, economy, industry
and sponsors

Which networks have been the
most beneficial in your
leadership?

a) your own section
b) other networks

No, not really.

Some support from departmental
level.

No apparent support from
governmental level.

Mostly weak support.

Some support.

a) colleagues

Power is important. Thrill, creativity
and teamwork

Combination of internal and external
Yes. Strong wish to lead and support
networks, mostly voluntary
my co-workers.
organisations.
a) colleagues' networks important
b) networks in industry, economy
and society

a) colleagues

a) colleagues' networks

Table 1 - Summary òf the answers provided by the five directors.
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Have you yourself
applied/wanted to be a
director?

Strong wish to reach out to the public
audience.

A wish to be useful and
do good.
Leading is exciting. The
co-workers are the most important
resource.
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The challenge; to convince potential flinders and legislators of
the value of research collections in a university nrasenm
ALDONA JONAITIS*

Resumo
Um dos maiores desafios que os museus universitârios enfrentam consiste em convencer o publico, as autòridades oficiais e
govemamentais e os mecenas privados do valor cientifico das suas colecçôes. Muitas vezes, a percepçâo destes enquanto visitantes
resume-se a vastas quantidades de espécimens quase idênticos, cuja importância e razâo de existência lhes escapa frequentemente.
Sensibilizar para 0 valor cientifico destas colecçôes requer uma capacidade em estabelecer pontes directas entre a investigaçâo
por um lado, e os interesses do publico, do governo ou dos mecenas por outro. Algo que, muitas vezes, tem de ser feito com
considerâveis doses de imaginaçào.

Abstract
One of the greatest challenges for university museums is to convince the public, the government, and private donors of the
value of scientific collections. Too many visitors experience museum collections as simply vast quantities of nearly identical bird skins, mammal bones, pressed plants, without understanding why they are there and what larger function they
serve. To communicate the importance of collections requires an ability to connect museum research with the interests of
the public, government or donors, something which at times requires considerable imagination

The University of Alaska Museum
The University of Alaska Museum (UAM) was
founded in 1927, when the college president sent a
local adventurer, Otto Geist, to the Bering Sea and
other northern regions to collect archaeological and
ethnographic materials. Soon he was adding
Pleistocene remains to his culture history
acquisitions. Geist's collections, along with some
paintings that had been in the President's offices,
were the earliest collections of a museum which now
holds more than 1.25 million specimens and
artefacts organized into the departments of

anthropology and history, archaeology, botany,
entomology, ethnographic film, geology and
palaeontology, fine arts, ichthyology, mammalogy,
ornithology. Nine curators hold faculty positions,
teach undergraduate and graduate students, and
receive tenure in academic departments. There is
also a frozen tissue collection curated jointly by the
biology curators.
UAM is in Fairbanks, population approximately
70,000, located near the centre of Alaska, not far
south of the Arctic Circle. The University of Alaska
Fairbanks, the flagship campus of a state-wide

* Aldona Jonaitis is Director of the University of Alaska Museum.1. Address: 907 Yukon Drive, Fairbanks, 99775 Alaska, USA. E-mail:
ffaj@uaf.edu
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system, offers the full range of degrees including the
Ph.D. in a variety of disciplines. Its greatest strength
is artic and subarctic research, and the Geophysical
Institute, International Arctic Research Centre and
Institute of Arctic Biology are internationally
recognized and well regarded. The campus has
approximately
7,000
students;
most
undergraduates come from Alaska while graduate
students come from other parts of the United States
as well as other countries.
From October to April, UAM serves the university
and community, Undergraduate and graduate
students do research in the laboratories, and faculty
bring their students to the museum for classes. 70%
of greater Fairbanks elementary students attend our
excellent school programs. From May to September,
our galleries are crowded with tourists. Currently
UAM welcomes 86,000 visitors a year (70,000 in
the summer), down from a high of 140,000 in 1993.
What happened then was the two largest tour
companies in the state decided to withdraw the
museum from their city tours and instead bring their
clients to two mining theme parks. It is our expectation
that these companies will return when the expanded
museum opens.

The expansion project
In 1980, UAM moved into what was then a state of
the art building of 410 square meters. That structure
had been planned to be larger than the funding
allowed, and as soon as its doors opened discussions
commenced on building Phase II of the museum. When
I was hired in 1993, the Chancellor announced that
it was finally time to seriously work on expanding
the museum, and thus began eight trying years of
fund raising - and consciousness-raising. With
considerable community input, we decided to have
as the expanded museum's centrepiece a 90 square
meter Gallery of Alaska Art. Our interpretation
would concentrate on several themes, the most
important of which is the equal value of Native and
non-Native art, a concept not universally shared by
the museum-going public in Alaska or even elsewhere
in the country.
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The prerequisite for a successful fund raising project
is recognized quality. This was not a problem for most
aspects of our project. Alaska Magazine's readers
voted us the best museum in Alaska. The public sees
and appreciates our outstanding exhibits, and
attends our varied programs such as live
performances of Alaska Natives performing
traditional athletic acts, interactive presentations
on the aurora, and lectures on wide ranging topics
such as Native Alaska art, insects and the
environment, dinosaur excavations. School children
thoroughly enjoy their class visits to the museum,
and families happily attend a variety of Saturday
programs we have developed. We are privileged to
have an active and enthusiastic support group, the
Friends of the University of Alaska Museum, who
devote much time to lobbying for the museum in
Juneau, the state capital. We also assembled a group
of 60 volunteers to serve in various capacities on the
Northern Treasures Museum Expansion Campaign.
In the United States, successful fund raising depends
upon a peer asking a prospect to donate for a cause
he or she supports. Without the willingness of these
volunteers to ask their friends for money, we would
never have been able to reach our goal.
We planned to add 390 square meters to the current
museum to double the size to 800 square meters,
and completely renovate the current facility with
the exception of the existing collections range, which
is still in excellent condition. The budget for this was
$31 million, only 50% of which the state of Alaska
was willing to provide. We had to raise the rest from
non-state sources. It was not hard to explain to
potential donors the need for the new art gallery, as
many members of our community had expressed a
keen desire to see our fine arts collection on display
instead of in the museum basement. Because so many
in the community and the state wish to improve
education, there was a positive response for
expanding the educational facilities to include an
auditorium as well as an education centre for both
school children and university students. And since
we must generate over 60% of our operating budget,
everyone was sympathetic to the need for an
expanded museum store and a cafe.

The Challenge
Unfortunately, very few people within the
community and the state knew that in addition to
being a fine exhibits and public programs museum
we were a well-regarded academic institution with
outstanding collections and innovative research
projects. An interesting challenge presented itself:
to communicate the value of our collections and
research to a public not necessarily interested in
systematics, frozen tissues, and thousands of
identical-seeming voles floating in alcohol. This
challenge was but one facet of a larger one: to make
this entire expansion appealing to donors.

The architecture

Minneapolis, Minnesota, created an outstanding
structure inspired by ice (Fig. l). When the Director
of the Bill and Melinda Gates Foundation saw the
model, she commented that this building could only
be in Alaska - and sent us a check for $1 million.
Although some residents found the design somewhat
outré, the vast majority of Fairbanksans and Alaskans
supported it enthusiastically. We anticipate this
building to receive a great deal of attention when it
opens in 2005, and thus attract increased visitation.
Our very conservative goal is 140,000, the same
number we had before the major tour companies
dropped UAM from their city tours; we hope of course
that the numbers will be far higher than that!

The first step was to hire an architect who would
design a distinctive building that communicated the
special sense of place that is Alaska. Joan Sorrano of
Hammel
Green Abrahamson Architects in

The curators were to receive go square meters of
expanded space, which would be added to their
renovated space of 160 square meters, making their
total 270 square meters, approximately 33% of the
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Fig. l - Model of University of Alaska Museum in 2005, southeast view. .Hammel Green Abrahamson/GDM
architects, Minneapolis and Anchorage (Photo by Barry McWayne © UAM).

73

JoNAins

entire expanded museum. They were charged with
deciding amongst themselves what should go into
their area. After long meetings and not a few
struggles, the curators decided upon 150 square
meters for collections space and 120 square meters
for curatorial/research areas that include collections
laboratories including a PCR free room and ancient
DNA facility, a biohazard level 2 blood laboratory for
preparing biological specimens, and a dirt laboratory
for preparing geological and archaeological pieces.
For the time being, the curators were finished with
their responsibilities. (They would eventually need
to submit grants to raise funds to equip their
laboratories.) I, in contrast, had to figure out how to
make this so enthralling to potential donors that they
enthusiastically gave money specifically for
collections and research. Some potential funding
sources, we knew, would never support research; the
legislature of the State of Alaska, for example, felt
that research was frivolous, and the university should
only teach undergraduates. Since there was no hope
of changing their minds, we just asked them for funds
for the educational parts of the building.

Raising money for science
We needed to find someone from outside the
university community who would validate our
mission, and that came first from the US $1 million
we received from the Gates Foundation. Here was a
very rich, very prestigious foundation that thought
enough of us to donate a generous sum. Shortly
thereafter, one of Alaska's United States senators
brought to Fairbanks the Chairman of the Board of
the Smithsonian Museum of American History, who
was so smitten by UAM he wrote a letter to the
Senator saying we were the best museum in the state,
and for a regional institution, without peer. We
publicized this letter widely. People who up to that
point had been lukewarm about our project suddenly
began taking us seriously. My colleagues and I at
the university could promote the museum as much
as we could, but only when someone not in the
organization, and, preferably, not even in the state
said we were good, people listened.
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Then, with the help of a public relations consultant
who helped us design campaign materials that would
communicate our message effectively, we began a
campaign to inform the public about the collections
and research. It is a fundamental principle of
advertising that the more times you say the same
thing, the more people will believe it. So at every
possible opportunity, the University President, the
Chancellor, and I talked about how wonderful and
exciting UAM's research and collections were. We did
not ignore exhibits and education, but they actually
sold themselves fairly effectively. We featured research
and collections in every brochure, newsletter, and
solicitation letter. We started a series of advertisements
in the local newspaper with the heading "Did you
know....?" followed by some fascinating fact from our
curators and their collections (Fig. 2). For example,
we ran "Did you know that birds held in the
ornithology department offer keys to understanding
infectious diseases that can effect humans" Whenever
there was a dinner party at the museum hosted by the
University or some community organization, we placed
as centrepieces objects from our collections, including
a meteorite, a dinosaur fossil, and a Yu'pik basket; I
always explained that these treasures came from our
outstanding collections, and provided data for
incredibly important scientific research. And we
devoted a great deal of energy focusing on two areas in
which curators were working that fascinate many
people especially: dinosaurs and infectious diseases.
People in the community and the state began to learn
about us.
But perhaps most importantly, we brought the public
to the curators themselves. Although hired for their
academic credentials and not their social skills, we
asked all the curators to be willing to speak at a
moment's notice to guests we brought into their labs.
It was the curators alone who could speak with passion
about the importance of their collections and
research. For three years, I led innumerable people
"downstairs" for a visit that became the highlight of
each prospect's museum experience. The curators
were excellent spokespersons for their areas, and
ended up enjoying the interactions, but were also
pleased when they ended.

The Challenge

Museum Treasures

Did You Know...
... that millions of birds
come from six continents
to Alaska to breed and
raise their young each
year?
Researchers at the
University of Alaska
Museum are studying
these migrant birds to
find oat what diseases
they bring to
North America.
U

N1VERSIIYOF

ALASKA
MUSEUM

Northern Treasures
(907) 474-7505

Fig. 2 - One of the "Did you know...?" advertisements
published in a Fairbanks' newspaper.

Fundraising challenges
My job in all this was to place the museum's academic
activities into a context that would be understood
and appreciated by these visitors. Although most
UAM employees could probably be considered
conservationists, • most potential donors were
supporters of natural resource development,
endorsing oil exploration and drilling, large scale
mining, and extensive logging. Many were resistant
to the concept of global warming, and thought it
was invented by conservationists to prevent
development. My line became "there's a lot of
emotion out there, conflicts between the

conservationists and developers, between those who
want to stop all use of fossil fuels and those who think
global warming is hogwash - most of it based on
little or no information. The reason our museum is
so very important is that our curators conduct
research and provide the data upon which sensible
decisions can be made about our state." One could
interpret this statement as one wished, and assume
those data would support one's own opinion. This
seemed to convince the donors, who began to give
funds, while it allowed us to maintain our integrity
and honesty.
Our last challenge was to convince the wealthiest
philanthropist in the state to donate to our campaign.
This man was a great supporter of the Anchorage
Museum of History and Art, and was absolutely
uninterested in our efforts to create an innovative
gallery of Alaska art. He was, however, concerned
about the state's fisheries and sponsored a graduate
fellowship on research in the Bering Sea. When a
recipient of that fellowship gave a presentation to this
donor about her work, she spoke at length about the
importance of UAM's sea lion collections. Soon after,
we invited him to visit the curators, several of whom
gave brief presentations on their research and
introduced some of their especially articulate
graduate students who described their scientific
projects. Although he waited for some time, he
eventually donated $5 million specifically for
collections and research. To honour him, we will name
the part of UAM with collections and research the
Elmer Rasmussen Alaska Natural and Cultural
History Research Centre.
Some general principles can be extrapolated from the
experiences of this campaign:
a) Identify what concerns potential donors, and
figure out an honest way to present the
collections and research to address those
concerns.
bj Find some credible people outside the
institution who can speak positively and
hopefully donate funds specifically for
research and collections.
c) Introduce the curators and allow prospects
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to see them work, explore the collections, if
appropriate, handle 100 million year old
dinosaur bones and 2000 year old
archaeological artworks.
d) Initiate a publicity campaign that features
the most interesting and accessible work
done by curators.

I am delighted we reached our goal last year, and
broke ground in June 2002. If all goes according to
plan, we will open our expanded and renovated
museum in fall, 2005. Some donors gave money for
art, some for education, but a good number gave funds
for collections and research. And I consider that a
tremendous success.
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Planning activities in a new university museum
PENY THEOLOGI-GOUTI*

Resumo
A Universidade de Patras (Grècia) encontra-se a organizar um novo museu de ciancia e tecnologia por forma a incrementar os
laços entre a Universidade e a cidade de Patras. As palavras 'pegagogia', 'patrimònio' e 'identidade' têm sido de importância
crucial desde 0 inicio do processo de planeamento. Após intenso debate interno, foi formalmente decidido que 0 novo Museu seria
organizado e implementado em acordància com a defimçâo de 'museu' estabelecida pelo Conselho Inernacional dos Museus (ICOM).
A preparaçâo do programa do Museu, incluindo as linhas gérais do projecto arquitectónico e de construçâo, bem comò a recolha
e documentaçâo dos objectós teve inicio em Maio de 1998. O Museu foi oficialmente criado em Setembro de 2001.

Abstract
Patras University is organizing a new Science and Technology Museum in order to facilitate and encourage contacts between
the University and the town. From the early planning stages onwards, the words 'Pedagogy, Heritage and Identity' were important
in discussions about the role and goals of the Science and Technology Museum. After intensive debate, it was decided that the
Museum would be organized in accordance with the International Council of Museums (ICOM) definition of a museum. The Patras
University new Science and Technology Museum preparation process started in May 1998, aiming at designing and constructing
a new building and creating, enriching and documenting the collections. The Museum was officially founded in September 2001.

Introduction
Patras is located in the north-western part of the
Peloponnesus, southern Greece. Patras University
is situated just 10 km from the city of Patras on a
self-contained campus of about 24,000m 2 . The
campus has plenty open space, tree shaded areas
and characteristic Mediterranean olive groves. It
lies at the foot of Mount Panacha'ikos with a view
over the Gulf of Corinth unto the mountains of
central Greece. The University was founded in 1964
and started functioning in the academic year of
1966-67 1 . As all Greek universities it is a selfgoverning public institution under the supervision
of the Ministry of Education and financed entirely
by the state. The University of Patras was the third

university established in Greece and it is now the
third largest in the country.
The initial orientation of the University was towards
science and technology, with Biology, Mathematics,
Physics, and Chemistry being the first departments,
shortly after followed by Electrical Engineering and
Mechanical Engineering. Over the years the
number of departments has grown to 22 and the
academic orientation of the institution has been
balanced by the creation of the School of Health
Sciences, the School of Humanities and Social
Sciences, and the School of Management and
Economics. The University acquired its own
independent campus a few years later, encompassing
the Regional University Teaching Hospital, the

* Peny Theologi-Gouti is Head of the Patras University Science and Technology Museum and Secretary of UMAC. Address: Science and
Technology Museum, Patras University, 26110 Rion-Patras, Greece. E-mail: stmuseum@upatras.gr
1
See http://www.upatras.gr/
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Central University Library, the Conference and
Cultural Centre, a nursery, primary and secondary
schools, a bank, a post office, a swimming pool, a
gymnasium, and a café-restaurant.
Ever since the beginning, the integration of the
university in the local community has been
problematic. Although the community recognizes the
university to be important for the development of
the town of Patras, it is also thought that university
professors are peculiar people who work hard, but are
unable to engage in local life style and tradition.
Consequently, there has been a rift between the
university and the local community and the latter is
largely unaware of the work and activities within
the university compound.
In the early 1990s, being conscious of this gap, the
Rector launched a debate on different strategies for
the university to become more open towards the town
and region. The main objectives were to facilitate and
encourage contacts between the university and the
town, thus promoting better integration between the
two. The Conference and Cultural Centre, the Science
and Technology Museum, and the café-restaurant
were among the concrete results of this initiative.
However, although the Conference and Cultural
Centre and the café-restaurant are already open to
the public, the Science and Technology Museum is
still in a preliminary stage. In this paper I will look at
this major ongoing Patras University project, with a
focus on recent developments.

The Science and Technology Museum
Patras University is well-known due to important
research carried out in its laboratories. However, local
society is largely unaware of this research, even if there
may be evident interest in it. From the very beginning,
the Science and Technology Museum was aimed to
become a mirror of university activities, displaying
them to the public and familiarizing the public with
them. Therefore, the words 'Pedagogy, Heritage and

2

See the integral definition at http://icom.museum/definition.html
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Identity' - the title of this conference session - played
an important role in discussions about the role and
goals of the Science and Technology Museum.
The first concern was to establish whether 'the
Museum is to focus exclusively on the scientific and
technological identity of the University or should it
also address the scientific and technological identity
of the Patras region'. I should point out that the first
schools after the liberation from Turkish occupation
in the mid-nineteenth century were established in
the Patras areas. Moreover, Patras was one of the very
few places where the first engineers, doctors, chemists,
etc. worked during this period. Therefore, Patras is
one of the richest industrial heritage areas in Greece
and no other museum of science and technology exists
in the area. At this stage, the word 'heritage' began to
be taken into account in the planning discussions:
'should we collect only university heritage or should
we expand our collecting policy to the scientific and
technological heritage of the area or even Greece as a
whole'. Furthermore, as the Museum is an integral
part of the university, how could we effectively use
the knowledge and experience of professors and
researchers and involve them - as well as students in the Museum planning process and, generally, in
the Museum's activities once it has opened its doors?
Finally, what kind of public are we targeting? How
open will the Museum be to the general public and to
school groups?
After intensive debate, it was established that the
Museum must acquire, conserve, and research all
material evidence of the sciences and. technology, with
special attention to those taught in the university's
departments, in order to exhibit them for the purpose
of study, education and enjoyment and in accordance
with the International Council of Museums (ICOM)
definition of the museum 2 . The Museum's activities
will be accessible to as many sectors of society as possible.
New technologies of information and communication
will be used to make sciences and technology more
accessible to the public. The Patras University new
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Fig. l - Plan of the new Patras University Science and Technology Museum building. Designed by Ioannis
Vedourakis-Architect, OMETE Ltd-Statics Study, Constantinos Kotsogiannis-Topographical Study, Heleni
Katsadoraki-Electrical and Mechanical Study, George Karavokyris and associate consultants Llc-Geotechnical
Study.
Science and Technology Museum preparation process
started in May 1998, aiming at designing and
constructing a new building and at creating, enriching
and documenting the collections. The Museum was
officially founded in September 2001 3 .
The new museum building will cover a surface of 3,500
m2, which will be constructed in two or more stages
(Figs. 1 and 2). The building can eventually be
expanded according to future needs (THEOLOGI-GOUTI
2000). The Museum will be located at the centre of the
campus, just opposite the new Conference and Cultural
Centre and beside the café-restaurant. This location is
strategic because the Conference and Cultural Centre
hosts a significant number of conferences, seminars

and cultural events, while the café-restaurant is
frequented by university students and staff, as well as
school groups and people from the local community.
Furthermore, the café frequently organizes social
events for different types of audiences. This location
within the campus acknowledges the role the Museum
can play within the university and the local
community alike. Hopefully, the construction of the
first part of the building will start in Summer 2003
and will be funded by the 3 rd European Community
Support Framework (75% of the budget will be funded
by the European Fund for Regional Development and
25% by the Greek Government). The university is still
looking for funds to build the other part of the new
Museum.

3 Presidential Decree N.290, Journal of the Greek Democracy, First Issue, N.199, 12 September 2001.
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The Museum was founded as an independent activity
of Patras University under the School of Exact
Sciences. A Scientific Director has the full
responsibility of the Museum. He is a member of the
Teaching and Research Staff of the School of Exact
Sciences, elected every three years by the General
Assembly. The Director elected in 2002 for this
triennial is the Professor of the Department of Biology,
Vassilios Marmaras. The Director has created a
Scientific Committee, composed by a member of the
Teaching and Research Staff of each Department of
the School of Exact Sciences (Biology, Chemistry,
Geology, Material Science, Mathematics and Physics)
in order to decide on the aims of the Museum and the
strategies to achieve them.
The Head of the Museum belongs to the permanent
staff of the university and is responsible for organizing
the Museum, enriching the collections, etc., and
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collaborating with the Director in decision-making.
In the spring of 2003, a new staff-member will join
the museum team to take care of the documentation
and conservation of the collections.
We hope that in the near future the museum will at
least have a collection department, a documentation
department, an exhibitions department and a
department for educational programmes and other
activities, in order to be able to fulfil its academic and
public role. At that stage we intend to enrich the
museum team with four different categories of staff:
specialized staff which will run scientific activities
such as collection, documentation, exhibition,
educational programmes etc. in collaboration with
the
university
departments,
administrative
personnel to support all administrative matters,
supporting personnel (cloakroom, information desk),
and personnel for vigilance.
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Fig. 2 - Different views of the new Patras University Science and Technology Museum building.
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Planning activities
The Museum operates in collaboration with the
participating University Departments. As far as
collections are concerned, many university
departments, sections or laboratories hold collections
of old equipment, material collected in the field for
research and education purposes or other kind of
collections. Examples of these are the collections of
the Department of Education, the Department of
Physics and the Department of Electrical Engineering
and Computer Technology. At the moment, we are
registering this material and we collect and document
by priority.
Our 'collection priority policy' includes the collection
of older material, the most characteristic or rarest
objects, and objects that laboratories cannot afford
keeping because they have become obsolete and space
is needed. We do not give priority to objects or collections
that can still be stored in their original laboratories,
unless they are in bad condition. Each time a
laboratory or a department of the university needs to
withdraw one or more objects, it has to inform the
Museum directly or through the Direction of Economic
Affairs of the University, which is responsible for the
mobile property of the University. The head of the
museum has to check the objects in situ and to decide
whether they are of interest to the museum.
We also receive support from university staff, who
provide information on extant material, and solid
connections have been established with professors
from different fields. The latter propose research
projects to their students in order to support collection
and documentation. Meanwhile, we also collect
objects from the Patras area. The quality of the
collections of the Science and Technology Museum
will depend on the number of sciences represented as
well as on the diversity of items in the realm of the
history of each discipline. This will in turn determine
the museological implementation plan for the
permanent exhibition.
Plans to involve the academic community of Patras
University include fieldwork in collaboration with
different university departments, the organisation
of seminars, courses on the history of science,

involvement of departmental staff and students in
the organisation of museum activities, and
collaboration with departments in developing
products on science and technology based on new
technologies. Plans for opening up the museum to
society include stimulating the participation of as
many local people as possible in the enrichment and
documentation of the collections and the organisation
of special events and exhibitions, particularly local
specialists in various sciences or technology, schoolteachers, and corporate bodies such as scientific
associations, professional networks, institutions, and
industries. In addition, the development of contacts
with local bodies of education, the creation of a
children's area in the museum, educational programs,
and courses on the history of science and technology
and contemporary developments, will help us to make
the museum accessible to as many sections of society
as possible (THEOLOGI-GOUTI 2001).

Concluding remarks
Describing the role of 'Pedagogy' and 'Heritage', in
order to determine the 'Identity' of Patras University
Science and Technology Museum, was a core goal since
the beginning of its preparation. It was therefore
decided that the museum would focus on the scientific
and technological identity of the university, as well
as on the town and region. In order to fulfil this task,
the museum collects, documents and promotes not
only the University's Scientific and Technological
Heritage, but also the Scientific, and Technological
Heritage of the Area. To better use the knowledge and
experience of the teaching and research personnel of
the university, a Scientific Committee was created
and collaboration with different departments is being
developed. To make the Museum really accessible to
both the academic and local society, new technologies
of information and communication will be used in
the presentation of the exhibitions, the educational
programmes and other activities.
The Museum team, in collaboration with the
Scientific Committee, is still working on different
strategies of essentially involving the Academic
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Community as well the local Community, the
strategies of finding the funds for the different
activities and hetter presenting the Identity of the
Museum and strategies for better registering the
Scientific and Technological Heritage of the University

and the area. We intend to continue working on this
goal till the opening of the museum and after, as we
understand that it is our duty to keep the identity of
the Museum as much as possible compatible to the
role Pedagogy and Heritage have to play in its life.
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Designing, building and launching a home for three art
collections
ANGELA S. H. SIM*

Resumo
Este artigo descreve o planeamento, construçâo e inauguraçâo de um complexo museologie» (NUS Museums) destinado a acolher
très colecçôes de arte pertencentes à Universidade Nacional de Singapura. Inclui pormenores relativos à logìstica e estratégìa
da transferêneia de cerca de 10 mil objectos que se encontravam dispersos pelo campus universitario. A iniciativa foi precedida
de medidas de estabilizaçâo e conservaçâo de todas peças de tecido, papel, madeira e pintura. Sâo ainda discutidas questóes
relacionadas com a gestâo, o planeamento estratégico, administrative e operacional, bem corno aspectos relacionados com a
educaçâo e interpretaçâo.

Abstract
This paper proposes to share our recent experience in Singapore in the design, building and launch of a purpose-built museum
complex to house four exhibition galleries and other facilities of NUS Museums, National University of Singapore. Included
is a segment on the logistics and strategy of the move and relocation of close to 10,000 objects from various points of location
on-campus. This exercise was preceded by the conservation of all works of textile, paper, wood and paintings. Curatorial as
well as management, strategic, administrative, operational, education and outreach considerations are discussed.

Introduction
The building programme to house three art
collections from the Lee Kong Chian Art Museum,
the Ng Eng Teng Gallery and the South & Southeast
Asian Collection under one roof in a building named
NUS Museums cost the National University of
Singapore (NUS) S$12 million. The museum building
project did not originate as one project to.place all
three collections together. The decision to do so
evolved, even as the building project took shape, over
a period of five years from 1996 to 2001. It is
interesting to note that right from the start, the threestoreyed building was intended only to be a two-storey
one just to house our largest art collection, the Lee
Kong Chian Art Museum collection of Chinese art.
Therefore, whilst having all three galleries together
made the most astute management
and

museological sense, the credit for striking on such a
brilliant scheme goes not to the management, the
administration nor the architects, but to the
wonderful twist of circumstance and developments
which brought on the decision to do so.
What were some of these developments, which made
the housing of three collections under one roof a
foregone conclusion? I suggest the following:
a) A strong conviction that this was
advantageous, cost-effective and the most
responsible way to manage them.
b) The awareness and regard for the nuts-andbolts aspect - the logistics and mechanics of growing, administering and running not
just art, but human and other precious
resources.
c) External circumstances - outside of NUS
Museums but occurring within the NUS. A
clear case in point is this one: The Ng Eng

* Angela S. H. Sim is Head of the National University of Singapore Museums (NUS) since 1997, when she proposed a university museum
system to the NUS. This was accepted and she was appointed to head the department. Address: National University of Singapore, 50 Kent
Ridge Cres, Singapore. E-mail: uamhead@nus.edu.sg.
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Teng Gallery was previously located at
Central Library Building, but because of the
Library's major upgrading exercise which is
currently taking place, we were served
notice to vacate. To relocate somewhere apart
from the new building that we were building
would be asking for the impossible and to
invite adverse publicity,
d) Opportune
developments.
An
audit
undertaken on our oldest and longestdisplayed collection, the Lee Kong Chian Art
Museum collection, revealed the need to
exclude a fair amount of artworks from
display. This presented the opportunity to
have our third collection to be. presented for
the first time after being in storage for the
last 20 years.
The one roof referred to as NUS Museums also alludes
to the office, which runs the University's art, heritage
and social history collections. There are, however,
other collections on-campus. A major and outstanding
collection started by Sir Stamford Raffles, the founder
of Singapore, is that of natural history. This is the
Raffles Museum of Biodiversity Research, a research
and teaching collection, much published and
managed by the Department of Biology at the Faculty
of Science. As NUS Museums does not manage these
resources, they will not be included in this discussion.

When NUS Museums was launched with hype and
hoopla on 26 February 2002, its final shape and form
was a three-storey complex, which was five-storey
high. This is on account of its largest gallery, the Lee
Kong Chian Art Museum, occupying loopsq metres,
featuring an extravagant three-storey high ceiling.
It houses four galleries, a multi-purpose seminar
room, a conservation workshop, a resource centre, a
members' room for the exclusive use of our docents, a
temporary holding area, a rest and refresh area, and
administrative and curatorial offices. At the
beginning of the project in 1996, there were six full
time staff members (myself included and one parttime consultant curator). When we officially
inaugurated NUS Museums on 26 February 2002,
there were 27 staff members, all full-time, nine were
operations staff members, three administrative staff
members, 10 curatorial staff members and three
outreach officers.

Background
The NUS Museums building project complements the
performing arts wing of Hall and Theatre in the
University Cultural Centre (UCC) of NUS. With visual
and performing arts in place, the NUS provides a hub
for students, staff and the community to enjoy artistic
expressions of all forms from music, dance, drama,
and film to art exhibitions. Both wings of the UCC are
considered world class by many: the performing arts
wing cost the NUS S$6o million to build and was
inaugurated in September 2000, a year and a half
earlier.
National University of Singapore acknowledged that
the NUS Museums building project and official launch
was a landmark event for the institution and a
highlight of the University's calendar in the last
financial year. Professor Shih Choon Fong, NUS
President, included this as one of several high-points
in the video presentation of his annual State of the
University Address in July 2002.
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Fig. 1 - NUS Museums (Photo © NUS Museums).

A home for three art collections
The gala opening in February 2002 celebrated
several important events:
a) it unveiled the South and Southeast Asian
Gallery, after having been in storage for 20
years;
b) it relaunched the Lee Kong Chian Art
Museum and the Ng Eng Teng Gallery;
c) it inaugurated the Visiting Exhibition
Gallery which had, as its opening exhibition,
black-and-white woodcut prints from the
1950's and 1960's, a show which was
intensely and intentionally Singaporean in
content and flavour;
d) two naming opportunities were realized: the
ST Lee Atrium was named in honour of Dr
Lee Seng Tee, who pledged a substantial
financial benefaction. The Arthur Lim
Concourse was named in honour of Professor
Arthur Lim, who pledged a gift of artworks
valued between S$3 to S$5 million.
For a university which did not conduct any degree
course in fine art or museum studies, the commitment
to support NUS Museums' growth as an innovative
intellectual, artistic and cultural show-case must seem
all the more extraordinary. With this as the back-drop,
it is easier to appreciate that NUS Museums behaves
and postures itself very much as a public museum,
except that our first catchment or captive audience
would be our NUS students, academics and staff
members, who visit us because we have well-researched
exhibitions which are creatively presented, stimulating
outreach programmes which in turn enhance these
exhibitions and a high standard of maintenance and
upkeep which add to the museum encounter.

Guidelines and Gridlines
At all times, the development of NUS Museums, the
building and the department which it houses, was
guided rather than constrained by gridlines
predetermined by our vision and mission, budget and
finance, and time frame.
Vision and Mission
Our vision is to be a university museum
extraordinaire, befitting a global university and
reflecting the NUS mission, which is: advance
knowledge and foster innovation, educate students
and nurture talent, in service of country and society.

NUS Museums has interpreted this as a five-point
mission addressing excellent exhibitions, acquisitions,
conservation, research and education. Taking these
objectives to heart, we translated and incorporated
them into the planning of the three-storey building
so that rooms and spaces were carved to meet not just
curatorial needs but also those of a museum, sensitive
and responsive to the visitors, to education, research
and teaching, to preservation, safety and security of
our resources and operational considerations. In
summary, our brief to the museum designer, a UKbased firm, was to propose the design and usage of
exhibition spaces, taking into account our mission and
our requirements for interactivity, visitor comfort
and a quality museum experience.
Let me expand on the requirements foremost in our
minds. Interactivity in museums - and certainly more
so in the context of a university art museum - is an
innovation. It purposes to reach out to any visitor, be
he/she a student, staff, tourist or just a member of the
Singapore public to engage and interact. We had been
impressed by the way public museums approach this
aspect of the total museum experience and made it a
point to spell this out as a desired trait. Our discussions
with the designer yielded some pleasing results. Apart
from the usual text panels and object labels, we have
incorporated the following interactive features as
integral trademarks of our presentation and display:
a) Showcases
for
ceramics,
the
largest
component in our Chinese art collection,
especially designed with hand-rests to
facilitate taking a closer or longer look at the
object;
b) Drawers with handles for textile display:
altogether we have 18 of these in the South &
Southeast Asian Gallery for visitors to open,
inspect (and close). These are popular with
visitors,
space-saving
for
display,
conservationally-minded for the artefact and
give the desired impression that NUS
Museums is user-friendly, service-conscious,
and posturing itself as being accessible in
more ways than one;
c) Sculptures in the open where touching is not
discouraged - there are no signs saying 'do not
touch' nor the more poetic 'touch with your
eyes only' - and sculptures which are shaped
and created into mobiles and what we term as
'rockers' are either suspended from the ceiling
well within reach or are left exposed on the
ground - not even on a plinth or mount - in
the open and not enclosed in showcases to
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facilitate
interactivity.
These
modern
sculptures are in the Ng Eng Teng Gallery;
d) Multimedia kiosks for all three main galleries,
with the most extensive programmes on
Chinese Ceramics and Chinese Painting in
the Lee Kong Chian Art Museum. To get these
programmes off the ground, we engaged with
media students from a local polytechnic and
with the general public through a multimedia competition for the programme for the
Ng Eng Teng Gallery (as things would have
it, the winner was an NUS student, which
went extremely well with us). In both, we
were successful in achieving what we aimed
for as an end-result, yet along the way
collaborating intimately with students to
realise and produce the end-product;
e) In the two larger galleries, benches are
provided for comfort, relief and ease of
viewing of paintings and sculptures.
For visitor comfort, apart from the above, we carved
out a small room for 'rest-n-refresh' on the ground level,
next to the main entrance of the museum complex.
This we have called the Laughing Camel, named after a
Chinese ceramic model of a Tang sancai camel,
conspicuously displayed as the main decorative feature
of this room which has a soft drinks vending machine,
plasma TV publicising our events and placed adjacent
to the locker room for visitors to deposit their bags.
With interactivity and visitor comfort in place, the
researched exhibition displays which we believe are wellinterpreted and communicated as well as captured and
documented on show catalogues, friendly and helpful
front-line museum staff which include wardens or
security personnel trained to be vigilant yet nonthreateningly in the background, we believe we have
achieved much towards delivering a quality museum
experience to visitors on their first or repeat visits.
Visitorship is naturally multi-levelled. To address the
different expectations, we decided that the most astute
and responsible philosophy to subscribe to was that
which provided 'something for everyone'. Our text
panels and labels, for instance, are relatively easy to
understand for a university museum. We left the
scholarly tone, shade and depth for those who seek these
out to find them in exhibition catalogues, which are
for sale at below-cost selling prices. Our choice of objects
for display, while focussed on the rare, the important
and those with research and pedagogical relevance,
also took into consideration that which would appeal
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to the wider public, e.g., Chinese bird- and animalshaped ceramic whistles from Changsha several
hundred years in age; Ng Eng Teng marquettes shaped
with a sense of wit and fun, Southeast-Asian paintings
which have a sense of humour, juxtaposed with those
with higher aesthetic ideals, short-running exhibitions
for the Visiting Exhibition Gallery selected for their
broad-based outlook or quality as much as their
intellectual appeal.
Budget and Finance
As with all other NUS projects, the Office of Finance
sets financial limits within which we had to work
creatively. This meant having to make decisions small or big - which impact on each other. Very often
it meant that we had to negotiate rather than to
assert, and to gun for win-win solutions and situations
whether these were decisions affecting the quality of
showcases or type of floor treatments, etc. Financial
limits, while enabling discipline in spending, did not
always, allow for the latest and best technologies to be
incorporated into the building programme.
Time Frame
Working within a given time frame impacted on choices
and selections, plans and strategies. Settling for options
requiring the least demand on time was quite often the
way out of tight situations, given a scenario where
various deadlines mish-mashed with each other.

Working with the architect and designer
Right from the start, RSP Architects & Planners, our
main contractor made it easy by instituting weekly
Friday-morning site-meetings. Every issue was
thrashed during these half-day meetings, which could
also involve sub-contractors and what we term subsub-contractors. As the project evolved over the years,
these meetings became the vehicle during which a
new direction or idea was communicated and
translated into brick and mortar. All meetings were
minuted without fail.
NUS Museums' requirements for a purpose-built
museum were presented prior to, and reinforced
during, these site-meetings. These requirements
include building as few windows as possible, high
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ceilings, temperature and humidity controlled.
From the experience of working with an overseas
designer, we learnt that it was neither cost-effective
nor expeditious. One of our greatest worries was the
non-compliance of deadlines or the stretching of it.
On ground level, our education officers experienced
very real anxieties when wall texts laid out by the
overseas designer got lost, diluted or delayed in
transit. However, having said all of that, our UK
consultants were true-blue professionals who
understood our requirements, interpreted our brief
to them astutely, translated this into not just workable
but pleasing results and provided expertise, which
met with our expectations.

The big move

human resource management. Because we had three
collections to be moved from three locations - some for
display in the new complex, the rest for storage in
four different facilities - and administrative and
curatorial offices to boot, the exercise took four weeks
to complete. To add to the extravagance (or
confusion), all art objects of textile, wood, paper and
painting were first treated by fumigation.
For this to take place, the art works in Ng Eng Teng
Gallery had first to be packed up, non-paper and
painting items removed, leaving behind those
requiring treatment. The gallery then became the
venue of the exercise, with art objects of like media
from the other two collections added. Making it all
the merrier was a collection of art books and journals
numbering into the two thousands.

Installation of the exhibitions
NUS Museums' move can be described as a multi-level
exercise requiring excellent coordination, time and

NUS Museums appointed a mount specialist to

Fig. 2 - Lee Kong Chian Art Museum, lobby level, ceramic display (Photo © NUS Museums).
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facilitate the display of rare Indian sculptures and
other rare classical sculptures. Guest curators
appointed for the opening exhibitions were present to
install the various sections of the exhibitions. 3DC,
our UK consultant, made a special trip to dress up the
cases, adjust the lights and put finishing touches to
each and every gallery. Education Officers vetted
texts and labels and assisted in the placement of these
labels and texts.

Launching NUS Museums
Three months after our move into the new museum
complex, on 26 February 2002 NUS Museums was
officially launched by Mr S R Nathan, President of
the Republic of Singapore, and Chancellor, National
University of Singapore. The gala event, the
culmination of a year's planning, creativity and hard
work, involved many other NUS departments, e.g.
Office of Corporate Events, University Cultural
Centre, Centre for the Arts and President's Office. It
was attended by 650 guests, i.e. about 45% of those
receiving an invitation. As it was a landmark event
and a significant achievement for the NUS, very little
was spared to make it memorable. Some of the
evening's highlights were:
a) An opening with pomp and pizzazz, officiated
by our Guest-of-Honour, President SR
Nathan;
b) A grand buffet dinner with food laid out on
four stations to service 650 diners;
c) A fashion show utilising motifs from fabrics
from our textile show at the South &
Southeast Asian Collection;
d) An exclusive guided tour by Head of Museum
to VTPS, led by President SR Nathan;
e) A live jazz band providing music and
atmosphere before the arrival of President
Nathan and during dinner.
Also launched at the Official Opening were three
exhibition catalogues, NUS Museums' new corporate
logo and video, NUS Museums' Volunteer Guides
programme, and a multimedia project for the Lee
Kong Chian Art Museum and the South & Southeast
Asian Gallery. The entire Opening Ceremony was
recorded by our Centre for Instruction Technology
and beamed live via NUSNET.
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Conclusion
As this conclusion is written almost exactly a year
after the official launch of NUS Museums, it makes it
easier for us to estimate where we have gone right or
wrong with the design and building of the museum
complex as well as the team and system which drive
its strategies, activities and growth. Where we could
have improved are building features sensitive to
visitors with disabilities, for example, our toilets for
the disabled are not as user-friendly as we thought.
We would have provided more space for the growing
collection of reference books in our Resource Center.
We could also do with a display system, which allows
for panels to be configured in any manner to suit the
need of every type of exhibition.
We have however done some things well and benchmark our performance along the following lines:
a) Visitorship figures: 25,000 (compared to
5000+ in year 2001 at the old premises);
b) Seven exhibitions mounted in the first 12
months (compared to four exhibitions over
the last six years);
c) four research publications relating to
exhibitions in the first 12 months (compared
to four over the last six years);
d) Regular
teaching/tutorial
projects
with
students from Faculty of Arts & Social Sciences;
e) Regular outreach programmes;
f) Six new major initiatives: volunteer guides
program;
memorandum
signed
with
Fukuoka Asian Art Museum; started an
outreach programme with clients of the
Singapore Association for the Visually
Handicapped; collaborations with other local
and foreign universities; fund-raising; and
the generating of income and revenue with
the leasing out of facilities, e.g. the Visiting
Exhibition Gallery;
g) Accident- and loss-free year, with the safety
and security of all art, human and other
resources
of property
and
premises
uppermost in our minds and heart.
The impact of NUS Museums on the University since
its presence as a museum complex is undeniable. It is
now fully accessible, relevant and value-adding to
the variety of experiences available at the National
University of Singapore to students, staff and wider
community. In many ways, we have met our own
targets and kept faith with our vision and mission.
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Departmental museums at the University of Karachi;
exposure and exploitation
NARGIS RASHID*

Resumo
Os museus sâo locais onde sobretudo se aprende, desempenhando um papel crucial na sensibilizaçào das sociedades para o patrimònio
cultural e natural. A necessidade do estabelecimento de museus existe desde a criaçâo da Universidade de Karachi (Paquistâo), em
1951. Após a indispensâvel reuniâo das condiçôes financeiras e das respectivas colecçôes, foram criados diversos museus destinados
ao ensino. Presentemente, os museus dos departamentos de Botànica, Geologia, História Geral (Arqueologia), Sociologia (Etnologia)
e Zoologia encontram-se adormecidos. As razôes sâo de diversa ordem e vâo desde a falta de recursos, à necessidade de modernizaçâo,
à negligência administrativa e à falta de urna estratégia clara para atrair estudantes. Este artigo descreve e explica a actual
situaçâo deplorâvel dos museus departamentais da Universidade de Karachi e esboça algumas ideias para o seu futuro.

Abstract
Museums are centres of learning. They play a significant role in the projection of cultural and natural heritage and can increase
awareness among the masses. When it was established in 1951, academics in several departments at the University of Karachi felt
the need for a Museum. Funds were raised and material was collected to set up educational museums for the instruction of
students. At present the museums of the Botany, Geology, Geography, General History, Sociology, and Zoology Departments are
well-nigh dormant. There are several reasons for this, such as organizational and administrative neglect, lack of funds, lack of
upgrading, and lack of an adequate programme to attract students. The aim of this paper is to clarify the causes of this deplorable
situation and to develop ideas for future improvement.

Introduction
In Pakistan, major efforts have recently been made
to renovate and modernise museums. However,
university museums are left behind and have been
neglected. It may be noted that university museums
have often been seen as a dumping place for all
objects resulting from teaching and research.
However, the question arises, why have university
museums been treated so strangely? Should they be
looked upon as different from general museums? Do
they exercice a different background or paradigm?
Don't they serve students? Don't they stimulate
students to choose their careers? In general,
museums in Pakistan are perceived as strange and
eccentric environments, places where old things are
displayed or dumped once and for all. Moreover,
museum people have been considered old fashioned
people or even 'unscientific'.

* Nargis Rashid is Assistant Professor
nr_archaeology2000@hotmail.com.
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In a way, departmental museums at universities are
more important than general museums, as they
provide guidance for students, i.e. future generations,
to receive higher education and even help them in
choosing the field of their future career. With a
combination of discipline-based knowledge and
practical training, students can gain critical
intelligence and the ability to analyze and achieve
their objectives in the professional museum field.
There is an urgent need to raise the present status of
departmental museums at Pakistan's universities. At
this point, it is clear that these are not being considered
'museums', at least not in the sense the International
Council of Museums' (ICOM) considers them. However,
in essence, departmental museums have the same
mission and function as general museums.
In this paper, I will: i) stress the need to encourage
the establishment, development and professional
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management of museums of all kinds; ii) put forward
some reflections on the nature, functions and role of
museums in the service of society and its development;
iii) emphasize the necessity of cooperation and mutual
assistance between museum professionals in different
university museums and different general museums.
I will also defend the creation within Karachi
University of a Karachi University Museums
Authority (KUMA) in order to provide the adequate
legal framework enabling museums to fulfil their
public mission and functions adequately.

Brief History of the Univ. of Karachi
Pakistan gained independence from Britain on 14
August 1947, when the Indian sub-continent was
divided into present day India and Pakistan. The
different assets of the former colony were divided
rather randomly between the two new countries and
the number of universities which befell Pakistan after
the partition were very few in number. On 29 October
1951, the government of Pakistan established the
University of Karachi, temporarily housed in five
evacuee school buildings, and Prof. A.B.A. Haleem
was appointed its first Vice Chancellor. In the first
academic year four departments were established,
viz. Philosophy, Geography, Mathematics, and
Zoology, with each department only having one or
two professors, few staff, and no proper funding (AKHTAR
1978). In 1953-54, the existing departments were
expanded and new departments of General History,
Islamic History, Political Science, Economics, and
Bengali, Physics, Chemistry, and Botany were created
(AKHTAR 1978). Thus, during the time span of two
years 13 new departments were established by adding
six departments in the field of the Arts and six
departments in the field of the Sciences. In i960, the
University of Karachi moved to its current location,
occupying 2 square miles. Museums were established
between 1964 and 1966 in the departments of
Botany, Geology, Geography, and General History.
The Institute of Marine Biology was established in
1972 and has since been raised to the status of Center
of Excellence with its own Board of Governors and
Academic Committee (AKHTAR 1978).

Need for departmental museums
Learning through museums has become .one of the
components of higher education. Although emphasis
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has varied in the past, usually one of the goals of
departmental museums is to 'educate its
constituency', i.e. students. At different times, several
departments of the University of Karachi felt the need
for some sort of a museum. Funds were raised and
material collected to set up instructive museums to
support students.
Currently, the University of Karachi has museums
at the departments of Botany, Geology, Geography,
General
History
[Archaeology],
Sociology
[Ethnology], and Zoology. The Museum at the Centre
of Excellence of Marine Biology and the Marine
Reference Collection & Resource Centre are apathetic
in many respects. These museums suffer from
organizational and administrative neglect, dearth of
funds, shortage of qualified staff, lack of upgrading,
and the lack of short-term and long-term agendas and
set-ups to attract students. After converting these
moribund museums into more dynamic ones, one
may begin to see the vital role of museums in
transforming the dead subjects into full of zip subjects.
In this paper, I explore the underlying reasons for the
deplorable state of the departmental museums of the
University of Karachi. The following reasons can be
recognized: i) the initial purpose of these museums at
the time of their establishment; ii) the circumstances
leading to the problems; iii) the present conditions;
iv) the changing role of the museums in a wider
perspective; and v) the role of ICOM in Pakistan.
I will discuss these points in order to discover why the
departmental museums have failed to play a key role
in the education of students and to formulate proposals
to enhance their future role. My reflection does not
offer a quantitative analysis of equipment and
collections, but rather points to the absence of a strategy
leading to these Museums losing their significance.

The museums of the University
of Karachi
It is important to note that a single main Museum
was part of the original plans when the University of
Karachi was initiated, contrary to departmental
museums. The departmental museums of the
University of Karachi were created at different times.

Museums at the University of Karachi
For instance, the first Museum of Zoology was
established in 1965 due to the personal efforts of the
Chairman of the Department. As far as collections
are concerned, it is one of the best museums in the
country, with a large repository of fishes, insects,
amphibians, reptiles, birds, mammals, etc., totalling
more than 100,000 specimens. It also contains
hundreds of teaching charts and photographs. This
large collection is mainly the result of research
projects of different professors. The museum is located
in the basement and is open to the first floor. It does
not have sufficient space for proper display, no
arrangement for security, and no safeguard or
protection from humidity, air and dust. Most of the
specimens are preserved in liquid (some jars being
dry) and kept in the same showcases from the time
the museum was established. Rare species of
vertebrates are displayed unprotected on tables and
floors and there is no proper arrangement for
conservation of specimens. At present, the
Department's new Chairperson intends to bring
drastic changes to both faculty and museum and the
results of her efforts are already beginning to be visible.
When archaeology was introduced as a new subject
in the Department of General History, the Chairman
of the Department, Dr. Mehmood ul Hussain, felt the
need for an archaeological museum. The task was
assigned to the newly appointed lecturer, Dr. Arif
Mirza, who, with the backing of the Chairman
succeeded in getting support from the Director
General of Archaeology and Museums of Pakistan. As
a result of Mirza's efforts, the Archaeological Teaching
Museum was created in 1966. Material was borrowed
from the Department of Archaeology and Museums.
It has two galleries (pre-Islamic and Islamic) with
dioramas, sculptures, pottery, photographs, and
coins. Since 1966, basically nothing changed at this
museum and it is facing neglect, shortage of qualified
staff, as well as lack of interest and funds. One of the
damages was caused by the seepage in the walls of the
building. The utilization of Museum premises for other
purposes also indicates the lack of room in the
department.
The Ethnological Museum at the Department of
Sociology was established in 1964 by the Chairman
of the Department. It was inaugurated by the then

Minister who became later the Prime Minister of
Pakistan. The museum received more funds and
collected its material during the tenure of Dr.
Kazalbash, owing to the Head of the Department who
through his personal efforts succeeded in getting funds
and a monthly contingency from the Vice Chancellor.
It has a good collection of more than 600 objects.
However, most of the collection is currently
displayed in the museum and gives a crowded
impression, being organized in a very cumbersome
way owing to lack of space.
Apart from the Museum of Zoology, one museum that
also has large and good collections is the Museum of
Geology. It was founded in 1954, together with the
Department of Geology. When the department moved
to its present location, the basement and ground floor
were allotted to the museum and it is one of the largest
university-museums in Pakistan. The museum's
display area is divided into seven sectors -with
altogether almost 2000 specimens, including both
national and foreign collections. The collection
comprises sediments, igneous and metamorphic rocks,
minerals, and fossils. It is well-equipped with maps,
charts, models, and gemstones. The Museum
gradually expanded its collections through field trips
and surveys, but space to house them is highly
insufficient. At present, it faces the same general
problems as the other museums.
The Museum of Geography is the one museum at the
University of Karachi which was founded, arranged,
catalogued, and maintained by a single man, Prof.
Rauf, a famous name in the University of Karachi,
at present 83 of age. He is the only person alive today
who has witnessed the early days of the University.
He has been collecting specimens ever since he joined
the department in 1955. The Museum has a large
collection from most parts of the country, still stored
in cabinets and lying in bags and on the floor. More
spacious premises for proper display are needed. Prof.
Rauf collected a large number of tools from
Palaeolithic sites and discovered more than 400 sites
in Karachi. Since his retirement, he has still been
looking after the Museum and he continued to teach
at the department. At present, Italian researchers
are working on his collection and plan to establish a
museum soon in collaboration with the University
of Karachi.
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The Karachi University Herbarium at the Botany
Department is locked in more than 50 steel cabinets
and dried botanical specimens total more than
100,000. Senior professors, especially Dr. Irtefaq
Ali, made major contributions to the Herbarium
collection. It is located in a basement with
permanent open access from the first floor in the
department. Main problems include humidity and
growth of micro-organisms. Micro-organism
prevention is done with poisonous chemicals such
as Naphthalene, hazardous to human health.
Efforts to protect the Herbarium will be largely in
vein unless the Museum moves to another location.
The Herbarium faces also the same problems as the
other museums and has no public display.
The Marine Reference Collection and Resources Centre
became the Invertebrate Reference Museum in 1967,
to meet the growing need of knowledge of the marine
fauna of the northern Arabian Sea. This is the only
Museum intended for research only. The museum
cooperates intensively with institutions abroad and
has recently become a partner of the Expert-Centre
for Taxonomic Identifications (ETI) in Amsterdam.
At present, specimens are not displayed in a consistent
or taxonomic manner, because the museum is seen
as primarily being a research institution, without
much of a public function.
Another example is the Museum of the Centre of
Excellence of Marine Biology. Its museum first took
shape when one of the teachers of the department
had surveyed the Pakistan coastal belt of Sindh and
Balochistan (southern provinces of Pakistan) in
search of flatfish. When the department of Marine
Biology was established in 1970, these specimens
were transferred there. Dr. Makhdoom ul Hussain
completed his doctorate in 1977-78. By that time
he had collected a good number of fishes. To keep
them together at one place, he struggled - together
with the Director of the Centre - to arrange proper
storage room and eventually succeeded in
allocating a place for his collection. Later, the space
was needed for other purposes and the collection
was moved to a rather smaller place where it has
been dormant since, with jars broken and dried up
and without adequate space. The work of a single
person who is no longer in charge, Dr. Hussian jvas
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unable to help and save the museum, while present
staff is less interested in its preservation and
maintenance.

Factors leading to the problems
and present condition
Factors that led to the current deteriorated state of
the University of Karachi museums vary and include:
a) all museums were established through the
personal efforts of a single person, whose
successors did not continue the work properly;
b) lack of proper planning for the present and
no planning for the future;
c) lack of adequate and sufficient space;
d) lack of funds;
e) lack.of qualified and properly trained staff;
f) lack of scientific up-to-date equipment;
g) lack of a proper data recording system;
h) lack of involvement of students in order to
develop their interest;
i) lack of a qualified team to continue the work;
j) lack of security systems (anti-theft, anti-fire),
lack of prevention systems (anti-rain, antihumidity);
k) lack of check and balance;
1) lack of a centralized authority for the
management of museum affairs.
Present conditions demonstrate the neglect of the
museums of the University. The absence of qualified
staff in the museums caused gradual and ongoing
damage to the objects, specimens, showcases, jars, etc.
Rats, micro-organisms, light arrangements, leakage
from the ground and ceilings, absence of humidity
control devices, these all contributed to the present
deteriorated state of affairs. In short, there has been a
complete absence of proper management and
maintenance. In addition, most of the museums often
remained closed to the public, while faculty members
and students are largely unaware of the presence of
museums in the different departments.

The changing role of
museums worldwide
Today, museums are changing rapidly all over the
world. University museums are not just junkyards
to dump objects, but constitute a way of spreading
knowledge and clarifying the connections between
past and present. If done convincingly, people will

Museums at the University of Karachi
become to appreciate the value of collections, and one
of the greatest challenges for university museums is
to convince the public, government, and private
sector. Visitors look at museum collections without
understanding why they are there and what larger
function they serve. It is through the efforts of
qualified staff that one can satisfy their curiosity. To
communicate the importance of collections requires
an ability to connect museum research with the
interests of the public, government and sponsors.
Museums, whether in general or in universities, need
proper exposure and publicity to attract students.

The proposed planning for the
departmental museums at the
University of Karachi
One needs to accept and make an effort to implement
the current museological trends. The attitudes towards
museums have changed. A museum is expected to be:
i) an education-based semi-autonomous institution; ii)
more focused on career building; iii) 'market-driven'
and increasingly business-like managed; iv) more
accountable to funding agencies than to the
government; v), being 'self-sufficient', i.e. receiving
more income, but none or less from the university or
government; and vi) equipped with the necessary staff.
New technology is having a profound impact
throughout the world and those who do not make use
of it will be left behind. In Pakistan, it is high time to
upgrade museums and to evaluate past and present
scenarios to find their faults and lacunas. For this
purpose, I conducted an oral survey with the
museums' staff, students and Chairmen, to obtain a
better insight into the problems, requirements and
the needs for future planning. The outcome is
presented in Table l.
Is a strategic plan needed for all types of museums?
A strategic plan is a statement of the future as possibly
envisioned by the museum expert, based on an
objective and realistic assessment of the museum's
performance and the opportunities and challenges
that can be foreseen. It is thus a statement of action
for institutional accomplishment. This futureoriented planning is not about 'what if but about 'what

What were the initial aims &
objectives?

What is the present
situation?

What should tlte future strategy be?

One-man personality behind the
creation of museum

No expert authority to manage
the affairs of the museums

Body of Experts or a Board of Members
(Senior Experts).

Mostly no assignments have been Multidimensional plus Inter- disciplinary
Uniquely meant to assist students
giving to students to help in their
Projects, for students to work on
for direct studies
studies

One-man program, sufficient for
that time

No planning

Programmatic decision-making for
structural expansion & adoption of new
technologies, which will, continue
throughout the time frame of the Plan

Self-assessment

Provides no means of measuring
performance

Presents analysis of the existing and
potential expertise

Staff: self-expert & volunteers
mainly

At most of the places no or
insufficiently competent staff

Expert & well trained staff

Self up gradation of knowledge

A few of the staff-members got
training courses, but no
implementation

Long and short training courses
throughout the year as per scheduled
programme

Funding .source: personal-contacts
& no regular grants from the
vi ni versi ty

No Era»! from university or
government

Scheduled programme to raise funds and
find ways to become self-sufficient.
Provide funds to students for various
research projects

Table 1 - Summary of an oral survey conducted among staff, students
and chairmen, at the University of Karachi's departmental museums.

will be'. One can say that it is like a roadmap for
museum authorities and staff who set out policy and
strategy, providing guidelines for fundamental
decision-making and the allocation of resources in
connection with institutional priorities for both shortterm and long-term planning.
Museum authority and staff need to agree on how to
address external pressures and internal issues. In
order to run things smoothly, there must be fixed
targets within a well-defined framework. Considering
the current situation of the departmental museums
of the University of Karachi, some reflections follow:
1 ) The absence of serious leadership is like a ship
without steering. Therefore, one has to find
senior staff among the authorities of Museums
or the Board, selected or elected on merit.
2 ) Student
and
volunteer's
attendance
numbers are decreasing. Efforts ought to be
made to attract more students.
3 ) Unlike in western countries, Pakistani
museums do not have a traditional social base
of supporters and advocates, or friends.
4 ) Funding
authorities
do
not
supply
institutions or organizations unless clear
strategic planning has been designed.
5 ) At present, university museums in Pakistan
are unable to fulfil their stated mission in
accordance with established standards and
need to act more assertively.
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A controlling authority for t h e departmental
museums at the University of Karachi: a proposal
Taking into account past experiences and looking at
the output of the Departmental Museums, one might
conclude that the absence of a well-functioning Head
and a Committee taking care of proper planning are
the main factors that led to the present situation. The
most important r e c o m m e n d a t i o n to all Universities

in Pakistan would be to establish a controlling
authority with a Director, in order to control and
upgrade the present state of the Departmental
Museums, irrespective of the Chairman's interest in
the museum, which has been long overdue, and also
to adopt new trends and technologies to enhance the
work of Museums in general. This controlling
authority will also provide the yardstick to look after
the needs of the museums, instead of a single
influential authority who receives the funds.
The expected role of ICOM
As far as ICOM is concerned ('the international nongovernmental organization of museums and
professional museum workers established to advance
the interests of museology and other disciplines
concerned with museum management and
operations' 1 ), their assistance is even more needed in
underdeveloped countries. I would like UNESCO,
ICOM, and UMAC to take up the matter with high
priority and visit underdeveloped countries to gather
information about the worsening condition of
museums in general and museums in universities in
particular. UNESCO sees it as its task to promote
education in underdeveloped countries. In Pakistan
it is doing this under the supervision of Ms. I. Brieness
in Islamabad. Would it not be a good cause to promote
education at higher levels as well by supporting
museums at the universities?

Conclusion
Through this paper, I would like to emphasize the need
for the establishment, development and professional
management of museums of all kinds, and to look at
the nature, functions and role of museums in the
service of society and its development. Museums should
be given up to date facilities, along with qualified and
well-trained staff.
There is ample need for cooperation and mutual
assistance among museum professionals in university
museums and general museums. It is high time to
extend cooperation between musems in different
countries in order to ensure brotherhood by promoting
knowledge.
I also suggest the creation of an administrative
authority for museums within the University of
Karachi, to be named the Karachi University
Museums Authority (KUMA), in order to provide the
legal framework enabling museums to execute their
public mission and functions adequately. The Karachi
University Museums Authority must take the
necessary steps to establish and maintain
consultative and associate relations
with
international organizations, particularly UNESCO,
ICOM, and UMAC. It may also establish working
relations with other international organizations
(including the United Nations Economic and Social
Council, ICOMOS, ICCROM) as deemed appropriate.
I have great hope that, after having brought the issue
into the limelight at this UMAC Conference, the
appropriate authorities will take up the task and
proceed to undertake the necessary measures, thus
promoting the higher studies in Pakistan.
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Low-budget collection management at the Criminal Museum,
School of Forensic Medicine, University of Athens
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Resumo
O Museu Criminal é o ùnico do seu tipo na Grècia. Foi fundado pela Escola de Medicina Forense da Universidade de Atenas em 1933
e possui urna colecçâo de peças do século XX relacionadas com crimes infâmes e violaçôes. Durante largos anos, o Museu enfrentou
sérios problemas relacionados com o estado de conservaçâo das colecçôes e desajustamento da exposiçâo. Em 1999, a Escola de
Medicina Forense estabeleceu um protocolo de colaboraçâo com 0 Departamento de Conservaçâo de Antiguidades e Obras de Arte
do Institute Tècnico e de Educaçâo de Atenas por forma a memorar a qualidade gérai das instalaçôes. Este artigo descreve as
principais medidas de conservaçâo e de intervençâo tomadas durante o processo.

Abstract
In Greece, the Criminal Museum is unique in its kind. Founded by the School of Forensic Medicine of the University of Athens
in 1933. it has a collection of materials connected to infamous crimes and violations that took place in Greece during the twentieth
century. For several years, the Museum faced serious problems in relation to both the collection and exhibition. In 1999, the
School of Forensic Medicine established a collaborative project together with the Department of Conservation of Antiquities
and Works of Art of the Technical and Educational Institute in Athens in order to improve the museum's facilities. This paper
explains the measures taken to improve the facilities for display and for preserving the collection on a low budget and employing
both preventive and interventionist approaches.

Introduction
In 1999, the Department of Conservation of
Antiquities and Works of Art at the Technical and
Educational Institute of Athens (TEIA) established
a programme, in collaboration with the School of
Forensic Medicine (Athens), in order to improve,
develop and upgrade the Criminal Museum, so as to
preserve its collection and to enhance the display of
objects.
The following
preventive and
interventionist approaches were necessary for the
preservation of the objects:

a) study and improvement of the environmental
conditions of the museum and display cases
(microclimate, lighting, internal pollution);
b) reorganisation and re-design of the museum '
exhibit and display cases;
c) collection inventory and management;
d) collection treatment and maintenance.
A practical approach was followed to upgrade the
facilities of the museum and the condition of the
objects, in which the staff of TEI-Athens included
the work in their conservation research, carried out

* Eugenia Stamatopoulou (corresponding author) is a Lecturer at the Department of Conservation of Antiquities and Works of Art, Technical
and Educational Institute of Athens. Address: Ag. Spiridonos street, 12210, Egaleo, Athens, Greece. E-mail: estamos@central.ntua.gr.
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by
undergraduate
dissertation
students.
Conservation laboratories and practical internships
(under the supervision of Professors of Conservation)
took part in the treatment of the extensive collection
of knives and guns at the School of Forensic Medicine.
The treatment of the collection had to be carried out
in situ due to the collections' sensitivity and the
problems that would have arisen if an object was lost
outside the School of Forensic Medicine. Besides, the
presence of the conservators in situ helped to educate
the staff of the school by demonstrating the amount
of work required in managing such a collection.
This paper discusses the problems encountered during
the process of reorganisation and the solutions
employed to solve them.

Brief history and description of the
Criminal Museum
Antonis Georgiadis, Professor of Medicine, was an
important collector of criminal evidence and the
founder of the Criminal Museum in 1933. For 40
years he organised and registered heterogeneous
objects related to criminal acts. The main aim of the
museum was the study of Greek criminality and its
history by collecting and presenting objects related
to criminal acts. The museum's collection consists of
a large number of historical guns and arms, dating
from the nineteenth century to the Second World War,
human specimens (malformations, abortions etc.), a
collection of 12 human heads (not mummified) of
infamous criminals from Athens in the 1920s, objects
connected with psychopathic illnesses (schizophrenia,
sorcery, etc.), and several other objects depicting
'idiosyncrasies' of the human mind. The collection is
used for the instruction of medical students and other
faculties of health sciences, law students, and
students of the Police Academy.

and knives. Most have been badly affected by climatic
fluctuations, some organic materials have lost their
original shape due to careless handling or the absence
of adequate maintenance and, in general, many
objects are damaged and deteriorated due to the
absence of a conservation programme. Additionally,
no inventory records or photographs were kept. For
security reasons, this situation was considered
problematic in view of possible thefts. It was decided to
begin with putting the collection of weapons, mostly
guns and knives, on record. A database was designed
to describe each object, record its condition, and describe
the treatment needed for its conservation.
Furthermore, the objects were photographed and given
identification numbers. An electronic database was
designed by two students using Microsoft Access 97 to
help create a standard form for the collection, in which
simple codes are used to characterize the object,
employing several predetermined characteristics. The
information for each object includes its category,
characteristics, techniques and material of
construction, type of decoration, conservation
condition, and other information such as materials and
techniques used in conservation treatment.
The main problem in connection with the conservation
of the collection were the display cases used to store
weapons. It was thought that by placing the treated
objects back into the same environment, the metal
parts would quickly begin to corrode again. Despite
the protective anti-corrosion treatment applied to
them, it was considered important to retrofit the
display cases, in order to minimize emissions from
harmful volatiles. Two final year conservation
students, working closely together with a museologist/
conservator, conducted a survey of the museum and
the collection to determine the measures needed in
order to manage and preserve the entire collection.

The museum and collection survey
Over the years, the location of the museum has
changed several times. At present, it is housed under
one roof together with the Forensic Laboratory. As far
as we know, objects have never been restored in the
past and as a result, many suffer from severe
deterioration, particularly the organic tissues, guns
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A first survey of the location and facilities showed
severe deterioration of the collection due to a number
of factors, the most important being uncontrolled
environmental conditions (i.e. temperature,
humidity, light, pollution). Furthermore, since there

Criminal Museum, Athens
was no concept behind the display, the exhibition of
objects was inadequate.
During a preliminary survey in November 1999, we
noted and prioritized the following problems affecting
the overall condition of the collection: i) absence of
equipment for environmental
control
and
measurement of temperature, relative humidity and
light; ii) inadequate heating and ventilation system;
iii) inadequate and insufficient artificial lighting
system; iv) inadequate and unstable construction
materials of showcases, leading to accelerated
corrosion of metal objects; v) inadequate display of
objects (for example absence of a storyline, poor
labelling, etc.); vi) no written or photographic
documentation describing objects and provenance;
vii) urgent need, of treatment in the majority of cases,
particularly the collection of guns and knives; and
viii) absence of anti-theft security measures.
After having analysed these problems, we decided that
our approach for the preservation of the collection
would develop in three phases. The first step was to
proceed with retrofitting the museum by upgrading
exhibition facilities. The next step was to document
the entire collection, both by photography and written
description (in the form of a database). Finally, and
in parallel with previous steps, the aim was to treat
those objects in urgent need of stabilization. Our
ultimate objective was to restore and preserve the
collection, to make it more accessible to researchers,
while at the same time protecting the objects from
the public. Furthermore, the conservation and
management part of the retrofitting were considered
as pilot and not holistic and was applied largely to the
collection of guns and knives, which represent half of
the collection.
We employed both a 'preventive approach' and an
'interventionist approach' to retrofit the museum and
protect its objects. The preventive approach entailed
control and study of climatic parameters within the
museum facilities in order to understand and improve
environmental
conditions.
Furthermore,
a
management and inventory informatics system was
developed for the creation of an archival database. As

far as the interventionist approach is concerned, it
encompassed retrofitting of exhibit design and display
cases for improved presentation. In parallel, the
collection was inventoried, objects were selected, and
restoration procedures were applied to objects in
urgent need.

Preventive approach: Environmental
monitoring methodology
Climatic parameters applied to safeguard and preserve
the collection were: i) temperature (too high or too
low); ii) humidity (absolute, relative humidity,
condensation); iii) radiation (natural and artificial
lighting); iv) and pollution (internal pollutants). To
monitor the temperature and humidity, it was
necessary to undertake a preliminary survey of these
parameters - intended to establish climatic cycles and
their possible effects on the collection over a prolonged
period. This was realized by using an electronic data
logger positioned in different locations throughout the
museum to document different environmental
conditions (e.g. facing an exterior wall, an interior wall,
next to external doors and windows, and the
microclimate of showcases). To study radiation, we took
measurements with a photographic camera, using
ANON (2000) guidelines. To survey pollutants (volatile
organic compounds only), we used a common and
simple qualitative test, the 'Oddy Test' (GREEN & THICKETT
1995, BAMBERGER et al. 1999), which requires simple
and inexpensive equipment, while results are available
within a month.

Results of environmental monitoring
Temperature and Relative Humidity
Temperature (T) and relative humidity (RH) data
were collected during one year. Results indicated the
internal environment of the museum to be strongly
correlated to external conditions. Large RH
variations were caused by sunlight falling on the
concrete walls. The concrete museum building has
a low R value [heat flow resistance; KONTOROUPIS (1998)
gives 0.06 m 2 K/W for a thickness of 0,10m]. This
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means that when there is an important temperature
difference between interior and exterior values, heat
can be transferred more easily. Furthermore, the
windows of the museum have single glass and their
frame is aluminium, which is not sealed. Because of
heat transfer and air leakage, this can result in a
large difference in temperature between the lower
and upper parts of the room. This is the main reason
why the exterior environment directly affects the
interior conditions. In winter, the increase in
moisture content (absolute humidity) inside the
building depends on air leakage, the location of the
leakage, the shape of the room and the building
direction. The opposite happens during summer
when direct sunlight hits windows.
Natural and Artificial Lighting
The museum is lit artificially by eight ceiling lights
holding two tubular fluorescent lamps and covered
by translucent plastic cover. Moreover, natural light
is provided by windows along the perimeter of the
room. The measurement of the incident light on the
artefacts surface showed that the light level is less
than 150 lux. The literature recommends a maximum
light level of 200 lux for moderate sensitive materials
(e.g. BERGERON 1992). The majority of objects are kept
in showcases which only receive reflected light. The
light level in the museum is acceptable, but the
quality of light has an unpleasant effect on the visitor
(glare, distortion of colours, reflection, etc.). Besides,
it is well-known that fluorescent lamps produce a high
quantity of ultraviolet radiation, unacceptable for
museum objects because it acts as a cumulative
deterioration agent.
Internal Pollutants
The collection of the Criminal Museum is mixed and
comprises a significant number of metal objects and
organic materials. Our survey indicated that metal
objects are more unstable than any of the other
materials in the showcases. For this reason, we tested
all materials that make up the interior of showcases
(wood, paper, tape) using the Oddy test. The results
indicated that all materials used in the display cases
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had a corrosive effect on metal. Severity of the
corrosion depended on the humidity level - the higher
the relative humidity, the more severe the corrosion.
Display
The collection was displayed without order and most
objects were randomly joined in the showcases, some
of which were filled up, while others were almost
empty. Besides, wooden shelves were used inside the
showcases, causing the lower levels to be darker and
obstructing proper view. Moreover, the positioning
of the showcases made the museum too crowded, there
being no clear pathways for visitors.
To categorize special needs for display and to evaluate
the space required for the exhibition, we recorded and
surveyed all objects. During our inventory, we used
a volumetric system of measurement for objects and
showcases (WALSTON & BERTRAM 1993). This system
evaluates the volume of objects of similar height or
length by placing them in categories and, in parallel,
calculates the total utilitarian volume of the
showcases. The system can provide information about
the volume necessary to store and exhibit the entire
collection. Furthermore, the system allowed us to
inspect the general condition of the objects and to
evaluate their needs, such as mounting systems,
special supports, pillars and new materials for
decorating the interior of the showcases.

Retrofitting measures
Temperature and Relative Humidity
To date, climatic control has yet to be accomplished.
The solutions to improve the internal environment
have still to be applied to the building envelope and to
the interior conditions. There are two broad courses
of action that may be taken: passive measures and
retrofitting measures. Passive measures consist of
reducing or cutting heating inside the room during
winter and increasing the amount of fresh air during
summer. This measure was implemented at the very
beginning of the museum upgrading. Retrofitting
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measures on the building envelope consist of weatherstripping windows, cutting down solar heat gain by
using awnings and shading devices and, where
possible, by insulating external walls. Moreover, it is
necessary to equip the space with humidistat
connected with a heating system for winter and a
ventilation system for summer. Furthermore, it is
important to provide the space with a humidification/
dehumidification system connected to the humidistat
in order to obtain more gradual fluctuations and to
normalize diurnal fluctuation of relative humidity.
Such a system has not yet been implemented, the
museum will purchase one in the future.
Lighting
For retrofitting the lighting of the museum, we
decided to change the ceiling boxes and replace them
with new ones with alveolar diffusing mirrors, covered
with ultraviolet filters which have no effect on the
illumination level or on the lighting quality (colour
rendering, colour temperature, intensity of light).
The selected filter belongs to the category of acrylics
giving a UV emission between 200-350 nm, i.e. a
reduction of 95%. The sheets are cut in situ to the size
of the ceiling box and fitted by using the existing
screws of the fixture. The UV filters are not
permanent, but they can last longer if lighting time
is reduced. As the museum usually receives only one
visitor a week and the time of a visit is about 20
minutes, lights can remain shut most of time.
Moreover, to control natural light we permanently
keep the curtains down.
Construction materials
The materials used for the display cases were harmful
to a large proportion of the collection. The cases were
made around 1950 and the museum board committee
decided to keep them as an historical element of the
exhibition. For this reason any major intervention
into the shape, colour, or construction of the cases
was not permitted. The exterior was kept unchanged
and improvements were made to the interior through
the exclusive use of removable materials that reduced
the harmful volatiles emitted by the wood. Materials

for the interior of the showcases were selected in order
to be: i) chemically stable and inert; ii) easily
disposable and easy to use without the need of special
equipment; and iii) of low cost.
The retrofitting of the showcases began by removing
all corrosive materials as determined by the Oddy
tests (commercial paper, coatings, tapes). After
coating the interior with a sealing water-based
varnish, a thin high density polyethylene sheet was
used as a second layer of protection. A final layer of
washed natural cotton textile covered the
polyethylene layer. White was chosen to provide
contrast with the objects, which would be brightened
by the reflection of light. In addition, white makes it
easy to observe any new signs of corrosion, dirt or
other infestation. ' To improve the internal
environment of the cases, activated carbon was placed
in round glass containers (M 10 cm): This can absorb
organic volatiles, such as formaldehyde and acetic
acid emitted by the wood. The activated carbon is
regenerated every two days by heating it to 200°C
for six hours.
Display design
Our volumetric study showed that less showcases were
sufficient for the display of the objects. Moreover, the
survey of the collection revealed the necessity of
constructing one new display case for an oversized rifle.
As a result, we removed unnecessary wooden shelves,
replacing some with polycarbonate (plexiglass) shelves
in order to increase the visibility of objects. We also
organized the collection thematically to depict the
following topics: i) narcotics, toxic materials and their
utensils; ii) historical guns, arms and knives from the
nineteenth century until now; iii) organic specimens,
human residues; and iv) crime proofs and samples of
psychic distortion.
Needless to say, some of the objects, such as the
collection of the human tattoo pieces, written
documents, and bank notes, need special framing in
order to be preserved from distortion and other
physical damages. To enhance their preservation, we
decided to use techniques for archival materials. The
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selected materials were acid free cardboard,
polyethylene film, double sided tape and Melinex®.

human remains are not described and labelled
separately, but rather as a whole.

After grouping the objects, we relocated them in order
to create a pathway for visitors. In particular, we
were concerned about the human residues exhibition
because we had to take into consideration the visitor's
reaction towards such unusual and perhaps shocking
objects. The ethics rules concerning the use of human
remains for scientific purposes are quite specific and
strict (GARRAT-FROST 1992, PUGH-SMITH & SAMUELS 1996).

Conclusions

For this reason, we had to treat the exhibition of these
objects with care. It was deemed unacceptable to
merely consider them as 'artefacts' and display them
in such manner. After consulting with the director of
the museum, we decided to display these specimens
in the far end of the exhibit room and to create a
'corner' where they could be preserved in an adequate
environment rather than being exhibited. In this
way, those interested could view the collection, while
those sensitive to such matters could easily avoid
them. In view of their specific value and history, the

The upgrading and retrofitting of the Criminal
Museum was accomplished in one year by a
museologist with the help of two undergraduate
conservation students. All relevant preliminary
studies and improvements to the museum were
conducted in situ without the need of special
equipment. This approach was taken because of the
sensitivity of the collection and the impossibility of
contracting external manufacturers or employees
who could not stand the view of some of the objects.
The team developed a systematic approach to the
upgrading of the display by often borrowing from
archival techniques and other conservation fields.
The project demonstrated that upgrading and
retrofitting a small museum with a mixed collection
could easily be accomplished by professionals of
conservation, using inventive yet simple techniques
and on a low budget.
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University museums: distinct sites of intersection
for diverse communities
CAROL E. MAYER*

Resumo
No artigo 'The Politics of exhibiting culture: Legacies and possibilities', Shelley Ruth Butler refere-se à "dicotomia problematica,
frequente na literatura, entre urna perspectiva critica e urna perspectiva optimista da exposiçâo de cultura [material]". A
museologia crìtica, argumenta Butler, levanta questôes sobre a história de urna "politica de domìnio" que prevaleceu na pratica
dos museus ocidentais e respectivas exposiçôes sobre culturas nâo ocidentais, encaradas comò "0 outro". A museologia optimista,
por outro lado, da ênfase "ao papel educativo dos museus e à promoçâo do dialogo plural e multi-cultural entre cidadâos" (BUTLER
2000: 74). Este artigo discute comò um museu universitario pode constituir um espaço apropriado para a intersecçâo destas duas
perspectivas. Centrar-me-ei essencialmente no traballio com comunidades multi-culturais no desenvolvimento de urna exposiçâo
e de programas educativos sobre 0 Islâo e a vida muçulmana.

Abstract
In her article 'The Politics of exhibiting culture: Legacies and possibilities' Shelley Ruth Butler refers to "a problematic
dichotomy that exists in museum literature between critical and optimistic perspectives on exhibiting culture" (BUTLER 2000:
74). Critical museology, she says, raises questions about the relationship between existing museum practice and the history of
a "politics of domination" that has underpinned how western museums exhibit non-western cultures, the "other." This has
resulted in the re-evaluation of motivations that have driven the collecting, classifying, and displaying of material culture.
Optimistic museology, on the other hand, focuses "on the role of museums in public education and in facilitating conversation
between diverse and multi-cultural citizens" (BUTLER 2000: 74). The intent of this paper is to discuss how a university museum
proved to be the appropriate site of intersection for these two perspectives. I will focus specifically on our work with diverse
communities on the development of an exhibition and programming about Islam and Muslim life.

Introduction
Thinking of museums as distinct sites of intersection
for diverse communities is a concept that is gaining
momentum in this world where peoples are seeking
to maintain and express their ethnicity in
atmospheres of misunderstanding and mistrust that
exist both within and between peoples. Global media
channels offer sound and sight bites that deliver
severely edited impressions of peoples and events
from all parts of the world. There is a dearth of
channels or sites available to those peoples who might

want to communicate and interact with each other.
While museums are becoming more important sites
for interacting with diversity, how might they avoid
or transcend the common cycle of 'seduction and
abandonment'? This paper explores a case study that
illustrates how an institution attempted to
transcend that dilemma, though at significant cost,
and without clear evidence that it will be able to
sustain that transcendence for the long term.
The Museum of Anthropology (MOA) at the
University of British Columbia is the largest

* Carol E. Mayer is Senior Curator, Associate to the Department of Anthropology and Sociology, Museum of Anthropology, University of
British Columbia. Address: 6393 NW Marine Drive, Vancouver, British Columbia, V6T 1Z2 Canada. E-mail: mayer@interchange.ubc.ca
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university museum in Canada. The founding
collections are from the Pacific and were donated to
the university in 1927. The museum was founded in
1947 and was housed in the basement of the library
untili976, when it moved to a new building 1 . It is
best known for its collections from the Northwest
Coast. As well as being a university museum and
therefore considered a research unit of the university;
it is also an anthropology museum with world-wide
ethnographic collections, a training museum for
undergraduate and graduate museum studies
students, and a community museum that works
closely with communities in the conception and
production of exhibitions and programming. The
organizational structure of MOA has evolved out of
an academic model wherein decision-making is
participatory or 'democratic' and there is no board of
trustees. MOA's director reports to the Dean of Arts.

architecture and Northwest Coast collections, is one
rarely enjoyed by university museums and
c.150,000 people visit each year. Although this may
sound laudable, it also reflects a constant challenge
for MOA, a museum that in many ways has to be all
things to all people2. Credibility within the university
rests on the quality and quantity of research
produced, and credibility with the communities
defined as 'museum visitors' rests on the quality and
quantity of programmes produced. Yet some specific
communities view the museum as a site of interaction,
a place where the stature of the university as 'a higher
branch of learning' is incorporated in the publicly
accessible messages contained in its exhibits and
programming. This brings us to the 'Spirit of Islam',
a collaborative project with members of the local
Muslim communities.

Seduction and abandonment
The university's Department of Human Resources has
designated the majority of the professional staff at
the museum as curators: this includes collections'
personnel, conservators, designers, and programmers.
All cross-appointed staff to academic departments are
also designated curators. All museum staff (about 25)
are engaged at varying levels in teaching or
supporting museum-related undergraduate courses
in the Department of Anthropology. This teaching
activity secures the connection between the museum
and the Department of Anthropology. Teaching
curators also sit on graduate committees, conduct
directed studies and have voting rights on the
department caucus. They and other staff members
sit on various university committees. As well, staff
create and work on research projects that.have
resulted in various publications and awards. All these
factors contribute to the museum's place as a research
unit within the university. The university embraces
the museum as 'the jewel in its crown'; it is frequently
featured in the university marketing strategies and
is always included in the itinerary of official visits.
Its public face, somewhat ensured by its world famous

It is true that many museums have good track records
for working with communities that have resulted in
innovative programming, wonderful celebrations and
award winning exhibitions. It is also true that all
museums now live in an era of complex negotiations
and collaborations involving the interpretation and
ownership of their collections. Ideas about collaborative
frameworks are changing as we move away from some
'consultative' models that kept the ultimate decision
making power within the museum to 'collaborative'
models based on thè true sharing of power. These earlier
'consultative' models frequently resulted in cycles of
'seduction and abandonment'. Communities are
seduced with promises of shared involvement in the
development of a project only to be abandoned once
the project is complete. Communities are left with no
reason to come back to the museum and the museum
moves on to the next community. Nobody is truly
satisfied, everybody is exhausted and progress is
minimal. This cycle of seduction and abandonment is
built on the shifting sands of good intentions and history
has shown that the cycle continues and relationships

1
See A. HAWTHORN 1993. A. Labour of love: the making of the Museum of Anthropology, UBC, the first three decades, 1947-1976. UBC Museum of
Anthropology, Vancouver.
2
See also K KRUG, A.-M. FENGER & M.M. AMES 2001. The faces of MOA: a museum out of the ordinary. Archivjur Vôlkerkunde 50: 249-263.
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fade as time and resources are reallocated. At MOA, as
in most university museums, staff, particularly
curators, are expected to initiate new research that
contributes to the museum's image as a research unit
of the university and, at the same time produce,
through consultation or collaboration with originating
communities, publications and exhibits that are
publicly accessible. This trying to be all things to all
people has resulted in an indefatigable quandary that
was still with us when we started to work with the
Muslim communities. How this progressed is perhaps
better told as a story.
The exhibition 'The Spirit of Islam: Experiencing
Islam through Calligraphy' began in 1997 when a
prayer space, designed by architect Farouk
Noormuhammad, was installed for Muslim leaders
attending the APEC meetings at the Museum of
Anthropology. The museum was perceived as an
appropriately apolitical place for the meeting of these
political
leaders who represented
diverse
communities 3 . The prayer space remained in situ for
a couple of months after the meetings were over. There
was a great deal of interest from the general public here was an opportunity to visit a place that they
would not normally feel comfortable visiting.
Religious institutions whether they be churches,
synagogues or mosques, can be intimidating
structures to those not of the associated faith.
The idea of reinstalling the prayer space as part of a
larger exhibition about Islam initiated discussions
with community members. This was initially made
possible by the connection with the Ismaili
community afforded by a staff member, Salma
Mawani. She spoke with her community and
discussions began. Members of the community were
welcomed to the table in a spirit of 'shared authority'
yet clearly they represented a shifting aggregation
of interests and securing consensus was a continual
challenge. We were working with the different
orthodoxies of the Shia, Sunni, Ismaili and Persian

communities who seldom interact with each other.
In her article 'The Embattled Curator' July Klein
states that this sharing of authority "In the best cases
[...] can result in a more authentic and revealing
exhibition: in the worst, blandness, incoherence, or
self-congratulation" (KLEIN 2001).
The site of a university was considered an appropriate
place because here, as one member of the community
stated, 'scholarship and truth took precedence'. The
objective articulated was 'a desire to inform the non
Muslim community about Islam and the Muslim
community'. Having said that, it was clear that the
people around the table had no clear consensus about
how to articulate this objective through the vehicle
of an exhibition or what objects and programmes
might be appropriate to achieve this. Underpinning
all this was a presumption on my part that these
members of the community would have knowledge
about their own antiquities - this was not so. They
looked to the museum for that knowledge and we
looked to scholars on campus. Herein lies one of the
great advantages of being a university museum.
Initially my role was as the curatorial member of the
MOA team that included a liaison person, a designer,
an educator, and a marketing and fundraising officer.
The curatorial role was not one of embarking on a
research project with the intent of producing an
exhibition, rather I'was to offer advice associated with
theme, spatial organization, object choice and so on in other words arms length and guided by a
collaborative process wherein the community would
be the 'curator.' This instigated a move away from
the primarily research, and usually singular,
curatorial role (BRYK 2001). Ownership of research is
fiercely protected on a university campus and
curators are usually accountable for the scholarship
that underpins the story line of an exhibition alongside the choice of objects and graphics. Clearly
there was a real need to define what we meant by
ownership and accountability.

3 For further information on this event, see R.B. PHILLIPS 2000. APEC at the Museum of Anthropology: The Politics of Site and the Poetics of Sight
Bite. Ethos 65: 172-194.
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The MOA team attended a few meetings with
representatives from the Ismaili community, scholars
in the religious studies department and the Muslim
student association. This was a new endeavour for all
of us and much time was spent discussing what the
exhibition might be. Committees increased:
education, gallery, design, fundraising, marketing,
and advisory all of which included members of the
Shia, Sunni, Ismaili and Persian communities. All
teams developed terms of reference that specified the
objectives of the team along with expectations relating
to attendance, minutes and responsibilities. Attending
all these meetings, usually in the evenings, stretched
the small museum team who were also invited to
attend and speak at various Muslim gatherings.
From the beginning, it became clear that the presence
of human or animal representation in the exhibition
was an area of insolvable difference4. From this grew
the idea that all the objects chosen would be connected
by the fact that they were decorated with calligraphy
- considered the highest art form of Islam. As time
progressed the learning objective of the exhibition
evolved and was articulated in a phrase riddled with
4 Muslims do not possess pictures or depictions of any of the prophets,
see http://www.cie.org/About_Islam.html
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complexity: 'Islam is a religion that teaches there is
one God whose messenger is Muhammad - those that
believe this are called Muslim'. As we discussed this
statement we realized that two words were constantly
being articulated: Unity (in the belief in Islam) and
Diversity (of the Muslim peoples). We added
Knowledge (needed to understand the relationship
between Unity and Diversity). These three words then
underpinned the three sections of the exhibition: a
prayer space, a madrasa and a gallery. Unity in the
belief in Islam was expressed in the prayer space and
in religious objects in the gallery; Diversity of the
Muslim peoples was expressed in photographs of
Muslims all over the world, a video of Muslims in
Vancouver and secular objects in the gallery that
reflected great craftsmanship; Knowledge was
expressed in the madrasa - a place of learning, school
and public programmes and in evidence of scientific
achievements and instruments of calligraphy in the
gallery. A banner greeted visitors entering the exhibit
with the words thought to be by the great Persian
poet, Rumi (1207-1273 CE.).
"Don't treat me as a stranger
I am your neighbour
My house is close to yours
I may look different, but my heart is good
My inside is shining even if my sayings
are obscure"
This poem assumed particular significance after the
events of September 11, 2001, and, for many, was
more relevant than the introductory text. Behind the
banner was a wall of photographs showing Muslims
from all over the world - Diversity. It was noted that
one-fifth of the world's population is Muslim. Opposite
was a wall of photographs showing places of prayer
all over the world - Unity and Diversity. The title
'Places of prayer' instead of mosque, masajid or
jamatkhana, was used to avoid the confusion that
might be experienced by non-Muslim visitors. Every
photograph was selected by consensus of the gallery
and education committees. Entering the prayer space
(Fig. 2), the visitor finds him/herself in a quiet,
even of the companions of Prophet Muhammad. For further information

Sites of intersection
contemplative place, oriented towards Mecca - a place
of prayer - a place of Unity. In the prayer space are
the words from the Qu'ran that begin:
"Allah is the Light of the heavens and
the earth.
The Parable of His Light is as if there
were a Niche
And within it a Lamp: the Lamp enclosed
in Glass:
The glass as if it were a brilliant star"
A s c h o l a r approved by t h e advisory committee
verified all quotes from t h e Q u ' r a n . Leaving the
prayer space the visitor heads towards the madrasa a warm and soft place - a place of Knowledge. On the
way, t h e history of calligraphy is described - and
each style is connected to objects in the gallery. In the
madrasa, school children learn about calligraphy and
Islam from members of the Muslim community who
work alongside museum docents. This represented a
level of community commitment that we had never
m a n a g e d before. A t i m e line, developed by
community members and the educator, situates Islam
in history. Visitors could also view a video of Muslims
talking a b o u t being a Muslim in Vancouver, sit on
comfortable benches and read the literature available
or take away English t r a n s l a t i o n s of t h e Qur'an
donated by members of the Shia community.

From the madrasa visitors can enter the gallery - a
place of Diversity, w h e r e t h e y are greeted by a 14 th
century l a m p set high in a niche, lit dramatically to
evoke a sense of wonder and resonance (GREENBLATT
1991). It has the same calligraphic inscription from
t h e Q u r ' a n previously e n c o u n t e r e d in t h e prayer
space This leads visitors to the Sitar and other religious
objects relating to Islam - an area of Unity. Objects
displayed in t h e c e n t r e of t h e gallery reflect
Knowledge - pen and ink containers, an exercise book,
an astrolabe, a manuscript on astrology, and a game
of knowledge t h a t was later a d a p t e d to become the
game snakes and ladders. In t h e t h i r d section, the
different materials used in t h e creation of the great
arts and crafts represent Diversity. Calligraphy and
exhibition text connect the t h r e e areas.
Visitors leaving t h e gallery e n c o u n t e r four panels
that illustrate minute details of objects in the gallery.
The labels asks the visitor to think about how we at
t i m e s look so closely at one p a r t of something and
accept t h e detail as being t h e whole a n d t h a t to
appreciate the whole we have to stand back and seek
it. At t h e exit of the gallery, t h e r e is a painting of a
garden, a place of light. The artist Pari Motamedi, a
Vancouver Muslim, was commissioned to create this
work many months before the exhibition opened and
its m e a n i n g for h e r c h a n g e d significantly after
September 11. She added the following poem:
It is absolutely clear for me
At this moment;
That only in an environment of symbiotic
interconnection
Can we all grow;
That light and love and caring can grow
And expand
Into more love, light and caring;
When my neighbour and I
Each of us
Alone, and in the chambers of the heart
Come to that conclusion:
We will have discovered the elemental truth
of the garden

Fig. 2 - Prayer space in 'The Spirit of Islam'
exhibition (© Ken Mayer Studios).

Clearly, t h e events of S e p t e m b e r 11 i m p a c t e d
significantly on this exhibition. The tragedy of t h e
attack emphasized for the MOA and its community
partners the importance and relevance of 'The Spirit
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of Islam'. There was no question of cancellation but
there was a raised awareness that the public would
probably scrutinize every word, every graphic and
every object- in the exhibition. The text was examined
by the advisory committee and much time was spent
on reaching a consensus. In Vancouver, bookstores
reported that within a few days of September 11 they
were sold out of books on Islam. This seeking for
knowledge and understanding was also reflected in
the public interest in the exhibition. They came in
their thousands. We will however, always be left with
the question of whether or not being housed in a
university museum contributed to its credibility as
an 'unbiased' presentation.
The process took longer than we could ever have
anticipated. An average of 300 hours of overtime per
team member left the institution reeling. This was
not due to bad planning; it was due to the creation of
a partnership model for which we had no precedence.
Traditional roles were deconstructed and a general
hesitancy to assume responsibility in areas that were
no longer clearly delineated led to some confusion and
time-consuming negotiations. In retrospect, a Terms
of Reference should have been crafted for the MOA
team as it had been for the various committees. Good
facilitating skills became paramount, especially with
groups who would never normally sit around the table
and who brought with them very different agendas.
In many ways the exhibition process proved to be a
catalyst for creating unity where there was little.
The MOA team and community committee members
were exhausted. All worked long hours over and above
their regular jobs and duties. Obviously, this level of
collaboration could not become the norm. There was
a need to recover, to rediscover a sense of normality,
to move back into a more comfortable and predictable
space - only to discover that the space was no longer

the same. By working on 'The Spirit of Islam', we had
changed our trajectory and could no longer do things
in the ways that we had. Traditional 'ways of seeing'
and 'ways of doing' become subjected to closer
scrutiny. For example: embedding a learning space
as an integral part of exhibitions, as opposed to
attaching it as an appendage, has now become our
practice. We learned that the learning space, for the
Muslim community, was the most important aspect
of the exhibition. We cannot ignore this.

Continuing the journey
When thinking about how to conclude this story, I
returned to the model of seduction and abandonment
and am left with the question of not whether but how
are we going to find ways to continue our.journey
together? We know that the community advisory
committee has agreed to meet with us for a year after
the closing of the exhibition to discuss how our
relationship might continue. To date we have created
a web site that can be found at www.moa.ubc.ca/
spiritofislam/intro.html and will eventually be
released as a CD-Rom. This legacy might be
augmented by further programming that could take
place at the museum or within the community; a
publication that provides a tangible memory of the
event; or possibly the development of a collecting
strategy that would demonstrate the museum's
commitment to include objects relating to Muslim
life in its acquisitions policy. All these require
commitment on all sides and will not happen if that
commitment falters, or if the institution and its
community partners are unable to manage their time
more efficiently and effectively. Will MOA be able to
sustain a resolution of that contradiction of seduction
and abandonment? Can any museum without
abundant resources?
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New forms of cooperation between t h e Helsinki University
Museum and university students
KATI

HEINÀMIES*

Resumo
As colecçôes da Universidade de Helsînquia serâo transferidas durante 0 ano de 2003 para um edificio no centro da cidade.
Algumas desta colecçôes sâo representatives de mais de 360 anos de história da pròpria Universidade, enquanto outras estao
directamente relacionadas coni a história do ensino e investigaçâo, nomeadamente história da medicina, da veterinaria, da medicina
dentaria, geologia, têxteis, vestuârio e design. Até à data, as colecçôes encontravam-se disponiveis para visita apenas por marcaçâo
prèvia. Porém, a partir do outono de 2003 estarâo permanentemente expostas ao publico no novo edificio. As relaçôes com os
estudantes da Universidade constituirâo urna prioridade do programa do novo Museu e este artigo apresenta as razôes que se
encontram na base desse objectivo e explica comò este se concretizarâ na pratica.

Abstract
The small museum collections of the University of Helsinki will be transferred to excellent new facilities right in the city
centre. Some of these collections specialise in the more than 360-year history of the University and in the history of Finnish
science, while others are concerned with the history of medicine, veterinary medicine, dentistry, geology, and textiles, clothing
and craft design. Previously, the collections were open only by appointment, but from autumn 2003 onwards, they will be open
to the general public. The new museum will devote much effort to co-operation with students. The University will continue to
develop its museum studies module and in the future students may be able to complete their practical training periods at the
University Museum. These and other forms of co-operation will be outlined in this article.

Introduction
The new Helsinki University Museum will open its
new premises in November 2003. In addition to the
objects and documents pertaining to the history of
the University, the museum will house the
collections of medicine, dentistry and veterinary
medicine. Furthermore, the Mineralogical Division
of the Finnish Museum of Natural History, which is
another major museum operating under the
University of Helsinki, will return to the renovated
museum building where, in fact, it has been located
since the completion of the building in 1869. The
museum will exhibit the history of Finnish

scholarship and the history of the University of
Helsinki, which went hand in hand for about 300
years. So far, Finland has not had a museum
exclusively specialising in the history of science and
scholarship.

New facilities, new challenges
The new museum will be located in the former
laboratory and museum building constructed for
the University in the centre of Helsinki in 1869.
The building has strong museological traditions: it
is the oldest building in Finland which has
continuously housed museums since its completion.

* Kati Heinàmies is Director of the Helsinki University Museum. Address: PB 33, 00014 University of Helsinki, Finland. E-mail:
kati.heinamies@helsinki.fi
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It is protected as a national monument and the fourstories-high cast-iron staircase is of great architectural
interest. The museum will have an exhibition space
of 1,300 square metres. There will also be a café, a
museum shop, and a library on medical history. In
the building, there is a large auditorium which will
offer new opportunities for the museum.
Up until now, the small museums to be incorporated
into the new Helsinki University Museum have
operated under highly disadvantageous conditions,
resorting under the auspices of various faculties and
departments. The development of these small
museums has probably followed patterns similar to
those in other universities: the collections originally
used for teaching purposes have turned into museum
exhibitions, which are open to the public rather
irregularly and are, from a museological viewpoint,

often inadequately maintained. Not enough expertise
or funds have been available and, thus, the
maintenance of the collections has been the
responsibility of part-time employees and even of
retired volunteers (HEINÀMIES 2001).
The former University Museum was established in
1978 as a separate administrative unit governed by
the University's administrative director. At that time,
the Museum was assigned the task of charting the
history of the University of Helsinki. It was later decided
that the new Museum would also become a separate
unit placed under the supervision of the Director of
Administration, with the University assuming full
financial responsibility for the Museum's operations.
The University has always played a major role in
Finnish culture and through its own Museum, the
University acknowledges its responsibility for
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Fig. 1 - The new Helsinki University Museum will be located in the former Laboratory of Chemistry and
Ethnographical Museum, completed in 1869 and designed by C.A. Edelfelt (Photo: Photographic service of the
University of Helsinki, Helsinki University Museum).
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Helsinki Museum and students
preserving its unique cultural heritage. The Museum
also supports the University's educational mission by
transmitting Finnish culture from one generation to
the next and by informing the general public of the
work being carried out at the University.
Inaugurated at the beginning of 20CÎ3, the new
Helsinki University Museum will be appropriately
staffed for being open to the public on a regular basis.
This will be a important improvement compared to
the present situation, where most of the collections
are available to the public by appointment only and
the number of annual visitors has not exceeded a few
hundred. However, as the number of staff will
continue to be restricted, new forms of cooperation
with the expert staff and students of university
departments will be in great demand.

A small space in the new museum is reserved for
temporary exhibitions. This space could provide
students of museum studies with the opportunity to
design and mount an exhibition under the supervision
of the lecturer in museum studies at some point
during their studies. While the students would be
responsible for the content provision and mounting
of the exhibition, as well as for producing written
exhibition materials and acting as guides, the
museum would provide the necessary facilities and
funds. In recent years students of museum studies
have organised small exhibitions in various smaller
local museums around Finland as part of their thesis
work. Now, the students will be given the opportunity
to arrange similar exhibitions for a far larger public
in the vicinity of their faculty.

Students; an untapped resource
for university museums
Until now, students have made little use of the
University Museum and have been quite conventional
in their approach. History students are the only group
to regularly visit the Museum to learn about the
history of Finnish science. In contrast, the Medical
History Museum has traditionally been used quite
extensively in teaching. In fact, the Museum was
previously known as the Medical History Museum
and Department. The Medical History Museum has
arranged courses in medical history for prospective
doctors and nurses and has offered archival and
pictorial resources to students and scholars. However,
the students themselves have not participated in
developing the University's museums or in generating
ideas for exhibitions.
The University of Helsinki is in the process of
enhancing teaching in museum studies on the
undergraduate level by establishing a lectureship in
the field. Until now, courses in museum studies have
been held by a part-time department coordinator. The
aim is that the lecturer in museum studies will work
in close cooperation with the University Museum and
it is precisely these forms of cooperation that have
been explored during the autumn of 2002.

Fig. 2 - The cast-iron staircase in the new Museum
(Photo: Jussi Tiainen, The University of Helsinki).
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Naturally, the University Museum will provide
training positions not only for students of museum
studies, but also for students of archaeology,
ethnology, history and art history. The Finnish
government supports the practical training of
university students by subsidising their salaries,
either fully or partly. In most cases the trainees are
employed by the public sector, in jobs related to their
studies, over a period of three months during the
summer. The goal of the practical training is to
familiarise students with the professional tasks
related to their field of study and to enhance their
ability to apply theoretical knowledge in these tasks.
Apart from offering students an insider's view of
working life, the training also provides them with
work experience, which will be a valuable asset when
seeking employment after graduation. The duties of
museum trainees will involve the everyday running
of a museum. In addition to collections management,
they will conduct guided tours, with an emphasis on
interacting with visitors.

State (for instance the Council of State building).
Interested visitors were also offered special theme tours
led by experts. The geological tours, for example, which
provided information on the different types and origins
of stone used in the construction of the city, were
especially popular.
The Museum's obligations towards its trainees should
not be underestimated: for many students, a training
place is their first point of contact with working life.
The Museum staff must therefore guide and advise
students, assigning to them duties as versatile as
possible, and introduce them to all aspects of the work
being carried out at the Museum so that the
experiences gained during the practical training will
help students to clarify their career objectives. Many
of the students who complete the training will later
be recruited by the Museum, thus bringing in new
ideas and up-to-date information about developments
in the field.

Guided tours need not be limited to the confines of the
museum: students could also lead guided walks on
University premises and inform visitors about the
University's history and its research activities. The
new University Museum is ideally located for this
purpose: it is situated near Senate Square in the middle
of the City Centre Campus and thus in the very heart
of Helsinki. In 2000, when Helsinki was one of the
European Cultural Capitals, similar tours were already
organised. Over a period of one month, students
arranged guided tours in the vicinity of Senate Square.
Visitors were allowed access to buildings and sites of
historical interest in the city centre which otherwise
remain closed to the general public, including premises
owned by the University, the City of Helsinki and the

It is important that students will regard the Helsinki
University Museum as their own museum.
Coincidentally, the student nations, the oldest student
societies in Finland, celebrate their 360 th anniversary
in 2003, the same year in which the new University
Museum will be opened. Students of the University of
Helsinki wanted to celebrate the occasion by
organising ari exhibition and various other related
events. The first special exhibition of the new museum
will thus feature student life and the activities of the
student societies (nations). The planning of this
exhibition has been left to the students themselves
and it will offer a less formal alternative to the perhaps
somewhat drier permanent exhibition at the Helsinki
University Museum, which may encourage a wider
range of people to visit the Museum.

Reference
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Palseographia; an exhibition blending science and art
ANDREW SIMPSON*, RHONDA DAVIS** & KIRRI HILL***

Resumo
A exposiçâo Palseographia foi realizada a propòsito do Primeiro Congresso Paleontològico International e consistivi na integraçâo
diversificada e multimédia de fósseis originârios da Australia com documentos de ilustraçâo cientïfica e objectos de arte. O
objectivo de Palseographia foi o de ilustrar 0 patrimònio paleontològico australiano. As explicitas relaçôes entre ciancia e arte
estabelecidas na exposiçâo suscitaram reacçôes muito positivas por parte dos visitantes. Palaaographia teve grande sucesso
junto de familias e de grupos escolares, desencadeando frutuosas oportnidades para o desenvolvimento de programas educacionais
que incorporassent elementos artîsticos e cientificos. Palaeographia constituiu assim um importante instrumento para a captaçâo
e fidelizaçâo de novas audiências para a Galeria de Arte da Universidade de Macquarie (Nova Gales do Sul, Australia).

Abstract
The exhibition Palseographia was developed for the First International Palàeontological Congress. It consisted of original
Australian fossil specimens juxtaposed with scientific illustrations and interpretive artworks in a variety of media. It
illustrated Australia's palàeontological heritage. The linkage between science and art triggered positive comments by visitors.
The exhibition was popular with families and school groups and provided an opportunity to develop education programmes
that incorporated both art and science elements. The exhibition was therefore a mechanism for introducing a new audience to
the gallery experience. An exhibition like this could only be developed in a University. The complex and diverse nature of its
intellectual base allows a fertile collaboration between groups that rarely work together elsewhere. It was also a good example
of how a University Gallery can promote the endeavours of its scientists to a broader audience.

Introduction
The First International Palàeontological Congress
(IPC2002) held recently at Macquarie University
featured its own art show. 'Palaeographia: Artworks
from deep time' was an exhibition of original
Australian artworks and fossil specimens inspired
by the rich Australian fossil record. Presenting
scientific illustrations of extinct fauna and flora,
interpretative artworks in a variety of media and

original specimens, the exhibition illustrated the
long and varied history of life on our ancient
continent and its adjacent marine realm.
The exhibition was primarily developed for the
congress as an innovative way to showcase
Australian palaeontology to an international
audience. It has, however, found much wider appeal
amongst gallery visitors without a specific scientific
background and Palaeographia has broken all

* Andrew Simpson is Museums Education Officer. Address: Division of Environmental and Life Sciences, Macquarie University, New South
Wales 2109, Australia. E-mail: asimpson@els.mq.edu.au
** Rhonda Davis is Gallery Education Officer. Address: Macquarie University Art Gallery, Macquarie University, New South Wales 2109,
Australia. E-mail: rdavis@vc.mq.edu.au
*** Kirri Hill is Gallery Research Assistant. Address: Macquarie University Art Gallery, Macquarie University, New South Wales 2109,
Australia. E-mail: khill@vc.mq.edu.au
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attendance records at the University's Art Gallery.
Plans are in development to bring the exhibition to
an even wider audience next year.
There is something about palaeontology that strikes
a chord with diverse audiences. Fossils have always
fired human imagination. These shadowy projections,
sometimes rich in detail, sometimes mysteriously
cryptic, preserved by serendipity far beyond the limits
of the original genetic mechanism, are disruptions in
the fabric of time and space. They inspire awe and
stretch our minds beyond the constraints of our
perspective of the -everyday environment.
To the early European settlers, Australia, once part
of the great southern supercontinent Gondwana, was
alive with strange creatures. Indigenous Australians,
through their creation mythology (their Dream
Time), incorporated a rich understanding of
Australia's past into their culture. This process has
epistemological, if not methodological parallels with
the western intellectual tradition of palaeontology..
Palaeographia also celebrated the fertile links
between art and science by exploring the natural
world from the perspective of geologic time and the
inspiration this provides for the imaginative
reconstruction of lost worlds inhabited by extinct,
uniquely Australian creatures.
Palaegraphia was designed specifically to be
accommodated in the Macquarie University Art
Gallery. The Gallery has a floor area of 220 square
metres for the display of specimens and scientific
models and 45 running metres for the display of
artworks. The original concept for the show was
discussed with the Gallery Director, Professor Di
Yerbury, six months prior to the conference. A
curatorium consisting of Gallery staff and congress
organisers then developed the exhibition content from
Macquarie University's own collections and
negotiated loans from other collecting agencies and
individuals.
Palaeographia was essentially a joint project between
Macquarie University's Art Gallery and Earth
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Sciences Museum. Whilst the University's collection
made up the majority of content, an impressive range
of both art and science based, public and private
organisations and individuals also contributed items
(see acknowledgements). Some of these were eclectic
items, such as The Perth Mint's unreleased set of
sterling silver dinosaur coins and some spectacular
pottery with fossil motifs by Newcastle potter Nora
Moelle. The aim of the exhibition was to inspire a
deeper understanding of the antiquity of the
Australian environment through the dual processes
of artistic interpretation and scientific reconstruction
whilst emphasising their epistemological similarities.

Highlights
As noted above, the content of the exhibition was
specifically developed for the scientists attending
the congress. Some of the highlights of the
exhibition, including notes on the selection of
content, are discussed below. These illustrate
examples of the juxtaposition of artwork and
scientific specimens in the exhibition.
The Ediacaran fauna was first discovered in South
Australia in 1946. It consists of strange soft-bodied
creatures preserved as impressions in sandstones of
the Flinders Ranges. They are among the earliest
examples of complex multicellular animals, predating
development of invertebrate skeletons 540 million
years ago. Since their discovery they have been found
in rocks of similar ages from many parts of the world.
These creatures were the inspiration for artist
Christine Ross's 'Brachina Gorge' series. Original
specimens were exhibited on an open pedestal beneath
the artworks.
Glossopteris is a unique Gondwanan plant from the
Late Permian (c. 255 million years ago) of eastern
Australia. It was first described from glacial sediments
near Melbourne. The ice-age success of this plant was
due in part to their habit of shedding their foliage
during autumn and the abundance of leaves
contributed much to Australia's coal deposits.
Glossopteris is one of Australia's most common plant

Palaeographia
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Fig. l - Australian artist John Wolseley opens the exhibition in front of one of his works (Photo: E. Alexakis ©
Centre for Flexible Learning, Macquarie University).
fossils. Burning the coals in power stations releases
energy from the sun locked away in plants millions of
years ago. John Wolseley (Fig. l) explores the unique
Gondwana biogeography in his work Java leaf Tiwi
leaf1 and the sharp boundary of Wallace's Line, a
phenomenon reflecting relatively recent, in
geological timescales, closure of the former oceanic
region between Australia and Southeast Asia. Artist
Pip Stokes, in her work Gondwana, has focused on our
unique southern flora. The fossil Glossopteris and its
restriction to former Gondwanan continents was
historically the basis of the scientific Gondwanaland
concept.
Australia's only armoured dinosaur is the small
ankylosaur Minmi paravertebra discovered just over

20 years ago and preserved only as traces of bone and
skin. It was reconstructed specifically for the
exhibition with detailed scientific accuracy by
Newcastle artists Herbert Heinrich and Anne
Llewellyn. It was the most popular feature of the
exhibition with younger visitors (Fig. 2).
Diprotodon was a large marsupial herbivore, one of
the megafauna that flourished in Australia prior to
the last ice age. Its closest living relatives are the
wombat and the koala. From skeletal remains,
Australian Museum artist Anne Musser recreated the
animal in its natural environment. Some of Anne's
precise scientific illustrations are also included in the
exhibition. Also included are bark paintings by
indigenous artists depicting giant short-faced

1
John Wolseley is an Australian artist inspired by natural history and the environment. He has works in most major Australian galleries.
A large body of his recent work has focussed on continental drift and the break up of Gondwanaland. The work Java leaf Tiwi leaf compares
botanical characteristics separated by Wallace's Line despite their close geographic proximity.
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kangaroos, typical of the long-extinct megafauna,
being hunted by the earliest Australians.
The Winton dinosaur trackway in northwestern
Queensland is the best documented dinosaur trackway
in Australia. It preserves 10 seconds of sheer terror
from 100 million years ago. A flock of small dinosaurs
gathered by a lake were scattered by the sudden
appearance of a large carnivorous dinosaur. The
trackway has been intensively investigated and the
sizes and speeds of the animals involved in the
skirmish have been calculated. A replica of one
trackway section was included in the exhibition.
Artist Shane Whittaker of Macquarie University
recreated the scene of the dinosaur stampede. This
topic allowed the juxtaposition of scientific specimen
(Winton trackway), model (small dinosaur on loan
from the National Dinosaur Museum) and artwork.
Isabel Davies' 'Desert herbarium' captures the spirit
of the naturalist and the human desire for better
understanding through classification. The same
requirement for comparative taxonomy is seen in the
small field specimen cabinet of explorer John Oxley,
who was responsible for much of the early exploration

of New South Wales. It is very similar to the collections
of plants and minerals popular in the late eighteenth
and early ninteenth century, such as the elegant ones
in Malmaison, once owned by the great patron of
natural sciences, the Empress Josephine (wife of
Emperor Napoleon). This collection allowed Oxley,
180 years or so ago, to make direct comparisons
between specimens discovered during exploration in
inland Australia and specimens already identified
within the framework of an established scientific
scheme. The inclusion of a historical artefact gives
the exhibition a broader context for the audience.
Throughout the long history of Gondwana, the types
of animals that built immense reefs fringing the
continental landmass changed with changing
environments and genetic flexibility of the organisms.
Reef building creatures from our deep past are
completely different from those making up Earth's
largest living structure, the Great Barrier Reef, today.
These changing fortunes were illustrated by Anna
Choi's 'The Dying Colony', an installation of ceramic
sculptures. This work was exhibited with fossil corals
from the Palaeozoic Era in the collections of the Earth
Sciences Museum at Macquarie University.
Jorg Schmeisser's 'Gifts from the Sea' and 'Diary and
Shells' are artworks that illustrate fossil and living
invertebrates, the latter from present day marine
platforms. Creatures such as ammonites featured in
'Gifts from the Sea' are common fossils, regarded in
the Middle Ages as having been wicked creatures,
'coiled stone snakes'. They are in fact closely related
to the living Nautilus. Schmeisser's work is exhibited
together with Australian ammonites from the
Macquarie University collections.

Fig. 2 - Two young dinosaur fans with the
reconstruction of' the Australian ankylosaur Minmi
paravertebra, illustrating the relationship between
object and audience (Photo: E. Alexakis © Centre for
Flexible Learning, Macquarie University).
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The famous fossil Archaeopteryx, with dinosaur
bones and feather impressions, was the first evidence
of the link between dinosaurs and birds. Since then
the fabulous feathered dinosaurs of China have been
discovered, but few realise Australia has a
significant piece in the puzzle. Feathers preserved
in minute detail from the Cretaceous ( n o million
years) shales of Koonwarra were long regarded as
the second oldest feathers in the world. Though some

Palseographia
authorities believe that birds originated on the
Gondwana supercontinent, the Early Cretaceous
feathers from Koonwarra are the oldest evidence
for birds on Gondwana. Their morphology compares
closely in detail with the feathers of living
cormorants.
For over a hundred years, enigmatic microscopic fossils
called conodonts (cone teeth) have been recovered
from limestones 220-450 million years old. For more
than a century, scientists argued over the taxonomic
affinities of these tine objects, made of calcium
phosphate, occurring sometimes in great profusion and
in a bewildering range of forms. At various times they
have been argued to belong to almost every major
animal group. Although the interpretation is not
universally accepted, it now appears they were in fact
teeth from the earliest group of proto-vertebrates.
Sydney artist Dean Oliver, fascinated by the spectrum
of forms, accurately depicts a small sample of these
bizarre items. The research of Macquarie University
palaeontologists, hosts of the congress, is strongly
focussed on this fossil group.

Education programmes
The broad nature of the exhibition, threading
elements of art and science, allowed for the
development of innovative education programmes.
The congress also included a three-day workshop for
science teachers. Topics covered in the programme
entitled 'A Festival of Fossils', focussed specifically on
the development of palaeontology programmes for
various school age groups.
The programme included basic preparation and
replication techniques, using trilobites and
brachiopods to interpret environments, recovering
and identifying foraminifera, a fossilisation
experiment ('the good, the bad and the smelly'),
determining how fast dinosaurs ran, fossils in open
ended investigations, using palaeontological press
releases as a basis for classroom discussion and
running a field trip for students. Although the
programme was designed for Australian teachers,

there was much interest from some of the
international delegates and an opportunity for
teachers and scientists to interact. A booklet for the
programme was produced (SIMPSON & WINCHESTER-SEETO

2002) and it is intended to put some of the individual
units on a Macquarie University website as
downloadable pdf-documents in the future.
Meanwhile some of the units are finding their way
into the pages of our local education journals. The
exhibition itself has been reported to the earth science
profession (SIMPSON 2002a) and the museum profession
in Australia (SIMPSON 2002b).
The education programme for school students
conducted in the gallery included a unique
approach, which put the students in charge of the
information gathering and analysis of the objects
and artworks on display. Student visitors were
divided into groups and provided with focus
questions for specific objects or artworks in order to
prompt an investigation into the object/artwork in
terms of its significance to the exhibition, place in
the exhibition design plan, or relevance to other
objects/artworks. The students were then asked to
report back to the larger group with their findings.
This task allowed for the students to be in control of
the information gathered by reading extended labels
provided with the objects/artworks, asking staff more
about individual exhibits and sharing their own
related experiences and knowledge about the objects/
artworks. This task also allowed for close inspection
and analysis of several exhibits and the supporting
or related exhibits around them. It also gave the
students freedom of speech and analytical thought
when reporting to the rest of the group rather than
being spoon fed the information and gave them a
responsibility in educating their peers.
Floor talks were given for both school groups and the
general gallery visitors throughout the duration of
the exhibition, providing an overview of the
exhibition theory, design, sourcing procedures, as well
as information on specific objects/artworks. The talks
were complemented by extensive use of extended labels
throughout the exhibition, providing self-guided tours
with some extra information.
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Conclusions
For those seeking insights into our perceptions of the
natural world there are two choices. They can visit
museums, examine specimens, read scientifically
accurate exhibit labels and plunge into original
publications, or they can visit an art gallery and
explore lost worlds through the vision and creativity
of others. Palseographia attempted to bridge some of
the cultural divide between arts and science and,
judging from the visitor numbers, was outstandingly
successful in achieving this.
We believe universities are the ideal setting for
collaboration across the 'artificial5 divide between
science and art. Whilst similar exhibitions could be
developed through cross institutional links between

a natural history museum and an art gallery,
universities are potentially the most fertile ground
for these collaborations as they represent a vast and
diverse spectrum of intellectual endeavour.
Comments from the visitors' book indicate that
general audiences are very receptive to the
integration of science and art. This was best summed
up by the following comment about the exhibition
"Great left brain-right brain stuff.
Palaeographia was a good example of how a facility
such as a University Art Gallery, often a pre-eminent
vehicle for community interaction, can also be a
showcase for its own scientific constituency. A
number of regional galleries in three states have
expressed an interest in hosting the exhibition during
2003 and 2004.
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'Muse therapy' as a new concept for museums
MAMORU ADACHI*

Resumo
Este artigo traça em linhas gérais a história e a missâo do Museu da Universidade de Nagoya (Japâo). Apresenta igualmente 0
concerto de 'Muse-terapia' e explica corno 0 Museu tem tentado, através do manuseamento de objectos da colecçâo, da mùsica e da
pintura, implementar urna série de programas 'minds-on', especialmente dedicados a visitantes com problemas de stress - um
problema de importância crescente nas sociedades urbanas do século XXI.

Abstract
The history and mission of the Nagoya University Museum are outlined and the new concept of 'Muse therapy' is emphasized to
be important for museum activities. Since real specimens, as well as music, painting and so on, may be able to heal mentally
stressed people, minds-on displays will become more and more important in the twenty-first century.

Introduction: University museums
in Japan
Since a Science Council's report on the foundation of
university museum was presented to the Ministry
of Education in 1995, university museums have
been formally established at several national
universities in Japan. The first was the University
Museum of the University of Tokyo, which was
founded in 1996, although its initial organization
and building was established in 1965.
At present there are nine university museums in
Japan (Fig.i). Except for the University Art Museum
at the Tokyo National University of Fine Arts and

Music, each museum possesses more than two
million pieces of specimens, mainly related to
natural history.

Brief history of the Nagoya
University Museum
The Nagoya University Museum (NUM) was
established in 2000 as the sixth university museum
in Japan, but the initial plan for our university
museum was proposed more than 30 years ago. Many
years of effort were rewarded by the establishment of
the Furukawa Museum in 1982. Until 1981, the
Furukawa Museum building, donated to Nagoya

* Mamoru Adachi is Director of the Nagoya University Museum. Address: Furo-cho, Chikusa, Nagoya 464-8601, Japan. E-mail:
adachi@num.nagoya-u.ac.jp.
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University Museums in Japan
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Fig. l - University museums in Japan (in April 2002).
University by Mr. Tamesaburo Furukawa and his wife
Shima in 1964, had been used as a university library.
After construction of a new university library in 1982,
the Furukawa Library building was taken over by the
Furukawa Museum and the Chubu Natural Disaster
Data Station. From June 1990 to March 2000, part of
this building was also used by the materials research
section' of the Nagoya University Dating and Materials
Research Centre, which became the NUM and Nagoya
University Centre for Chronological Research in April
2000.

The main purpose for the establishment of the NUM
was to promote the feedback of specimens and relevant
data for further research and education, to develop
new methods for analysis and preservation of
specimens and to encourage the public understanding
through display of the research results.

Role and mission of the NUM in the
twenty-first century
The NUM consists of three sections: Research/
International Collaboration Section, Curation/
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Conservation Science Section, and Public Education/
Exhibition Section (Fig.2). This style of organization
shows that the NUM regards public understanding and
international cooperation as important missions in
addition to the general mission, such as education of
the next generation, effective management of scientific
resources, and preservation of the cultural and
technological heritage. Since public interest and
understanding is essential to the survival of
universities in the twenty-first century, research
results as well as on-going experiments and expeditions
of the university will be displayed at the NUM, which
acts as an interface between university and public.
Another important aspect of the NUM for education
and research is the building of international
partnerships through cooperation with overseas sister
university museums and also with UMAC.
In the last two and half years five special exhibitions,
one special display, eighteen museum lectures and
five museum concerts have been held in the NUM.
Of these, the Nagoya University Museum Concert
(NUMCo), performed in the exhibition hall, had an
artistic impact on the university members as well
as citizens. The fundamental idea of NUMCo is
essentially the same as the 'Muse therapy' outlined
below (Fig. 3).

'Muse therapy*
According to the recent report of the Ministry of
Education of Japan, more than 130,000 students in
Japanese primary and secondary schools do not attend
schools or refuse to attend schools due to mental
problems. Another report on such students outlines
that some of them recovered from the problems after
regular museum visits. Perhaps their five senses were

Role and mission of the
Nagoya University Museum
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Concept of "Muse therapy"
"Muse therapy"
• Display c A real specimens of importance
* Music, painting, calligraphy, photography,
pottcrj', etc.
Both appear to have a significant effect on the
human mind and' may be able to help mentally
stressed people. Museum specimens as well as
artistic and cultural dispkvys can be useful in
terms of therapy.

Fig. 3 - Basic concept of 'Muse therapy'.
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stimulated through the observation and touch of real
specimens. Real specimens appear to have a
significant healing effect on the human mind and,
therefore, museum displays have to be not only handson but also minds-on.

term 'Muse therapy' at the NUM international
symposium 'Search for a new concept in education
and research through cooperation with sister
university museums' in June 2002 and in more detail
at the UMAC conference at Macquarie University in
September 2002.

Both real specimens and music, painting, calligraphy,
photography, pottery, and so on may be able to help
people in mental stress. Thus, museum pieces as well
as artistic and cultural displays can be useful in terms
of therapy. From this viewpoint, I first proposed the

Doubtlessly, the concept of 'Muse therapy' will become
more and more important in the activity of museums
in the twenty-first century.
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Indigenous perspective on the collection of traditional
Bongainville culture and art; past, present and future
MOSES HAVINI*

Resumo
Este artigo discute diversos assuntos relacionados com a posse e a protecçâo da propriedade intelectual de obras de arte e cultura
tradicionais. Em particular, a aquisiçâo e saque histórico de grandes quantidades de tesouros e de obras de arte tradicional levados
a cabo nos ûltimos duzentos anos por coleccionadores privados, comerciantes, entidades coloniais e missionaries. O actual acesso
a estas obras, na sua maioria preservadas nos museus ocidentais constitui um factor de grande preocupaçâo para os povos indigenas.
Muitas culturas hoje ameaçadas de extinçâo ignoram os locais onde as colecçôes se encontram e comò Ihes aceder. Com efeito, o
processo de 'ocidentalizaçâo' nâo se limitou apenas a desgastar as culturas indigenas, tendo igualmente armazenado em locais
inacessiveis (nem sempre em exposiçâo) os seus vestigios materiais. A exposiçâo Yumi Yet [apresentada na Galeria de Arte da
Universidade de Macquarie, Nova Gales do Sul, Australia] baseou-se em objectas da arte e cultura tradicionais da ilha de Bougainville
para construir um discurso expositivo que estabelecesse 0 dialogo entre 0 passado e o presente. As peças pertenciam ao Museu
Australiano (Sydney) e nunca tinham sido expostas anteriormente. Esperamos ter suscitado um dialogo frutuoso entre diversas
instituiçôes, entidades culturais e povos, por forma a facilitar a futura restituiçâo de muitas peças aos seus legitimos proprietaries.
Neste tipo de negociaçôes complexas, as associaçôes profissionais corno 0 ICOM e o UMAC, beni corno os conservadores das colecçôes
universitârias e de outras colecçôes pûblicas, têm um papel muito relevante. Do ponto de vista das comunidades indigenas, a questâo
dos legitimos proprietârios é problematica. Sob que condiçôes deverà 0 processo de restituiçâo ser gerido? A quem deverâo as peças
ser devolvidas? Deverâo ser os estados e as instituiçôes culturais a assumir a responsabilidade ou, pelo contrario, poderâo estas ser
reclamadas por clâs, tribos ou inclusivamente a titulo individuai? Apesar das sociedades tradicionais serein prospéras do ponto de
vista artistico e cultural, é igualmente verdade que as suas instituiçôes culturais fìcam frequentemente atrâs das suas congénères
ocidentais no que diz respeito a conhecimentos e padrôes de preservaçâo e conservaçâo dos objectas. De que forma se poderâ materializar
uma transferêneia de know how que possibilité a preservaçâo e 0 desenvolvimento das artes e das culturas dos povos indigenas,
comò por exemplo o de Bougainville?

Abstract
In this paper issues of ownership and protection of intellectual property of traditional art and culture are scrutinised. In particular,
it addresses issues surrounding the historical lifting and acquisition of huge volumes of traditional art and treasures within the
last 200 years by various collectors, including traders, colonial officials, missionaries and private collectors. Access to traditional
art and artifacts now preserved in western museums is of critical concern to indigenous peoples. Today, many cultures that are
threatened in their survival are unaware where significant collections are kept and how to access them. Westernisation has both
eroded indigenous culture and stored its material evidence in inaccessible places. Indigenous peoples around the world are
wondering what has happened to collections, which are often not on display. Our attempt with the Yumi Yet exhibition to examine
today's Bougainville culture in the light of the never before exhibited Bougainville art from the Australian Museum raises a
discussion between past and present. We wish to open up a meaningful dialogue between institutions and various cultural bodies
and peoples to facilitate the future return of significant art to their rightful owners. Bodies such as UMAC and ICOM and the
curators of university and public collections could become vital facilitators in the establishment of such dialogues and negotiations.
Under what safeguards and conditions should these collections be managed and returned? From an indigenous perspective, arguments
within countries as to who are the rightful owners and custodians for the return of such treasures emerge. Is it for the state or
cultural bodies within the indigenous culture to take on the responsibility for the preservation, acculturation and future of the
collections, or will the works be claimed by clans and tribes or individuals? Whilst traditional societies are rich in art and
culture, knowledge of preservation and curatorial skills lag behind western institutions. For the preservation and development
of art and culture now and in the future, how can knowledge transfer from more advanced countries be made accessible to indigenous
peoples such as Bougainville?

* Moses Havini is Director of the Bougainville Cultural Foundation (BCF). Australian contact address: 34 Darvall Rd, Eastwood 2122 NSW
Australia. E-mail: tuluan@ar.com.au
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Introduction
Whilst the mission statement of the International
Committee for University Museums and Collections
(UMAC) is clear, one of its aims that strikes a good chord
with me is Article 3 of its Constitution which states:
. "facilitate international and regional
collaboration to stimulate networking,
partnerships and research, and to
initiate
exchanges
of
artefacts,
exhibitions, standards, practices and
other information"1.
It is indeed stimulating to see UMAC include in its
aims 'the preservation of academic, scientific,
technological and cultural heritage5, etc.; but also its
aim to 'stimulate international and regional
networking' in the field of exchanges of artefacts and
exhibitions. It has been my pleasure, as part of the
team with Professor Di Yerbury2 and the Australian
Museum, to have installed in time for this second
international UMAC. conference the 'Yumi Yet
Bougainville This is Us5 Exhibition. It is a striking
and diverse historical and contemporary display of
cultural objects from Bougainville, a culture that has
never before - in its own right - been on public display.
Yumi Yet: 'This is Us' features a selection from some of
the earliest works held in the Australian Museum's
Pacific collection, dating back to the 19th century.
These are exhibited alongside contemporary
artworks, ceramics, photographs and videos. The
cultural objects and artworks are presented through
the personal stories and experiences of the Havini and
Sirivi families, reflecting the vibrant culture of this
recently autonomous island group.
The content of this second international UMAC
conference is most educative and innovative. As I
checked the website of the ICOM and UMAC, I was
particularly struck by an abstract of a paper by Carol
Mayer on 'University museums - distinct sites of
intersection for diverse communities' (MAYER, this issue).
It tries to re-asses the 'politics of domination' that had
1

Constitution of UMAC, Article 3 (http://www.lib.mq.edu.au/mcm/i
Di Yerbury is Curator/Executive Director of the Macquarie Unive
Conference in Australia.
2
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supported the policy of western museums in exhibiting
'non-western cultures', often described as the 'other'
(MAYER, this issue). Two years ago we were guests of the
First Nations of Vancouver and were given a personal
tour of their precious heritage, situated at the
University of British Columbia Museum of
Anthropology. We also visited the Khowutzun Native
Village in Victoria, which is hailed as the world's
largest carving house of native motifs. I also want to
mention that Macquarie University places a strong
emphasis on indigenous Aboriginal art and culture; as
an appreciation of the indigenous land on which it
stands. It is satisfying to know that a new thinking is
emerging within university museum collection
philosophy of "re-evaluating the motivations that have
driven the collecting, classifying, and displaying of
material culture" (MAYER, this issue). Dialogue between
museums and indigenous or First Nations Cultures as
to the collection of indigenous art objects and
intellectual property has become a serious issue in this
period of a more enlightened United Nations agenda of
'decolonisation'. I intend to highlight this very point,
that wholesale lifting of indigenous works of art was
undertaken in huge volumes as early as the first
contacts made by western voyagers. These established
civilizations of the West had developed an appreciation
of the arts that ignited this kind of passion. The. socalled 'primitive art' of the indigenous peoples was
somehow seen as 'exotic' by explorers, who collected
such primitive treasurers as interesting trophies to
bring back home. Unwittingly, these practices led to
cynical exploitation by following expeditions that
bartered mercilessly with 'the natives'. One wonders
if the receiving museums and places of learning in the
West were aware of the impact (a form of cultural rape)
such practices had on indigenous peoples.

Traditional culture and
colonisation
Interest in traditional art within the Pacific region
became more pronounced with the advent of
colonisation in the last rush for colonies by the west
:ld/icom200i/constitution.html).
ty Gallery and was Chair of the Organising Committee of UMAC's

Bougainville culture and art
in the nineteenth century. For the First Nations,
however, this was actually the beginning of the
systematic fleecing of their 'intellectual property'.
More extensive than the loss of precious traditional
art and treasures that can be replaced, western
domination and subjugation of our peoples forced our
ancestors to stop making such artworks. They were
seen as expressions of independent culture that posed
a threat to the colonisation of our bodies, our minds,
our beliefs and our societies.
Artists from the West started to sniff around for
something that was different and exotic. As Pablo
Picasso responded to the expressive strength of African
art and Monet was inspired by flat stylistic Japanese
prints; so Paul Gauguin recognised light, pattern and
abstraction of shape and colour of the Pacific. It seems
that so-called 'primitive, non western art' was not so
primitive after all - it liberated the art movement of
the twentieth century.
In our post-modern world, the creation of art admits to
an eclectic mix of cultural quotation, appropriation
and reinterpretation. Indigenous art, notably here in
Australia, is leading the revival of revisiting cultural
roots and art practice. This movement has inspired
other Pacific artists, Bougainvilleans among them, to
access artworks of the past that lie stored or unexhibited
in the university collections and museums of the world.
Revival of culture in a non-threatening, multicultural
environment is an enriching, positive role for
institutions of learning to initiate and foster in society.
I suggest that now is the time for institutions that hold
such artworks to redress the past. The benefits from
such action can work both ways. The sharing of
knowledge and the profile that the Yumi Yet
Bougainville exhibition has generated is pioneering
for our own Bougainville people's positive cultural
outcomes. We have embarked on an interaction
between two cooperating and enlightened institutions,
the Macquarie University Gallery and the Australian
Museum. Both institutions have acknowledged the
colonial past, but seek to redress it in positive ways.

3

Bougainville art work
Besides the Australian Museum's examples on
exhibition, works of my ancestors lie, tucked away, in
museums and universities in Europe, Australia, New
Zealand, and America. In Bougainville's case, the
intricate pattern work and stylized abstraction had
obviously failed to justify popular theories of
'primitivisrn' and therefore Bougainville art was never
selected for exhibition as examples of primitivisrn in
art. Closer to home, in the Port Moresby Museum in the
early 1970s, we were shocked in the early seventies to
find only a single Bougainvillean item in the Papua
New Guinea Collection, a solitary Upe hat on display
(similar to the one depicted in Fig. 1). Why have we
suffered this obvious discriminatory preference within
the nation that claims Bougainville as one of its
Provinces? No doubt the answer lies in the colonial
attitude of the then Australian Colonial Administration
towards Bougainvilleans and the definition and value
of our art objects as assessed against western art by early
colonialists and zealous missionaries.
Many Bougainvilleans have asked this question,
including Jim Griffin, my former senior history
lecturer (University of Papua New Guinea, 1971),
who began to plow through documents of the period
of German colonial rule in Nuigini and Bougainville
during the nineteenth century, finding some startling
materials. The Germans were of course 'curious
human beings', wherever they went. Griffin
confirmed that Bougainville art objects were not only
depleted for commercial value, but simply rated very
low in terms of popular exotic primitive art (GRIFFIN &
GRIFFIN sine anno). Another inference was that Albert
Hahl 3 was more interested in his brew of coffee than
in the conservation of Bougainville art.
Not only were Germans serious entrepreneurs, they
were also dedicated anthropologists, ethnologists, and
linguists, who carefully recorded the history of the
people wherever they went, including Bougainville.
They were 'addicted' collectors of native artifacts more

Albert Hahl was German Neu Guinea's last Governor (1902-1914).
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1910, a certain Thurnwald tallied 3,150 items from
Bougainville, the Bismarck Archipelago
and
Micronesia (GRIFFIN & GRIFFIN sine anno). The collection
was so lucrative that even the natives started to freely
trade their artifacts for modern tools and other sundry
items. Governor Hahl was so inundated with natives
pressurizing him to buy more artifacts that h e is
recorded as throwing his h a n d s up in the air in
frustration and shouting, 'tomorrow' telling them 'me
cookim coffee' (GRIFFIN & GRIFFIN sine anno). A present
day translation would be 'tomorrow, your objects are
only good enough as firewood for boiling my pot of
coffee' or words to that effect.
Fig. i - Bougainville male Upe initiation headdress.
The Upe is an initiation hat worn by each of the tribal
boys during their initiation period. This practice is
unique to Bougainville in the whole of the Southwest
Pacific. The boys are taken in batches from about age
12-17 years and are interned in jungle camps for as
long as three years. During this period the boys are
taught their oral history, customary laws, warrior
training, preparation for marriage and adulthood,
training in hunting, fishing, gardening, etc. During
the entire time the boys are interned they wear their
Upe hats. Each of the hats carries the sacred designs,
meanings and patterns of the boy's clan/tribe that he
must also learn to weave. The shape and style of Upe
distinctly varies by region in Bougainville in their
shapes, patterns, size and colour. Culturally this
ceremony symbolises the process of the youth coming
of age; where they can leave their mothers and
establish their own families. It adds value to the boy as
a person and as a useful member of his village, clan
and tribe. The Upe hat is conical in shape and the base
is round to fit comfortably on the boy's head. The frame
is made out of cane, the dried leaves are from the acacia
palm, painted and decorated in red, ochre and black
(Photo: Carl Bento, Nature /ocus/Australian Museum).

than promoting or conserving it. Among those who
were heavily involved in art collecting in Bougainville
were Richard Parkinson and Captain Farrell. From
1882 onwards, P a r k i n s o n a n d Farrell contributed
their fair share to the 4,000 pieces at the Australian
M u s e u m . Captain Farrell a p p a r e n t l y set up a tidy
little business between Bougainville, New Britain and
New Ireland provinces of Papua New Guinea, where
he collected hundreds of artefacts which were shipped
to museums in Germany and elsewhere in Europe. In
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By about 1914 the German E. Frizzi, while travelling through Bougainville, found t h a t artifacts were
already disappearing. The discouragement by
missionaries who saw some of our practices a n d
artifacts as 'unchristian' or 'evil' may have also
contributed to the disappearance of artifacts and art
practices. For instance, missionaries resolutely
discouraged carving of 'naked figures' that may have
led to the disappearance of such art objects (BLACKWOOD
1935)- Outside influence in terms of 'superior' tools
and other merchandise may also have contributed to
the use of European goods in preference to local ones.

Access
Access to own traditional art and artifacts now
preserved in western museums is of critical concern
to indigenous peoples. Many cultures that are today
t h r e a t e n e d in their survival are totally u n a w a r e
where and how to access significant collections.
Westernisation has eroded their culture, yet stored
examples of it in inaccessible places. Indigenous peoples
of t h e world are wondering what has h a p p e n e d to
collections in storage - often unappreciated, forgotten
or never on display. Unless indigenous peoples are
informed of the whereabouts of their cultural
heritage, they can never hope to access or retrieve it.
To bring the truth closer to home, during the first 40
years of my life I had no idea that over 4,000 art objects
of my own Bougainville cultural heritage were in
storage in the basement of the Australian Museum. I
cannot remember any occasion when dialogue was

Bougainville culture and art
established with the people of Bougainville regarding
these 'hidden treasures', let alone dialogue through
the Port Moresby Museum about the possible return of
that collection to Bougainville, and much less of the
collections in German and other European museums.

acculturation and future of the collections, or will
the works be claimed by clans and tribes or
individuals? Such discussions need to be resolved
within communities before the return of precious,
rare or significant objects is effected.

The Pacific Projects Officer of the Australian Museum
is currently working on several initiatives with the
Bougainville Cultural Committee. We are planning
a catalogue that will unite the text and images from
this exhibition with an overview of all 4,000
Bougainville objects held in the Australian Museum
and intend to set up a Bougainville Cultural
Foundation for the proceeds from the catalogue to be
used for the purpose of rebuilding cultural and art
centres in Bougainville. Our aim is to inspire and
facilitate the next generation of Bougainville artists.

Curatorial skills, preservation
and co-operation

Meaningful dialogue
We wish to open up a meaningful dialogue between
institutions and various cultural bodies and peoples
to facilitate the future return of significant art to their
rightful owners. The curators of university and
public collections and, more generally, bodies such as
UMAC and ICOM could become vital facilitators in
the establishment of such dialogues and negotiations.
Under what safeguards and conditions should these
collections be managed and returned? From an
indigenous perspective, arguments within countries
as to who are the rightful owners and custodians for
the return of such treasures emerge. Indigenous
leaders must take responsibility to open public
dialogue within home communities and properly plan
for the consequences of returning artworks from
western institutions and museums. Intellectual
property and cultural knowledge must be
democratically preserved for a whole community
with respect for traditional practice observed.
Sometimes issues of great sensitivity must be
respected. We cannot be ignorant of retained concerns
for restricted use of clan totems or sacred or gender
based knowledge and practice. Is it for the state or
cultural bodies within the indigenous culture to take
on the responsibility for the preservation,

Whilst traditional societies are rich in art and culture,
knowledge of preservation and curatorial skills lag
behind western institutions. For the preservation and
development of art and culture now and in the future,
how can knowledge be transferred from more
advanced countries to indigenous peoples such as those
of Bougainville?
The South Pacific Cultural Heritage Program based
at the Australian National University has launched
a programme to incorporate "distance education in
cultural heritage management" into the school
curriculum of the South Pacific (SUMMERHAYS 2001: 1).
Among the objectives are the training of Pacific
Islanders in the "development of cultural heritage
management policy and develop cultural heritage
databases" (SUMMERHAYS 2001: 1) and for the people to
become more familiar with the importance of their
own artefacts and art. Whilst this is some beginning
in the right direction, a wider campaign towards
other academic institutions to provide expertise and
assistance will be needed.

Conclusions
The 'Yumi Yet - Bougainville Exhibition' is hoped to be
the beginning of a Bougainville 'fight-back' programme
to reclaim and protect the intellectual property of our
past, strengthen the present and plan for the future.
Our attempt with the Yumi Yet exhibition to examine
contemporary Bougainville culture in the light of the
never before exhibited Bougainville art from the
Australian Museum, raises a historical discussion
between past and present. To what extent have our past
culture and practices survived westernisation and the
modern world? How can we integrate the rebuilding of
a modern Bougainville, recently ravaged by civil war
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(1988-2002), with the rediscovered unique designs and
symbols that we want to incorporate into our
contemporary culture as a celebration of our newly
found autonomy?
Our home-grown recipe or antidote to colonialism
comprises a plan of action that we have embarked on
in collaboration with t h e Australian Museum. In
response to this exhibition, we have interested
Australians from the local community. I acknowledge
the support that Macquarie University has given us
in hosting this very first solo exhibition of Bougainville
Art and Culture. It is only a beginning, but actions
that have been generated by Yumi Yet already include:
a) transparency: contact with indigenous peoples
has been established and we have let our
Bougainville Reconciliation Government and
cultural leaders know what is in 'safe-keeping'
within at least one particular institution;
b) access: we have encouraged visits and tours
of the collection by visiting Bougainvilleans
and other indigenous peoples. Guest lectures
were given on open days at the Australian
Museum and have brought the general public
to the collection;
c) publication: we intend to produce texts,
catalogues, lists of objects, photocopies and
CDROMs of items and their data base files
available to Bougainville people;
d) exhibit: the current exhibition at Macquarie
(Yumi Yet) will be followed by another at the
Australian Museum and possibly Canberra;
e) partnering
museums
and
learning
institutions with indigenous cultural centres:
we seek to build links between peoples and
institutions for mutual benefit;
f) negotiate: safe return of artefacts and artworks
in responsible ways to peoples/institutions who
show genuine respect for and interest in their
culture in Bougainville. This is a future and
long-term plan that will take effect as and
when places are built to care for them.
We also intend to establish formal dialogue with
museums all over the world to begin the retrieval of
some of these precious art treasures. Our intention of

r e t u r n i n g them safely to cultural centres in
Bougainville will bring great joy to the people, who
have begun to re-value once discarded knowledge and
cultural objects. During the war years (1989-1997)
and a 10-year blockade, t h e r e h a s been a cultural
revolution quietly taking place, as the people had to
return to ancient practices to survive totally off t h e
land. Previously discarded and despised knowledge is
now treasured. Our younger generation is now ready
to listen to their elders as part of the search for peace
and harmony within our b o r d e r s . Cultural objects
are incorporated into the solemn peace making and
reconciliation ceremonies are conducted throughout
Bougainville today.
There could not be a better time than this ICOM/UMAC
conference to table our concerns - for Indigenous
Peoples and First Nations to have the ears of the learned
members of this gathering on the issue of indigenous
art and art objects that are gracing or being tacked
away in museums all over the world. On how we can
begin to enter into meaningful dialogue and begin to
"facilitate international and regional collaboration to
stimulate networking, partnerships and research, and
to initiate exchanges of artefacts, exhibitions,
standards, practices and other information" 4 .
I suggest that now is the time for institutions that hold
such artworks to redress the past. The benefits for such
action can work both ways. The sharing of knowledge
and the profile that the Yumi Yet Bougainville
exhibition has generated is pioneering for our own
Bougainville people's positive cultural outcomes. We
have embarked on an interaction between two
cooperating and enlightened institutions, Macquarie
University and the Australian Museum. Both
institutions have acknowledged the colonial past and
seek to redress it in positive ways. I should like to extend
this message to the rest of the world.
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Promoting health through public programmes in university
medical museums
JENNY HORDER*

Resumo
Por todo o'mundo, os museus de patologia encontram-se em perigo. Este artigo discute as razôes e a dimensâo da ameaça destes
preciosos recursos pedagógicos, que se vêem lentamente transformados em 'colecçôes adormecidas'. Tratar-se-â jâ de material
meramente histórico e patrimonial? Que factores poderâo contribuir para a sua sobrevivência? De que modo se transformaram
Q papel e a importância destas colecçôes para o ensino da medicina? Por outro lado, serâo estas colecçôes adequadas a programas
educacionais de saûde pûblica destinados a urn publico geral? E de que forma? Nos museus de medicina, urna mudança de orientaçâo
a par do aumento da acessibilidade as colecçôes a um publico cada vez mais, abrangente poderâo convencer os mais hésitantes de
que continuam a ser tesouros educativos.

Abstract
Pathology museums worldwide are in danger. This paper explores the extent and the reasons for this threat to these valuable
teaching resources - day by day becoming dormant collections. Should they now be classified as heritage material? What factors
might contribute to their survival? How has their role changed? How effective and appropriate might they be as a resource in
delivering public health programmes and how can this be achieved? How can meaning and interpretation of this type of material
be conveyed to those undertaking community outreach? Shifting the focus of medical museums and creating accessibility to a
broad audience may allow these museums to be promoted more widely as the educational treasures they are.

Introduction
Pathology museums in the past remained behind
closed doors to all other than medical students and
staff. This is still generally the case for most
university medical museums. The Museum of
Human Disease - a pathology collection in the
Medical Faculty at the University of New South
Wales (UNSW) in Sydney was no different until
1996. In general, in Australia and in most places
worldwide where a Medical teaching faculty exists,
so do Anatomy and Pathology museums with
preserved dissected human tissue to assist with the
teaching. Anatomy museums tend to have larger
dissected sections for the purpose of enabling students

to see internal organs and structures as they might
appear in the reasonably normal state. This can be
somewhat confronting for the uninitiated. However,
in pathology museums, the exhibits usually tend to
show much smaller sections of organs and tissues,
which enable students to see the progress of disease
displayed in its original state. This appears to be less
confronting to non-medical visitors, and my belief
is that pathology museums lend themselves for use
in educating community audiences in a way that
anatomy museums can also do, but only with greater
care in delivery.
The Museum of Human Disease collection houses
specimens, which display diseased tissue preserved

* Jenny Horder is Manager of the Museum of Human Disease and Hall of Health. Address: 5th floor Wallace Wurth Building, Gate 9, High St.,
University of New South Wales, Sydney, NSW Wales 2052 Australia. E-mail: j.horder@unsw.edu.au.
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in formalin. The layout of the main museum area is
sectioned in small alcoves classified according to organ
type or disease type. It, like many pathology museums
in the mid 1990s, was under threat. This has come
about for several reasons: a) change in medical
teaching mode resulting in less university campus
teaching and more emphasis on students learning in
more clinical settings; b) less emphasis on pathology
in undergraduate medical education overall; c)
shortage of space on campus for other usage (e.g.
research activities, increasing enrolments in other
courses); and d) expense of maintenance and lack of
expertise in the necessary techniques and
irreplaceability of specimens (WAKEFIELD in press).
Lack of acquisition in recent times relates to a number
of factors, including modern treatment and surgical
techniques, elimination of some diseases, decrease in
autopsies and increasing difficulty in accessing
permission to obtain suitable specimens. The latter
in particular is reflected in a changing public
perception of the retention of human tissue. Do we
then just wait and allow these rare but priceless and
valuable teaching specimens to become only an underutilised resource or dormant collection?
In this paper some of the contemporary issues faced
by pathology museums in universities are discussed.
In particular, the case of the Museum of Human
Disease is presented, and its programmes and main
strategies outlined.

Main issues related to the acquisition
and display of pathology specimens
How do we assist survival of such museums? Part of
the answer is that we need to make greater use of
these collections. Apart from their continued use in a
different mode for teaching revised medical
curricula, we need to assess their suitability for
expanded roles. A change of direction is required. To
support undergraduate and graduate medical
teaching, accurate correlation between the
appearance of specimens and actual clinical cases is
invaluable. Pathology collections provide a natural
history of disease in its three dimensional form,
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ranging from infectious to non-infectious and
common to rare.
Some diseases may exist in only very small pockets
or occasional outbreaks in environments where
specimen collection might be difficult or impossible
due to isolated location, low occurrence or cultural
disapproval. Some cultures are particularly adverse
to and affronted by autopsies - a major source, apart
from surgery, of these types of specimens. Although
in some cultures, such as in Australia, many people
'leave their bodies to science' for dissection purposes
and this is the source of material for teaching in
Anatomy, this is generally not a source of pathology
specimens. Firstly, legislation covering the collection
of pathology specimens is enshrined in different
parliamentary acts from those governing anatomy
collection in NSW and in Australia generally. There
are also disease conditions in Australia (e.g. coronary
heart disease and cancers) that are a common cause
of death and most pathology collections already have
adequate examples of the expression of these in body
tissues. However, unless consent is given and written
permission can be obtained, the chances of new and
unusual diseased specimens being added to
collections at autopsy nowadays is almost nonexistent. Students and even clinicians would seldom
have the opportunity to sight expressions of the rare
conditions.
Collection of pathology specimens during surgery for
testing is common but generally consent for addition
to museum collections is rare. Modern day surgery
and pathology testing techniques also raise problems.
In fact, due to an increasingly litigious society, biopsy
samples are sectioned extensively and mostly
rendered unsuitable for display purposes.
Treatments in the form of antibiotics, implants, antivirals,
anti-fungals,
chemotherapy
and
radiotherapy, to name a few, also change the nature
or progression of a disease so that its effects on body
organs or tissues does not reach full natural expression.
Some treatments result in a degree of radioactivity
in the specimen which would require special handling
for display purposes.

Promoting health through public programmes
The disappearance of some diseases such as smallpox
or the rarity of some diseases such as diphtheria in
many developed nations as a result of extensive
vaccination' campaigns means that specimens
showing the effects of such diseases are virtually
irreplaceable. However, the availability of such
specimens often becomes important when the
information locked in their genetic make-up at the
molecular level is required for analysis and
contribution to further knowledge about related
conditions. Recently, the threat of germ warfare has
resurrected the need for information, vaccines and
further research towards the treatment and control
of possible outbreaks of serious diseases once thought
to belong in the past.
Increasingly laborious but necessary safeguards for
the procurement of permission to retain pathology
specimens for both research and preservation, has
greatly reduced the retention rates. Legislation has
become more stringent to protect the sensitivities of
current society and attitudes with regard to this issue.
Worldwide, it is a source concern for some societies
and cultural groups more than others.

employed to assist the survival of the Museum.
Further use of these endangered collections involves
a change of mind-set about exposing the collection to
new audiences for which a pathology museum would
have relevance. To assist this metamorphosis at the
Museum of Human Disease, a Museum Manager was
appointed to develop programmes and enlist
additional audiences. These have included high
schools, TAFE (Technical and Further Education)
colleges, allied health groups, insurance assessors and
other community groups such as scouting, probus
(professional and business retirees) and senior groups.
Diverse
programmes
were
developed
for
participation, by appointment, in two-hour length
time brackets. Biology students come to study a topic
covering human disease in their final year of high

Recently, ethical issues have received critical
attention, particularly in relation to specimens
collected for research purposes. Some material has
remained in storage for a long period, awaiting grants
and staff acquisition which in some cases have not
come forward, leaving the specimens in a type of
limbo. This has sometimes been interpreted as
evidence of a lack of respect. In other cases, the
existence of specimens retained without the
knowledge of close family members has shocked those
concerned when they came to light. The need for
proper guidelines and legislation is imperative, but
will inevitably lead to an increasing difficulty in
procurement of pathology specimens.
The Museum of Human Disease: Strategies
Due to threats of decreased funding, declining
acquisition of new specimens and reduction in staff
and space allocated for the upkeep of the Museum of
Human Disease, a number of strategies have been

Fig. l - An exhibit originally prepared for the 'New
Parts for Old' exhibition, which now attracts many
high school student visitors studying a topic called
'Bionics' (Photo: Jenny Horder, courtesy of the
Museum of Human Disease, UNSW).
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school, Senior Science students cover bionics or
artificial body replacement devices required when
natural tissue or organs fail, while other groups opt
for less specific programmes related to the human
body. For high schools, integration of programmes
with the curriculum has been of utmost importance.
Currently over 5,500 students annually visit the
museum and are guided by experienced presenters
who communicate outcomes based awareness of
disease and promote the pursuit of good health. These
programmes have become an integral part of the
University's outreach and a centrepiece for the
Medical Faculty.
Many museums housing valuable artefacts are set
up so that the materials on display are protected in
lockable display cases and are out of reach of the
visitors. Some pathology museums possess enough
specimens to have one set on display for general
visitors and another set specifically set aside for
handling and close-up study by medical (and now
science) students. This is not the case for the Museum
of Human Disease. The one set of specimens displayed
on open shelves is the one used for study by medical
students and viewing by the general public. Public
visitors are discouraged from handling the specimens
for safety and other reasons, but volunteer staff will
assist these visitors if they desire a closer look.
The success of the visitor programmes has been
largely underpinned by the support of a committed
group of museum volunteers. Currently, these
number 23. They include University student
volunteers as well as senior volunteers. They interact
directly with visitors to maximize the effectiveness of
the museum's programmes. Most of the original
senior group have now been involved for six years
and continue to harbour an abiding interest in
health, medicine, the welfare of people and
enthusiasm for building the success of the museum's
programmes.
To develop general community audience acceptance
and interest in these programmes, changes in the
presentation of the museum and its associated areas
were required. To soften the impact of disease, plants,
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appropriate
artwork,
labelled
interprétable
information and occasional fabric-panelled walls were
installed. An additional temporary exhibition space
called the 'Hall of Health' was established to house
thematic exhibitions and displays of particular
interest to the lay visitor audience. These include
'Deathstyles of the Rich and Famous', 'New Parts for
Old', the 'Pox' exhibition and most recently 'Health
Hazards in the Workplace', focusing on safety at work.
In Australian medical schools, there are usually only
anatomy and pathology collections related to
teaching, with little or no emphasis, in general, on
medical history in those museums. Collections
pertaining to the history of medicine or science are
usually found in separate locations or their own
specific museum with greater emphasis on artefacts
or instruments rather than specimens. However, in
an effort to enrich the pathology museum at UNSW,
some activity in the direction of acquiring historical
medical artefacts has occurred since 1996 and the
correlation of medical instruments and treatment of
disease has proved to be a positive step in stimulating
interest overall.
Adjacent to the Museum, the tiered lecture theatre, a
much appreciated introduction to the 'perception' of
University life for many high school visitors, has been
re-equipped to allow professional presentations using
computer, video and data projector facilities. The
Medical Discovery Lab is an interactive area offering
microscope and computer facilities as well as displayed
segments of previous thematic exhibitions, e.g. the so
called 'Economy Class Syndrome' about the
development of DVT's (Deep Venous Thrombosis) after
long haul flights.
To deliver effective and appropriate public health
education and awareness programmes, it has been
necessary to improve the opportunity for visitors to
interpret the museum content. Communication
ability has been a major task for museum staff and
volunteers, both through verbal presentations,
worksheets and the preparation of thematic
exhibitions geared to evoke interest and be
informative for non-medical audiences. Photography,
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Fig. 2 -Students from a Sydney High School complete their curriculum linked worksheet to maximize the
benefit of their Museum visit (Photo: Jenny Horder, courtesy of the Museum of Human Disease, UNSW).
digitalisation and labelling of specimen images have
been highly valuable exercises. Purchase of up to date
films and videos add to the multimedia approach
employed to maintain interest and improve
interpretation. The translation and editing of the
museum catalogues into a plain English version has
been an arduous but continuing task to enrich the
lay visitor experience.
This programme resembles a similar two-hour long
programme developed and evaluated at the Hall of
Health in Berkeley, California (CARTMILL & DAY 1997)The emphasis of their programme lays in the
direction of reducing the uptake of harmful
substances which are barriers to good health.
Although the Berkeley museum setting is not a
pathology museum, but a collection of interactive
displays and volunteer run activities aimed at a
younger audience (Year 5 - Year 8), the workshop

structure and outline is similar to that adopted for
public programmes at the Museum of Human Disease.
The evaluated success of the Berkeley programme has
been emulated at UNSW, but with broader content
and audience scope aiming to prevent disease and
promote health over a wide range of threats to well
being. Educating community members on the
investment required to keep their body healthy by
demonstrating the effects of disease by means of access
to these 'real' specimens, is seen as the way forward
and an extra dimension to the greater use of an
invaluable and irreplaceable collection.
To undertake this shift in emphasis from medical and
science university level activities to public health
programmes, has required sometimes 'knife edge'
scheduling, dovetailing and compromise to implement
successfully. Careful scheduling of the twò-hour visitor
programmes is required to balance the needs of medical
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and science student users during the University
semesters. It is part of the reason that booking is
necessary for structured visitor programmes.
However, extending the user audiences in the
museum has brought some rewards. A more business
oriented and entrepreneurial approach has resulted
in the addition of a service charge for the staff
services required in community workshop
programmes, upkeep of the specimens and
professional use by external medical specialist
training organizations. In addition, the- public
programmes have attracted sponsorship, donations
and royalties.

Conclusion
The signs of success as a result of this evolution have
been a transformation from an under utilized resource
to a thriving and prosperous hub of activity attracting
greater usage by all audiences both internal and
external to the University. It has stimulated greater
interest in knowledge and awareness about health
matters and the ways to achieve this. Satisfaction
with the programmes has continually been gauged

by completion of evaluation forms, return visits and
referrals by previous visitors, the increasing diversity
of visitors and the broad geographic reach of visitors.
Visitor groups come from all over NSW, some from
interstate and even overseas locations. Income has
allowed the upgrading and high quality maintenance
of the museum setting. Its greater appeal has meant
it being highly valued by the Medical Faculty for
seminars and receptions. Annual visits are in the
vicinity of 20,000 visits overall, including over 5,500
high school students.
The higher profile and reputation of the museum has
expedited loans and interactions with other leading
museums and companies. This has enriched the
content of the museum for displays and special
exhibitions.
It is to be hoped that this museum and others like it
may continue to pursue the strategies and changes
that enable them to be promoted more widely as the
educational treasures they are. More medical
knowledge and history being communicated widely
to interested members of the public may be the saving
catalyst for these priceless collections.
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Macquarie University's undergraduate degree in Museum
Studies
ANDREW SIMPSON* & RUTH MAWSON**

Resumo
A Universidade de Macquarie (Nova Gales do Sul, Australia) iniciou em 2002 um curso de quatre anos de duraçâo conducente a
um diploma 'B.Sc./B.A.' em 'História Naturai, Cultura e Museologia'. O respectivo curriculum engloba areas de interesse para
museus nacionais, estatais e regionais, junto dos quais a Universidade de Macquarie goza de excelente reputaçâo. O curso, de
natureza interdiscipìinar, envolve directamente a maioria dos museus da Universidade, suscitando nos estudantes naturais e
intéressantes oportunidades de desenvolvimento de projectos de pratica museológica e simultaneamente permitindo à
Universidade envolver de urna forma mais directa os seus museus na sua missâo académica global. Finalmente, o curso tem a clara
vantagem de estimular nos profissionais dos museus da Universidade de Macquarie urna constante reciclagem e aprofundamento
profissional.

Abstract
In 2002, Macquarie University introduced a 4-year programme of study leading to a B.Sc./B.A. in Natural History, Culture and
Museum Studies. The double degree programme covers speciality areas of particular interest to national, state and regional
museums and for which Macquarie has a high reputation. This interdisciplinary degree is designed to: a) provide students with
a modern background for the field of Museum Studies, b) allow students to qualify with coherencies (majors) in at least three
segments of study, and c) allow students to develop strong generic skills in information management. Most of the University's
museums are involved in the delivery of the degree programme. This creates opportunities for students to experience practical
museum-based projects. The development of this undergraduate degree programme also enables the University to more effectively engage its museums with its academic mission and to encourage its museum staff to strive for appropriate standards of
professionalism.

Introduction
In 2002, Macquarie University introduced a 4-year
programme of study leading to a BSc with BA in
Natural History, Culture and Museum Studies. The
double degree programme covers specialty areas of
particular interest to most national, state and
regional museums and for which Macquarie has a
high reputation, viz. Australian history, ancient
history, archaeology, palaeontology, biology,
geology, early childhood studies, heritage and
indigenous studies. This interdisciplinary degree is

designed to: i) provide students with a modern
background for the field of Museum Studies, ii) allow
students to qualify with coherencies (majors) in at
least three segments of study, and iii) allow students
to develop strong generic skills in information
management.
Most of the University's museums are involved in
the delivery of the programme. This creates
opportunities for students to experience practical
museum-based projects. The development of this
undergraduate degree programme also enables

* Andrew Simpson is Museums Education Officer. Address: Division of Environmental and Life Sciences, Macquarie University, New South
Wales 2109, Australia. E-mail: asimpson@els.mq.edu.au
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the University '•to more effectively engage its
museums with its academic mission and to
encourage its museum staff to strive for appropriate
standards of professionalism.
In this paper we outline some of the reasons for
introducing the new undergraduate programme,
explain the structure and some of the core content,
report on how the programme integrates with
existing University museums benefiting the
University community and offer an initial assessment
of the programme from students.

Background
Museums traditionally recruit staff from certain
discipline areas commensurate with the museums
collection subject areas and philosophy. The start of a
museum career will often stem from either an Arts or
Science Bachelors Degree. However, as they unfold,
museum careers may take staff a great distance from
this initial degree.
Macquarie University therefore saw an opportunity
to use existing academic strengths and structure a
double degree programme utilising a blend of Arts
and Science study coherencies (major areas of study)
with a core component of museology. The core units
(subjects) also contain a strong component of
information management. This is an important
generic skill for the knowledge economy and combined
with the liberal education mix of arts and science,
equips students well for a range of future work place
scenarios.
Macquarie University is the first university in
Australia to offer such an undergraduate
programme. With the introduction of up-front fees
for coursework Master of Science programmes and
Diplomas, the few programmes of study in Museum
Studies available throughout Australia are thus
constrained. This BSc with BA programme may well
be contemplated as an alternative to a portion of the
postgraduate programmes
already
available
elsewhere in Australia.
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Most of the programme's coherencies (majors) are
offered externally. The whole degree, therefore, can
be attempted by interested people from any part of
Australia. Of course, some units (subjects) require
on-campus sessions, especially those requiring hands
on experience. This mode of flexible delivery makes
the programme attractive to many who are already
working or volunteering in the museums sector,
particularly in rural and regional Australia.
It is also possible to enrol in single units within the
programme. Of particular interest to people already
involved in museum work (as volunteer or as full- or
part-time employee) are the two compulsory units
for the degree.These units introduce students to
information technology management issues in the
twenty-first century. These issues are applied through
a focus on the knowledge of the science and technology
utilised by museums. The units also explore ethical,
legal, aesthetic and economic issues of relevance to
museum collection management and associated
museum programmes and provide practical museum
experience.
For those who have already successfully completed a
degree in a museums-oriented field of study (e.g. those
noted in Table l) and who would normally qualify to
undertake an Honours programme, an Honours
programme in Museums Studies is also offered.

Structure of degree programme
The structure of the degree programme involves a
compulsory component consisting of the core units
noted above and a coherent study pattern in
Palaeontology. The remainder of the degree
programme is elective and students have the
opportunity to select either two Arts coherencies
or one Arts coherency and another Science
coherency.
A linkage
particularly
age clientele
and skills in

between the Arts and Sciences is
attractive to a large number of mature
who are keen to advance their knowledge
the natural histories and cultural studies.

Macquarie's degree in Museum Studies
A mixture of a range of coherencies give an 'edge' to a
large number of students seeking employment in an
ever-shrinking job market. Many students are not
sure even when they begin university if they should
pursue an arts or science-based career. By offering a
combined degree, they will have the opportunity of
combining both and will leave university with
knowledge in three areas of study.

Arts
coherencies
Ancient Mediterranean Cultures
Australian History
Indigenous Studies
Environmental and Cultural
Geography
Early Childhood Education

Science
coherencies
Palaeontology

Potential student clientele are informed that the
degree is not just for those who are interested only in
museum studies. It is explained that the programme
provides a broad-based degree enabling students to
seek employment in a number of fields. Likewise, a
student with such a qualification would indicate to
potential employers that they are more broadly
educated than students with either a BSc or a BA.
Possible avenues of employment include public
relations,
national
parks,
conservation
management, education, scientific
research
organisations, libraries, journalism, broadcasting,
aboriginal agencies, tourism and recreation
planning, and environmental activities.

Biology

Geology

T a b l e 1 - L i s t of Arts and Science study coherencies
c u r r e n t l y offered in Macquarie University's BSc/
BA in Natural History, Culture a n d
Museum
Studies.

Other coherencies for the programme are presently
under negotiation. As students will graduate with a
BSc with BA, the University Admission Index (a
formula that helps regulate university entrance in
Australia) required should be the same as for an Arts
or Science degree (whichever is the higher). Students
need not have studied specific units at school prior to
enrolment. Basic computer literacy can be achieved
in the first year of study. When choosing a coherency
in Biology for example, students are required to take
general first-year subjects in Biology and it is
recommended that basic Chemistry be completed at
first-year level (this unit assumes no Chemistry at
Higher School Certificate (HSC) level). Students who
have not sat the HSC may apply to Macquarie's Jubilee
Scheme for special entry1.

Many museums at a national, state and regional level
use palaeontology as one of their principal draw-cards.
Palaeontology has ties to the arts via archaeology. It
therefore is appropriate that the palaeontology/
paleobiology strand is compulsory and the
programme is co-ordinated by scientific staff in
conjunction with a Committee made up of a
representative from each of the strands offered. It is
thus differentiated from most other Museum Studies
programmes as these are commonly aligned with Arts
Faculties. Curators and Museums Officers from the
University's own Museums play a fundamental part
in the delivery of the programme and associated
quality control of the learning experiences.
It has been evident in recent years that the number
of museums has been increasing. Even in 1998, 276
Australian university museums and collections were
in existence (AUSTRALIAN VICE-CHANCELLORS COMMITTEE

1998). Regional museums have been springing up in
many areas and, as a consequence of regional centres
feeling economic hardships, are being used as a
resource as the country areas attempt to 're-invent'
themselves. With this in mind, some of the strands
wilL be available in the external mode. The
programme will also be marketed to developing

1
The Jubilee Scheme was established in 1992 to mark the Silver Jubilee of Macquarie University. The Scheme provides entrance to the
University for selected students aged over. 25 years who wish to enrol. Students may also enrol in a single unit'(termed a non-award unit). Those
who already have a museum background or some museum experience without a Higher School Certificate can make a special case to apply.
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nations, especially those who are trying to preserve
the record of ever-changing cultures.

Integration with
University facilities
One of the corner-stones of the programme is to prepare
students for employment in the museum sector.
Students are introduced to the use of information
technology to store images of museum specimens,
whether they be fossil, extant biologic materials,
aboriginal artefacts, pottery or art. This is done by
using the University's recently acquired AdLib
system, a museum information management system
covering all collections on campus. This is augmented
by use of technology developed at Macquarie in the
Centre of Biodiversity and Bioresources (BioTrack) a
specialised system for compiling extensive
biodiversity data. Students are introduced to both
systems in the core second year unit ELS 202
Information Management and Museums Practice.
Specimens, often millions of them, in museums
worldwide are generally kept as collections of 'real'
specimens that are costly to maintain, curate and
make accessible and hence the use of the irreplaceable
wealth of knowledge they contain for research,
teaching and keeping of cultural records is declining
dramatically. This is especially so in Third World
countries and countries of the former Soviet Union.
An important aspect of the Macquarie degree is to
initiate a revolution in these specimen-based
disciplines by creating 'virtual' collections that have
many pedagogical advantages, not the least of which
is the integration of information technology with the
particular discipline in question.
The compulsory second year unit ELS202 aims to
broaden student understanding of the roles,
responsibilities and function of museums. The unit
also introduces students to museology, the way
information is managed in a museum context and
various aspects of modern museum practice. The unit
is also designed to heighten appreciation of these
facilities. Core subject areas covered in an
introductory form are: i) preventative conservation,
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ii) exhibition design, iii) database manipulation, iv)
curatorial practice, v) public programmes, vi) the
digital museum world, and vii) copyright issues.
The delivery of the unit is strongly reliant on campus
museums. The unit components including lectures,
tutorials, workshops, site visits and specific project
work is coordinated by a team of staff and involves
the staff of many campus museums in delivering
aspects of the unit. This effectively integrates
Macquarie University's campus museums into the
academic mission of the institution. Staff working in
these facilities are therefore given the opportunity to
share their combined knowledge and experience with
the student body. Some examples are:
The University's Museums and Heritage Officer
is involved in the delivery of introductory
lectures.
The Biological Sciences Museum and the Museum
of Ancient Cultures, two excellent on campus
museums, are visited to compare and contrast
the way information is presented in exhibitions.
The Museum of Ancient Cultures runs a practical
session on the correct method of handling
artefacts.
The University's part-time conservator runs a
practical session on preventative conservation.
The Biological Sciences Museum, Earth Sciences
Museum, Australian History Museum and
Museum of Ancient Cultures education
programmes are analysed.
The University Library delivers a practical
session on generic research skills.
The University's Copyright Officer delivers the
component on copyright issues in museums and
lectures on information management.
Students complete a major assignment involving
the accessioning of collection data into the
University's Museum Information Management
System.
The Curator of the Lachlan Macquarie Room
delivers a lecture and practical session on digital
exhibition spaces.
The Museums at Macquarie are active participants
in the cultural life of the campus. During the delivery

Macquarie's degree in Museum Studies
of the unit there are plenty of informal learning
opportunities for internal students through
Macquarie's Museums. These consist of opening
functions, seminars, guest lecturers and off-campus
excursions. Students are welcome to participate in
these on a voluntary basis and students are
encouraged to engage with the campus museums in
various voluntary capacities.
Students are also encouraged to become actively
engaged in many off-campus museum activities.
Those seriously considering a museum career are
urged to consider membership of a range of
professional groups such as the International Council
of Museums (ICOM) and Museums Australia. When
the ELS 202 unit was offered for the first time in 2002
the following voluntary activities, both on and off
campus, were offered. There was a sustained interest
in these by enrolled students.
Floor talks on the 'Palseographia' exhibition2 Macquarie University Art Gallery
Opening of the 'Yumi Yet' exhibition - Macquarie
University Art Gallery.
Opening of the 'Errol Davis Retrospective' Macquarie University Art Gallery.
Behind the scenes tour - Australian Museum,
Sydney.
Behind the scenes tour - Sydney Aquarium.
Discussion on the links between Art and Science
- Museum of Contemporary Art, Sydney.
Opening of the 'Art on the run' photographic
exhibition, Macquarie University.
Archaeological dig, call for volunteers on the site
of a colonial era dwelling - Liverpool.
'Why Learning seminar' - Australian Museum,
Sydney.
'Exposing Access Expo and Seminar' Powerhouse Museum, Sydney.
Opening of student exhibition 'Galipolli: Then and
Now' - Macquarie University Library (exhibition
by enrolled ELS202 student).
There were a number of interesting but unexpected
outcomes of utilising local museums as part of the
2

unit for the tutorial/practical sessions. The following
unintended learning experiences were provided for
students.
A visit to one museum on campus coincided with
an evacuation drill.
A visit to one museum on campus coincided with
a school visit where 28 students were anticipated
but 61 arrived.
A visit to an Art Gallery coincided with the arrival
of documentation concerning an ongoing
collaborative project. The Education Officer who
received the documentation launched into an
impromptu but illuminating lecture on the
unsatisfactory nature of the documentation and
the pitfalls of collaborative enterprises between
different organisations with different agendas.
Students completing an exercise on the
presentation of information in shop windows in a
public space were questioned by some shop
managers. Most were helpful and welcomed the
student interest. One shop manager however
claimed the content of their shop window was
'copyright' and the students were not permitted
by law to take notes, thus illustrating a public
misconception about the nature of copyright.

Evaluation: some remarks
An evaluation of students undertaking the new unit
in 2002 was done. Of the 21 respondents (enrolment
of 27), four reported they were seriously considering
changing their career aspirations as a result of the
unit. The multi-disciplinary perspective of the unit
also received favourable comment from three
students. Another three students noted that they
would recommend the unit to other students, while
one of these noted that the unit would be extremely
beneficial to students enrolled in the Diploma of
Education programme. The subject convenor's
contention that the unit has broad appeal across a
range of disciplines beyond those enrolled in the
double degree programme is therefore supported.
The remainder of positive comments noted that the

For more details of the 'Palaeographia' exhibition, see SIMPSON et al. (this issue).
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unit had deepened interest in the subject matter
and increased appreciation of the museum
experience.

date. Her project involved curating an exhibition
entitled 'Gallipoli then and now. The changing image
of Anzac'.

The compulsory 300 level unit HIST 309 History,
Culture & Museum Studies: Sources and Skills is a
modification of a pre-existing unit prior to the
commencement of the degree programme. This unit
examines the evolution of the museum in society and
encourages a critical understanding of its role in
defining and shaping national and local perceptions
of history and culture, with particular reference to
Australia. The unit also offers a skills-based component
that considers the use of alternative sources, especially
the material evidence of the past.

Conclusions

Students proceeding to an Honours year are required
to complete two projects, a research topic conducted
in the Department of their choice, either History,
Human Geography, Biology, Early Childhood Studies,
or Earth and Planetary Sciences, and one other in
conjunction with a museum (on campus or
externally). This provides practical experience in
researching and setting up of an exhibit on a chosen
topic, or undertaking another museum specific
project entailing considerable research and
implementation. Students who have completed an
appropriate BA or BSc undergraduate programme of
studies either at Macquarie or another university
may enrol in the Honours year. One student, with a
Bachelor of Arts, has completed the Honours year to

Inviting students to participate in the cultural life of
the University through museums-based coursework
and project work as a result of the introduction of the
new double degree programme in Natural History,
Culture and Museum Studies enlivens campus
museums. In many universities, campus museums
are only perceived as relevant to the institution's
outreach and recruitment strategies by acting as a
shop-front for the campus and spaces for public
interaction between the university and the
community.
The development of the Museum Studies programme
enables much greater engagement by more
effectively utilising the teaching and learning
potential of museums and thus integrating them into
other aspects of the University's 'core business'. This
makes them directly relevant to teaching
programmes and allows them to play a more focused
role in student recruitment. Project work in the
campus museums associated with components of the
degree programme also provides ample new
opportunities for the development of museum based
research work. This further enhances the relevance
of the campus museum to its host institution.

Acknowledgements
The development of this initiative has been greatly helped by the assistance of the Vice-Chancellor's
Development Fund at Macquarie University, administered through the University's Centre for Flexible
Learning in the form of two grants to assist with the promotion of the programme and to help with the
development of the new unit ELS202. We also thank Peter Stanbury from the Vice-Chancellor's Office who has
assisted the programme in many ways and encouraged us to submit this poster and paper to the UMAC
Conference.
Reference

•
Transforming Cinderella Collections: The Management and Conservation
of Australian University Museums, Collections and Herbaria. The Report of the DCA/AV-CC University
Museums Project Committee, Sydney.

AUSTRALIAN VICE-CHANCELLOR'S COMMITTEE 1998.

138

MUSEOLOGIA 3- 139-148

A journey from Dreamtime to Machine Time: Australian
history through the eyes of Australian Indigenous artists
Di YERBURY*
Resumo
Di Yerbury colecciona arte Australiana hâ cerca de 30 anos, tendo iniciado a sua colecçào de arte indìgena em meados de década
de 80 quando era presidente do Conselho Australiano, do qual a Direcçâo de Artes Aborigènes faz parte. Desde entâo, Yerbury
reuniu urna das mais reputadas colecçôes privadas australianas de arte indigena. Em 1992, por ocasiào do Jubileu de Prata da
Universidade de Macquarie (Nova Gales do Sul), da qual é Reitera desde 1987, Yerbury doou 25 obras aborigènes à Universidade.
Esta doaçâo deu inicio à colecçào de arte aborigene da Universidade de Macquarie. As obras da colecçào Yerbury/Macquarie estâo
permanentemente expostas na Galeria de Arte da Universidade, bem corno em outros locais do campus, tendo constituido a base
de urna exposiçâo itinerante por ocasiâo dos jogos olimpicos de Sydney em 2000. A conferência anual do Comité Internacional do
ICOM para os museus e colecçôes universitârias (UMAC) iniciou-se com urna visita à colecçào, guiada por Di Yerbury, na qual este
artigo se baseou. A expressâo 'From Dreamtime to Machine Time' [em traducaci literal 'Do Tempo do Sonho ao Tempo da Maquina']
é de Trevor Nichols, um dos artistas que representou a Australia na Bienal de Veneza de 1990. Este artigo traça os principais
aspectos da história australiana desde a època da 'criaçâo', através dos olhos de alguns dos artistas representados na colecçào
Yerbury/Macquarie.
Abstract
Di Yerbury, a collector of Australian art for 30 years, started collecting Indigenous art in the mid-1980s as CEO of the Australia
Council of which the Aboriginal Arts Board was part. She has since built one of Australia's best-known private collections of
Indigenous art. In 1992 she donated 25 Aboriginal artworks to Macquarie University, whose Vice-Chancellor and President she
has been since 1987, to celebrate its Silver Jubilee, starting Macquarie's own Indigenous collection. Works from the combined
Yerbury/Macquarie collections, displayed annually in the Macquarie University Art Gallery and elsewhere on campus, were
the basis of a travelling exhibition to mark the Sydney Olympics in 2000 and the planned (later deferred) Commonwealth Heads
of Government Meeting (CHOGM) in 2001. In October 2002, the second international conference of ICOM's UMAC opened at
Macquarie with an exhibition from the collections and a floor-talk by Yerbury on which this paper is based. The term 'From
Dreamtime to Machine Time', is borrowed from Trevor Nicholls whose series of paintings with that theme represented Australia
in the 1990 Venice Biennale. The paper relates aspects of Australian history from the time of Creation, viewed through the eyes
of some of the very diverse Indigenous artists represented in the collections.

Thousands of years ago, long before Europeans set
foot in Australia, Aborigines painted in caves, and
on bark, in natural ochres and clays. In .the JudaicChristian culture, the Old Testament of the Bible
tells how God created the world in six days. The
Indigenous peoples of Australia - and there were
more than 500 nations (or language groups or clans)
prior to colonisation - did not have written
languages. They conveyed their 'Creation stories'
or 'Dreamings' 1 through oral story-telling, passed

down from one generation to another, in reenactments and sacred ceremonies and in their cave
paintings. For example, the Gunwinggu people of
the Oenpelli area, a small community in Western
Arnhem Land, painted stories of the Ancestor Beings
who, having travelled over what was previously
flat, featureless earth, created the land, its rivers,
mountains, gorges and waterholes; the food and drink
sources it provides; and the people who inhabit it.
The land is imbued with their spirit. They also

* Di Yerbury is Vice-Chancellor of Maquarie University, Australia. Address: Vice-Chancellor's Office, Macquarie University, New South
Wales 2109, Australia. E-mail: vc@vc.mq.edu.au
1
While 'the Dreamtime' refers.to a particular time, 'the Dreaming' comprises a continuing cultural and spiritual process. 'Dreamings' or
'stories/Creation stories' are told and painted of the history, passed-down knowledge and spiritual beliefs of the language groups or clans
in Australia prior to colonisation, each using distinct dialects, body designs and rituals.

© Museu de Ciancia da Universidade de Lisboa 2003
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provided the laws, the customs, the culture and the
ceremonies. It is this period of creation which is called
the Dreamtime.
At the end of the Dreamtime, these Ancestral Beings
ahandoned their human forms and became Totemic
Spirits such as Rainbow Serpents, the Spirit Beings
that appear as snakes, residing in the waterholes, in
the gorges and between the rock-faces. The
Gunwinggu painted their Totemic Spirits,
recounting events important in their culture, or
relating the roles the Spirit Beings played in the
community, or calling on them to continue to provide
rain and the foods it brings to the land, or to ensure
that there were animals for hunting. They
accompanied their religious ceremonies with sacred
music and rituals, and painted their faces and bodies
with traditional designs.
The Yerbury/Macquarie collections2 include a largescale (1992) painting from Ramingining, a township
in Arnhem Land, by Johnny Lewanggu, about
Garrtjambal the kangaroo who travelled from the
Roper River area. Every time the kangaroo stopped,
wild dogs - dingos - chased him on until, after following
the creek, he jumped to Ramingining where he left
his tail before travelling further west; and his tail
metamorphosed into rocks. Parts of Garrtjambal
represent different features of the landscape - for
example, his head represents a hill to the north-east
- as do the spiny anteater and the goanna. There is a
male figure in the painting, who aims his spear at the
throat of Garrtjambal: he represents the creation of
the first human (Yerbury 2000).
One of the traditional art styles was (and still is, in
places such as Oenpelli and Ramingining) what people
often term 'x-ray art', where the internal organs and
backbone of the creatures are highlighted, especially
the edible parts in the case of animals hunted for food.
Mimi Spirits, the long elongated spirits (whose
thinness enables them to live in the cracks of rocks),
seen on television screens across the world as
3
4

portrayed by Aboriginal dance companies in the
Australian celebrations welcoming the year 2000,
are depicted on the rock walls of Western Arnhem
Land. Kakadu bark paintings also incorporate their
images in narrative art.
In one of the two important barks in the collection by
Yirawala (1903-1978) from Western Arnhem Land,
Kangaroo Increase Ritual (c. 1970), male dancers
perform the Dreaming story about the death of
Kundaagi, the red plains kangaroo who was killed and
eaten by the Mimi people. The old kangaroo mother
made the first Lorrgon ceremony for her son, and
sanctions the ceremony today when a man dies, to
release the new ghost to travel back to its home
country where it will dwell with other spirits.
Yirawala's bark, Maraian Ceremony (c. 1970), depicts
the Ancestral Beings with the new ghost after the
ceremony 3 .
England Bengala (born c. 1925) paints the Wangarra
Spirits in a series of barks (1985) from Eastern
Arnhem Land. These dangerous spirits inhabit his
father's country at Bopalinmarra. As the artist
narrates:
"This spirit one Wangarra, he lives in
the jungle or in the water in Dreaming
House [...] He can easily kill you [...]
only clever men like me can talk to him.
I can give him trick. I'll tell you one story
from this cheeky Wangarra. He was
stealing one boy from my camp, his
name
was
Namandarra.
That
Wangarra took him to the jungle, he was
there for two days. They tried to teach
him clever tricks but I know that
Wangarra and I went to the jungle and
called for that boy. He came back with
turtle, freshwater one, and I knew that
Wangarra put those tricks inside that
turtle. I killed the turtle and the boy was
so sick, but he's alright now"4.
The collections include a carving of Baru, the
ancestral crocodile spirit by Watjinpuy Marawili (c.

Selected items from the collections are reproduced and discussed by ISAACS (2000) and MUNDINE (2000).
© stories by Sandra Holmes, reproduced with permission in YERBURY (2000: 20-21).
Story supplied to the author with the-painting.

140

From Dreamtime to Machine Time
1937-2000) from Yirrkala in Eastern Arnhem Land.
It displays the crosshatching design which depicts fire,
related to the Dreaming story of how, through the
actions of some fishermen and the sacred crocodile,
fire entered the sea and was brought to the land and
the people during the Dreamtime (ISAACS 2000: 7).
The origins of human mortality are central to Tiwi
culture. A double-sided ironwood carving with resin,
feathers and natural earth pigments by Enraeld
Djulabinyanna Munkara (1885-1968), collected by
Dorothy Bennett from Melville Island (north of
Darwin, Northern Territory) in 1957, represents the
creator-ancestor Purukapali on one side and his wife
Birna, later known as Wai'ai, on the other. They are
the god figures in the Pukamani religious stories of
the Tiwi people who, until the tragedy which beset
the ancestor and his family, were all immortal.
Purukapali's brother Tapara is also represented in the
collections by a carving (c. 1955) by the same artist.
He seduced Birna, whose son Jinaini died in the hot
sun while she was committing adultery. The bird
Tokampini, weeping, brought the news of his son's
death to Purakapali. Birna ran away, followed by the
angry pelicans who hissed and pecked at her.
Purakapali fought with his brother, inflicting serious
wounds: he escaped by climbing to the sky and
becoming the Moon-Man, with help from his mother,
the Moon. She promised Purakapali that, if he would
give her the dead baby, she would make him alive but only when the moon was full. Mad with rage and
grief, the father refused, declaring that henceforth
everyone, like his son, would die. He made the first
Pukamani (funeral) ceremony for Jinaini then,
weeping for his son, waded out to sea to follow him by
drowning himself. Bima (Wai-ai) turned into a
curlew, in which form she still roams at night, wailing
with grief and remorse.

ancestral spirits and the very different 'Bradshaw'
figures, so-termed after the European who first recorded
them - or 'Gjorn-Gjorns', as the Mowanjum artists
term them. The Wandjinas came out of the sky and
the sea, bringing the rains, lightning and other
elements. They created the animals and the baby
spirits that reside in sacred ungud places throughout
the Kimberleys and they continue to control all that
happens on land and in the sky and sea.
There are different versions of the origins of GjornGjorns, some Europeans hypothesising that they are
not Aboriginal figures at all but from some different,
even earlier culture. They are slender, dancing
creatures, and Donny Woolagoodja (born 1947),
explains about his work Lulim (2002), that 'they were
the first people who came along before the Wandjina'
and that they created corroborées for the people.
Lulim was the wife of Namarali, the Wandjina
depicted in the artist's huge montage at the opening
ceremony of the Sydney Olympics. His father, the
late Sam Woolagoodja, an eminent Worora leader and
law man, explained the Wandjina image, with its
round white face and huge body: "their power is so
great that they don't need to speak, so they have no
mouth. Their eyes are powerful and black, like the
eye of a cyclone. The lines around a Wandjina's head
can mean lots of things - clouds, rain, lightning. The
Wandjinas painted their own images on the cave walls
before they returned to the spirit world" (quoted in
the catalogue Spirit of the Wandjina; Mowanjum artists
of the Kimberley [2002]).

The Pukumani funeral rites include the erection of
carved and painted graveposts, of which there are
fine examples on display at the University, along with
a massive carving of the pelican.

He also recounted the story of Namarali's death and
his burial on a rock platform. He was pursuing the
elusive rock cod when his group told him that some
other Wandjinas had taken his wife. Namarali chased
them and knocked them down, but was fatally
speared. "His group carried him away, made the tree
platform where his grave is and painted him on the
rocks. The people must use the burial platform because
the Wandjina used it: that fellow made the law for
the dead bodies" (cited in CRAWFORD 1968: 56).

The Kimberley region in the north-west of Australia
is home to the rock paintings of the Wandjina

The Warmun community in the eastern Kimberleys
at Turkey Creek have also been the focal point of a
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major art movement. It was Christmas Day 1974
when a tropical cyclone named Tracy devastated
Darwin. Rover Thomas (c. 1926-1998), a Kukatja/
Wangkajunga man at Turkey Creek, had a dream
visitation from the spirit of a female relative who had
died in an aircraft taking her to a Perth hospital after
a car crash. As she died, the aeroplane flew over a
whirlpool in the Indian Ocean, which is home to a.
Rainbow Serpent called Juntarkal. The stories of the
travels of the dead woman's spirit from the whirlpool
to Turkey Creek where she was born, accompanied
by the spirit of another long-dead woman, came to
Thomas in a palga, or narrative dance/song cycle,
called the Kuril Kuril. The performance of the palga
involved painted boards with images of Darwin and
the cyclone (CARUANA 1993: 166-7).
The collections include Thomas' large 1995 painting
of Cyclone Tracy. He began painting Kuril Kuril emblems
from 1981, including the cyclone which he painted as
a massive black form advancing on Darwin, outlined
with white dots, and surrounded by lesser winds
extending out from the menacing black mass in
natural ochres. In 1990, along with Trevor Nicholls,
Thomas represented Australia at the Venice Biennale.
The collections are strong in dot paintings by several
internationally acclaimed artists from Papunya, a
small township in the Western Desert created by the
Honey Ant Ancestor. A young European art teacher,
Geoff Bardon, took a job in the Papunya School in 1971
and was influential in stimulating the local artists to
transfer their traditional designs, images and
Dreamings on to wood (and, later, canvas).
Yardsmen such as Long Jack Philipus Tjakamarra
(1932-1993) and Billy Stockman Tjapaltjarri (born
1925), represented in the collections respectively by
Rain Mythology (1981) and Rainbow Serpent (1988),
and other artists were given permission by the elder
and custodian of the Honey Ant Dreaming, Old Tom
Onion Tjapangati, to paint a mural with Bardon on
the school walls. Initially the artists used crushed
ochres, clay and charcoal mixed with glue to make
5 © Papunya Tula Artists, reproduced with permission in YERBURY (201
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the colours stick to hardboard sheets supplied by
Bardon. Later they used synthetic paints although
limiting the range of colours. They formed the
Papunya Tula Artists Co-operative, still focusing on
the land, what is on it, and stories about it, and
continuing to use the visual vocabulary such as the
dotted concentric circles from their traditional designs.
Another Papunya artist, Turkey Toison (1942-2001),
painted Two Women Dreaming (1981) about the
rockhole site of Putja where women played the leaf
game Munni Munni, with sand designs, leaf
arrangements and songs, and decorated their bodies
for the Yawulya ceremonies, believed to attract
eligible men .
Fish Dreaming (1986) by Clifford Possum Tjapaltjarri
(1943-2002), is about a site north of Napperby
station. Sinuous lines of dots show floodwaters flowing
across the land; the central areas are the higher
ground in the river bed; the white shapes are the
darting fish. Clifford Possum told the story: "We call'm
fish. He sleeping on water and wet sand. This kind
and another one with a big tail. At Napperby. From
the creek. Sometimes, at big storm time, they come
out. How come? Really big ones. Just appear from
nowhere after storm. We cook on the fire" (JOHNSON
1994: 16). He explained how there used always to be
fish in the water hole until one day a magpie from Mt
Allen flew over to it and ordered the fish out: "[...] he
tell'm all the fish, 'Get outta here! Get out of that you
mob!' All the fish get out; go to running water, at
Hermannsburg. But when it rains they come back"
(JOHNSON 1994:

16).

Dot paintings, albeit with different styles, designs and
symbols, are also characteristic of the Anmatyerre and
Alyawarre artists in Utopia in the eastern part of
central Australia. The Queensland Art Gallery
initiated the first national touring retrospective for an
Aboriginal artist in 1998, paying tribute to the senior
Utopian artist, Emily Kame Kngwarreye (1910-1996),
in Alkalkere: Paintings from Utopia. By the time she
became a painter, she was already in her seventies, an

From Dreamtime to Machine Time
elder and leader of women's ceremonies. The progress
of her contact with white culture from 'wild black' in
her youth and member of a displaced minority; a
domestic worker; a custodian of stories; a land rights
spokeswoman; then, finally, a leading artist, itself
represents a wide sweep of Australian history. The
collections are enhanced by her large, characteristic
and very beautiful Anooralya: My Story (1991).
The 1970s brought radical changes to the lives of
Aboriginal people with Land Rights legislation. Utopia
Station was acquired by the Aboriginal Land Fund
Commission in 1976 for the Utopia community and
in 1977 the dispossessed people began to move back.
The artist, along with other Utopian women, played
a key role in the 1979 Land Claim Hearing, significant
as the first successful land rights claim.
Oodgeroo (1920-1993) of the Clan Noonuccal of
Stradbroke Island, better known to many as the poet
and activist Kath Walker before she changed her name
to a traditional Aboriginal name for the paperbark
eucalyptus, was a poet, painter, tribal elder, activist,
role model and actor (winning praise for her role in
The Fringe Dwellers). Several of her works on paper,
the subject of a book in 1985, are now in the Yerbury/
Macquarie collections.
Oodgeroo explained one of the drawings thus: "[...]
Snakes lay eggs and I have often wondered: if I cut this
egg just before the birth, what would it look like inside?
Of course I would never do that to a snake's egg. But
this is my interpretation of what I would see, if I dared
to interfere with Nature in that way. I won't do it, but
I'll draw it! So there is the baby snake with the different
kinds of skin around and the yolk" (BEIER 1985: 54) 6 .
In her address at the conferral of an honorary
doctorate by Macquarie in 1988, Oodgeroo ended with
a stirring exhortation:
"[...] a multi-cultural society can only
successfully occur in this country when

seventh-generation Australians recognise
the Aboriginal culture. No change will
or can occur until the theft of Aboriginal
land and the enslaving and slaughter
are redressed and compensated. This
Aboriginal land will never accept and
will always be alien to any race who
dares try enslave her. Aborigines will
always be the custodians of their
traditional lands, regardless of any
other enforced law system, for the land
is our mother. Aborigines cannot own
her, for she owns us".
There is still much to be reconciled in Australia
between Indigenous people and later arrivals; and the
year 2000 was proclaimed nation-wide as
Reconciliation Year. The Queensland Art Gallery's
national touring retrospective, Urban Dingo: the Art
of Lin Onus, 1948-1996, was conceived as its own
contribution to Reconciliation. It was a fitting tribute
to Lin Onus, a leading artist of wit and humour as
well as wry social observation 7 .
Of Yorta Yorta and Scottish descent, he commenced
painting in 1974 and was largely self-taught. His
early work included photorealist landscapes inspired
by the valleys, ferns and creeks of Sherbrooke Forest
in Victoria, where he lived for three decades until
his untimely death. In 1986, as Chair of the
Aboriginal Arts Board, he made a visit to Maningrida
in Arnhem Land. There he experienced the local
Aborigines' depth of knowledge, the value systems
about their land and the importance of traditional
symbols, pattern and design. He also saw daily the
degradation of much contemporary Aboriginal life
- petrol sniffing, alcohol abuse, and other forms of
dysfunction. It affected him deeply and he began to
change direction in his art, meanwhile returning
over and over again to Arnhem Land.
Onus' fusion of styles is very apparent in his Garmadi
Dreaming (1986). A cat, along with a transistor radio
and a rifle, these three non-traditional features being
painted in European style, are juxtaposed against a

6

The story cited is reproduced with permission in YERBURY (2000).
Urban Dingo: The Art and Life of Lin Onus, 1948-1996, Catalogue
2000: Curator Margo Neale.
7

the National Touring Exhibition, published by Queensland Art Gallery,
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landscape, painted in similar visual language - fine
diagonal crosshatching - to that used by Maningrida
artists to depict landscape on bark.
Onus tackled tough subjects, but in a way that
attracts support from, rather than alienating the
non-Indigenous viewer. He built in imagery from
both white Australian and Aboriginal culture to
bridge the gap between the two: neither culture gets
lost in this approach.
The collections also include his famous portrait (1988)
of Djon Mundine, one of Australia's leading curators
of Aboriginal art. Mundine was asked to curate an
Aboriginal art installation to mark the Bicentenary
of European settlement in 1988. He brought together
an extraordinary collection (now installed in the
National Gallery of Australia) of 200 hollow log coffins
of the type used for reburial ceremonies in Arnhem
Land, in front of which he is seated in the portrait (at
the University too, the portrait is displayed with log
coffins). The artists participating in the installation
were commemorating the Indigenous people who had
died during the years of white settlement without
traditional funeral rituals.
The story of the arrival of Captain Cook, the
colonisation and the associated massacres and other
injustices are the focus of a number of artists
represented in the collections. Harry Wedge's
Breakaway (1998) also focuses on those who died
without proper rituals being observed:
"[...] They tried to wipe them all out.
After they killed these people, they got
convicts to dig trenches, ditches where
they threw the bodies and buried them.
Soldiers doing their job, chucking the
bodies in - women, children. ... These
things have got to be brought out in the
open. They should not be locked away.
Cause I know that people keep diaries or
whatever they were told to do at the
time. These [my people] are trapped.
Their spirits can't rest. That's why I feel
this country is haunted. These spirits
Story supplied to the author with the painting.

break away from the world where they
are trapped, showing themselves maybe
to try to show people where they are
buried so their spirit can be free. They
don't want to be trapped anymore" .
The late Robert Campbell Jr (1944-1993) was born
in Kempsey and left school at fourteen. In the 1950s
he used to help his father, a well-known boomerangmaker, by drawing designs of kangaroos, other
animals and birds for the boomerangs. All this time
he painted, in gloss paint on hardboard, having first
got interested at primary school. He would sell his
early works (as he later said) for a carton of grog. At
times he worked as a manual labourer in various jobs
in Sydney, later saying: "It was all work that was not
good enough for white people"._JHe went back to
Kempsey where his work in the late 1980s was
sometimes humorous, often tough, political, usually
commenting on the impact of the dominant white
culture on his own culture. He was searching, as he
said in his forties, for the Aboriginal identity he felt
he had lost.
Writing about the urban art in Yerbury's collection,
Jennifer Isaacs highlighted his painting, Charlie, We're
Very Sorry (1990), as "a work as important to internal
Aboriginal history and politics as it is to the wider art
world. Campbell pioneered the move to express
unpalatable truths in a flat storyboard art form
revealing the daily events and historical occurrences
of seaside and rural life in Kempsey. This painting was
executed with feeling and great respect for the
Aboriginal leader Charles Perkins at a time when he
was facing public criticism" (ISAACS 2000: 10).
The Governments of the 1930s and 1940s had
attempted assimilation - trying to force Aborigines
into the dominant culture at the expense of their own
culture and society - including forcibly taking
Aboriginal children away from their parents and 'reeducating' them (and in some cases exposing them to
exploitation) in white society. Whole families were
dispersed and it is a source of continuing anguish,
including to Aboriginal artists such as Sally Morgan

From Dreamtime to Machine Time
who has both written and painted about the 'Stolen
Generation'. Born in 1950, and now a university
professor in Perth, she is a very successful writer as
well as visual artist and her book of her own
upbringing, called My Place, tells how she was 15 when
she found out about her Aboriginal heritage, having
been told by her mother and grandmother that she
was Indian. She has said of her grandmother, "She'd
had a lot of hurt and rejection, her life had been
controlled by welfare and government authorities and
she had a great fear that we'd be taken away and she
wouldn't have us in her life" (THOMPSON 1990: 39).
One of the two major works by Morgan in the
collection is autobiographical. She uses small
figurative pictures to build up the stories, with a
distinctive colour palette in vivid pinks, greens and
blues, often with black outlines around the
characters. Another, called Hold on to the Dreaming
(1989), depicts the spirits of the dead and tiny
yearning figures stretching out imploring hands to
the luxuriantly-portrayed lands of the Dreamtime.
A social activist artist, much of her work is historically
based and concerned with social injustices, especially
dispossession. It also reflects the intensely strong bonds
between Aboriginal people and their environment so often now not the lands their Ancestral Beings
created, but the fringes of mechanised urban society.
There are several paintings in the collections by
Morgan's close friend, Sydney-based artist Bronwyn
Bancroft, as well as illustrations from her children's
books. Bancroft was a founding member of the urban
artists' co-operative, Boomalli. As Mundine explains,
boomalli is a Wiradjuri name meaning 'to strike'; the
artists "spelt co-operative with a k, to complete the
anagram of BAARK (Boomalli Aboriginal Artists
Residents Ko-operative), as in the bark sheets
traditionally used to paint on [...]" (MUNDINE 2000: 16).
Bancroft's photomontage/painting, Who Made Me?
(1999), features photographs of the fair-skinned artist
as a child and her much darker-skinned father "and

uncle as little boys, surrounded by heavily decorated
oval motifs. Written across the bottom are the words,
"For years we have been punished for being black,
now it seems we are to be punished for not being black
enough".
Jody Broun, a Perth artist who won the 1998 Telstra
Award, contributes an innocent-seeming but dryly
satirical painting of endlessly patient women of the
North-West Pilbarra region squatting outside the
Government hut in Waiting for Government Promises
(2000). A concentric circle provides the
characteristic basic structure, within which the
simple shapes of the faceless women sit motionless on
the rich red, bare earth under an intensely blue,
cloudless sky. A dog sprawls asleep, as if dead, in the
pitiless heat. These marginalised people have been
waiting for years... and will go on waiting...
Broun can change such lives, not just as an artist and
social commentator, but as a public servant. She
trained as an art teacher and worked as such for eight
years, before completing a masters degree in
philosophy, focusing on Aboriginal culture. She was
appointed Director of Aboriginal Housing at
Homewest in 1994.
Another powerful recent acquisition, The Seven
Sisters (2002), by Julie Dowling, born in Western
Australia in 1969, presents six Aboriginal women in
long white dresses on a wooden veranda, with a
seventh nearby. The background story is about the
Pleiades group of stars, representing seven sisters who
decided to visit the area near Kalgoorlie, but found it
full of Yararr men who refused to leave, and tried to
capture them. One man followed one of the sisters
back to the sky and became Orion. Dowling has
explained that the women in the painting were at the
Kalgoorlie Hospital, gathered to look at the 'seven
sisters' constellation. Because Indigenous women were
often denied access in the past to doctors and white
midwives, many, including some in the artist's
family, gave birth on the hospital verandas or in the
surrounding scrub.

9 Story supplied to the author with the painting.
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Trevor Nicholls was born in Port Adelaide in 1949,
the son of a non-Aboriginal tradesman and an
Aboriginal mother who .played down his Aboriginal
heritage; Most of his life has been spent in Australia's
big cities; but he describes himself as a stranger in
urban society, just as he felt alien in the art schools
with non-Indigenous teachers. He explores through
painting his Aboriginal identity and gives expression
to the painful transition for Aborigines from
'Dreamtime to machine-time'. In his angry 1992
painting, Machine Time Madness, the central
Aboriginal figure rages against the background of
four tall spiky constructions representing the
Church, commerce, the media and government the latter illustrated by a black figure falling from a
prison window in a reference to the infamous 'deaths
in custody'.
Nicholls was influenced by Papunya painter, Dinny
Nolan - (born 1922), who is also represented in the
collection, and has pointed out how his own works
incorporate 'dot painting' techniques - here in forms
of the Aborigine and the dog.
Nicholls' relationship with modern-day Australia is
very different from that of Ian Abdulla who was
brought up in a less urbanised setting, although also
in South Australia, where he spent a great deal of
time fishing and hunting with other young
Aborigines. From the age of 14 he worked on a mission
station. As an adult he mainly worked in the bush,
picking fruit. He started painting when he was 40.
Mundine describes him as addressing 'the dispossessed
Aboriginal people whom Australian society continues
to ignore. His paintings depict the menial itinerant
work by which many of these people eke out an
existence, with many of these events being portrayed
in a nostalgic light' (MUNDINE 2000: 17). He paints
from his personal memory with childlike figures, often
with a storyboard as in a comic, writing on each
painting a brief description, as on Picking Grapes in
the Rain (1996) - an inscription which he recited to
Yerbury with affectionate humour for his white coworker:
"One day while I was working on a fruit
block just out of Barmera where I lived for
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the past Eleven Year. Me and my mate
was picking grapes and while I was
picking grapes it started raining. My
white mate ran and got under the trailor
but me I just went under the vines and
kept on picking grape's so my white mate
was wondering how I happened to get
more bucket's the he hade silly white boy".
Here we see an Aboriginal artist who feels more
integrated in the society he lives in, and with his own
life-style, than (say) Trevor Nicholls. Abdulla does
not feel alienated by it from his friends and family,
and he continues to live closely with the land and the
seasons and the foods they produce - the recurring
themes of traditional Aboriginal art.

Conclusion
The indivisible and enduring relationship of
Indigenous people with their lands - to which they
often refer in terms of the land owning them, rather
than the other way round - go back some sixty
thousand years. The Dreamtime is more than just an
explanation of how those lands and all that exists upon
them were created by the Ancestral Beings. It was
the start of the Dreamings, the continuing spiritual
and cultural processes whereby Indigenous people
understand and express their origins and identities,
and their connections with the Spiritual Beings, in
art and rituals in which millennia disappear and the
past is now.
These Dreamings, the Dreamtime in which they
originated, and what they reveal to us about
Aboriginal and Torres Strait Islander origins,
traditions and identities, comprise the dominant
theme of the Yerbury/Macquarie collections which
'represent work of almost all genres, styles and
approaches ... Deep religious content is evident in
many of the paintings on bark and in the Tiwi
sculptures for the Pukamani ceremony' (ISAACS 2000:6)
However, the artists discussed here - and there are
many other important individual artists and indeed
whole communities and their art, well represented in
the collections, which could not be mentioned in an

From Dreamtime to Machine Time
article of this length - are not living in the 'pre-contact'
era enjoyed by Indigenous peoples prior to European
settlement. Indeed, many are not living on their own
lands, clans having often been relocated and sometimes
brought together with other clans, so that languages
and dialects were extinguished, and traditions were
altered and in many cases disappeared. It was not until
the 1960s and 1970s that significant, albeit partial,
attempts were made nationally and regionally to
recognise and begin to remedy some of the past
injustices to Indigenous peoples.
The collections have been strongly developed in
terms of key urban and rural exponents of sociopolitical and 'protest' art from movements which
emerged and coalesced in the 'eighties and 'nineties
(ISAACS 2000: 6, MUNDINE 2000). The work of these

artists, like that of those whose art practice
continues in more traditional styles (albeit
sometimes turning to European media such as
canvas and synthetic paints), still reflects the
relationship with land and tradition; however, it is
overlaid with concerns about loss of land, loss of
tradition and undermining of values and identity.
Their inclusion in the collections make the combined
bodies of work specially powerful, not merely
aesthetically and curatorially, but also in terms of
the University's primary goals for UMAC - namely,
to serve as vehicles for research; teaching and
learning, particularly in Australian History,
Aboriginal Studies, Creative Arts and Museum
Studies; and engagement with the community,
especially the educational outreach programs
organised for secondary schools.
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What if we weren't here?
STEVEN W .

G DE CLERCQ'

The other day I was told by a distinguished museum
professional that university collections, and indeed
many university museums should not become
members of the Museums Association. The given
reason was that these are not regularly open to the
'public', they do not comply with the ICOM definition
of a 'museum', and therefore cannot be 'registered'.
As defence, I brought forward several counterarguments, starting of course by explaining that the
first generally accepted 'real' museum (the
Ashmolean Museum in Oxford, UK) was and still is a
university museum and that university museums
therefore have the first right to call themselves
'museums'. I argued that ICOM had recently
established UMAC, that UMAC had just successfully
held its second conference in Australia and is now
planning its third, to be held in Oklahoma in 2003. I
also pointed out that UMAC, only one year after its
formal inauguration, already had over 150 members
from three dozen countries from all over the world,
etc. Nevertheless and however hard I argued, the
position remained: "no public, no museum!"
What makes public 'the public' and when does a
specialised public - like scholars and students begin or cease to belong to 'the public'? Can anybody
explain that to me? Since universities are public
institutions, and contrary to private collections,

their museums and collections are, just like their
libraries, accessible by definition. Of course, we all
agree that university collections should be made
increasingly more accessible to larger segments of
the general public. Indeed, many of the papers in
this 'UMAC issue' of Museologia testify that university
museums are making substantial efforts in that
direction. It would be ideal if all university collections
of 'public interest' (we should also recognise that not
all of them are) would be open at regular hours, for
the 'education and enjoyment' of everyone.
However, if a university museum is not regularly
open to 'the public', it does not necessarily follow
that it is dead or that it does not have other 'publics'.
It may indeed be more alive and kicking than many
would suspect it to be.
One question that I offer for discussion follows from
this reflection. Many countries have procedures for
their museums to become 'registered', based on
standards derived from ICOM's definition of a
'museum' and its 'code of ethics'. Why are all these
aspects not taken into account when evaluating
museums' registration applications - particularly
research, explicitly considered one of the missions
of all museums worldwide by ICOM? I am afraid
that this question has not yet been raised and my
guess is that perhaps the majority of museums

* Steven W.G. de Clercq is Senior Consultant for Academic Heritage, Utrecht University, and Vice-Chair of UMAC. Address: Straatweg 17,
3603 CV Maarssen, The Netherlands. E-mail: declercq@museum.uu.n
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registered today fail to perform qualified collectionbased research or fail to use the object as primary
source of information and collect accordingly. Yet,
we all agree that such museums can be valuable
members of the extended museum family. It is indeed
a blessing that such a wide and rich variety of
museums and collections exists, covering an
enormous range of unimaginable treasures of the
earth and reflecting the entire range of human
inquisitiveness as well as the diverse cultures of the
world, both tangible and intangible 1 .
However annoying such discussions may be, let us
take them as a challenge to demonstrate that Cinderella
did wake up from her sleep and is alive and vital. Yes,
in some respects university museums and collections
are different from non-university museums. As Peter
Stanbury explains in his introduction to this issue,
the very recognition of that distinct character and
the need to join forces led to the establishment of
UMAC by ICOM.
Now it is up to us to demonstrate our identity and
viability and that is exactly what we did. During its
second conference - organised in Australia by
Macquarie University under the inspiring guidance
of Di Yerbury and Peter Stanbury - UMAC emerged
as a strongly motivated, open-minded and energetic
group, self-conscious and fully aware of its position on
the interface between the university and 'the world'.
I will now summarise some of my most striking
impressions and make some recommendations that
came up during discussions.
Marta Lourenço drew a picture of the introduction of
objects in academic learning in the early European
universities. The pivotal role of objects in teaching
and research was demonstrated in a number of quite
different ways. The relevance of research, combined
with the quality of the collections, convinced a

private, non-scientist sponsor to make a substantial
donation to the University of Alaska Museum at
Fairbanks. In Berlin, the 'Theatre of Knowledge', an
exhibition in which long-forgotten research
collections of the Humboldt University were displayed
central stage as treasures of our common knowledge,
was an overwhelming public success.
Over the years, universities have amassed many
millions of objects; the vast majority related to
research and academic learning. The sheer number
and the volume oblige us - at the beginning of the
twenty-first century - to look critically at our
museums and collections. This may lead to selection
and disposal or even to transfer of entire collections to
new users, as was demonstrated by two projects
dealing with selection and redistribution of geological
collections in Australia and the Netherlands. Against
this background, a new role emerges for university
museums: the archival function. As keepers of our
scientific heritage, we must be prepared to ask
ourselves difficult and sometimes inconvenient
questions: do we really need to maintain all those
objects, collections and museums? Why and for what
purpose do we keep them? Who will use them, who
will select, who will decide and who will pay? Together
with libraries and archives, we have to develop an
interdisciplinary approach for the definition,
enhancement and access of our scientific heritage.
The self-evaluation must take place against the
background that universities are increasingly
focussed on the primary functions for which they are
funded, i.e. research and teaching. Sue-Anne Wallace
explained the self-reflection and transformation
university museums need to address in the light of
recent higher education policies and trends.
Having my roots deep in 'Old Europe', I must confess
that in my personal perception the main emphasis of

1
The 'Intangible Cultural Heritage' will be the central theme of ICOM's General Conference in Seoul, 2004. Academic intangible culture
includes the traditions of learning, but also the ceremonial parts of university and student life and, from a sociological point of view, perhaps
also the way in which a university presents itself to, and is perceived by, society. This theme was part of a research programme carried out
under the umbrella of the Council of Europe; see N. SANZ & S. BERGAN 2002. The Heritage of European Universities. Council of Europe Publishing,
Strasbourg.
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university museums and collections was on
traditional research and teaching collections. A strong
emphasis on research and teaching is indeed one of
the common features among all UMAC-members.
However, the range of collections is by no means
limited to 'scientific' collections, as demonstrated by
collections dealing with the history of the university
and student life found in most universities, as well as
contemporary art collections and sculpture parks.
Macquarie University's sculpture park contributes
to the quality of the campus in a wonderful way.
University museums worldwide are increasingly
concerned with public access to their collections,
opening windows to their immediate surroundings
and, in general, to contemporary society. The way in
which they do so differs enormously from case to case.
Most seem to do so out of self-interest, putting great
creativity into finding their own 'niche' and creating
strategic alliances. By presenting their experiences
in working with diverse communities on the
development of an exhibition and programming about
Islam and Muslim life, the Museum of Anthropology,
University of British Columbia, showed -how a
university museum proved to be the appropriate site
for facilitating conversation between diverse and
multi-cultural citizens. From the Nagoya University
Museum we learnt of an original public programme
- 'muse therapy' - aimed at using the objects, together
with music and poetry, as a way of stress relief. The
Museum of Human Disease at the University of New
South Wales integrates pathology specimens
traditionally used in academic teaching in public
health educational programmes.
Several museums at Macquarie University joined
efforts to produce 'Palaeographia', an exhibition
integrating science and art, with tremendous success
among the general public. The relatively young
University of Patras, Greece, is creating a science
museum with the purpose of inviting the city of Patras
on campus. Against the same background, the
National University of Singapore is building a new
museum to increase the access to its fabulous
collections of South East Asian and Chinese ceramics.
Nonetheless, it is not only on site that university

From left to right: Peter Stanbury, Peter Tirrell,
Steven de Clercq and Peny .Theologi-Gouti (Canberra,
October 2002, Photo: ML).
collections are made increasingly accessible to wider
audiences. We learnt about two recent projects aiming
at gathering information about university museums
and collections on national levels and making it
accessible worldwide on the Internet - one in Italy
and the other in Germany.
Speaking of the Internet, it is quite interesting to
conduct a quick scan of universities around the world
and find out whether their websites advertise their
museums and collections. Some proudly announce
their museums and collections, often together with
their libraries, like Oxford, Cambridge, Berkeley,
Halle, Utrecht and Uppsala. On the other hand, I was
amazed to discover that some universities with high
profile museums and collections like Bologna (Palazzo
Poggi) and the Frederick R. Weisman Art Museum at
the University of Minnesota (Frank Gehry's model
for his famous Bilbao Museum) do not mention their
museums in their homepages. Omitting important
treasures from your website is one thing, but worse
are those universities that conceal their museums
and collections in the furthest imaginable corner of
attics and cellars. In these cases, it is up to the
imagination of the staff to find ways for organising
public support. When the Old Botanical Gardens of
Utrecht was threatened to become a parking lot, the
neighbourhood community squatted the garden and,
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with the help of volunteers, turned it into what is now
the museum garden of Utrecht University Museum.
In Oklahoma, the local community acted likewise as a
pressure group to raise support for the building of the
new Sam Noble Museum of Natural History.
The fact that the director of the Sam Noble Museum
of Natural History will be retiring shortly and the
museum is looking for a successor, created a unique
opportunity to raise and debate a difficult question:
what is the ideal profile of a university museum
director? Training of staff and students was also
addressed in a number of ways. Macquarie
University, for example, recently created a Museum
Studies Course aiming at using its museums as a
resource for student training and staff professional
development. A similar example comes from the
Helsinki University Museum, which devotes much
effort to co-operation with students and the
development of its museum studies module.
A closer examination of the role university museums
can play as interface between university and society
opens a wide range of fascinating questions and
challenges. Bernice Murphy, ICOM's Vice-President,
confronted UMAC with the provocative question why
university museums tend to concentrate on just one
of the core functions (research) of their parent
institutions. Although we all have many good reasons
to pay so much attention to the cultural and scientific
heritage we hold in trust, Murphy is right when she
suggests that 'education', the initial core function of
universities, should get a stronger emphasis.
University museums have easy access to a wide range
of relevant disciplines within their parent institutions
and can, therefore, play an innovative role.
Additionally, 'education' is higher on the political
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agenda than 'culture' and therefore more likely to
appeal to key stakeholders.
A related subject that came up in discussions, aims
at a broad, almost sociological, approach
encompassing a multitude of topics. Who are we,
what are we and for whom do we work? How does the
museum fit into the mission of the university? How
can we consolidate our position within our parent
institution? What is the relevance of the museum,
why is it there and for whom is it meant? What is
our relation with ongoing research and teaching
programmes (like history of science and museums
studies) and with students? How do university
museums succeed in making science interesting,
thus inspiring young people to pursue science as a
career? What is the 'public quality' of our museums?
What is our role in the museum community at large?
In which way are different approaches based on
cultural or geographical differences? What does the
way the university treats its museums tell us about
the ambition of the museum or the university? What
is the message of the museum architecture and what
does its form tell us about its mission? To what extent
does the museum represent the university and how
effective are the museum's outreach programmes?
What kind of leadership is required?
The answers to these questions may not always be
evident or convenient and they will be different for
each museum. But they will help us to understand
what would happen if we were not here and seem to
be particularly relevant, both for the management
of museums themselves and their governing bodies.
Indeed, one of the best ways of planning future actions
is to think what would happen if the museum did not
exist. Try it - ask yourself about yours.

RESUMOS /

ABSTRACTS*

Behind the Rain, The Story of a Museum
MICHAEL A. MARES

This documentary film tells the dramatic story of
the development of the Sam Noble Oklahoma
Museum of Natural History, from its founding as a
'cabinet of curiosities' in Oklahoma Territory in
1899 to the dedication of a state-of-the-art building
in 2000. For most its history the museum was housed
in some of the worst buildings in the nation. Working
against almost insurmountable odds, the director,
staff, and the people of Oklahoma laboured 17 years
to raise funds for a new museum in one of the nation's
poorest states. Their efforts culminated in the
construction of one of the finest university natural
history museums in the country. For more details,
http://www.snomnh.ou.edu/publications/Books/
index.shtml
The Making of an Exhibition:
' T h e a t r u m N a t u r a e et Artis'
A project documentation of UTE ADAMCZEWSKI
Ute Adamczewskis' video of the exhibition 'Theatrum
Naturae et Artis' is first of all the observation of a
process and a document of the fascination with an
exceptional collection. The film documents the whole
process of developing the arrangement, consequent
use, and disassembling. Filmed chronologically, it
is aimed at showing the experience of making an
exhibition, embodying an insightful document of
the construction of knowledge within a limited time
and space. As it was decided to edit without voiceover or other comments, the film may be considered
heir to the ideas of 'direct cinema'. Images document
each particular situation, and were filmed with a
distant and unobtrusive camera.
Terminology in university m u s e u m s

When authors use the same word with.different
meanings or when the same word conveys two
different messages, confusion will arise. A consistent
terminological body is also a sign of 'scientific
maturity'. In the case of museology, terminological
chaos has existed for a long time, despite a few
valuable but scarce attempts to bring order to the
system. In university museums the terminological
situation is particularly complex because of the
stronger scientific links with the disciplines
represented in the collections. This poster is the
result of a preliminary survey of terms directly
related to university museums and collections. A
list of terms will be presented, followed by a brief
discussion of controversial terminological issues.
ANIMALmagric: A creative exploration of t h e
M a c q u a r i e University Biological
Sciences Museum
FRANK STADLER & KRISTEN SABIEL

For ANIMALrnagic we invited artists to submit
proposals of nature inspired art. Main objective and
criterion for entry was the direct relationship
between the work of art and the specimens and
artefacts exhibited in the Biological Sciences
Museum at Macquarie University. Participating
artists were encouraged to visit the museum for
information and inspiration. Successful entries were
placed with the actual specimen or artefact to which
they related so a dynamic dialogue between the
museum specimen, the work, the artist and the
visitor developed. The poster presented is a pictorial
exploration of the curatorial process, the inspiration
and motivation behind ANIMALmagi'c.
F r o m university m u s e u m t o
N a t i o n a l C h i l d r e n ' s Centre
BRIAN SHEPHERD

M A R T A C. L O U R E N Ç O

Terminology is a crucial aspect of any scientific field.

* Outras contribuiçôes efectuadas na 2 a reuniâo do ICOM/UMAC,

Already heavily involved with the wider
community, the Edith Cowan University Museum

alia. Other contribuitions to the 2nd meeting ICOM/UMAC, Australia.
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of Childhood seeks to evolve into Australia's first
comprehensive Children's Centre combining a state
of the art children's m u s e u m with its nationally
recognised
collection
and
presentation
of
Australian childhood heritage. It will also serve as a
forum and focus on contemporary issues affecting
children. The strong traditions established over 27
years of tertiary teaching, schools and recreational
programmes, collection, service to the profession
and of developing n a t i o n a l touring exhibitions,
provides a strong foundation for this audacious vision
to be realised.
A digital i n v e n t o r y i n g f o r our m u s e u m
c o l l e c t i o n s : c o n s e r v a t i o n i n the digital age
(virtual paper)
EDUARDO A. RAMIREZ, P E R DJURSVOLL, JAN-ERIK
VOLD, BJARNE MEIDELL & ADORACION HERNANDEZ

The increased awareness of biodiversity preservation
ha increased the role of biological collections in
museums. We propose new multimedia procedures
and methods aimed at assisting museums worldwide
in their inventorying work. In this paper we will
present a proposal to build digital image records for a
multimedia database that uses multidimensional
digital imaging elements, such as video, 3D confocal
microscopy reconstructions, virtual reality stillsequences from scanning electron microscopy, among
other elements. Examples presented to illustrate
digital records of natural heritage collections can be
downloaded from a FTP site. Digital technology and
methods presented are also aimed at facilitating
public dissemination of the vast amount of collections
stored in m u s e u m s worldwide. See h t t p : / /
www.uib.no/people/mffer/icom/umac/.
M u s e u m o f Arts a n d S c i e n c e s , University of
S a n t o T o m a s , M a n i l a : Forefront in t h e
p r o m o t i o n of cultural heritage
in the Philippines
ISIDRO C. ABANO & CLARISSA L. AVENDANO

The UST Museum started as a 'Gabinete de Fisica'
in the 17th century. The collections were used as

an alternative source of learning in fulfillment of
an old Spanish educational law. In the twentieth
century, the concept of the m u s e u m has evolved
from a mere repository of collections to an active
a g e n t of p r o m o t i n g t h e c u l t u r a l heritage of
h u m a n i t y . Consequently, t h i s leads to new
opportunities for the creation of programmes in
the
following:
development
of
facilities,
organizational
restructuring,
collections
a s s e s s m e n t and cataloguing, t h e offering of a
formal course on Cultural Heritage Studies in the
University G r a d u a t e School and a p r o p o s e d
Conservation Center for Cultural Property in the
Tropics.
ADLiB I n f o r m a t i o n S y s t e m s
DAMON GARCIA

ADLiB Information Systems is the market leader
in the field of collection management for libraries,
m u s e u m s and archives across t h e globe, dealing
with collections ranging in size from 6 0 0 to
6 , 0 0 0 , 0 0 0 records. Recently introduced into the
Australian market, ADLiB have already taken the
cultural sector by storm. Working h a n d in h a n d
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Tasmania, ADLiB Information Systems have
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cultural
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physical characteristics, iconography, inscriptions
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marks,
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exhibitions,
documentation and archive, acquisition and value,
location and loans, condition a n d conservation,
integrated imaging and multimedia, numbers and
r e l a t i o n s h i p s , labels, notes, a n d m a n a g e m e n t
details as well as full t h e s a u r u s and n a m i n g
authorities facilities.
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correeçôes de gralhas e alteraçôes muito ligeiras ao
texto. As provas devem ser enviadas ao editor,
devidamente corrigidas, n o prazo d e urna s e m a n a
(Portugal) .ou d u a s s e m a n a s (estrangeiro).
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