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FUNDAMENTAL CONCEPTS OF MUSEOLOGY
François Mairesse, André Desvallées, Bernard Deloche

and the collaboration of Serge Chaumier and Martin Schärer

This article is quite specific and thus requires a few explanations since it will be used as a reference document.  It stems directly from an ICOFOM project that was launched just over 15 years ago and is coming to fruition now.

The proposal to establish a set of essential museology-related ideas was launched within ICOFOM in 1993, under the coordination of André Desvallées.

Since then many articles have been written within that context, particularly within the Study Series (ISS).  Some were published in the French university review Publics and Museums, which then turned into Culture and Museums. 

The project was amended on several occasions.  At first it was called Thesaurus and, in its current structure, is called Encyclopedic Dictionary on Museology. 

This Provocative Paper is based on an international vision of museums, nourished by several exchanges within ICOFOM. Most of the authors come from French speaking countries: Belgium, Canada, France and Switzerland (Yves Bergeron, Serge Chaumier, Bernard Deloche, André Desvallées, Noémie Drouguet, André Gob, François Mairesse and Martin Schärer).

The publication includes two sections: an encyclopedia made up of around 20 articles which reflect the essential notions of museology; and a dictionary which defines around 300 museology-related terms and refers readers to their use in the first part of the publication.

Each one of the 20 articles, covering the terms listed at a Seminar organized in Brussels and Mariemont in 2007, are structured into four parts placed in a text box:

(1) a general definition of each term;

(2) theoretical concepts from human sciences necessary for an overall understanding of the term before addressing its specific use in museology;

(3) a history or brief presentation on how the notion evolved throughout the years;

(4) current positions on each notion.

The contents of text boxes were prepared by the team as a whole and the encyclopedia was commissioned to the following authors:

	NOTIONS


	AuTHORS
	NUMBER OF PAGES 

	Introduction
	F. Mairesse, B. Deloche

A. Desvallées
	

	Architecture
	A. Desvallées, J.-J. Ezrati
	15

	Collection
	Y. Bergeron
	15

	Communication


	B. Deloche
	10

	Education 


	S. Chaumier
	10

	Ethics


	B. Deloche, M. Schärer
	10

	Exhibition 

	M Schärer, N. Drouguet
	20

	Heritage


	A. Desvallées, F. Mairesse,

B. Deloche
	15

	Institution


	A. Gob, N. Drouguet
	10

	Management 


	F. Mairesse
	10

	Museal 


	B. Deloche
	15

	Musealization  

	F. Mairesse
	10

	Museography 

	F. Mairesse
	10

	Museology
	A. Desvallées, F. Mairesse
	20

	Museum


	F. Mairesse
	20

	Object



	F. Mairesse, B. Deloche
	20

	Preservation   
 
	Y. Bergeron
	15

	Profession
	S. Chaumier, J.-J- Ezrati

	15

	Public   
	F. Mairesse


	15

	Research  
       
	Y. Bergeron
	10

	Society 


	S. Chaumier, A. Gob

	15


Before publishing the Encyclopedic Dictionary of Museology, the articles which reflect the essential concepts of each notion shall be compiled in an independent fascicle, which will be handed out in the three official ICOM languages before its definite presentation at the General Conference of ICOM in Shanghai 2010. 

Within this framework and in order to have an ICOFOM publication reflecting the diversity of notions in each country and culture, we request the members wishing to submit papers, to follow the pertinent drafting guidelines.  We would like to understand and disseminate in the best way possible all the different facets of these 20 terms. Given ICOFOM's long-standing tradition, we hope to have a significant diversity of reactions included in these articles:

· A new wording can be proposed for anyone of the twenty notions, suggesting definitions other than those submitted, or rebutting current proposals;

· Several definitions can be addressed in one paper, indicating potential improvements;

· Emphasis can be placed on a specific meaning of certain notions in a given country or region, which has not been taken into account.

It is worth highlighting that the articles published in the ISS 38 shall not become a part of the draft Encyclopedic Dictionary of Museology whose structure was set in 2008.  Anyhow, its contents will be used and quoted the authors of the documents referred to.

ARCHITECTURE  

ARCHITECTURE: n. – Equival. in Spanish: arquitectura; French: architecture; German: Architektur ; Italian: architettura; Portuguese: arquitectura (Brazilian Portuguese: arquitetura).

Definition: the relationship of architecture with museums as buildings is defined as the art, science or technique of building, restoring and equipping museums.

Since the invention of modern museums at the end of the 18th century-beginning of the 19th century, side-by-side with the restructuring of old buildings which are a part of our heritage, a specific architecture was developed in relation with the preservation, research and communication of collections, particularly through temporary or permanent exhibitions, witnessed by the earliest buildings through to contemporary ones.

Architectural terminology determined the development of the museum notion.  Thus a temple with a dome, with a portico-like facade and colonnade became fashionable at the same time as galleries. Considered one of the main models for Fine Art museums they gave rise, by extension, to the name galleria in Italy, Galerie in Germany and gallery in Great Britain.
Although the shape of museum buildings has always focused on the conservation of collections, it has evolved as new functions started taking place therein.  Therefore, after having sought solutions for a better illumination of exhibited works (Brébion, 1778; J.B. Le Brun, 1787), for improving distribution in the building as a whole (Mechel, 1778-1784) and for better structuring exhibition space (Leo von Klenze, 1816-30), there was awareness at the end of the 19th century about the need to moderate permanent exhibitions.  Reserves were thus created, either doing away with exhibition rooms, accommodating rooms in basements or in new buildings.  On the other hand, an attempt was made to neutralize as best possible the environment of the exhibited objects, even if a part or the whole of the existing historic environments had to be surrendered.  When electricity came into play, improvements were easier to carry out by fully reconsidering illumination.
In the second half of the 20th century, there appeared new functions which mainly led to changing the architecture: for instance, an increase in temporary exhibitions which allowed a different distribution of collections between permanent exhibitions and reserves; the development of reception structures, especially due to the creation of big ad hoc spaces; the setting up of libraries and of souvenir shops. Together with decentralization by regrouping and the outsourcing of functions, it was necessary to build or refurbish specialized autonomous buildings, above all specialized restoration workshops and labs that can render services to several museums and reserves placed outside exhibition rooms.
Architects are individuals who draw the plans of a building and supervise construction works.  More broadly speaking, they are individuals who distribute space and light taking into account collections, staff and the public.  From this standpoint, architecture is related to a set of elements connected to space and light within museums, which appear to be secondary elements but are indeed decisive as to the overall significance (chronological arrangement, visibility for all, background neutrality, etc.).  Museum buildings are thus planned and built according to an architectural programme established by scientists and administrative staff responsible for the establishment. Anyhow, the decision concerning the definition of the programme and the boundaries of the architects’ work are not duly respected.  As an art or technique for building and equipping a museum, architecture can appear as a full work which includes all museal devices. This last standpoint, sometimes claimed by certain architects, can only be addressed if architecture encompasses museography reflection in itself, which does not normally happen. 
Furthermore, the programmes provided to architects also include interior equipping so, if no distinction is made between the general fitting of a place and museography, they have the possibility of freely resorting to their “creativity”, many times in detriment of museums.  Certain architects have specialized in exhibitions and have become set designers or "exhibition designers”.  Very few can claim the title of museographers unless their firms include this specific kind of competency.

The current risks of museal architecture are based on the existing conflict, on the one hand, between the architect’s interests (valued in line with the international visibility of this kind of constructions) and, on the other hand, the interests of those related to preservation and the idea of making the most of collections, those considering the wellbeing of the different publics.  This problem had already been evidenced by Louis Hautecoeur, formerly in charge of the National Modern Arts Museum: “Museums were not only created to give architects the possibility of designing a beautiful project but also to provide value to works of art and prevent visitors' physical and intellectual fatigue" (Hautecoeur,1933).   A glance on current architectonic creations shows that, although most architects take into account the demands of the programmes given to them, many continue privileging the beauty of the object to be seen, beyond how useful it can be as an instrument.

Derivatives: interior architect - architectonic programme.   

Correlations: decoration - illumination - exhibition setting - museography - set design
COLLECTION
COLLECTION: n. – Equival. in Spanish: colección; French: collection; German: Sammlung, Kollektion; Italian: collezione, raccolta; Portuguese: colecçāo (Brazilian Port.: coleçāo).

Definition: Whether material or immaterial, collections are the core of museum activities. A museum's mission is to acquire, preserve and appraise its collections so as to safeguard natural, cultural and scientific heritage”.  (ICOM Deontology Code, 2006).  Nonetheless, without stating it explicitly, ICOM’s definition of museums remains essentially framed within this principle, confirming Louis Réau’s long-standing opinion: “We have understood that museums are made for collections and that they should be built from the inside outwards to put it somehow, adjusting the building to the contents" (Réau, 1908).  The notion of collection is among the terms most easily disseminated in the universe of museums, although as will be seen later, preponderance has been attached to the notion of “museum objects”.  We will refer, however, to three potential connotations of this concept in which two factors vary essentially: the institutional nature of the collection, on the one hand, and the material or immaterial nature of its structures.
1)  “Collection” is a commonly used term, so an attempt has been made to differentiate a museum collection from other collections.  Likewise, a museum collection or collections are both the source and purpose of museums, considered institutions.  Collections can thus be defined as “museum objects brought together, acquired or preserved given their illustrative or referential value, or because of their aesthetic or educational importance” (Burcaw, 1997).  That is how the museal phenomenon can be evoked as the institutionalization of private collections.  On the other hand, it is worth pointing out that the curator or museum staff does not appear as a collectionist since collectionists are relegated to the outside of museums.  Museums follow collection policies: they select, purchase, bring together, receive; the verb “collect” is avoided since it is directly linked to the act of private collectionists as well as any deviations thereof– collectionism and accumulation.  From this standpoint, a collection is deemed to be not only the outcome but also the source of a scientific programme aimed at acquisitions and research through material and immaterial evidences of mankind and his environment.  The latter criterion, however, does not allow a difference to be drawn between museums and private collections since the latter could perfectly well be gathered for a scientific purpose just like museums sometimes acquire private collections which were set up with very little scientific intent.  That is the case in which the institutional nature of museums prevails so as to limit the term.  
2) Collections can also be defined from a more general point of view which includes private collectionists and museums, based on the hypothesis of their material nature.  Such material nature, since it is made up of material objects -as is the very recent case of the ICOM definition of museums- is limited to the place lodging such objects.  Krysztof Pomian therefore defines a collection as “…a set of natural or artificial objects, kept in a temporary or definitive manner, outside the circuit of economic activities, subject to special protection, in a closed place duly prepared to that effect and exhibited to the public" (Pomian, 1987).  Consequently, a collection is defined by its essentially symbolic value because the object loses its usefulness or trading value to become a carrier of meaning (semiophore or carrier of signs).  

We should add, almost implicitly, that this definition is based on the authenticity of the material, since the carrier of meanings appears only when it is in itself present and not through substitutes.     

Even when this definition may seem relatively broad, it does not, however, allow considering the work of certain museums whose activities are essentially posted on the Internet or are merely duplicates.   In general, museums made up of substitutes are those that exhibit plaster collections, model collections, wax collections or that are science centres (which exhibit mainly prototypes).

3) The recent evolution of museums - particularly considering immaterial heritage - appraised the general nature of collections. Museum collections are not deemed pertinent unless defined in relation to documentation that is added and the works stemming therefrom.  Consequently, collections can thus be defined within a broader connotation as a set of objects brought together intentionally according to a very specific rationale which allows them to preserve their individualism.  This connotation is more open and encompasses collections of toothpicks of a maniac as well as classical museum collections.  All of them are equally an assembly of evidence, memories or scientific experiences.   

Derivatives: collect - collectionist - collectionism   
Correlations: acquisition - preservation - cataloguing - documentation - research - conservation - restoration - exhibition - collection management 
COMMUNICATION

COMMUNICATION: n. – Equival. in Spanish: comunicación; French: communication; German: Kommunikation; Italian: communicazione; Portuguese: communicaçāo.

Definition: Communication entails conveying information between one or several emitters and one or several receivers through a given channel (ECR model, Hasswell).  The notion is so broad that it is not limited to human processes, carriers of semantic information but can also be found in machines as well as in animals or social life (Wiener).  The word has two usual connotations which can, to a certain extent, be found in museums depending on whether the phenomenon is reciprocal (E ↔C↔R) or not (E →C→R).  The former is called interactive communication and the latter is called unilateral and delayed through time.  When it is unilateral and carried out through time and not only through space, it is called transmission (R.Debray, 2000).

Within the context of museums, communication appears, in turn, as the action of making information available as it results from objects which are a part of the collection, and as the presentation of information stemming from research on the latter.  This two-fold option shows exhibitions as an integral part of research but also as the element of a more general communication system which includes, for instance, scientific publications.  This rationale prevailed in the PRC system (Preservation – Research – Communication) proposed by Reinwardt Academy which includes museum exhibitions, publications and education in the communication process.  
1) The application of this term to museums is not at all obvious despite the fact that, until 2007, ICOM used it to define museums saying they "... acquire, conserve, communicate and especially exhibit material evidence of people and their environment".  Until the second half of the 20th century, museums' main duties consisted of preserving accumulated cultural or natural wealth and, eventually, exhibiting it without explicitly having formulated the intent to communicate, that is, to circulate a message or a piece of information among the recipient public.  In the 90s we wondered whether museums were truly means (Davallon, 1992; Rasse 1999), since their communication function was not deemed by all to be due evidence.  On the one hand, the idea of a museal message did not arise until later on, particularly through thematic exhibitions which for long had a didactic purpose.  On the other hand, recipients remained for long unknown and only recently were visit frequency and public poll studies carried out.  The point of view evidenced in the ICOM definition depicts museal communication as the distribution, among the different publics, of objects which are a part of a collection and of information resulting from research on such objects. This stance describes exhibitions as a comprehensive part of research but also of a more integrating communication system, which includes, for instance, scientific publications.
2)  It is worth underscoring the specificity of museum communication: (a) often times such communication is unilateral, that is to say, with no possibility of response by the recipient public, which has fairly been considered excessively passive (Mc. Luhan, Parker, 1969-2008); anyhow, this does not impede visitors from participating (whether interactively or not) in such means of communication (Hooper-Greenhill, 1991); (b) communication is not essentially verbal and cannot truly have features in common with the reading of a text (Davallon,1992), but instead acts through the sensitive presentation of the exhibited objects. "Since museums are communication systems, they depend on the non verbal language of objects and observable phenomena.  Above all, they deploy a visual language which can become audible or tactile. Its communication power is so intense that ethically speaking, its use should be a priority for museum professionals" (Cameron, 1968).

3) Debates on the mode of communication used by museums address the transmission issue. The lack of chronic interactivity in communication by museums led to wondering how visitors could become more active through their participation (Mc Luhan, Parker, 1969-2008). The labels and even the story line can be eliminated so that the public can build its own rationale of its visit but this does not make communication interactive.  The only places which have created certain interactivity (e.g. Palais de la Découverte, l´Exploratium or la Cité des sciences et de l´industrie de La Villette, Paris), tend to look like amusement parks with lots of games as attractions. The true task of museums, however, seems to be transmission understood as unilateral communication throughout time with the purpose of allowing each to apprehend its own cultural wealth to ensure its hominization.

Correlations: 
exposition, education, dissemination, mediation, media, transmission.  




         

EDUCATION
EDUCATION: (Latin: educatio, educere: guide, conduct out of…). – Equival. in Spanish: educación; French: éducation; German: Erziehung, Museumspädagogik; Italian: istruzione; Portuguese: educaçāo.

Definition: Generally speaking, education means putting into practice the appropriate means to ensure training and development of human beings and their skills.  Museal education can be defined as a set of values, notions, knowledge and practices with the purpose of ensuring visitors’ development. Aimed at providing culture, education is mainly based on pedagogy, development and fullness as well as on the learning of new skills.
1) The concept of education should be defined in line with other terms, firstly instruction which "…concerns the spirit and is understood as knowledge acquired and leading to skillfulness and wisdom.” (Toraille, 1952). Education is related to both body and spirit, and is understood as knowledge which is updated through a relationship which puts into motion skills to develop a personalized apprehending and re-investment.  It is the action of developing knowledge as well as moral, physical, intellectual and scientific values. Knowledge, knowing/doing, being and becoming are four big components of education.  The term education comes from the Latin educere, to conduct out of (that is, out of childhood) which presupposes an active support of transmission processes. It is related to the notion of awakening, aimed at arousing curiosity, questioning oneself and building reflection capabilities. Especially informal education thus aims at developing the senses and awareness. It is a development which presupposes more mutation and transformation than conditioning or instilling or rubbing in of concepts individuals tend to be opposed to.  Shaping of the spirit is thus related to instruction conveying useful knowledge and education which renders them transformable and susceptible of being 
re-invested by individuals to benefit their hominization. 
2) Within a more specifically museal context, education is linked to the mobilization of knowledge stemming from a museum, with a view to the development and flourishing of individuals particularly through the integration of such knowledge, the development of new sensitivities, and the materialization of new experiences.  "... Museal pedagogy entails theory and methodology to service the preparation, implementation and assessment of educational activities in a museal environment.  The main purpose of these activities is for visitors to acquire knowledge, skills and attitudes (Allard y Boucher, 1998).

Learning is defined as “… an act of perception, interaction with and integration of objects by an individual which leads the person to acquiring knowledge or developing skills or attitudes (Allard & Boucher, 1998). Such learning process is related to the personal way in which visitors take in the object of learning.  In education or intellectual training sciences, pedagogy refers mainly to childhood, and the notion of didactics is considered the theory of knowledge dissemination, and ways of presenting such knowledge to an individual at any age.  Education is broader and aims at an individual's autonomy.

Other related notions can be invoked to enrich and provide nuances to these thoughts.  Animation and cultural action, as well as mediation are words currently resorted to so as to characterize work carried out with publics within museum transmission efforts.  According to Elizabeth Caillet "I teach you" says the professor, and "I lead you to know" says the mediator.  This distinction intends to reflect the difference between an act of training and a way of raising awareness of the individual who will do the job according to how such person absorbs the proposed contents.  An imposition or obligation is suggested when indeed the museal context presupposes freedom (Shouten, 1987).   In Germany, the most commonly used word is pedagogy, Pädagogik, and when considered within museums, Museums pädagogik.  This concerns all activities which can be proposed within museums, regardless of the age, education or social origin of the public involved.

Derivatives:  museal education, permanent education, informal education, lifelong education, popular education, education sciences, educational service.            

Correlations: learning, to teach, teaching, awakening, to train, training, instruction, pedagogy, permanent education, transmission, didactics, cultural action, animation, mediation, development.

ETHICS
ETHICS: n.  – (from the Greek word èthos: habit, character); Equival. in Spanish: ética; French: éthique; German: Ethik; Italian: ethica; Portuguese: ética.
Definition:  Generally speaking, ethics is a philosophical discipline which discusses the setting of values to guide human behaviour, both public and private.  Far from just being a synonym, according to current beliefs ethics is opposed to morality, since the choice of values is not imposed in a given order but instead freely selected by the acting individual.  This is an essential distinction regarding its consequences on museums which are institutions, that is to say, conventional and reviewable phenomena.

Ethics within museums can be defined as a debate to determine basic principles and values on which museal work is based.  Ethics leads to drafting the principles of museum deontology codes, among them the ICOM code. 

1) Ethics aims at guiding museum behaviour.  From a moral vision of the world, reality is subject to an order which decides on the place to be filled by each one.  This order is a perfection to be achieved by each individual while appropriately fulfilling his/her duties and this is known as virtue (Platón, Cicerón, etc.).  Contrariwise, the ethical vision of the world is based on references to a chaotic, disorderly, randomly evolving world, with no stable points of reference.  

Vis-à-vis this universal disorganization, each one is the only judge of what is best (Nietzsche, Deleuze) and decides for him or herself what is good or bad.  Between these two radical positions of moral order and ethical disorder, there is an intermediate point since individuals can freely agree on jointly recognizing common values (such as the principle of respect for human beings).  This is indeed an ethical point of view which globally governs the definition of values in modern democracies.  At present, such an essential distinction conditions even further the separation between two types of museums or two modes of museum operation.

Certain very traditional museums as some of the fine arts museums seem to fit in a pre-established order: collections are considered sacred and define model behaviour by the different actors (curators and visitors) and a crusade-like spirit in doing the job.  But other museums which maybe pay more attention to mankind’s life do not consider themselves subjected to absolute values and re-examine them constantly.  This may be the case of museums which come closer to real life as such, for instance, anthropology museums which make all efforts to reflect an ethnic reality which is often a floating one, or the so-called “society” museums which prioritize questions and specific choices over worship for collections.
2) The second effect of the ethical notion on museums lies in its contribution to defining museology as museum ethics.  From this standpoint, museology is not considered a developing science (Stránsky), since the study of the creation and evolution of museums is beyond the methods of mankind’s sciences and natural sciences because museums are malleable, reformable institutions.  Nonetheless, as instruments of social life, museums call for permanent choices to determine their use.  And more specifically speaking, the choice of the objectives these means will be subjected to, is deemed to be a part of ethics.  In this regard, museology can be defined as museal ethics since it decides what a museum should be and the purposes it shall pursue.  Within this ethical framework, ICOM prepared a deontology code on museum management since deontology is the ethics common to a social and professional category and serves as a para-legal framework.

Correlations: morality, values, purposes, deontology          
EXHIBITION
EXHIBITION: (From the Latin word expositio: exhibition, explanation), Equival. in Spanish: exposición; French: exposition; German: Austellung; Italian: esposizione, mostra; Portuguese: exposição, exhibiçâo.
Definition: the word "exhibition" means the outcome of the action of showing as well as the set of things shown and the place at which they are displayed.  “Let us consider a definition of exhibition taken from outside and not worded by us.  This term depicts the act of presenting the public with things, the exhibited objects (exhibits) and the place of such presentation" (J. Davallon, 1986).  Coming from the Latin word expositio, at first the term (in old French exposicïun, at the beginning of the 17th century) had a figurative meaning, that of explanation, report; an inherent meaning of an abandoned child as per the Spanish connotation of expósito; and the general meaning of presentation.
Hence (in the 16th century) the meaning of presentation (of products), then (in the 17th century) the meaning of abandonment, initial presentation (to explain a play), a place (a building) and henceforth the contemporary meaning applied to the installation in space for the public of exhibited works of art (expôts), of diverse species and under diverse forms, the works of art themselves (expôts) and the place where these are displayed.  From this viewpoint, each of these connotations defines somehow different things.  
1) As an outcome of the act of displaying, exhibitions are one of the main functions of museums which, according to the latest ICOM definition, “acquire, preserve, analyze, exhibit and also transmit people’s material and immaterial heritage”.  Within the PRC model (Reinwardt Academie), exhibitions are a part of the museums' more general function of communicating which also encompasses publication and education policies.  From this standpoint, exhibitions appear as an essential feature of museums, particularly because they are the places by excellence for sensitively taking in, mainly through the eyes (visualization), specific elements either in themselves (paintings, relics) or with the purpose of recalling mental notions or constructions (transubstantiation, exotism).  If museums were defined as a place for musealization and visualization, exhibitions would thus appear as “the explanatory visualization of past events through objects used as signals, as well as through their staging” (M. Schärer, 2003).
2)  When exhibitions are considered a set of exhibited objects, they include musealia, museum objects or "real things", such as substitutes (exact replicas, copies, photographs, etc.); all exhibition accessories (elements used for presentation purposes as, for instance, showcases or separation panels), and information elements (texts, films or multimedia) as well as useful signaling.  From this point of view, exhibitions are a particular communication system (Mc Luhan, 1967, Cameron, 1968) based on “real things” and accompanied by other artifacts which allow a better understanding of the latter's meaning.

Within this context, each of the elements in an exhibition (museum objects, substitutes, texts, etc.) can be defined as an expôt, that is to say, as an exhibition element.  Within such context no attempt should be made to rebuild a reality that cannot be transferred to museums (a real "thing" in a museum is already a substitute of reality) but instead an attempt should be made to communicate it through such devices. Within exhibitions, expôts operate as signs and exhibitions appear as a communication process, most of the time unilateral, incomplete, with the possibility of being interpreted often times in very different manners.  In this regard, the term exhibition is different from presentation since the former term means, if not a plastic or didactic discourse, at least a greater complexity of value enhancing and recognition, while the latter term is bound to a shop window (for instance, in a market or big shop), and could be qualified as passive, although both cases call for the presence of an expert (window-dresser, set designer, exhibition designer) in order to achieve a certain quality level.  These two tiers –presentations and exhibitions- allow drawing the differences between set designing and exhibition designing. 
3) Exhibitions, considered a framework or place for exhibitions (just like museums, they are viewed as a function but also as a building), are not characterized by the architecture of that space but by the space in itself, considered in a general manner.  Exhibitions which appear as one of the museums' features, are thus a much broader field since they can be set up by for-profit organizations (market, shop, art gallery, etc.) or not.  Exhibitions can be organized in closed spaces but also in the open air (a park or street) or in situ, that is to say, without moving the objects.  From this viewpoint, spaces for exhibitions are defined not only in accordance with the overall frame and its contents but also according to the user-visitors, users and public, that is to say, the individuals who enter such specific spaces and participate in the global experience of the other exhibition visitors.  Exhibition places thus appear as specific places for social interaction that can be duly assessed.  This is evidenced by surveys carried out among visitors or the public at large as well as by the existence of a specific field of research related to the place's communicational dimension, and also to the set of specific interactions which take place therein, or the set of representations it can evoke.
4) The term exhibition must be duly defined because in French it can have the pejorative meaning of an indecent show as adopted at the end of the 12th century from the Latin word exhibitio (exhibition, representation, production, make appear, show).  Around 1760, the word “exhibition” was used in English or French to depict a painting exhibition but the meaning of the word was then somehow degraded to describe merely ostentatious activities (“sports exhibitions”), more so, something indecent to the eyes of society.  It is from this standpoint that criticism of many exhibitions becomes most virulent since it rejects what in its opinion has nothing to do with exhibitions and, by metonymy, with museums but is instead a show to attract the public in an evidently commercial manner. 

Derivatives: exhibit, exhibition designer, exhibition design, exhibition studies, expôt

Correlations: connection, publicizing, exhibition commissioner, exhibition catalogue, communication, exhibition notion, decorator, diorama, space, social space, show, exhibitor, open-air exhibition, in situ exhibition, international exhibition, itinerant exhibition, national exhibition, permanent exhibition, temporary exhibition, universal exhibition, fair, gallery, installation, media, message, metaphor, staging in space, mise-en-scène, means for mise-en-scène, didactic object, presentation element, present, fictitious reality, reconstitution, exhibition room, hall, set designer, set design, signal, inauguration, visitor, visualization, reality.   

HERITAGE 
HERITAGE: s. f. - Equival. French: patrimoine; Spanish: patrimonio/herencia cultural; German: Natur- und Kulturerbe; italiano: patrimonio; portugués: patrimônio.

Definition: The notion of heritage in Roman Law referred to the set of assets received by estate, assets which according to law are inherited by children from father/mother, assets which are different from those acquired or from marital property.  By analogy, although somewhat later, two metaphors arose: (1) quite recently, the expression genetic heritage, to describe hereditary features of a living being; (2) before that, the notion of cultural heritage apparently arose in the 17th century (Leibniz, 1690) and was reintroduced by the French Revolution (Puthod de Maisonrouge, 1790; Boissy d´Anglas, 1794). Nonetheless, the term has more and broader uses. Given its etymology, the term and notion it infers, as from 1930 became more widely known in the Latin world (Desvallées, 1995) than in the Anglo-Saxon universe which for a long time preferred to use the word property until, in the 1950s, it adopted the term heritage, outlining a difference with legacy.  Although the Italians were among the first to pick up on the term heritage, they continued to use the expression beni culturali (cultural assets) for many years.  The idea of heritage is inevitably linked to the potential of loss or disappearance -as was the case after the French Revolution- and therefore, to the willingness to preserve those goods: “The loss of heritage entails a sacrifice and so does its conservation” (Babelon & Chastel, 1980).

1) As from the French Revolution and throughout the 19th century, the word heritage was used mainly to describe immovables and was thus generally confused with the notion of historical monuments.  Monuments, in their original meaning, are buildings meant to perpetuate remembrance of someone or something.  Aloÿs Riegl identifies three categories of monuments: monuments deliberately meant to “commemorate a specific time or complex event of the past (intentional monuments); "those whose election is determined by subjective preferences" (historical monuments) and, finally, “all those creations of mankind, regardless of their original meaning or purpose (old monuments) (Riegl, 1903). The last two categories are presented as immovable heritage according to the principles of history, art history and archaeology. Until recently, the French Heritage Directorate whose essential aim is to preserve historical monuments was disconnected from the French Museum Directorate.  In our days it is not strange to find those who support this definition.  A definition backed worldwide under the aegis of UNESCO, it is firstly a definition essentially based on monuments, monumental groups and places, appreciated especially within ICOMOS, ICOM's twin agency for historical monuments.  In this manner, the Convention Concerning the Protection of the World Cultural and Natural Heritage (World Heritage Convention) establishes that: “For the purpose of this Convention, the following shall be considered cultural heritage: monuments: architectural works, works of monumental sculpture and painting, […]; groups of buildings: groups of separate or connected buildings which, because of their architecture, [...]; sites: works of man or the combined works of nature and man, [...].  For the purpose of this Convention the following shall be considered natural heritage: natural features […]; geological and physiographical formations […] and natural sites […]”.  (UNESCO, 1972). 

2) Since the middle of the 1950s, the notion of heritage was considerably enhanced so as to progressively integrate the tangible evidence of man and his environment.  In this manner, folk heritage, scientific heritage and, later, industrial heritage were gradually integrated into the notion of heritage. The Quebec definition of heritage proves this general trend: Heritage includes all objects or groups, tangible or intangible, renowned and grasped collectively for their value as evidence and historical memory, which deserve to be protected, preserved and upgraded" (Arpin, 2000). This notion refers to all assets and values, either natural or created by man, material or immaterial, without limitations of time or space, either simply inherited from ancestors or prior generations, brought together and conserved so as to be conveyed to descendants of future generations.  Heritage is a public good whose preservation must be ensured by the communities if no individuals see to it.  The addition of natural and cultural specificities at the local level contributes to setting up universal heritage.  The notion of heritage is different from legacy since it is not only applied to assets transmitted but to all those existing in a given generation.

3) For some time, the notion of heritage which has essentially been defined on the basis of a Western notion of transmission was broadly affected by the globalization of ideas as evidenced in the relatively recent principle of intangible heritage.  This notion which originated in Asian countries (particularly Japan and Korea) is based on the idea that for transmission to be effective, it depends essentially on human intervention. Therefore, the idea arose of living human treasures as “persons who have in the very highest degree, the skills and techniques necessary for performing arts such as music, dance, drama, plays and rites of an exceptional artistic and historical value in their countries of origin, as defined in the Recommendation on the Safeguarding of Traditional Culture and Folklore” (UNESCO, 1993).  This principle was recently recognized worldwide: Intangible cultural heritage are the practices, representations, expressions as well as the knowledge and skills –including instruments, objects, artifacts and cultural spaces- that communities, groups and, in some cases, individuals recognise as part of their cultural heritage.  This intangible cultural heritage, transmitted from generation to generation, is constantly recreated by communities and groups, in response to their environment, their interaction with nature and their history and provides people with a sense of identity and continuity, and promotes respect for cultural diversity and human creativity.  For the purpose of this Convention, we shall only take into consideration intangible cultural heritage pursuant to existing international instruments on the rights of people, as well as the requirement of mutual respect among communities, groups and individuals and of long-lasting development.

4) the notion of heritage also has its detractors, those who question its origin and the abusive and "fetishist” valuation of its cultural background on behalf of Western humanism.  In a strict sense, that is to say, in its anthropological meaning, our cultural heritage is made up only of very modest practices and knowledge.  To a great extent it depends on the skill to produce instruments and use them as such, above all when they become objects in a museum showcase.  But too often we forget that the most elaborate and powerful instrument invented by mankind are notions, instruments for developing thoughts which are quite difficult to keep in a showcase.  On the other hand, cultural heritage as a set of common evidences of humanity has been severely criticized for being a new dogma (Choay, 1992) in a society which has lost its religious references. On the other hand, successive stages in the shaping of this recent product can be listed: heritage re-appropriation (Vicq d´Azyr, 1794) spiritual connotation (Hegel, 1807); mystic, disinterested connotation (Renan, 1882) and, finally, humanism (Malraux, 1947) under the notion of collective cultural heritage which goes beyond the moral field of legal-economic terminology, appears to be suspicious and can be analyzed in conjunction with what Marx and Engels called ideology, namely, a sub-product of the socioeconomic context meant to serve special interests.  It is even more suspicious since it coexists with the private nature of economic property and seems to be a source of consolation for the dispossessed. As from the museum crisis, this notion was most questioned especially because it is perfect evidence of this civilization "which is insistent on turning museums into institutions and mankind into merchandise” (Adotevi 1972).

Derivatives: patrimoniología (heritage study)

Correlations: assets (goods), thing, community, expôt, legacy, identity, image, memory, message, monument, object, reality, cultural relic, semiophore, subject, witness, territory, national treasure, living human treasure, value.

INSTITUTION
INSTITUTION: (from the Latin word institutio, convention, establishment, layout, arrangement). – Equival. in Spanish: institución; French: institution; German: Institution; Italian: istituzione; Portuguese: instituçāo.
Definition:  generally speaking, the term institution depicts a convention established by mutual consent between individuals which is, therefore, arbitrary but also embedded in history unlike a simple and conventional event as, for instance, language or the banning of incest.  Institutions are a diversified set of solutions provided by mankind to problems stemming from natural needs (Malinowski).  This word, when linked to the general term “museal” (in the habitual sense related to museums) is frequently used as a synonym of the word museum, often times to avoid frequent repetitions.  The notion of institution, however, is core to museum-related problems in which it has three specific connotations.

1) There are two tiers of institutions according to the nature of the need they meet.  It may be a primary, biological need (food, reproduction, sleep, etc.) or a secondary need arising from the demands of life within society (organization, defense, health, etc.).  These two tiers are covered by two kinds of institutions which establish unequal limitations: meals, marriage, lodging, on the one hand, the State, the navy, the hospital, on the other hand.   Museums belong to the second category because they meet a social need (that of a sensitive relationship with objects).
2) ICOM defines museums as permanent institutions to serve society and its development.  In this regard, institutions are a set of structures created by mankind in the museal field, and organized to enter into a sensitive relationship with objects.  Museums as institutions were created and maintained by society, and they are based on a set of standards and rules (requests not to touch objects, preventive conservation measures, not showing copies alleging they are originals), grounded on a value system: preservation of heritage, exhibition of works of art and unique pieces, dissemination of modern scientific knowledge, etc.  Underscoring the institutional nature of museums thus entails reasserting such nature on the basis of science or fine arts, for instance, or the idea that museums are meant to “serve society and its development”.  At the end of the 1960s, the movement to discuss museums, especially the new museology current resulting therefrom, stemmed from criticism on their institutional nature.

Museums as institutions are opposed to museums considered establishments, a different, particular, specific place: “Museal establishments are specific formats of museal institutions” (Maroevic, 2007).  Controversy on the institution is mere, simple denial, as is the case of the Malraux imaginary museum or the fictitious museums of artist Marcel Broodthaers, since these museums can be conceived outside the institutional framework (in its strict connotation, "virtual museums” account for these museal experiences on the margin of institutional reality).
3) Certain countries, particularly Canada (Quebec) and Belgium, resort to the term "museal institution" to describe an establishment that does not have the features of classical museums.  "Museal institutions are those non-profit establishments, museums, exhibition centres and interpretation places, which besides the functions of acquisition, conservation, research and management of collections undertaken by some, have in common the fact of being places to disseminate art, history and sciences” (Québec, 2004).

4) Finally, the term “museal institutions” in the plural can be defined within the same tenor as “financial institutions” as the set of national or international bodies which govern the operation of museums, such as ICOM or the French Museum Directorate.

Correlations: Aquarium, Arborarium, Bio Park, Biodome, Art Centre, Exhibition Centre, Science Centre, Interpretation Centre, Nature Centre, Observation Path or Trail, Museum circuit, Historical city, Ecomuseum, Art Gallery, Kunsthalle, Records, History Society, Historium, Botanical Gardens, Zoo, Museobus, Natural Park, Planetarium, Natural Reserve, Place, Historical Place, Territory, Church Treasure.           
MANAGEMENT
MANAGEMENT: (from the Latin word gerere, take charge of, administer). – Equival. in Spanish: gestión; French: gestion; German: Verwaltung, Administration; Italian: gestione; Portuguese: gestāo.

Definition: Museum management is currently defined as the action to ensure the handling of the museums' administrative affairs or, more generally speaking, as the set of activities not directly linked to museum specificities (preservation, research and communication). In this regard, museum management essentially encompasses tasks related to financial (accounting, management control, financial management) and legal aspects of museums, to staff management, marketing but also to general strategy and planning of museum-related activities.  The term management is of Anglo-Saxon origin and is currently used in French with the same meaning.
Traditionally, the term administration (from the Latin word administratio, service, aid, handling) was used to define this kind of activity at museums but, in a more global sense, it is the set of activities which allow museum operation.  The treatise on museology by George Brown Goode (1896) entitled Museum Administration reviews aspects related to the analysis and presentation of collections as a part of daily management but also provides a general vision of museums and their insertion into society.  Legitimately stemming from the rationale of the public function, the act of administering means ensuring operation, taking over the layout and controling activities.  The notion of (public) service and that of priesthood, with its religious nuance, is closely related to the act of administering.

We are aware of the bureaucratic connotation of the term "administration" since it is linked to public power malfunction. Consequently, it is not at all surprising that in the last quarter of a century, the economic theories which have priviliged the market economy, have more frequently used management, a term already used for long in non-profit organizations. The notions of museal start-up and marketing as well as the development of instruments for museums, arising from for-profit organizations (strategy definition, consideration of the publics/consumers, fundraising, etc.) have considerably transformed museums. That is how some of the more controversial points in museal policy organization are directly conditioned by opposing, within museums, a given market rationale and a rationale more traditionally governed by public powers.  There clearly arise problems related to the implementation of admission fees, to the development of blockbusters or the sale of collections.  The specificity of museal management, if articulated between the sometimes antinomic market and public power rationales, is also due to the fact that it is articulated on the basis of the donation. (Mauss, 1923) such as the donation of objects, cash or charity or the support from a society of museum friends.  This latter feature, which is implicitly taken into account on a regular basis, benefits from less questioning on its implications for the institution’s management in the medium and long terms. 

Derivatives: manager, collection management.   

Correlation: management, administration, blockbusters, mission statement, project, assessment, strategy, planning, performance indicators, admission fee, fundraising, friends, charity, museal marketing, public/private museums, assocations, human resources, non-profit organization. 
MUSEAL            

MUSEAL: s. m./f.adj. (neologism obtained in some languages from recently turning a noun into an adjective) - Equival. in Spanish: museal; French: muséal; German: Musealität, museal (adj.); Italian: museale; Portuguese: museal.

Definition:  in some languages the word has two connotations, as an adjective or as a noun. (1) the adjective “museal” is used to qualify all museum/related aspects to differentiate them from other domains (e.g. "the museal world" to describe the universe of museums); (2) as a noun, “museal” describes the field of reference in which creation, development and operation of the museum as an institution take place, as well as the reflection on its foundations and risks. This field of reference is characterized by the specificity of its scope and depicts a viewpoint on reality (to consider something from a museal angle is, for instance, to wonder whether it is possible to preserve such thing to be exhibited to the public).  Museology can thus be defined as a field limited by the set of attempts to critically theorize or reflect on the museal world, or else as the ethics or philosophy of the museal world.  

1) We will firstly point out the importance of the male gender since the denomination of the different fields (to which the museal field is inherent in) can be differentiated -at least in French- by a definite male article preceding the adjectival noun (e.g. the political, the religious, the social, reading between lines the political domain/field, the religious domain/field, etc.) in opposition to empirical practices which often times refer to a noun (and will be called religion, social life, economy, etc.) but that frequently resort to the same term, preceded in this case by a female definite article (in Spanish “la” política and in French "la" politique).  In this case, the field of practice of museums, understood as a specific relationship of mankind with his reality, shall in French be called “the museal”. 

2) “Museal” indicates a “specific relationship with reality” (Stránsky, 1987; Gregorová, 1980). It is placed on the same level as the word political, and at an equal quality level with the social, the religious, the scholarly, the medical, the demographic, the economic, the biological, etc.  It always refers to an original field in which problems shall be presented and solved through notions.  In this manner, the same phenomenon can be found at the crossroads of several fronts, or to put it in multidimensional statistical analysis terms, it will be projected on several heterogeneous fronts.  For instance, lodging will be a social, economic and political problem at the same time and solutions provided to these problems will thus frequently be different; emergency lodging can solve the social problem; construction can solve the economic problem, an aid to access ownership of a dwelling will appear as a political and social solution, etc.

3) The position of the museal world as a theoretical field of reference gives rise to considerable prospects for deepening reflection, since institutional museums are deemed to be only an illustration or exemplification of this field (Stránsky).  This has two consequences: (1) museums did not bring about the appearance of museology but instead museology founded museums (Copernican revolution); (2) this allows understanding –as if they arose from the same problems- experiences which go beyond the features habitually attached to museums (collections, buildings, institutions) and gives rise to museums of copies, museums without collections, “open-air” museums, city-museums (Quatremère de quince, 1796), eco-museums or cyber-museums, too.

4) the specificity of the museal world that is to say, what makes it unbeatable vis-à-vis other related fields is two-fold: (1) a sensitive presentation to differentiate museal from textual, headed by libraries, which offer documentation on paper (mainly printouts, books) and calls not only for knowledge of a language but also for the mastering of reading skills and provides a more abstract and theoretical experience.  Contrariwise museums do not claim any of those skills, since the documents they propose are exclusively sensitive, that is t say, perceptible by the eyes and sometimes by the ears, and more seldom by the sense of touch, taste and smell.  An illiterate person or a child can always get something out of their visit to a museum but would not be capable of using library resources.  This also accounts for visits adapted for the visually impaired persons who are encouraged to use other senses (hearing and, above all, the sense of touch) to discover sensitive aspects of the expôts.  A painting or sculpture is made, firstly, to be seen and reference to the text (reading of the sign, if any) comes next and is not fully indispensable.  Therefore, reference will be made, in the case of museums, to a “sensitive mental function”.  (2) The installation on the margins of reality since “museums become more specific by moving apart” (Lebensztejn, 1981).   Unlike the political field which allows theorizing management of mankind’s specific life in society through institutions such as the State, the museal world theorizes the way in which an institution creates, by means of separation and de-contextualization, that is, by showing an image in a sensitive presentation space “on the margins of full reality” (Sastre), which is inherent in Utopia, that is to say, a totally imaginary space, indeed symbolic but not necessarily immaterial.  The latter characterizes what we could call the Utopian function of museums since to transform the world one firstly must be capable of imagining it in a different way, taking a step back.  That is why the fiction of Utopia is not necessarily a deficiency.

Derivatives: 
musealisation

Correlations: 
field, specific relationship, reality, sensitive presentation, sensitive understanding.
MUSEALISATION

MUSEALISATION: n. – Equival. in Spanish: musealización; French: muséalisation; German: Musealisierung; Italian: musealizatione; Portuguese: musealisaçāo.
Definition: operation for extracting a thing, physically or conceptually, from its original, natural or cultural environment, and providing it with museal status, turning it into a muséalium, “museum object” or placing it into the museal field.

Musealisation does not consist of taking an object and placing it within a museum perimeter as summarized by Zbynêk Stránsky.  A museum object is not only an object placed within a museum.  Through a change of context and a selection process, through accumulation and presentation, the object changes its status.  An object of worship, a utilitarian or delightful object, an animal or plant, even something insufficiently determined so as to be able to be conceptualized as an object is transformed, within a museum, into material or immaterial evidence of mankind and his environment, a source of study and exhibition, thus acquiring a specific cultural reality. In 1970, verification of this change in nature led Stránsky to propose the term musealia to name things that had experienced a process of musealisation and could consequently achieve the status of museum objects.

 Musealisation starts with a separation stage (Malraux, 1951) or a suspension stage (Déotte, 1986): objects and things are separated from their original context to be studied as documents which represent the reality they were a part of. A museum object is no longer an object meant to be used or exchanged but instead it is taken to provide true evidence of reality.  This detachment (Desvallées, 1998) from reality is already an initial form of substitution.  A thing separated from its context is merely a substitute of the reality it supposedly represents. This transfer, which takes place when separating the object from its original environment, necessarily leads to a loss of information that can be noted more explicitly in the case of clandestine excavations, once the context from which the objects were disinterred was fully evacuated.  Therefore, musealisation as a scientific process necessarily includes various museum activities: preservation work (selection, acquisition, management, conservation), research (among them, cataloguing) and communication (by means of exhibitions, publications, etc.) or according to another point of view, activities related to selection, accumulation and presentation of whatever was turned into musealia.

Musealisation goes beyond the mere rationale of collection to be considered a tradition based essentially on rational progress and the invention of modern sciences.  The object that is a carrier of information or the document-object that is musealised became the core of museum scientific activities as such activities took place after the renaissance.  It is an activity that aims at exploring reality by means of sensitive perception, through experience and study of its fragments.  This scientific prospect sets conditions on the objective, repeated study of a thing, conceptualized into an object, beyond the aura surrounding its meaning. Instead of just seeing, looking beyond: scientific museums do not only show beautiful objects but also invite visitors to understand their meaning.  Musealisation removes museums from the temple perspective and places them more in a laboratory perspective.

Correlations:   museality, musealium, museum object, object/document, presentation, preservation, research, communication, selection, suspension, separation, accumulation.

MUSEUM
MUSEUM: n. (from the Greek word mouseion, temple of the Muse).  Equiv. in Spanish: museo; French: musée; German: Museum; Italian: museo; Portuguese: museu. 

Definition: The term “museum” can be used to name an institution as well as an establishment or place generally thought of to select, study and present material and immaterial evidences of mankind and his environment.  The format and functions of museums have varied considerably throughout the centuries.  Their contents have become diversified, just like their missions, mode of operation and management.

1) Most of the countries have established a definition for museums through their legislation or through intermediate national organizations.  The most widespread professional definition of museums is still to date the definition set forth in the Statutes of the International Council for Museums (ICOM), in 2007.  “A museum is a non-profit, permanent institution in the service of society and its development, open to the public, which acquires, conserves, researches, communicates and exhibits the tangible and intangible heritage of humanity and its environment for the purposes of education, study and enjoyment”.  This definition replaces the one used by the Council for over thirty years: “A museum is a non-profit making, permanent institution in the service of the society and its development, and open to the public, which acquires, conserves, researches, communicates, and exhibits, for purposes of study, education and enjoyment, material evidence of man and his environment”  (1974 Statute).
The differences between these two definitions which a priori seem insignificant –a reference to immaterial heritage and a few structural changes- however show the preponderance of the Anglo-American rational within ICOM, on the one hand, and, on the other hand, a less important role of research within the institution.  From the very beginning, the 1974 definition was freely translated into English thus reflecting the more Anglo-American rationale of museum functions: the transmission of heritage.  The most common working language for ICOM councils as well as for most international organizations is English.  It seems that the work to create a new definition was carried out on the basis of the English translation.  The specific structure of the French definition of 1974 highlighted the research function, which was somehow presented as the engine of the institution.  In 2007, this principle (modified by the verb “study”) was relegated and became a part of the general museum functions.

2) For several museologists, particularly for a number which learnt museology as taught in 1980-1990 by the Czech school (Brno International Summer School of Museology), museums are only one means among many which evidences "... a specific relationship of mankind with reality", a relationship determined by "...the conscious and systematic collection and conservation (…) and the scientific, cultural and educational use of inanimated, material and movable objects (above all 3D) which document the development of nature and society" (Gregórova, 1980).  Before museums were defined as such in the 18th century - according to a concept taken from olden Greek times which re-emerged during Western Renaissance- in civilization there were a certain number of places, institutions and establishments which were more or less similar to what we currently understand by this word.  In this regard, the ICOM definition is strongly marked by its times and the Western context but is also considered regulatory since its purpose is essentially of a corporate nature.  A scientific definition of "museums” should be detached from a certain number of elements provided by ICOM, such as, the non-profit nature of museums: a for-profit museum (like the Grevin Museum, in Paris) is still a museum although not recognized by ICOM.  Museums can thus be defined in a broader and more objective manner as a “permanent museological institution which preserves collections of “corporeal documents” and produces knowledge on the basis thereof" (Van Mensch, 1992).  Schärer defines museums as “places where things and values related to them are safeguarded and studied, as well as communicated as signs to interpret past events" (Schärer, 2007); or tautologically speaking, at first sight, they are the place where musealization is carried out.  More generally speaking, museums can be considered "places of memory (Nora, 1984; Pinna, 2003), a “phenomenon” (Scheiner, 2007) which encompasses institutions, several places or territories, experiences and also an immaterial scope. 

3) This same standpoint which goes beyond traditional museums is defined as an instrument or function conceived by mankind within the perspective of an archive, of understanding and transmission.  As held by Judith Spielbauer (1987), museums can be considered an instrument to favour “… the perception of interdependence of mankind with the natural, social and aesthetic worlds, offering information and experiences, and facilitating understanding of humanity thanks to this broader context". 
Museums can thus be presented as “… a specific function which can take the shape of an institution or not, with the purpose of ensuring, through sensitive experiences, the archiving and transmission of culture, understood as a set of acquisitions which turn a being who is genetically human into a man" (Deloche, 2007).  These definitions encompass museums, improperly called virtual (particularly those in digital format, CD-ROM or the Internet) as well as the more classical institutional museums, which include museums of Olden Times which were more like philosophical schools than collections in the current sense of the term. 

4) this last connotation refers especially to the principles of ecomuseums as initially conceived, that is to say, a museal institution which relates the development of a community to conservation, presentation and interpretation of a natural and cultural heritage belonging to that community and representating a way of living and working in a given territory, as well as research related thereto.  “Ecomuseums {…} in a given territory express relationships between mankind and nature throughout time and space in that territory; they are made up of assets of renowned scientific and cultural interest, representing the community they serve: unbuilt immovable assets, wild natural spaces, humanized natural spaces; built immovable assets, movables, fungibles.  This kind of museum also includes a principal center which lodges its main structures: reception, research, conservation, presentation, cultural actions, administration and, particularly, one or two field labs, conservation bodies, meeting rooms, a social-cultural workshop, a lodging...; observation trails and stations; different architectonic, archaeological, geological elements ... duly indicated and explained (Rivière, 1978). 
5) With the development of computers and the digital world, the notion of cyber-museums has imposed itself progressively.  They are often times improperly called "virtual" museums, a notion which is generally defined as a "collection of digitized objects, logically articulated and made up of different components that given their connectivity and multiple access nature, allow transcending the traditional means of communication and interaction with visitors…; they are located in no real place or space, and their objects as well as related information can be disseminated to every corner in the world (Schweibenz, 1998).  This definition, probably derived from the relatively recent notion of computer virtual memory seems to be somehow contradictory.   We must recall that “virtual” is not opposed to "real" as we quickly tend to believe but instead to “current”.  An egg is a virtual chick; it is scheduled to become a chick and should do so if nothing interrupts its development.

In this regard, virtual museums can be considered a set of conceivable solutions applied to problems meant to be solved particularly by classical museums.  In this manner, virtual museums can be defined as "a concept which globally encompasses the problematic field of museums, that is to say, the effects of a process of de-contextualization /re-contextualization.  In a virtual museum a collection of substitutes acts in the same manner as an automated database.  It is a museum in its outside operation theaters” (Deloche, 2001).  Virtual museums are a set of solutions that can be provided to the problem of museums which includes, of course, cyber-muesums, but is not limited only to this category.

Derivatives: cyber-museums, museal, musealise, museality, musealia, musealisation, virtual museum, museology, new museology, museography, museologist, museological.

Correlations:   reality, exhibition, institution, private collections.
MUSEOGRAPHY
MUSEOGRAPHY, MUSEUM PRACTICE. n. (from the Latin word museographia) – Equival. in Spanish: museografía; French: museographie; German: Museographie; Italian: Museografia; Portuguese: Museografia.
The term museography came into use as from the 18th century (Neickel, 1727), and is even older than the word museology.  It has three specific connotations:

1) Currently museography is essentially defined as the practical representation of museology, namely, the set of techniques developed so as to carry out museal functions and, particularly, those related to the refurbishing of museums, conservation, restoration, security and exhibition.  The word was also used a lot together with the term museology to refer to museum-related intellectual or practical activities.  The term is used regularly among French speakers but rarely in Anglo-American countries which prefer the expression museum practice.  Several museologists in the Eastern world have used the notion of applied museology, that is to say, the practical application of the results obtained by museology as a developing science.

2) In French, the use of the word museography tends to include only the art (or techniques) of exhibitions and, more generally speaking, the so-called “museographic programme”, mainly the set of functional bonds between exhibition spaces and the remaining museum spaces.  The term expography was proposed a few years ago mainly to describe techniques related to exhibitions, whether in a museum or in a museal space.  The museographer, as a museum professional, takes into account the requirements of the scientific and management programme of collections prepared by the curator who bears in mind the requirements of the public, stages the contents and presents the objects. These professionals know about museum conservation methods and object inventory and their role aims, above all, at coordinating -many times as head of a project- the scientific and technical competencies within museums, organizing them and sometimes comparing and deciding upon them.  In this regard, other specific jobs were created: the management of works of art and objects is left in the hands of régisseurs (exhibition managers); the person in charge of security sees to all this area's tasks; and the curator is an expert in preventive conservation and curative conservation methods, such as restoration.  Within this context, museographers are particularly interested in exhibition (the term expographer was proposed but it is not commonly used).  Museography is different from scenography -understood as the techniques used to prepare the scene- because this is an activity with too many restrictions for museal exhibitions. Likewise, it is different from interior architecture.  There is, indeed, a little scenography and a bit of architecture involved in museography, which brings museums closer to other forms of visualization.  Nonetheless, other elements come into play when considering the public, intellectual learning and heritage preservation which turn the museographer (or expographer) into an intermediary between curators, architects and the public. 

3) In olden times, given its etymology, the word museography was used to describe museum contents.  Just like bibliographies which are always one of the essential components of scientific research, museography was created to facilitate research into the documentary sources of the objects and develop their systematic study.  This connotation remained in place throughout the whole of the 20th century and has practically disappeared at present.

Derivatives: museographer, museographic        

Correlations: expography, scenography, museal functions   

MUSEOLOGY
MUSEOLOGY, MUSEUM STUDIES: n. – Equival. in Spanish: museología; French:  muséologie; German: Museologie, Museumswissenschaft, Museumskunde; Italian: museologia; Portuguese: museologia.
Definition: etymologically speaking, museology is the “study of museums” and not their practice, which is encompassed in museography.  However, the term which was confirmed in this broad meaning for 50 years, together with its derivative, museological, -above all in its direct English translation  “museology/museological”-  has four totally different connotations:

1)  The first and most widespread connotation according to the common meaning tends to broadly apply the term “museology” to all museum-related issues and is revisited in this Dictionary under the term museal.  We can thus talk about the museological departments of a library (the precious reserve or the numismatics cabinet), museological issues (related to museums), etc.  Often times this is the connotation accepted by English speaking countries and, through contamination, by Latin American countries.  Therefore, in those places where there is no specific profession, such as the curators in France, the term "museologist" is applied to the whole of the museal profession (for instance in Quebec) and, particularly, to consultants whose task is to draw up a museal project or set up an exhibition.  The above connotation is not underscored in this Dictionary.

2)  The second connotation of the word is generally used in most Western university networks and comes close to the etymological meaning of the term: museum studies. The most frequently used definitions are similar to the one proposed by Georges-Henri Rivière: “Museology: applied science, museum science.  It studies the history and role of museums in society, the specific forms of research and physical conservation, presentation, animation and dissemination, organization and operation, new or musealised architecture, the chosen or accepted sites, typology, deontology.” (Rivière, 1981). To a certain extent, museology is opposed to museography which includes all practices related to museology.  The Anglo-Americans which are generally reluctant to the invention of new “sciences” tend to privilege the expression museum studies, especially in Great Britain where the term museology is not frequently used at present.  It is essential to point out that although the term has been more frequently employed worldwide as from 1950, as interest in museums increased, it is not often utilized by those who experience museums “on a daily basis” and its use is restricted to those who observe museums from the outside.  This connotation, broadly shared by professionals, was progressively imposed as from the 1960s in France, replacing the term museography.

3) As from the 1960s, in Eastern countries, museology was considered a true field of scientific research of real things (a developing science) and a complete discipline.  This point of view which broadly influenced ICOFOM in 1980-1990 presents museology as the study of the specific relationship between mankind and reality, a field of study within which museums, a phenomenon determined by time, is one of the potential materializations.  “Museology is a specific, independent scientific discipline that studies the attitude of mankind vis-à-vis reality, an expression of mnemonic systems under the form of different museal set-ups throughout history.  Museology is a social science that emerged from documentary and mnemonic scientific disciplines and contributes to understanding mankind within society” (Stránsky, 1980).  This specific approach is willfully criticized since for many the idea of imposing museology as a science and its intent to encompass the whole of heritage is anomalous but anyhow not less fruitful as regards the questionings it brings about.  The same happens with the purpose of study of museology which is not only museums since these are a relatively recent creation in the history of humanity.  Based on this statement, the notion of the "specific relationship of mankind with reality” was gradually developed and is sometimes called museality (Waidacher, 1996).  In this manner, following the steps of the Brno School –a prevailing school in this aspect- it was then possible to define museology as “a science which examines the specific relationship of mankind with reality and consists of conscious, systematic collections and conservation and the scientific, cultural and educational use of inanimate, material, movable objects (above all in 3D), which document the development of nature and society” (A. Gregórova, 1980).  Nonetheless, the assimilation of museology to a science –although a developing one- was progressively abandoned since neither the object nor its methods truly meet the epistemiological criteria of a specific scientific approach.

4)  New Museology broadly influenced museology in the 1980s and was supported by a certain number of French theorists as from the beginning of the 1980s and by other international theorists as from 1984.  This current of thought emphasizes the social vocation of museums and their interdisciplinary nature, and also their renewed forms of expression and communication.  Its interest is mainly targeted to the new kinds of museums, in opposition to the classical model and the central position of collections in the latter.  These new ones are mainly eco-museums, society museums, centers for scientific and technological culture, and more generally speaking, most of the new proposals which tend to use heritage to favour local development.  The English term New Museology was coined at the end of the 1980s (Vergo, 1980) and appears as a critical discourse on the social and political role of museums, helping to a certain confusion on the dissemination of the French word (not widely known by the Anglo-Saxon public).

5) Finally, museology, in its fifth connotation which we herein privilege because it encompasses all the others, covers a very broad field which includes attempts of theorization or critical reflection related to the museal field.  In other words, the common denominator in this field could be described by means of the specific relationship between mankind and reality which is characterized by documenting the real thing through sensitive, direct understanding.  Such definition does not a priori reject any form of museum, including the oldest (Quiccheberg) as well as the most recent ones (eco-museums and cyber-museums) since it is prone to taking an interest in a domain voluntarily open to all kinds of experiences within the museal field.  This definition is in no way restricted to those who claim the title of museologists.  It is worth highlighting that, although certain leading players have turned this field into their preferred dominion (to the extent of introducing themselves as museologists), others related to a discipline of reference, only at times address the museal area and prefer to keep a certain distance with regard to “museologists”, although exerting or having exerted an essential influence on the development of this field of study (we are thinking of Bourdieu, Baudrillard, Haskell or Nora, who have no intention of considering themselves museologists). In this manner, the guiding lines of a museal field map can be traced in two different directions, either with reference to the main functions inherent in such field (documentation, thesaurization, presentation and also preservation, research, communication) or considering the different disciplines which explore such field in a more or less specific manner.

From this last standpoint, Bernard Deloche suggested defining museology as museal philosophy. “Museology is museal philosophy with a two-fold task: (1) to serve as a theoretical goal for the specific intuitive documentary science; (2) to become regulatory ethics for all institutions in charge of managing the specific intuitive documentary function” (Deloche, 2001).

Derivatives: museological, museologist 

Correlations: museum, museography, new museology, museal, musealise, musify (pejorative), museality, musealisation, musealium, musealia, museum object, reality.

OBJECT

OBJECT - MUSEUM OBJECT OR  MUSEALIA  n.  (From Latin objectum) 

Equival. Spanish, objeto. French, objet. German, Objekt Gegenstand. Italien,    oggetto. Portuguese, objecto, (Brazilian, objeto).

Often times the term object is replaced by the neologism musealia, built on the model of the Latin word (musealia is a neutral plural term, the musealia).

Definition: In the most elementary philosophical meaning, objects are not in themselves a reality but instead outputs, results, correlations.  In other words, they designate what is placed or shown straight in the face (ob- jectum, Gegen-stand) by subjects who treat them differently, even when such subjects believe they are objects themselves.  This distinction between subject and object is relatively recent and inherent in the Western world.  In this case, the object is different from the thing, which maintains a relationship of nearness or instrumentality with subjects (for instance, an instrument as the continuation of the hand is a thing and not an object). 

A museum object is a musealized thing, a thing which can be defined as any species of reality in general.  The expression museum object could almost be considered a pleonasm since museums are not only places meant to protect objects but also places whose main mission is to transform things into objects. 

1) The object is in no case a raw reality or simple datum to be collected to build museum collections just like one collects shells on a beach.  It is an ontological status which, under certain circumstances, will take over one thing or another, taking for granted that such thing, in other circumstances, would not be assimilable to an object. The difference between a thing and an object is the fact that a thing comes from a concrete part of life and the relationship we foster with that thing is one of affection or symbiosis.  It is what especially reveals the animism of non-Western societies, often times erroneously believed to be primitive, with regard to the usefulness of a thing as, for instance, is the case of an instrument adapted to the shape of the hand.  Contrariwise, the object is always what the subject places before him/her as different from him/herself; it is facing the subject and different from such subject. In this regard, the object is abstract and dead, as enclosed in itself, as evidenced by the series of objects which make up a collection (Baudrillard, 1968).  This status attached to objects is nowadays considered a purely Western product (Choay, 1968: Van Lier, 1969), since it was the Western world that did away with tribal life and initially thought of separating subjects from objects (Descartes, Kant and later, Mc Luhan).

Museums are thus presented as one of the big phases of object production, that is to say, of turning things that surround us into objects.  In this manner, the artifices are the showcases or cymas which separate the real world from the imaginary world of museums. They are markers of objectivity which guarantee distance and show us that whatever is exhibited is no longer a part of life but of a closed world of objects.  For instance, you cannot sit on a chair at a museum of decorative art, thus entailing a conventional distinction between a common chair and a chair-object. The result of this systematic objectivation of things is expressed in a trend to fetishism: a ritual mask, a ceremonial outfit, a plowing instrument, etc. all of which suddenly change their status when entering a museum. They are de-functionalized and de-contextualized, which means that, as from that time onwards, they are no longer useful for their original purpose but instead become a part of a symbolic order which grants them a new meaning and a new value.  They thus turn into sacred evidences of culture.

2) In these conditions, the museum object - or musealia- has no intrinsic reality, even when museums are not the only instrument for producing objects.  Indeed, there are other objectivating possibilities.  Such is the particular case of scientific behaviour which establishes benchmarks (e.g. measurement scales) fully independent from the subject and that, therefore, has difficulties in treating living creatures as such (Bergson), since it tends to transform them into objects, which is the hurdle of physiology compared to anatomy.   Museums, although often times at the service of scientific behaviour, are different from the latter because their first concern is to exhibit objects, or specifically show them to a public of visitors.  Museum objects are thus made to be shown, with all the connotations related thereto, since they can be shown to move emotions, distract or instruct.  Therefore, the notion of true things, that is to say, "things presented such as they are and not as: models, images or representations of any other thing” (Cameron, 1968), which presupposes an intuitive relationship with what is exhibited.  Showing is so essential that, by creating a distance it turns a thing into an object, whereas in scientific behaviour what prevails is the requirement of accounting for things within a universally intelligible context.

3) The notion of museum objects is frequently opposed to that of substitutes as, for instance, reproductions which during the stage of collection and more often still during exhibitions are meant to replace what are considered true things or authentic objects. Substitutes would thus be considered as opposed to "authentic" objects, although they must not be confused with original copies (such as the exact copy of sculptures or paintings) since they can be directly created based on an idea or process and not only through a copy.  According to the original format and the use given to them, they can be reproduced in two or three dimensions.  “Musealia (museum objects) are authentic movable objects which, in the way of irrefutable evidence, show the developments of nature or society" (Schreiner, 1985).  This notion of authenticity, particularly important in fine arts museums (master works, copies and counterfeits) sets conditions on many of the matters related to the status and value of museum objects.  Nonetheless, it shall be noted that there are museums whose collections are made up only of substitutes (for instance, the Diaspora Museum in Tel-Aviv) and that, generally speaking, the policy applicable to substitutes (copies, plaster or wax, scale models or numeric support) broadly opens up the field of action of museums and leads to questioning -from the museal ethics standpoint- the current set of museum values. On the other hand, within the broadest perspective mentioned above, all objects exhibited in a museum must be considered substitutes of the reality they represent because museum objects are the substitutes of a thing that has been musealised.
Correlations: artifacts, authenticity, thing, work of art, specimen, true thing, expôt (exhibited museum object), transitional object, fetich object, evidence object,

 collection, substitute, copy.
PRESERVATION

PRESERVATION: n.- Equival. in Spanish: preservación; French: preservation; German: Bewahrung, Erhaltung;  Italian: preservazione;  Portuguese:  preservaçāo
Definition: To preserve means to protect a thing or a set of things against different hazards, such as destruction, degradation, dissociation or theft; this protection is especially ensured by collection, safeguarding, security and restoration.

In museology, preservation includes all functions related to the entry of an object into a museum, that is to say, all transactions for acquisition, recording in the inventory, safeguarding, conservation and, sometimes, restoration.  Generally speaking, preservation of heritage leads to a policy which starts with the acquisition of "tangible and intangible evidence of mankind and his environment” and continues with the management of those things that have been turned into museum objects, and is then followed by conservation.

1) the acquisition policy is an essential element in any museum.  Acquisition entails the means by which a museum takes possession of the tangible evidences of man and his environment: collections, archaeological excavations, donations and legacies, exchange, purchase, not to mention abduction or pillage.  Collection management or administration includes the set of operations related to the administrative handling of museum objects, and certifies their legal status particularly because the assets included in the inventory are inalienable and non-forfeitable.  Safeguarding and classification are also a part of the activities inherent in collections as is the supervision of movement of objects within and outside museums.  Finally, the purpose of conservation activities is to trigger the necessary means to guarantee the stability of an object against all forms of alteration.  In a broad sense, these activities include overall security operations (protection against theft and vandalism, fire or floods, earthquakes and mutinies), the so-called preventive conservation provisions, namely, the set of measures for conserving objects within a stable environment, especially hygrometric and adapted to each situation, preserving them from harmful light rays (particularly UV) and preventing the settling of dust or harmful vapours, the invasion of insects or rodents, the formation of fungi, etc.  Curative conservation tends to arrest the deterioration of objects, without damaging their physical integrity, for instance, disinfection, disacidification, consolidation, fixation of loose parts, anticorrosion treatment, etc.  In general, restoration affects the object’s integrity by either taking away some part (a layer of paint, varnish, a previous restoration) or by adding something (finishing off paint, or part of a statue or specimen).  In turn, it aims at limiting and stabilizing degradation and at completing the object to restore it to its initial appearance and thus improve its interpretation.

2) There is often a trend to link the notion of "preservation" with that of "conservation", as evidenced by the oldest word used to define the museal profession in France or Belgium: curators, coined as from the times of the French Revolution.  On the other hand, for a long time (at least throughout the 19th century) this word seems to have been the term that better characterized the museums’ main function.  The current definition of museums provided by ICOM (2007) does not use the notion of preservation and only highlights acquisition and conservation.  From this standpoint, the notion of conservation must undoubtedly be addressed in a broader manner, including inventory and reserve-related issues.  Nonetheless, this last concept clashes against a different reality, namely, that conservation (for instance, within the ICOM-CC Committee) is more clearly related to conservation and restoration activities such as described above, than to collection management or administration.  On the other hand, it is within this context that a different museal professional gradually evolved: collection régisseurs.  The idea of preservation includes all these notions.

3) Furthermore, the notion of preservation tends to objectify unavoidable tensions between each of these functions (without taking into account those connecting preservation with communication or research), which were often the target of much criticism: “The idea of heritage conservation refers to the anal drive of all capitalistic societies” (Baudrillard, 1968; Deloche, 1985-1989).  From this more general viewpoint, certain acquisition policies, for instance, are also a part of heritage disposal policies (Neves, 2005).  The choices of the restorer and, more generally speaking, the choices to be made for conservation operations (what should be conserved and therefore, what should be left aside?) are, together with disposal, some of the most controversial issues of museum organization.

Correlations: acquisition, assets, things, community, curator, inventory, collection   management, collection administration, collection régisseur, tangible, intangible, monument, object, heritage, reality, relic, restoration, restorer, semiophore, alienation.
PROFESSION

PROFESSION: n. - Equival. in Spanish: profesión; French: profession; German: Beruf;  Italian: professione; Portuguese: profissāo.
Definition:  All professions are defined within a delimited social framework.  In this regard, they are not a part of the theoretical field.  A museologist can firstly be characterized as an art historian or biologist by profession but, in turn, he/she can be considered –socially- a professional museologist.  In order to exist, a profession needs to be defined as such but it also needs to be known to others, which is not always the case with museums.  There is not one museal profession but several, that is to say, many activities related to museums, either remunerated or not, which allow the identification of individuals (particularly by their civil status) and their classification into social categories.

Although the courses designed to train a number of museum professionals are called "museology" or museum studies, most of the people working within museums have in no way received that sort of training.  On the other hand, very few can expect to be considered museologists just because of their presence in a museum.

1) The cursus, most of whose players belong to the institution, maintain only a relatively superficial relationship with museum principles, even when for the public at large, they are the personification of museums.  Such is the case of security guards, in charge of keeping an eye on museum exhibition spaces who, given their function, are the main part of museums in contact with the public together with those in charge of the reception desk.  Specificity in patrolling museums (specific security measures, evacuation of the public and collections, etc) progressively imposed recruitment categories for a special cadre, different from administrative staff.  At that same time and throughout the 19th century, curators appeared as the first and foremost specifically museal profession.  In France, the cadre of curators is generally recruited by open competition and receives specific training (National Heritage Institute) but it must be highlighted that -compared to other European countries- this national competition regime is a French specialty.  For a long time, curators were in charge of all tasks directly related to museum collection objects, either regarding preservation, research or communication (PRC model).  In the first place, their training is linked to the object of study of collections (art history, history, natural sciences, ethnology, etc.) although, after a few years, it was supplemented with a more museological training as provided by a number of universities.  Many curators, specialized in the study of collections -which is still no doubt their main field of activities- cannot introduce themselves as museologists or museographers even when some of them, in practice, easily do all these museal jobs. 

2) Museologists are researchers who study the specific relationship between mankind and reality, characterized as the documentation of the real things by means of a sensitive, direct understanding.  Their field of activities lies essentially on theory and critical reflection within the museal field but they do not necessarily work in a museum, it can be elsewhere such as at universities or research centers.  They are thus different from curators but also from museographers, who must see to the interior arrangement of museums, equipment inherent to security, conservation and restoration, in permanent or temporary exhibition rooms.  Given their technical competencies, museographers have an expert vision on different museum-related activities –preservation, research and communication- and can manage data related both to preventive conservation as well as to information communicated to the different publics.  Museographers are different from expographers, a term proposed to describe those who have certain competencies to set up exhibitions either in museums or in museal spaces, and also scenographers or set designers who use techniques to prepare the stage, and can be equally suitable for setting up exhibitions.  The professions of exhibition setters and scenographers were for long related to that of decorators (space decorators).  But decoration carried out in functional areas and resulting from normal interior decoration activities is different from those interventions in museum exhibitions which have to do with the setting of the exhibition.  At exhibitions, the space is prepared using expôts as decoration elements instead of appraising such elements in themselves and giving them a meaning by placing them in a given space.  Many exhibition setters or scenographers are initially considered a sort of architect or interior architect, which does not mean that all interior architects in museums can expect to have the status of an exhibition setter or scenographer, and less still of a museographer.
3) Thanks to the development of the museal field, a certain number of professions progressively emerged and became autonomous but also claimed their importance and willingness to participate in the destiny of museums.  This phenomenon is better noted essentially in preservation and communication.  Regarding preservation, it is firstly the restorer who has the scientific and, above all, technical skills needed for the physical treatment of collection objects (for their restoration but also for their preventive and curative conservation) and imposed the need for highly specialized training (by types of subjects and techniques), with competencies not inherent in the curator.  Likewise, the tasks imposed by the inventory on reserve management and movement of pieces favoured the relatively recent creation of régisseurs, in charge of moving works of art, of the insurance, management of reserves and sometimes also of the preparation and setting up of an exhibition (we then call them exhibition régisseurs).
4) As far as communication is concerned, the staff connected with the pedagogical service, as well as the staff interested in the public, has been favoured by the emergence of a number of specific professions.  Undoubtedly, one of the oldest of these professions is that of guide-lecturer or lecturer, in charge of guiding visitors (mostly in groups) through exhibition rooms to give them information on the exhibition device and the objects presented therein, as per the notion of guided visits.  Apart from this kind of guide, at present there are also animators in charge of the workshops or experiences arising from the museum communication device and then come the mediators, who serve as intermediaries between the collections and the public.  The purpose of mediators is to interpret collections and get the public to become interested in them and not so much to instruct the public according to previously established contents.

5) These different professions are cut across by other professions or services.  Among  them the head of project (which can be a scientist or a museographer) responsible for putting into practice museal activities, bringing together preservation, research and communication experts to carry out specific projects such as a temporary exhibition, the set-up of a new room, or of a sector of visitable reserves, etc.  More generally speaking, museum managers, already convened by an ICOM Committee, shall see to the specificity of the functions, differentiating them from other organizations, whether for-profit or non-profit organizations.  Museum directors (members of an association, especially in the United States) have profiles that include one or many of the above competencies.  Directors are the symbol of authority within museums and their profile (as managers or curators) sometimes reveals museum action strategies.

Correlations: Museology, expology, curator, conservation, museography, restorer, expography, management, interior architect, scenographer, maintenance agent, guide, lecturer, animator, mediator, educator, security agent.

PUBLIC

PUBLIC, AUDIENCE: n. or adj. (from the Latin words publicus, populus: people or population). – Equival. in Spanish: público; French: publique; German: Publikum  Besucher; Italian: pubblico; Portuguese: público.
Definition:The term has two connotations depending on whether it is used as an adjective or noun.

1) Public as an adjective -public museum- depicts the legal relationship between museums and the peoples of a territory in which it is located. In essence, a public museum belongs to the people; it is funded and managed through the people’s representatives, and by delegation of authority of the latter, by its administration board.  This rationale is stronger in Latin countries.  Public museums are essentially financed from taxes, their collections are a part of the public domain (they are non-forfeitable and inalienable and can only be disqualified through a very stringent procedure).  Its operation rules arise from the general rules for public service, especially from that of continuity (the service must operate in a continuous manner and on a regular basis, with no other interruptions than those foreseen in the regulations); the principle of mutability (the service can adjust to the evolution of those needs of general interest and no legal obstacle should hinder changes from this standpoint); the principle of equality (to ensure equal treatment for all citizens); and, finally, the transparency principle (communication of documents on the service to any individual requesting it so, and motivation of certain decisions) which means these museums are open to or belong to all, they are there to serve society and its development.  

In Anglo-American law, there is less prevalence of the public service notion than of public trust, and it is pursuant to these principles that museums, generally organized privately as non-profit organizations whose management council is a board of trustees, target their activities to a certain audience.  Museums, particularly in the United States, are less linked to the notion of public than to the concept of community.  This principle leads museums worldwide to have their activities carried out, if not directly under public powers, at least within the scope of such powers and most of the time (partly) under their responsibility, which leads them to respect a number of management rules and ethical principles.  Within this context, the issue of private museums and, a fortiori, that of museums managed as businesses gives rise to the hypothesis of not finding therein the different principles related to the public domain and the above-mentioned features of public powers.  From this standpoint, the ICOM definition for museums presupposes that these are non-profit organizations and most articles of the deontology code were drafted on this assumption.

2) As a noun, the word public means a group of museum users (museum´s public) but also, by extrapolation, given its public goal, the inhabitants to whom each museum is targeted.  The notion of public which is present in practically all the current definitions of museums plays a core role: "[…] institution in the service of the society and its development, and open to the public […] ” (ICOM, 1974). It is also a  “collection” […] whose conservation and preservation is of public interest for the knowledge, education and pleasure of the public (Museum Law, France, 2002), or even further, “an institution […] that possesses and uses tangible objects, preserves them and shows them to the audience within regular timetables” (American Association of Museums, accreditation program, 1973). 

The notion of being public closely links museum activities to its users, that is to say, those who will supposedly benefit, even though they do not use museum services.  Users are, of course, visitors –the public at large- in whom museums think of firstly, although they have not always played the core role that museums attach to them nowadays; at present museums recognize that there is a great number of specific publics.  Museums were originally a venue for artistic training and the territory of the wise, and then opened up to all progressively throughout their history.  This openness which led their staff to become more and more interested in their visitors, although also in those who do not frequently visit museums, favoured the multiplication of interpretations by such users which account for the new names that have arisen throughout time: people, public at large, numerous audiences, non public, remote audiences, disabled audience, users, visitors, observers, spectators, consumers, audience, etc.  The development of a professional field encompassing exhibition evaluators some of which introduce themselves as "public advocates” evidences this current trend to reinforce the issue of the public within the general structure of museums. 

3) By extension, within the concepts of community museums and ecomuseums, the notion of public has been extended to the whole of the population of their area of influence.  The inhabitants support museums and, in the case of eco-museums, become the leading players and no longer the target of the establishment (see the "society" entry hereunder)

Derivatives: advertising, the public at large, non public, public, physically disabled.     Correlations: audience, ecomuseum, people, frequency, population, private, visitors, community, society, spectators, assessments, evaluations, surveyers. 
RESEARCH

RESEARCH: n. – Equival. in Spanish: investigación; French: recherche, investigation; German: Forschung; Italian: ricerca; Portuguese: pesquisa, investigaçāo.
Definition: Research consists of exploring previously defined domains to improve knowledge, and the potential actions to be carried out on them.  At museums, it is the set of intellectual activities and the work targeted to discovery, invention and development of new collection-related knowledge.

1) Until 2007, within the framework of its definition of museums, ICOM presented research as the engine of museum activities, since the goal of these institutions was to carry out research on tangible evidence of mankind and society.  For this purpose, museums “acquire, conserve and especially exhibit such evidence".  This very formal definition that presented museums as a sort of laboratory (open to the public) probably no longer reflects the museal reality of our times. Most of the research as carried out in the 19th century left aside the world of museums to favour laboratories and universities.

As from then, the definition of museums reads “acquire, conserve, research, exhibit and communicate tangible and intangible heritage (ICOM, 2007).  This definition is shorter vis-à-vis the previous wording and uses of the term research, which has been replaced by study of heritage, also essential for the general operation of museums.  Research is included among the three functions of the PRC model (Preservation – Research – Communication) proposed by the Reinwardt Academie (van Mensch, 1992) to define the operation of museums.  It appears as an essential element for very diverse thinkers such as Zbynek Stránsky or Georges-Henri Rivière. The latter (but also several museologists from the East such as Klaus Schreiner), has perfectly well illustrated at the National Arts and Folklore Museum and through his works on the Aubrac, the interweaving of scientific research programmes with the functions carried out by museums, particularly their acquisition policy (stemming therefrom), publications and exhibitions (resulting therefrom).

2) Market mechanisms favoured temporary exhibitions in detriment of permanent ones. A part of basic research was replaced by a more applied research and the preparation of temporary exhibitions.  Research, within the framework of museums or related to museums, can be classified into four categories (Davallon, 1995), according to its participation in museum operation (in its technology) or to its production of knowledge on museums.  The first type of research, certainly the most developed, is a direct witness to classical museum activities and is based on museum collections, and mainly on its disciplines of reference linked to collection contents (art history, history, natural sciences, etc.).  The second type of research mobilizes science and disciplines outside museology (physics, chemistry, communication sciences, etc.) to develop museographical instruments (herein understood as museal techniques); material and conservation methods, study or restoration standards, public surveys, management methods, etc.

The third kind of research which we can call museology (as the ethics of museal issues) aims at bringing about reflections on museum missions and operations -mainly through a set of ICOFOM papers.  The mobilized disciplines are essentially philosophy and museology, as defined by the Brno School.  Finally, the fourth kind of research can also be considered museological (understood as a set of critical reflections related to museal issues) and addresses the analysis of the institution, especially through its media and heritage-related dimensions.  The sciences which are mobilized for building knowledge on museums are mainly history, anthropology, sociology, linguistics, etc.
Derivatives: researcher 

Correlations: curator, preservation, communication, museology 

SOCIETY
SOCIETY: n. – Equival. in Spanish: sociedad; French: société; German: Gesellschaft, Bevölkerung; Italian: società; Portuguese: sociedade.

Definition:  In its more general connotation, society is a more or less consistent group of human beings that establish relationships and exchanges.  The society targeted by a museum can be defined as a community of organized individuals (in a given space and time), with political, economic, legal and cultural institutions of which museums are a part and with which museums set up their activities.

1) Since 1974, as from the Santiago de Chile Declaration, museums appear for ICOM as institutions “to serve society and its development".  This proposal, historically determined by the creation of the notion "developing countries" and their qualification in the 1970s as the third set of countries in the world (between Eastern and Western countries), presents the museum as an agent of society's development (whether related to culture, the use of the term even included its own sense: at that time agricultural development), or tourism and economy as is the case nowadays.  In this regard, society can be considered as the group of inhabitants from one or several countries, or even of the whole world.  That is especially the case in UNESCO, the most committed promoter at the international level regarding maintenance and development of cultures within a framework of respect for cultural diversity as well as development of educational systems within which museums are of course included.

2) If at first sight society can be defined as a community structured on the basis of institutions, the notion of community itself differs from that of society since a community appears as a group of people living in association, but not necessarily gathered around institutional structures.  More generally speaking, both terms are different because of their alleged size.  The term community is generally used to describe more restricted groups but also more homogeneous ones (the Jewish community, gay community, etc. in a city or country) while society refers to bigger groups which are, a priori, more heterogeneous (a given country’s society, the Bourgeois society).  It is not just by chance that the notion of a community participating in a social structure (often times a religious one) is used more frequently in Anglo-American countries, especially with regard to museums. In these countries, museums appear as the first place devoted to the flourishing of a specific group (on which often times the operation of the establishment depends).  This relationship with the community has an impact not only on the financing of museums but also on their activities and bonds with the public to whom they target their activities.

3) It is within this spirit that for a few decades two categories of museums developed: society museums and community museums, the purpose of which is to underline the specific bonds they believe they exercise on their public.  These museums, traditionally connected with ethnographic museums, appear as establishments that develop a strong bond with the public, bringing people into the core of their concerns.  Although the nature of their queries brings these different types of museums closer together, their management styles and relationship with the public makes them different.  The name “society museum” includes “museums which share the same objective: to study the evolution of the social and history-related components of humanity and transmit points of reference so as to understand the diversity of cultures and societies (Vaillant, 1993). 

Such objectives can give rise, among others, to exhibitions addressing very different topics such as the mad cow disease, immigration, ecology, etc. The operation of community museums, which can participate in the movement of society museums, is more directly linked to the social, cultural, professional or territorial group behind it.  Often times, professionally managed, they can only be supported by local initiatives and donations. The problems discussed are directly connected with the operation of the museum and the community identity, particularly in the case of neighbourhood museums or ecomuseums. 

Derivatives: society museum 

Correlations: community, community museum, community development, development programme, ecomuseum, identity, public. 
