











museums. These new standards are customized and adapted for use by historic house
museums and small museums. This is a second version of the original program, but it is
not a watered-down, easier way to receive accreditation. There is an ongoing dialogue
between the SMA and the AAM so that adjustments can be made, if needed, as a result of
continuous feedback and communication from the membership. The release of these new
accreditation standards has re-ignited the goal of achieving accreditation for small and
historic house museums. In a letter sent to all SMA members in July 2005, Janice Klein,
Chair, Small Museum Administrators Committee-AAM, announcing the new
accreditation standards a CD was enclosed giving samples of various documents to use as
guides. The letter acknowledged the many challenges small museums must overcome and
difficulty in finding the time, money, or people to get the work done. The CD gave a
choice of eight different types of small museums to facilitate viewing documents
prepared by a similar museum. This will be an excellent resource for small museums and
historic house museums to use to compare their standards and practices to the standards

and practices of similar small museums and historic house museums.
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Chapter 5

GOVERNMENT FUNDING OR PRIVATE FUNDING

Adequate funding is the major obstacle that historic house struggle with
continuously. The historic house that marks the birthplace of a distinguished person in
American history is acquired and maintained by the government. The houses and
collections of very wealthy owners, such as the Fricks, the Rockefellers, and the DuPonts
acquired through bequests with large endowments attached to provide funding for care of
the mansions and the collections. However, the majority of historic houses acquired
through the hard work and dedication of a local historic society. Most of the funding for
maintenance and collection stewardship comes from door fees, donations, fundraising
activities and private and public grants.

In the 1980s, there was a shortfall in funding for all historic house museums when
the stock market crashed. The financial consequences were felt across the board,
including those house museums with endowments attached. The funds acquired from
financial investments decreased and budget adjustments had to be made. This situation
will continue as long as interest rates remain low. The properties that receive revenue
from a government agency or the return from invested endowments never experience the
financial difficulties faced by historic house museums. Many of these small museums
operate with yearly budgets of as little as $50,000 and have dwindling visitor ship.

As financial support for the historic house diminishes, maintenance expenses
escalate. The search begins for alternative fundraising and government grants. Grant

writing is a complex process that, if not done correctly, will result in a denial. The lack
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of adequate funding is perhaps the foremost problem facing historic house museums.
With no available funds to hire professional museum staff, an all-volunteer group, no
matter how dedicated, will have difficulty locating sources of income for building
maintenance, collection care, education programs, and increasing visitor numbers. In real
estate it is often said that the key words are location, location, location. In historic house
museums the key words are funding, funding, funding.

Until the Reagan Administration, federal funding through both subsidies and
grants for all cultural endeavors became the main source of funding for historic house
museums. These funds were made available through the National Park Service. The
focus of the new administration’s policies was to dismantle the principals of the New
Deal and the concept of the Great Society, holdovers from previous administrations.
Included in this movement was the “sin” of historic preservation (Wallace, 1996, p.178).

The Reagan Administration’s position on historic preservation was that it put a
constraint on the free market. This position was based on the premise that the free, for-
profit market was restricted from the re-development of land for new ventures.
Prohibiting the demolishing of historic buildings was a detriment to the country’s growth
and economy. Preservation funds were severely cut. Preservationists and historians
called this administration directive, “historicide” citing the passage of the Historic
Preservation Act in 1966 that was crafted to make saving our past an important priority
on all state and local agendas.

In November 1984, the Treasury Department, acting on a directive from President

Reagan, called for a total recall of all tax incentives for historic rehabilitation
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(Wallace, 1996, p.207). Eventually both historic house museums and historic
preservationists realized that total dependence on government funding for historic house
museums preservation movements was like being on a roller coaster and recognized how
the allocation of funds could be easily manipulated by the constituents of elected
politicians and the health of the nation’s economy. The logical question to ask is was the
government justified in withholding grants from historic house museums? Why should
the government spend taxpayer money on so many small museums that lacked an
institutional identity, a cohesive collection, adequate conservation, and poor operating
practices?

When it comes to government economics, two words come to mind—red tape.
This is clearly illustrated in a recent article in the online magazine of the National Trust
for Historic Preservation. The article was about the Senate appropriations committee
approving a $106 million hurricane relief bill that includes $80 million for historic
homeowners in Alabama, Mississippi and Louisiana. Richard Moe, president of the
National Trust, was quoted as saying that these funds represent the targeted relief that is
so desperately needed to save the region’s unique heritage (Foster, 2006). Although the
bill was approved on April 4™, it will not voted on by the Senate until the end of the
month. One must wonder how much more damage will be done to these already
devastated houses until the government red tape reaches its end and the money is
released.

Unless a way is found to stabilize the incomes of many historic houses, they will
soon be lost forever. A few historic societies have begun to explore affiliations with

other historic house museums and are organizing cooperatives to share common expenses
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to maintain the upkeep of these houses. Other more radical ideas, such as the
controversial alternative use theory that was previously discussed, are being seriously
considered. It still remains to be seen if organization, standardization, affiliation, and
cooperation will prove to yield enough resources to support all these properties. Without
more creative thinking and active community involvement, this may not be enough.

The historic house museums cannot remain static, locked in discussion of their
plight, if they want to do more than just survive. With so many venues for entertainment
available, historic house museums must first take an internal look to see what changes
may be needed within the organization. They must carefully scrutinize the present
methods used to attract new supporters and assemble statistics to show how well they are
retaining present supporters. The profile of today’s museum visitor has changed, historic
house museums need to identify the changes in the profiles and then examine the quality
and content of the programs presented by the museum to see that they are meeting the
needs and expectations of the visitor. This analysis will pinpoint what changes should be
made to the internal organization. It will reveal the relevance of public programs to the
current demographics and lifestyles of visitors. Fundraising activities should be adjusted
to the wants of the community so that they will attract an enthusiastic group. It is time to
look beyond the government for funding.

Creative thihking should be encouraged as a way to increase revenue. The
alliance of the Trust for Historic Preservation and Home and Garden Television is a new
and exciting venue bringing public attention to historic houses and their museums. This
is a positive step to encourage museums to aspire to attract visitors from beyond the local

community. To accomplish this goal however, the museum must be willing to do its part
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and make sure that the collection exhibits are attractive and informative, the collection
contents are accurate, and the story told has educational. Of course, this alliance with
Home and Garden Television has its downside. Will the historic house museum give up
its identity as a cultural venue and become a commercial attraction? Who will have
control of the house and the management of its collection—the sponsors or the museum?
These are important issues to be considered. However, since this collaboration is still

new, only time will tell what the outcome will be when culture and entertainment become

allies.
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Chapter 6

THE COLLECTION PLANNING GUIDE

In November 2002, the AAM organized the National Collections Planning
Colloquium in collaboration with the Smithsonian’s National Museum of American
History. For two days, the group consisting of 80 museum professionals representing 36
institutions and 11 facilitators discussed collection issues. This meeting resulted in the
publication of the AAM Guide to Collections Planning. This book contains a series of
essays written by the participants covering a variety of collection questions and possible
solutions. The main idea focused on in this book is what question an institution should
ask when discussing its collection. A Collections Planning Guide asks the question,
“What should be in the collection?” not “does it fit within the collection
(Gardner, 2002)?” Museums need an intelligent plan as new material is acquired and
responsibility for its care is assumed.

The Collection Plan is a living document that will allow for periodic review and
adaptation to changes and needs in the future. Its crafting should be an on-going process.
Before beginning to compose a planning guide, one must have an understanding of what
is meant by the term intellectual framework. The purpose of intellectual framework is to
explain the theory and to frame the intent of the collection. Intellectual framework gives
control of the collection to the museum and protects it from being subjected to the whims
of board members, curators, voiunteers, or paid staff members. There is a tendency in
historic house museums to build “a” collection, instead of building “the” collection. This

is a simplified example of the theory of passive and active collecting. A well-written
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Collections Planning Guide can answer many of the questions that arise when accepting
or declining an object for the collection.

The mission statement of the museum should not be confused with a Collections
Planning Guide. It is important to understand the difference between the two documents.
The mission statement defines the existence and purpose of the museum and how the
collection will be used to support this purpose. It is the first written document of any
museum and is written so as to be broad in scope. The Collection Planning Guide
supports the relationship of the collection to the mission statement and outlines what the
present collection is, what the collection should be, and what the goals for the future
collection will be.

The planning guide has a direct relationship to other documents that are not
always found in historic houses such as, the financial plan, collections care plan, storage
plan and code of ethics. The planning guide benefits not only the museum collection but
also brings attention to the absence of any other documents that are pertinent to museum
operations. A well-written planning guide provides enough information and guidance
regarding the collection contents to allow anyone connected with the direct operation of a
historic house museum to make an intelligent, informed decision as to the
appropriateness of an object currently in the collection or being considered for addition to
the collection.

The presence of a planning guide gives guidelines, especially useful for small
museums and historic houses, to avoid collecting objects that cannot be properly taken
care of. Those are objects for which there may be no available funds to preserve, restore,

conserve, or store. They will not add value to the experience or education of the visitor.
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However, the planning guide does not restrict obtaining objects that may have no
relevance to the particular collection exhibited at the historic house. But the object may
have great historic value. These objects can be obtained as a means to generate
additional funds to be used to acquire new objects relevant to the present collection
through the sale of the other object.

The use of a Collections Planning Guide in the setting of the historic house
museum may be just the tip of the iceberg. It, more often than not, exposes other
problem areas of museum operations that need further documentation or issues that have
never been addressed before. A Collections Planning Guide should be written for every
museum or historic house that holds a collection whether large or small. It does not have
to be elaborately crafted document with numerous pages. One of the seminars given at

the AASLH 2005 Annual Conference was entitled, “Saying No: Effective Collections

1

Policies.” The main theme of the seminar was that your ability to control eager potential

donors is only as good as your policies (Patrick, 2006). The handout given with the
seminar is in a simple outline form that will lend itself to the historic house museum

community (Appendix B).
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Chapter 7

ADVANTAGES OF COLLECTIONS PLANNING

How does a Collections Planning Guide have any impact on the problematic
historic house museum beyond the addition of one more document for someone to write?
In order to answer this question, it is advantageous to understand how ownership of
historic house museums is usually arranged. The majority of historic houses are bought
with combined funds from both state and local governments and the individuals who
eventually form the mstodc society or friends group. Since the bulk of the money comes
from government sources, the state usually retains title to the house and land. This is also
true when a historic house is obtained by bequest to a state or locality.

The historic society assumes responsibility for the contents within the house.
This creates a dual ownership arrangement with each party sharing responsibility for the
care of a designated part of the historic house museum. This ownefship arrangement can
be a blessing or a burden for those involved. The following saga of a historic house with
this dual ownership will further explain the difficulties that may arise.

This particular house was located in a suburban area. It had a long historic story
pre-dating the Revolutionary War. When the last of the owners passed away, the
property including the house, its outbuildings and contents were willed to the state in
which the property was located. Because of the rich history associated with this house,
the community rallied together and a dedicated citizenry formed a historic society to
oversee this preservation gem.

It took the state approximately two years to officially take title to the house and

pass the full control and responsibility for the contents of the house to the historic society.
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However, during the time that elapsed before the state had officially taken title, the house
and its contents were damaged through neglect and vandalism. Without any security
fencing to protect the premises, it became a target for trespassers and for theft. People
entered the house at will and began to remove furniture and other items in the house. In
addition, the roof was in need of repair and the water that leaked into the house caused
further damage to both the interior of the house and its contents.

Finally after two years, the state officially took title to the property. The state
surrounded the property with security fencing and made minimal repairs to the roof and
house. The historic society took ownership of the collection that was now minimally
protected from further damage.

With this accomplished, the historic society began to assess the contents of the
house. There was no prior inventory of the contents of the house. The society was
unable to document object were missing from the house collection. Many articles of
clothing and other textiles were water damaged from the holes in the roof. A plea was
put out to the local community for any information regarding the return of any of the
house contents. Some people responded and slowly objects were returned to the historic
house. However, it was well known in the community that the dining room table
occupied a space in the home of a local citizen. The historic society made attempts to
retrieve the table, even offering to buy it back. At present, the dining table is finally
being returned to the house, through the good will of the surviving family members of the
woman who originally took it from the house.

As the years passed, the state began to take more interest in the restoration of the

house and allocated funds to make repairs and build a visitor’s center with office space.
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The historic society had items spanning two centuries and used a furnishing plan to
display this eclectic collection. However, a complete inventory was never done and
documents supporting the historic society’s ownership of certain collection objects are
not evident, as was the situation with the dining room table. Other documents are not
recorded or filed and just stored in boxes. Some research was done and based on the
information gathered; a historic interpretation was prepared for the house and collection.
However, there are still interesting a‘rchitectural features on the exterior of the house that
when visitors ask questions of the guides about these features, the questions go
unanswered because no research has been done.

Today, the state maintains the house but it is difficult to install any air-
conditioning and ventilating system in the house without compromising the architectural
design or the interior of the house. A proper storage area is not on site and many textile
items, including hats, dresses, men’s suits, and quilts, are stored in an area in the attic of
the visitor center where temperature and humidity cannot be controlled. These poor
storage conditions are causing further deterioration of the textiles that are also exposed to
small animals that enter through open windows. Poor storage ability also prohibits this
museum from entering into any collection loan arrangements with other museums
because there is no guarantee that can given regarding proper storage and care while loan
objects are in their possession. Although this historic house museum is able to employ a
curator for the collection, the remainder of the collection management staff is composed

of volunteers who must first be trained in the proper handling of objects in a museum

collection.
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The Collections Planning Guide is comparable to a useful business tool known as
the SWOT Analysis. The initials represent the following: Strengths, Weaknesses,
Opportunities, and Threats. This is an analysis frequently done in the business
community by start-up businesses or those contemplating expansion. If written carefully
and used properly, a Collections Planning Guide can do a similar analysis for the historic
house museum collection without too much customization.

To do this analysis correctly, all the objects in the collection must be examined
and inventoried. Those objects that are in accord with the mission statement are the
strengths of the collection. Objects that do not fit the mission statement should be put
aside for further evaluation. Those objects that have seriously deteriorated or damaged
and those objects whose value is questionable are the weaknesses of the collection.
Objects that are in good condition and have important historic value but do not fit the
mission statement are considered the collection opportunities. These are the objects that
the museum may consider selling to, trading with, or bartering with other museums in
order to obtain an object of equal historic value and condition that is more aligned with
its mission statement. The final category identifies your competition or threats. In regard
to the collection, the threats are the objects that financially or logistically cannot
realistically be cared for properly or stored by the museum without causing deterioration
and a loss of value. This category can also identify competitors, such as other similar
historic house museums in the immediate area that are competing for the same market
share.

An object, classified in the weakness or threat category, requires a serious look at

the cost versus value equation. The museum needs to evaluate whether the value to the
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museum by keeping this object in the collection outweighs the cost of the additional

expenses incurred to maintain and exhibit the object in the best possible environment. If

the museum has the funding to provide all the needed requirements for storage and care

and the object is within the guidelines of the mission statement, then the object should be

kept with provisions made for any environmental costs.

A Collections Planning Guide provides the museum staff an opportunity to assess

each of the objects found in the collection by answering these simple questions:

1.

2.

8.

9.

Does the object fall within the perimeters of the mission statement?

What is the condition of the object and is its historic value known?

Can the museum care for this object properly without damaging it?

Is there documentation regarding title or ownership history available?
Does the museum have sufficient, safe storage for this object?

Should this object be kept for sale so it will be possible to acquire a more
suitable object to complete a gap in the current collection, or bring value to
the goals for our future collection?

Will it be possible to identify an unknown object and document its purpose?
If this is not possible, what procedures are in place for these situations?

Is there redundancy in the number of a particular object?

Is the object of exhibit quality or can it be useful for use in school programs?

10. Are there enough objects in the collection to produce thematic exhibits?

In the process of sorting the collection objects, there will be a natural progression

to compile a finding aid, inventory the collection objects, complete condition reports,

accession the objects, and, if possible, photograph them. If necessary, objects can be
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deaccessioned providing there is a written procedure for the process. If the object has not
been officially accepted by the museurn, it can be returned to the donor. Just the act of
physically handling and examining objects can give one a sense of pride in having
guardianship of these treasured heirlooms that are a representation of a time past. This
may be all the impetﬁs needed to encourage learning and practicing good collection
stewardship.

Because of the deep involvement of the local community in the actual
preservation of the historic house and collection, their zeal and pride in their achievement
can often lead to a perception of ownership. It is this perception that has the most
influence on collection contents. Difficult decisions must sometimes be made regarding
objects that have a local significance but not necessarily significance to the collection. In
these instances it is sometimes best to take the path of least resistance rather than to
jeopardize the collection’s future. A Well—written, detailed Collection Planning document
is a useful tool to guide all museum staff in matters of accepting or rejecting the offers of
donated objects to the museum.

Activities in historic preservation and museums have shifted from the efforts of a
diligent group of ladies dedicated to preservation of a historic site, to educated museum
professionals who can be found in various positions in all types of museums. For small,
community-based museums and historic societies, it is still difficult to acknowledge the
organization and professionalism of the museum community. The time has come to
begin to incorporate business theories into planning, to be aware and make use of new
operating practices and technology, to develop a clinical eye toward collection contents,

to improve the use of financial resources, day-to-day operations, and decision making.
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Chapter 8

EXTERNAL INFLUENCES CAUSE EDUCATION CHANGES

How many times have you made a return visit to a historic house museum that
offers guided tours given by volunteer guides (docents) and been told two different
versions of the same story? As distant as the connection may seem, this very common
situation would be improved with the use of a Collections Planning Guide.

Although this scenario can happen in any museum, it is an especially common
occurrence in historic house museum tours. The reason why it is possible for visitors to
hear different versions of historic house story and collection information is rooted in the
issues of attachment, education and the accuracy of the historic interpretation of the
collection available. Once again, a Collections Planning Guide can offer some
consistency to this most important aspect of a museum—visitor education.

To better understand this connection, it is necessary to step back and review the
practices and perceptions of historic house museum tours. With a limited operating
budget, it is an impossibility to hire a museum educational specialist to prepare and
oversee the educational programming that every museum assumes the responsibility of
providing to its visitors. Some small museums may be able to engage the services of a
museum educator on a consultant basis. The usual path taken by historic societies is to
have the historic research and information needed for the storyline provided the town
historian and the local librarian, both working on a volunteer basis.

Many of the tour guides, who give the tours, are the same dedicated individuals
who were members of the original group of preservationists. Their passion and

attachment for all things pertaining to the historic house is both a blessing and an
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obstacle. This passion and the enchantment of sharing the experience of entering into the
past is very much in evidence in their dedication and enthusiastic attitude about all
aspects of the house tour and museum collection. However, this very same passion,
coupled with a strong attachment for all things connected to the house, often changes the
attitude of the guide once strangers must be allowed to enter into “their home.” During
the tour, the tour guide adopts a rather territorial attitude. The guide’s focus shifts from
offering visitors an exciting, informational tour, to making sure that the house is
protected from these intruders, who walk on the floors, attempt to lean into rooms and are
often chastised for touching objects. Other volunteer guides believe that their volunteer
status is accompanied by the freedom to add original embellishments to both the history
of the house and the significance of the collection. It is not difficult to understand how
visiting tourists and the general public equate “velvet ropes across room doorways” and
“elderly women in tennis shoes” symbolic of historic house museum tours.

Some museums offer guides extensive and ongoing training as to the information
they will give to the visitors. Unfortunately, most historic house museums do not have
the resources to offer tour guides comprehensive education programs.  Any facility
working with a volunteer group must prioritize tasks to maximize the return from the
available volunteer hours while still being considerate of both the time constraints and
physical limitations of the volunteers. All non-profit organizations recognize the

contributions made by volunteers and the important role volunteers have in non-profit

organizations.
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When working with an all-volunteer staff, it is important to recognize the
invisible line that differentiates the paid staff from the volunteers. This line separates the
organizational need to have tasks performed properly in a timely fashion and the
volunteers need to be appreciated and in some situations to be placated when imposing
restrictions or demands on their time. The interaction with volunteers requires skillful
communication on a much more emotional level than a more business-like level that
would be the norm with paid staff.

Does collection planning offer any discernible value to volunteer and visitor
education? Once the collection has been tailored to the historic house museum’s mission
and timeline, it is much easier to create educational forums for guides about a smaller
collection and to present them with material that gives detailed information in an
organized chronology. The availability of printed, scripted material they can refer to, will
allow each guide to bring their own unique delivery style to the tour narrative. However,
this simple methodology will act as a control to curb the tendency of giving different,
embellished versions of the story of the same house and museum. Even minimal
education will result in guides being well informed and eliminate the embarrassment to
both the guide and the museum by the inability of the guide to accurately answer
questions asked by the tour participants.

The active use of a Collections Planning Guide will make the collection more
cohesive and perhaps smaller in the number of objects. When the individuals charged
with deciding what the future direction taken by the historic house museum believe that a
Collections Planning Guide benefits only the collection, they have only seen the obvious

and not the potential contributions of the planning guide. If a planning guide is seen as a
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negative force because the end product is a smaller collection then the impact that the
planning guide can make on all of the other functions and activities of a museum will not
be recognized. A planning guide should be viewed as a positive force as it will provide
guides with more information about collection objects and improve their ability to answer
questions accurately without the need to fabricate answers.

Guides, whether paid or volunteer, should be encouraged to view the historic
house museum as a producer of quality education and information that is provided to the
end user, the visitor. Organization, written documentation, a clearly defined direction for
a representative collection, in-house education, and placing more emphasis on the
importance of visitor education and satisfaction can result in a buy-in by all museum staf?
to this new concept of viewing the museum as the seller and the visitor as the buyer.

Much of this new thinking is the result of changing demographics and
expectations of the historic house museum visitor. An article in, Museum News®,
discusses the lifestyles and cultural changes that have resulted in a different profile of the
current museum visitor. The study factored in the effects of the automobile age, the
women’s movement, the influx of women in the work force, the baby boom generation,
the adoption of the quality versus quantity family time theory, and a new generation of
Highly educated parents with children born in a fast-paced, technology-based
environment. The new museum visitor wants the visit to be a fun, learning experience

that can incorporate “family bonding” time with intellectual and personal enlightenment

(Chung & May, 2005).

% Chung,J. & May, T. (2005, Nov/Dec). X-tended family: attracting the post-boomer audience. Museum
News. 54.
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According to a survey taken in 1996 by Travel Industry Associates of America,
trips to visit historic destinations were planned by 45 % of the adults surveyed. This
meant that historic destination visits ranked fourth in interest. The first three in
popularity were visits to particular cities, relatives, or water destinations. When
surveying families, historic visits ranked second in popularity with the first destination
being ocean beaches. Of the 40% of families making plans for historic site visits, the
common reasons for selecting this choice were lower costs, increases in family travel that
included educational experiences along with leisure activities (Sanchis, 1996).

A new trend has also been observed among the aging baby boom generation when
making choices about which leisure activities to participate in. It is reported that they are
less likely to choose to pursue rigorous activities and prefer traveling to and visiting
historic destinations (AARP, 2006).

With all these changes in visitor choices and expectations, visiting a historic
house museum is still a very popular leisure activity. However, the historic house
museum must make sure that it identifies these new visitor expectations and takes steps to
provide an accurate historical story. It is time for these museums to define their
collections so they are accurate and the interpretation told is correct. Generating income
from gate fees is an important source of funding to house museums and without change;
they risk losing their share of this market. A Collections Planning Guide requires more
work than money, but it produces many surprise rewards.

No museum is immune to collection errors. There are slight errors found even in
the most prestigious of historic house museums—Winterthur. Henry Francis DuPont

wanted his mansion’s rooms to be representative of America during the period of 1640
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and 1860. 1t is only recently that guides will call visitor attention to some of the errors in
the collections displayed. These errors are referred to as “misconceptions” and include
objects such as cut flowers in punch bowls (popular in the 1920s), the use of
conversational grouping of furniture (introduced in the mid-19" century) and the
abundance of Oriental rugs and crystal chandeliers.

In the example of Winterthur’s collection misconceptions, museum officials,
Dwight P. Lanmon and Brock Jobe, decided to allow the guides to acknowledge some,
but not all, of the errors to visitors. The decision was made to leave the collections as
DuPont had arranged them, because “this was one man’s ideas of history (Reif, 1996).””
The main objective of a Collections Planning Guide is to avoid exhibit errors that cause
visitors to question the accuracy of the information received and damage the reputation of
the historic society.

With the identification of the new museum visitor, historic house museums should
look to improving any education programs that they offer. There are many different
avenues to take to provide interesting, innovative programs that can be customized to
meet the expectations of a larger segment of the population. Historic house museums
should expand educational programming beyond the yearly school class trip, the bread
and butter group of visitors. By offering a variety of more intellectual programs and
lectures during evening hours it is possible to reach out to the 25 to 40 age range or the

over 65 group. As quoted in Museum News, Rick Beard, executive director of the Atlanta

* Reif, R., (April 25, 1999). Art/Architecture: Correcting the Errors of a Benefactor’s Ways. The New York
Times (online). http:/travel2.nytimes.com/mem/travel/articles/printpage.html (August 10, 2004)
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Historical Society, said, “The perception remains that history is dull and boring, at least
as it is portrayed in history museums (Rees, 1998)."

This observation should be heard as a wake-up call for all historic house museums
to recognize the need and the importance of creating educational programs that offer
more than the recitation of facts. Historic house museums may represent a time past, but
they must become forward thinking and keep in step with the changing world. In May
1997, the Association for Living History, Farm and Agricultural Museums (ALHFAM)
conducted a panel session to discuss the education variables that influence the history
story (Boardman, 1997). The trend to historic visitations was especially popular in the
1970s with the celebration of the Bicentennial. The education buzzwords at that time
were “hands on” and “interactive.”

Again, historic house museums gained no financial benefit from this trend
because of the difficulty of adapting historic structures to modern technological
requirements needed for interactive exhibitions and computerized dioramas, without
disturbing the integrity of the house structure. At this time, the majority of house
museums did not have adequate research and accurate information about the collections
to engage in any hands-on programs. Electronic gadgetry cannot replace accurate
information and a clear understanding of the exhibit collection that allows for human
interaction.

The influx of amusement park-like historic reproductions in the 1990s brought a
new education buzzword, “edutainment.” This added the requirement of fun to education

programs. Although some historic sites embraced this concept and do well with it, others

* Rees, J., (December 4-5, 1998). Forever the Same, Forever Changing: The Dilemma Facing Historic
Houses. American House Museums An Athenaeum of Philadelphia Symposium.
http://www.philathenaeum.org/hmuseum/rees.htmi (March 21, 2006).
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fail miserably and the whole concept of edutainment is in question by historians and
educators as to its validity as a tool that belongs in a historic education program.
Although historic house museum collections are often lacking cohesiveness,
direction, research and care, the historic house museum retains a certain position of
authenticity by not succumbing to these modern trends even if they had the ability and
resources to do so. The purity of the history told by a historic house and its museum
cannot be tarnished, only improved upon. However, its purpose for preservation and the
education the house and collection can offer visitors must remain true and meaningful

and never allowed to become a caricature.
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Chapter 9
DIFFICULT COLLECTION DECISIONS—ACCEPT OR REJECT

It is important for a historic house museum or any museum to have the ability to
change exhibit displays. If the exhibit remains static, there will be few returning visitors.
Very few museums have all of the collection on exhibit at one time. This brings up the
issues of conservation, storage and the decisions made regarding accepting or declining
objects offered for donation to a collection.

The resources to store an object and the actual ability of the historic house
museum to provide an environment that will conserve collection objects, not displayed in
the current exhibit, is a situation that requires making difficult decisions. These
conservation decisions are universal to all museums, large or small. However, the
conservation standards used in art museums cannot be applied to historic house
museums. Conservation is the responsibility of all collectors and owners, regardless of
available financial resources. Different conservation methods must be used in a historic
house setting as collections are exposed to many damaging elements that cannot be
controlled such as, cold air rushing in through an open door or light streaming in through
a window. It is not a scientific principle that forms the basis for conservation. Issues of
conservation and storage are based on the concept of “do no harm” (Bachmann, pg.1-2).

As has already been discussed, historic societies indulge in passive collection
believing that the more we have, the more we have to exhibit. However, in every
museum there will be objects accepted into collection that have political overtones
connected to them. The reason some objects must be accepted has more to do with the

importance of the donor or benefactor, not the collection value of the object. It is a usual
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practice in museums to readily accept these objects, as other benefits will outweigh the
object’s worth.

With all of this random accumulating of objects, it does not take long before the
collection’s value to the historic house is in question, and it outgrows the available
storage in the historic house. It is not the purpose of a Collecfion Planning Guide to keep
the size of the collection within the dimensions of available storage and exhibit space. It
is, however, the document that defines the collection contents, relevance and future aims.
This may result in a thinning out of a collection, but it does not eliminate the issues of
conservation and storage.

The two factors that cause the most damage to museum objects are humans and
environment. To conserve mﬁseum objects properly, there must be adequate control over
light exposure, temperature, humidity, and handling, as any one of these elements can
cause serious damage. The ideal solution for a historic house museum is to build a
separate storage area where the environment can be regulated with the installation of
temperature, humidity and ventilation systems and staff access to the storage area limited.
This is more of a dream than reality for facilities with small budgets. However, a lack of
funds cannot be the excuse used for failure to provide proper conservation and storage of
any object a museum has assumed ownership of.

The inability to conserve an object is a very valid reason, no} matter how difficult,
to turn down an offer of any object that the historic society has no provision to store or
exhibit properly. It is also an acceptable practice to sell an object that cannot be stored
properly. Selling collection objects comes with the proviso that funds generated from the

sale must be used for collection purposes only. As long as the environment historic
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house museums prefer to operate in remains autonomous and isolated, there is little
opportunity to combine storage resources with any other nearby historic house. This
makes collection conservation and storage still a major, unsolved problem in small
budget museums.

Once the Collections Planning Guide is put into use in a museum, it is important
for the contents of the guide to be known and understood by every person involved with
the historic house. This may require writing two versions of the same plan, one, a more
detailed version and the other, a simplified version. The planning guide gives the
museum staff a procedure to follow with clear directive to facilitate the need to decline a
donation without offending the donor. The decision making process is easier for the staff,
if they are all familiar with the direction that the collection will take in the future. The
plan identifies the collection objects as a cohesive entity with purpose and meaning and
prevents the collection from resembling the unconnected collection of stuff found in
grandma’s attic. It is far more desirable to have a smaller exhibit of organized and cared
for objects that tell a specific story, then to have a large chaotic collection of objects that
have no story to tell.

Sometimes, it is the name of the museum that dictates the contents of a collection.
For example, if the museum’s name is specific to being a museum of candy products, the
presence of an exhibit of cookie tins that were part of the original collection will confuse
and mislead the visitor. Although this museum will have adequate storage, in time the
space occupied by the cookie tins could be put to better use storing candy items.

Houses are not the only buildings preserved by historic societies. Many times a

factory, church, or school is the preserved for historic value. This is the case with an old
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schoolhouse saved from demolition by concerned citizens for use as a museum. A careful
inspection of the contents of the collection revealed an eclectic combination of desks,
chalkboard and writing tablets, in addition to medical instruments, paintings, and
decorative arts more suitable to a house than a school, and articles of clothing from
various time periods. Most of these objects have questionable relevance to a schoolhouse
story. Most of the collection is stored in the unheated attic of the building, not
inventoried, researched, not yet discovered, as they are hidden in the eaves of the attic
and covered with dust. There was only one dedicated volunteer to sort through this
conglomeration of objects. The volunteer was clearly overwhelmed by the magnitude of
this task.

In an article, B.Appelbaum’ writes about the conflicting interests and complex
issues that arise in exhibiting and storing historic house collections. When collection
objects are presented in an exhibit setting, the objective is to exhibit them as they would
have been used and that requires the objects be cleaned up just enough to make the
objects look as when they were made. As a whole, historic house collections are exposed
to more hazards exhibited in settings that provide little physical protection.

An object in a historic house collection receives all of its meaning from the person
who owned, sat in it, or wore it. Very little value or information may be known about the
maker of the object. In an art museum, a higher value is placed on the creator of the

object than its owner (Appelbaum, 1994).

* Appelbaum, B., “1994: Criteria for Treatment of Collections Housed in Historic Structures.” JAIC
ONLINE/Journal of the American Institute for Conservation 33 (2) Article 9 185-191.
http://aic.stanford.edu/jaia/articles/jaic33-02-009.html. Accessed March 29, 2006.
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Chapter 10
COLLECTIONS PLANNING GUIDE
HISTORIC FUgIl‘}ISHING PLAN

Research for this thesis included a review of literature and Internet contact using a
dedicated museum list serve. Many of the museum professionals, who responded to my
inquiry about the use of a Collections Planning Guide, were directly involved with the
operation of historic house museums. From the responses received, many indicated the
use of a Historic Furnishing Plan as the guide for the material context used for
interpretation and collection content. Is a Collections Planning Guide interchangeable
with the Historic Furnishing Plan? To find the answer to this question, it is essential to
compare both of these plans as to function and composition to gain a better understanding
of the similarities and the differences, if any, of these two documents.

A Historic Furnishing Plan is much like a blueprint for the furnishings and
collection objects that will be used to furnish historic house museum rooms. The main
purpose of a Furnishing Plan is to integrate the furnishings and decorative arts objects to
the Interpretative Plan for the historic house. It details what furniture is placed in each
room and establishes the historic connection between collection and story. The
Furnishing Plan and the Interpretative Plan are dependent on each other. This is not a
necessity for a Collections Planning Guide.

A Collections Planning Guide requires more detailed research into locating
documentation to support ownership of collection objects. It is centered in the

appropriateness of the collection, not in how the collection will be exhibited in the house.
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As discussed in previous chapters, the purpose of a Collections Planning Guide is to set
the scope of the collection, identify gaps in the collection, any redundancy of objects,
relevance to historic story, and set future goals for collecting purposes.

The Interpretative Plan and the Historic Home Furnishing Plan should be
composed after the collection objects have been evaluated and organized. All three of
these plans require research. However, the research done is different for each plan. The
Furnishing plan outlining how the house will appear when furnished, requires research
into photographs, written material that might make reference to furniture placement, wall
decorations, and other material objects to aid in visualization of the story represented.

The Furnishing Plan is important to all historic house museums, large or small. In
small museums, it is usually only done once. In rare instances if new objects are
acquired, new history revealed, or the house is severely damaged, as was the case with
the houses in the South, there may be a need for a new Furnishing Plan. When historic
house museums undertake to furnish a house with period rooms, it is not uncommon for
the curator to identify what items are missing from the room. However, along with the
description of the item is a notation as to whether an original object is needed or if a
reproduction will be satisfactory.

Historic house museums are classified in three different categories. The first
category is documentary and display objects that are directly traceable to the house or
representative of objects commonly used in the same time frame. This is the most
common category. The second category is representative and is interpreted with a

particular focus on lifestyles or historic periods. The third category is known as aesthetic
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style and emphasizes the art and beauty of the period with less emphasis on the historic
content.®

Although it may be possible for historic house museums to use only a Historic
House Furnishing Plan to maintain a general idea of the scope, size and condition of the
collection, this is not the main function of this plan. The purpose of the Furnishing Plan
is to dictate how the collection will be exhibited, how objects will be placed, and
maintain the connection between the house, the collection and the historic story through
the creation of real lifestyle settings. The purpose of the Collections Planning Guide is to

research the collection as to its authenticity, value, contents and future.

¢ Brooks, Bradley C., (2002). The Historic House Furnishings Plan: Process and Product. Interpreting
Historic House Museums, California: AltaMira Press. 127-132
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Chapter 11

LOOKING FORWARD

As we enter the 21* Century it is important for the historic house museum and
preservationists to take a broader view as to the future. There are many difficulties that
are faced by these museums that will always define them—smallness, lack of funding and
staff, poor collection stewardship and status-quo operating techniques. An aging and
dwindling source of volunteers, is finally forcing these museums to give up their
preference for independent operation and isolationism and finally band together.

Collaboration is a tool that can benefit these struggling symbols of our cultural
heritage before they fade from our landscape forever. The first collaboration should be
formed with colleges and universities to extend internship opportunities to interested
students. All small museums and historic house museums have much to offer to college
students and much to gain from them. Often the students are searching for an opportunity
to use newly learned skills, gain credit for a course requirement, or expand their
knowledge base with real-life experience. Historic house museum collaboration with the
academic community can serve both the needs of students and the previously identified
need for volunteer staff members of the house museum. Students from all fields of study
can make a fit with the many areas of museum work. The wide variety of opportunities
available will draw students of history, finance, marketing, communications, education,
computer science, law, etc., to internships in historic museums. With the professionalism
that has come to the museum field, students in this concentration will bring the addition
of knowledge of the newest techniques and procedures and an eagerness to compliment

their knowledge in a real world setting. The Small Museum Association promoted the use
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of students in intern, work/study, or volunteer programs at a conference in 2006 (Burak,
2006).

One of the most difficult issues in a business situation to address successfully is to
achieve “buy in” of the staff to new ideas. Tremendous effort is exerted by a company in
the business community attempting to get its staff to accept change, no matter whether it
is new fechnology, new work strategies, new leadership, or anything that interferes with
the comfort level of individual job performance. The majority of the museum
community has acknowledged and embraced the professionalism movement that has
come to museum staffing with one exception, the small historic house museum.

The idea that a team atmosphere can be created between museum professionals
and dedicated museum volunteers is a foreign concept for historic house museums that
for many years avoided input from museum professionals. New channels of
communication must be forged to reach out to these small museums in great need of
assistance from museum organizations and they must be encouraged to accept it as help,
not criticism or reproach.

In order to accomplish this, historic house museum trustees need to establish a
more positive attitude toward the concept of reaching out for help. Less attention should
be put on negative results and more attention put on positive results and goals. There
must be an acknowledgement of the contribution and appreciation of all museum staff,
salaried or volunteer. All workers in any field need to know that they are appreciated.
Professionals should be invited in, on a regular basis, to speak with small museum staff
about various museum subjects. This helps to humanize the professionals, who are often

perceived as critical enemies of the lowly historic house museum in the hierarchy of




museum order. By establishing an on-going dialogue between museum organizations
with these smaller institutions, there is hope for more acceptance and compliance of
recommended standards and procedures. The learning will not only be one way. The
museum community will also have better awareness of the unique difficulties inherent in
housing museum collections in historic structures. When new documentation is
introduced such as, The Collections Planning Guide, the purpose and specific value this
guide will have for a house museum should be made clear to this segment of the museum
community.

By the use of brainstorming sessions to gather new ideas, careful listening to the
problems encountered by the museum staff, and the adoption of methods to get adequate
feedback for any new methodologies in place, it is possible to change staff from thinking
as an individual to thinking as a member of a team, all with the same common goal.
Once the historic house museums embrace the concept of teamwork, equality, common
goals, improved and open communication between museums, regardless of size, these
house museums will have better tools with which to find solutions to old problems. The
goal to attain is a change from an attitude of exclusion, to one of inclusion.

This movement from a work group, requiring a leader, to the new concept of
team, indicating that all members are equals and work toward the attainment of a goal,
should be embraced by all museums. This concept is already being promoted in
European museums. It is being used by museums in various European countries as a tool
to improve conservation. The educational materials prepared by the International Centre
for the Study of the Preservation and Restoration of Cultural Property provides an

excellent resource for encouraging staff buy-in. At the heart of this particular project is
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the concept that in a museum, conservation is the responsibility of everyone. There are
many current business philosophies that are adaptable to the non-profit organization.

This is just one of them. If each museum began to think of itself as being only one part of
the whole, rather than the whole, the entire museum community would benefit. Attitudes
of resentment and distrust of museum professionals would be replaced by a willingness to
share knowledge and resources (Appendix C).

With the beginning of a new century, preservation efforts are already beginning to
protect structures from demolition that are representative of the last century. Much to the
surprise of many, three sites, dating around the 1950s, are already being discussed for
breservation. Although the preservation movement has not changed, the structural
representations of the last century have. The three sites are the oldest existing
McDonald’s (1953); architect Edward Durell Stone’s Stuart Pharmaceutical Factory
(1958); and, the Las Vegas Strip (1941-present). If the trend to preserve commercial
buildings in urban cities continues, the historic story of the 20" century will be very
different from previous centuries. Based on current preservation activities, there will be
no magnificent mansions, small farmhouses, cabins or schools preserved to depict the
lifestyles of 20™ century inhabitants. Preservation interests and focus have already

changed and efforts are being made to more accurately depict the lifestyles and diversity

of the 20™ Century.
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CONCLUSION

The result of extensive research for this thesis supports my original premises. The
AAM Collections Planning Guide can be of great value if used in the historic house
museum setting. The writing and use of this planning guide would define all aspects of
the collection, its contents, its objective and its goals. In addition, the planning guide
would have a noticeable impact on other areas of museum operations and problematic
situations unique to these museums. These museums would no longer hold collections
that are more representative of the assortment of unrelated items found in grandma’s attic
than a quality museum collection exhibit.

In an effort to bring full understanding of the historic house museum and its
difficulties, I included a history of the historic preservation movement, along with
discussion of the overwhelming stresses and problems that are encountered by these
small house museums. The difficulties of identifying the situations perpetuated internally
by the organizational table used in the museum, or as a result of the preference to operate
independently and isolated from the museum community were also addressed. The
historic house museum community is reluctant and resistant to change and fail to
recognize or accept the museum professionalism movement.

To improve a collection there must be intellectual framework to give control of
the collection to the museum and to protect the collection fro;n new interpretations with
every change in staff. These interpretations are often based on personal preferences and
perspectives.

Museum operation documents can be organized in the inverted triangle

arrangement. Each document builds on top of another. The strongest, but usually the
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smallest document, is the Mission Statement. It is brief, to the point, and gives the
museum its purpose. The Mission Statement is broad in scope but contains a definitive
clarity in setting forth the purpose and mission, of the museum. The Collections Planning
Guidé, written in agreement to the Mission Statement, defines the present collection,
addresses the focus and vision of the collection and gives it life by outlining the future of
the collection. The AAM recommends that the new, Collections Planning Guide be
positioned right above the Mission Statement. The position of these two documents will
provide the foundation for all the needed museum documents that will naturally evolve.
The organizational triangle will continue growing higher and wider with the addition of
the documents of museum operations.

One of the concepts taught in organizational communication is, without followers,
one cannot be a leader. This concept can also be applied to a historic house museum.
Without a collection, it is difficult for a historic house museum to be anything more than
preservation of architecture. A Collections Planning Guide will bring objects out of the
recesses of the attic and into the light of scrutiny, to produce a quality collection that is in
agreement with the intent of the museum’s mission statement.

In conclusion, the historic house museum is charged with being the keeper of our
historic heritage and to provide public education fhrough the use of material culture and
an accurate historic story. This means that antiquated operation methods and failure to
;ecognize important changes in the museum community and the museum visitor cannot

be excuses for failing to initiate changes in collection stewardship, encouraging research

to define the collection and attach future goals to it.
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Change should not be considered something bad. Rather it should be looked as
adjusting to new needs and solutions. This is evidenced by a proposal made by the
International Council of Museums (ICOM) to change their definition of museum to “...to
turn itself towards society and provide a simple but effective definition of a what
museums are, do and stand for (Murphy, 2004).” ICOM, an international museum
organization, has recognized that the current mission statement no longer defines the
direction this organization is taking. The historic house community should follow the
lead set by ICOM and broaden their scope of vision to address changes in visitor
expectations, assume control and the direction for their collections, recognize their

limitations and their unique appeal, and take steps to give our historic past a goal for the

future.
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EVIDENCE OF THE DAMAGE
DONE BY HURRICANE KATRINA
TO HISTORIC HOUSES
IN THE SOUTH

Original photographs by
National Trust for Historic Preservation
Accessed from their website
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Supplement given at
AASLH 2005 Annual Conference

Sample OQutline Form for a
Collections Planning Guide
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AMERICAN % ASSOCIATION OF MUSEUMS

Museum Advancement & Excellence
Accreditation Program

Eligibility Criteria
To Participate in the AAM Accreditation Program

Approved by the Accreditation Commission on December 3, 2004

Effective January 1, 2005

Eligibility Criteria

To participate in the AAM Accreditation Program, a museum must:

be a legally organized nonprofit institution or part of a nonprofit organization or
government entity '

be essentially educational in nature
have a formally stated and approved mission

use and interpret objects and/or a site for the public presentation of regularly scheduled
programs and exhibits

have a formal and appropriate program of documentation, care, and use of collections
and/or objects

carry out the above functions primarily at a physical facility/site

have been open to the public for at least two years

be open to the public at least 1,000 hours a year

have accessioned 80 percent of its permanent collection

have at least one paid professional staff with museum knowledge and experience
have a full-time director to whom authority is delegated for day-to-day operations
have the financial resources sufficient to operate effectively

demonstrate it meets the Characteristics of an Accreditable Museum

1575 EYE STREET NW, SUITE 400
WASHINGTON, DC 20005
202.289.1818
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AMERICAN g ASSOCIATION OF MUSEUMS

Museum Advancement & Excellence
Accreditation Program

Accreditation Program Standards:

Characteristics of an Accreditable Museum
Approved by the Accreditation Commission on December 3, 2004

Effective January 1, 2005

Public Trust and Accountability

The museum is a good steward of its resources held in the public trust.

The museum identifies the communities it serves, and makes appropriate decisions in
how it serves them.

Regardless of its self-identified communities, the museum strives to be a good
neighbor in its geographic area.

The museum strives to be inclusive and offers opportunities for diverse participation.
The museum asserts its public service role and places education at the center of that
role.

The museum demonstrates a commitment to providing the public with physical and
intellectual access to the museum and its resources.

The museum is committed to public accountability and is transparent in its mission and
its operations.

The museum complies with local, state, and federal laws, codes, and regulations
applicable to its facilities, operations, and administration.

Mission & Planning

The museum has a clear understanding of its mission and communicates why it exists
and who benefits as a result of its efforts.

All aspects of the museum'’s operations are integrated and focused on meeting its
mission.

The museum’s governing authority and staff think and act strategically to acquire,
develop, and allocate resources to advance the mission of the museum.

The museum engages in ongoing and reflective institutional planning that includes
involvement of its audiences and community.

The museum establishes measures of success and uses them to evaluate and adjust
its activities.

Continued
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WASHINGTON, DC 20005
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Leadership & Organizational Structure

e The governance, staff, and volunteer structures and processes effectively advance the
museum’s mission.

e The governing authority, staff, and volunteers have a clear and shared understanding
of their roles and responsibilities.

e The governing authority, staff, and volunteers legally, ethically, and effectively carry
out their responsibilities.

e The composition, qualifications, and diversity of the museum’s leadership, staff, and
volunteers enable it to carry out the museum’s mission and goalis.

e There is a clear and formal division of responsibilities between the governing authority
and any group that supports the museum, whether separately incorporated or
operating within the museum or its parent organization.

Collections Stewardship
e The museum owns, exhibits, or uses collections that are appropriate to its mission.

e The museum legally, ethically, and effectively manages, documents, cares for, and
uses the collections.

 The museum’s collections-related research is conducted according to appropriate
scholarly standards.
e The museum strategically plans for the use and development of its coliections.

¢ Guided by its mission, the museum provides public access to its collections while
ensunng their preservation.

Education and Interpretation

e The museum clearly states its overall educational goals, philosophy, and messages,
and demonstrates that its activities are in alignment with them.

o The museum understands the characteristics and needs of its existing and potential
audiences and uses this understanding to inform its interpretation.

« The museum’s interpretative content is based on appropnate research.

» Museums conducting primary research do so according to scholarly standards.

e The museum uses techniques, technologies, and methods appropriate to its
educational goals, content, audiences, and resources.

» The museum presents accurate and appropriate content for each of its audiences.

e The museum demonstrates consistent high quality in its interpretive activities.

e The museum assesses the effectiveness of its interpretive activities and uses those
results to plan and improve its activities.

Financial Stability

» The museum legally, ethically, and responsibly acquires, manages, and allocates its
financial resources in a way that advances its mission.

+ The museum operates in a fiscally responsiblie manner that promotes its long-term
sustainability.
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Facilities & Risk Management

e The museum allocates its space and uses its facilities to meet the needs of the
collections, audience, and staff.

¢ The museum has appropriate measures to ensure the safety and security of people,
its collections and/or objects, and the facilities it owns or uses.

¢ The museum has an effective program for the care and long-term maintenance of its
facilities.

¢ The museum is clean and well-maintained, and provides for the visitors’ needs.

* The museum takes appropriate measures to protect itself against potential risk and
loss.
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Saying No: Effective Collections Policies
by Stephen Patrick

Your ability to control eager potential donors is only as good as your policies. Effective
documents make the difference! Find out how to start strategizing your collections policics.

I. Planning documents and their efficient use
A. Mission Statement

B. Vision Statement
C. By-laws
D. Collections policy
1. Sub-paolicies
a. Loans
b. Photography request and permission
c. Loan Agreement form and policy
d. Acknowledgement of Gift letter and Declining an Offer letter
2. Collections Management - organize first! 3x5 cards or computer - both work
E. Collections plan - long range planning for effective acquisition, care and use
F. Furnishing plan / Exhibit script

G. Strategic or Long-Range Plan

Il. Resources
A. Cultural Resources, National Park Service:
http://www.cr.nps.gov/museum/
B. American Association of Museums Information Center:
http.//www.aam-us.org/museumresources/ic/index.cfm

C. American Association for State and Local History Technical Leéflets:
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Preface

Every day, museum collections are placed at risk. The causes of
damage include light, unstable temperature and relative humidity, pests,
pollutants, poor storage and display mounts and poor handling. They
are also placed at risk by the threat of disasters including floods, fire,
and the impact of war and natural disasters.

These risks can only be minimised if there is a common
understanding of the problems that exist, and the long-term benefits
to the museum if they are addressed. This requires awareness, on the
part of each staff member, of how the work that they do might affect
the condition of the collection. This awareness gives staff the scope to
directly improve the care of the collection.

All types of staff are involved. The work of engineers and architects
directly affects the environmental conditions and levels of natural
light in the buildings. The materials designers select for constructing
exhibit cases determine levels of pollutants and their work is critical in
determining the levels of artificial light.

Decisions on holding public events in museums affect decisions
on risk assessment and these decisions in turn impact on the work of
security guards who protect the collection against damage from the
public. Staff working in public entertainment and education can instil
the importance of preserving heritage in visitors. Decisions made by
managers impact on all of these areas and more. Finally, there is the
day-to-day work the curator does with the collection, and in institutions
that employ them, the care that conservator-restorers provide.

The actions of everyone within the museum will affect the condition
of the collection to some degree, in either a negative or a positive way.
A multi-disciplinary approach to preventive conservation is needed to
ensure that these effects are positive. This requires the implementation
of teamwork into museums.

The approach to introducing teamwork to improve preventive
conservation in museums advocated in this document is based on the
experiences of eleven museums from nine European countries that took
part in ICCROM’s Teamwork for Preventive Conservation Project.

The document contains a suggested framework for planning and
tcam-development, as well as highlighting methods for developing
networks among museums and other institutes to provide additional
support for preventive conservation.

Neal Putt and Sarah Slade
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Preventie conservation is no longer considered
ds u conservator’s obsession but everyone’s
professional duty

Nationa! Museum of Folk Arts and Traditions,

France

We were unanimous in recognising that teamwork
permits museum personnel to meet euch other,

to reassert their lies, to create u dynumic. [
discovered people and [ buve eusier contucts now,
more frequently, with people with whom I bad not
previousty bud uny professional rapport.

National Museum of Folk Arts and Traditions,

";\-i
Lone Crusuder

The team structure . .. encouraded diulogue und
co-operution in the urea of preventive conserpation
to un extent not previously seen. It proved belpful
Jor stuff to recognise that the problems they fuce
arc, more often thun not, shured and ure by no

means unique to u purticular staff grouping or

discipline

Ulster Museum
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1T Why Teamwork for
Preventive Conservation

A Multi-disciplinary Approach

The aim of preventive conservation is to reduce the deterioration and
maintain the integrity of museum collections in an affordable manner,
and to ensure their availability to society now and in the future.!

Improved collections care is not just an aim in itself, but needs to be
achieved in a way that enables increased public access to the collection.

The tasks are so broad that they are impossible to do in isolation.
They require the awareness and involvement of everyone in the
museum, a multi-disciplinary approach to preventive conservation that
can be achieved through teamwork.

The Essentials of a Team

Teamwork shifts responsibility for an area of work from one person
to a group of people. In the case of preventive conservation, teamwork
brings together all staff whose work impacts on the collection and its
care. In bringing these people together, teamwork:
= focuses all the knowledge and skills that arc available on the issuc.
= allows the planning to be done by the people who will do the work.
= encourages the efficient use of funds and staff, minimising added

costs.

No two museurns will implement teamwork in the same way. Staff
sizes range from less than 10 personnel up to 600. Collections range
from 400 works of art to 300,000 natural history specimens to 500
automobiles, aeroplanes and trains. Facilities range from small wooden
houses to stone castles to multi-million dollar showplaces. The work
culture within each museum will be different. Teams in a regimental
museum in the Netherlands will not be the same as tearns in a national
museum in Fiji or a village museum in Canada.

Sbared Responsibility




Step 1 Getting Started

Determine who to involve in the
project

Appoint Preventive Conservation
Planning Group

Step 2 Building Participation

Develop a shared vision for
preventive conservation
Identify key issues to be addressed

Step 3 Targeting Preventive
Conservation

Undertake detailed assessments of
the collection

Write verifiable preventive
conservation objectives

Step 4 Building Teams and Keeping on

Track

Create preventive conservation teams
\dentify levels of authority

Allocate resources

Monitor progress, problems and
success

Step 5 Building Preventive
Conservation Networks

Create support networks within the
ruseum profession

Develop projects to gain public
involvement and support
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Although each museum will implement teamwork in a different way,
the essentials of a team will remain the same. All teams need a clear
realistic aim and the visible on-going support of the museum’s Director
and Administration. Teams need to be made up of representatives from
all the key areas of the museum and be given the authority to determine
what the issues are and how to address them. Finally, teams need to
be given the resources necessary to see these recommendations are
followed through and achieve real outcomes.

When implemented and supported in this manner, teamwork allows
people to change, to compromise and to share approaches. It scts
achievable objectives and establishes successful work habits.

This Guide - Models and Experiences

This guide outlines an approach to introducing teamwork to improve
preventive conservation in museums. It is based on the experiences
of eleven museums from nine European countries that took part in
ICCROM’s Teamwork for Preventive Conservation Project. This
project, started in 1994, involved staff from the 11 participatory
museums and drew on the support of 14 conservation advisory services.
The project gradually perfected the methods and developed consensus
on the approach.

This guide presents a five-step framework for planning and team-
development, and methods for developing networks among museums
and other institutes to provide additional support for improvements in
preventive conservation.

Teamwork for Preventive Conservation Framework

‘This framework is based on the experiences of project participants
and their thoughts and observations are provided throughout the
publication. Summary information about the participating museums is
provided in Appendix A.

Participating Museums

Municipal Museum ‘Vander Kelen-Mertens', Leuven, Belgium
Czech National Museum

National Museum of Folk Arts and Traditions, France
Museum of Ethnography, Hungary

Brescia Civic Museum of Natural Science, Italy
National Museum of Archaeology (Ferrara), Italy

Royal Netherlands Army and Arms Museum

National Museum of Ancient Art, Portugal

Barcelona Museum of Contemporary Art, Spain

Ulster Museum, United Kingdom

Birmingham Museums & Art Gallery, United Kingdom




The uchievements we reached can conpince other
museums: for decades there were ideas only about
these kinds of developmentst The ideus were the
same, but the uctivities did not follow them
Chunging the way of thinking ubout them is the
most importunt thing:

Museum of Ethnography, Hungary

Purticipution in Teamwork' permitted validution
of preventive conservation uctions umong the
ensemble of personnel. [t was uble 10 create u
permanent diulogue. The personnel bave not
Jorgotten this period where, for the first time,
meetings gathered all levels of staff und ullowed
the most ‘bumble’ to offer contributions und
criticisms.

National Museum of Folk Arts and Traditions,

France
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2 Getting Started:The First
Sparks

Building Participation and Respect

The crucial first step to introducing Teamwork for Preventive
Conservation is building a spirit of participation among staff members.
Attitude is as important as plans and resources.

The decision to introduce a teamwork approach to preventive
conservation gives the issue a higher profile, as the Administration
singles preventive conservation out for particular attention. If this
process is managed well, it can create a renewed respect for the
collections and awareness in all staff of the part that they can play in its
care.

Eliciting commitment and co-operation is the initial aim. The
museum’s Administration should start the process by bringing all of
the staff together. In the framework of the ICCROM project, this
consultation process essentially took place in two stages or workshops.
‘The organisation of these workshops is discussed in detail in Chapters
3and 4.

During these workshops, staff:

» acknowledge and validate their respective experience and recognise
the importance of the actions that they carry out on a regular basis

* identify the museum’s long-standing problems in the area of
preventive conservation

« elicit creative ways to tackle the problems and ideas for new
directions

The workshops must be designed to encourage co-operation, to
resolve well-known problems and open up avenues to new approaches.
The benefits of participation and respect will last long after the first
objectives are completed. They are the single most important result of

Open Communication




Interestingly, the perception was that the staff
most responsible for creating this spirit were the
junitorial, maintenance and security staff, those,
in other words, who bud traditionally played u
marginal role in working towards fulfilment of
the museum's mission und who suddenly realised
that their inpul was being sought out, valued, und
quoted

Barcelona Muscum of Contemporary Art

Teum plunning contributed to a change in

the way of thinking, and part of that wus

a change awuy from seeing only the lack of
money. The Administration and staff established
new structures und babits of communicating
and working logether. They began u series of
achicvements bused on small changes in the use
of people and resources. An essential first step
was o workshop of a committee of u cross-section
of personnel, which created awareness and gave
everyone the opportunity to make their own

sugdestions for good collections munugement.
Museum of Ethnography, Hungary

What seems essential is the art of placing value
on the ground-level uctions thut are often issues
of good sense. Thus draws attention lo the
importunce of these acts.

National Museum of Fotk Arts and Traditions,

The project did indeed create u spirit of
participation ... In the first place, }iuring

the preliminary meeting at the museum in 1999
conservators and registrars spoke about the merits
and demerits of the level of preventive conservation
at the moment. The sense that every department
struggled with more or less the same problems
resulled in « high-spirited mood in which people
were willing to act immediately.

Royal Netherlands Army and Arms Museum

In the long term it is clear thal the entirety

of personnet hus not completely transformed

its state of spirit but the concept of preventive
conservation is today indispensuble and it allows
Juster decisions und transforms some bad habits.
Preventive conservation is no longer considered u
conservalor’s obsession bul everyonc’s professionul
duty.

National Museum of Falk Arts and Traditions,
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introducing this project into the museum.
Museums that have implemented Teamwork report that the keys to

building staff participation and spirit are:

*»  participation of all the staff during early stages of analysis and
planning

«  punctual follow-through from the formation of the teams to their
starting work and achieving results

= commitment of the senior Administration

= contact and co-operation with other institutions.?

Most professional staff within museums feel that preventive
conservation is a serious issue that is important to address. This provides
an existing commitment to the work of the team. The importance of
this as a starting point can not be underestimated.

Who to Involve

The key questions that need to be asked when deciding who ta
involve in the initial workshops are:
= Who are the people who actually handle the collections (scientists,
curators, conservator-restorers, technicians)?

= Who are the people who create the physical environment for the
collection (architects, engineers, cleaners, security staff)?

= Who are the people who create the administrative and human
environment within the museum (Directors, financial officers,
public events planners, education officers)?

Another uscful question is “Who are the contributors ‘outside’ the
museum?” Several museums that have implemented Teamwork for
Preventive Conservation have drawn in professionals who are not
strictly part of the staff. Some museums have a regular relationship with
architects or engineers who are part of another government institute.
Others have a long-standing relationship with volunteers, or education
and public event specialists outside the museum. If the “outside”
individuals have a regular and defined rapport with the museum, they
can be important contributors and should be included in the initial
workshops.

Ideally, everyone identified by these questions should be involved in
the very early stages of team planning. In practical terms, experience
shows that the maximum size for workshops to develop a vision for
preventive conservation, identify key issues and determine objectives
is between 20 to 40 personnel. Museums with larger numbers of staff
usually call on a selected sub-group of staff for the intensive planning
workshops, composed of a mixture of department heads and other
delegates. They have used seminars, training events, site visits and study
days to inform other staff of the process being carried out.

Directors: A Key Element

Commitment from the museum’s senior Administration is essential
to the success of the Teamwork approach to preventive conservation.
Senior Administration means the Director, but also usually includes
senior curators, financial administrators, board members and
government officers above the level of the Director.



I can't stress enough the value that Teamwork
Jor Preventive Conservation bas for instilling
amonygst stuff ¢ sense of belonging, and shared
concerns. The end realisation that they are

all cultural custodians, carrying u social
service, mukes them carry out their respective
responsibilities with pride.

Barcelona Museum of Contemporary Art

The most interesting technique for promoting
teamwork was certainly the fuct thut all museum
personnel participated in an carly workshop, from
yuardians to maintenance personnet to scientific
collaborators. Preventive conservation on every

level of museum practice was lulked ubout.

Leuven Municipal Museum

Witbout the support of the Administration,

these projects ure difficult to realise becanse

they need full und complete participation. If the
Administration puls the accent on the imporlance
of this mission and also contributes to muking
attitudes evolve, the project bas u formiduble
common denominator that opens the doors of
inter-professionul communication.

National Museum of Folk Arts and Traditions,

France

Orne of the most important elements of the

project was the involvement of Directors und
senior managers. lrrespective of how preventive
conservation is underiaken within ¢ museum, i is
clear thut support ut this bigh level is essentiul if
progress is to be made.

Ulster Muscum

The Game Plun
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The Director leads the charge

‘The idea for starting Teamwork for Preventive Conservation
might originate from anywhere in the museum, but only the senior
Administration has the authority to initiate it. The Director and the
Administration must demonstrate their own interest and commitment
from the outset, in order for other staff to give it their respect. The
Director has to have a key role in the first meetings or workshop to
give the necessary high profile to the Teamwork initiative. At the first
meetings the staff have to be assured that after planning, action will
ensue. At the same time, the Administration has to ensure that staff
expectations fall within what is realistically achievable.

As Teamwork for Preventive Conservation proceeds, there must
be strong rapport between teams and senior Administration, with
a structure for reporting and decision-making. Ultimately, only the
Administration can authorise new ways of working together, changes
in staff time and the identification of resources to meet new goals. Both
the staff and Administration must have confidence in the team and
satisfaction with its progress.

Who Guides the Process?

A small group of people will need to work together regularly to lead and
implement Teamwork for Preventive Conservation. The maximum number
on this Planning Group should be 10 people, even in large museums.

"The role of the Planning Group is to:
organise the two initial workshops and all associated meetings
= set the schedule of steps for implementing Teamwork
= choose consultants or outside advisors, if necessary
= develop any partnerships with other museums or institutes

"The museum Director need not necessarily be part of the Planaing
Group, and another staff member often serves best as the co-ordinator or
Leader.

Chapter 5 provides detailed information on choosing tcam members
and other tips and considerations for creating and maintaining a
successful Planning Group and avoiding common pitfalls.

Are Qutside Advisors or Partners Necessary?

"The museums that have implemented Teamwork for Preventive
Conservation all agree that contact with outside professionals and
institutes help build commitment and change attitudes. Contacts can




Breath of Fresh Air

The involvement of external advisers was
undoubtedly the most beneficiul uspect. A ‘neutral’
voice will alwdys speak much louder thun one
with a vested interest. They also offered u source
of udvice und encouragement and ucted us
‘sounding boards' when needed. ... Adherence to
timetubles und deadlines was facilitated by staff
awareness of their overseeing role.

Ulster Museum

NEAL PUTT & SARAH SLADE: TEAMWORK FOR PREVENTIVE CONSERVATION

range from advisory or consulting services by a single professional, to

co-operation agreements with other museums and institutes.

'The Planning Group needs to determine whether the museum
needs technical advice in preventive conservation, or advice to facilitate
workshops and consultation with staff, or both.

The Planning Group should ask:

»  Does the museum need technical and scientific information

about preventive conservation? Does it have enough preventive

conservation expertise to conduct its own assessment of the current

state of affairs??

Does the museum need expertise in planning and implementing

workshops and in drawing out participation from all the staff?

Does the Planning Team feel capable of independently organising

all staff workshops and planning events?_

» Is the museum in a position to hire a consultant or advisor, or
would it be possible to obtain frec assistance from a national
institute or university?

= Isit possible to work in tandem on the Teamwork project with one
or more other museums, exchanging experts between the museums
and using other forms of co-operation?

= Does the museum want to develop co-operation in areas such
as training, public programmes, advisory services or disaster
preparedness teams?

»  Does the museum want to use alliances with other museum and
institutes to raise government or public support for preventive
conservation?

The answers to these questions will determine the skills and
knowledge to look for and whether to work with a single professional
or whether to develop a broader-scale partnership or alliance with other
museums and institutions.

Whatever the functions and skills of outside advisors, their
impartiality will assist in developing communications.

The Czech National Museum used external professionals and
partner institutions throughout the Teamwork project. To start, the
museum organised a one-day seminar for all staff. Guest speakers and
conservator-restorers from other professional spheres and institutions
formed the most successful feature of the event, The information
and experience they brought was new and beneficial for all the
museum participants. The workshop reinforced the importance and
significance of preventive conservation care. The Workshop included
visits to two other museums. A scientist from a national conservation
institute continued as a technical advisor during a series of subsequent
assessment and planning meetings. Several of the participants from
the Workshop eventually assisted in editing a basic training manual
in preventive conservation. Mutual co-operation when preparing the
manual, workshop and professional excursions helped to create a spirit
of participation. The external advisors and colleagues from the other
institutions contributed their broad experience and unbiased criteria
to the conservation initiatives.

The Museum of Ethnography in Budapest chose two advisors
who provided a mixture of preventive conservation and teamwork
experience. The advisors assisted the staff to select assessment methods
and survey the storage and exhibition rooms. They made suggestions
of how to solve problems, provided bibliographies and references,
and coached and advised on the initial workshops. The museum also
developed an exchange programme with museums in the Netherlands.



The external advisors had obviously
tested the process elsewhere and were
Sfamiliar with some of the reticence
it would face amongst the staff; this
reticence was overcome by these advisors
with surprising ease.

The Director
Barcelona Museum of Contemporary Art

The external udvisors belped assess the
conservation needs und led the workshops with
all the stuff. They bad technigues of involving
everyone that were very new to the museum. They
were u big part of our success with getting respect
and purticipation from outside the museum. We
orgunised u well-publicised one-duy meeting

on preventive conservdtion with the udvisors,
participants from the city government, Ministry
of Culture, Superintendence of Archaeology und
museum representutives from other regions of our
nation. This belped plun un outreach project to
schools in our neighbourbood und assemble u
committee. [t ulso belped get funding for some
storuge problems in the museum und build up our
co-operation with the regional superintendence of
culture, which is our muin source of conservution
advice and assistunce.

Participating museum
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Discussing the same problems, seeing the solutions, results, and getting
in touch with colleagues in other institutions was very useful.

The Barcelona Museum of Contemporary Art used advisors
primarily for their ability to facilitate a teamwork approach, not for
their knowledge of preventive conservation.

Museum Directors gain as much as staff from co-operation and
contact between institutions. In addition, museum Directors may be
able to use the prestige of outside advisors to gain support for the
museum’s objectives. One of the participant museums in the Teamwork
project used the participation of outside expert advisors to attract
significant attention to the museum.

Whatever the role and source of outside advisors and partners, the
parameters of the co-operation must be clear. The museum Planning
Group and the advisor or partner(s) must:

*  discuss and agree on the aims and context of working together

»  specify clear objectives, schedules and responsibilities for all parties

*  confirm the agreement in writing

*  hold to the agreement or renegotiate it if it is no longer appropriate
or further elements of co-operation are justified.

At the end of this first step in the Teamwork process the Preventive
Conservation Planning Group should have been established and be
aware of the importance of engaging all staff in the work ahead.




A shuared vision

Instead of thinking “object” think “collection”.
Instead of thinking, “room” think “building”.
Instead of thinking “individual” think “team”.
Insteud of thinking “short term” think “long term”.
Instead of thinking “professionuls” think "public”.
Insteud of thinking “trade secrets” think
“Communications”.

Instead of thinking “bow"™ think “why".

From the opening address by Gael de Guichen
for a Workshop at the National Museum of

Folk Arts and Traditions, France:

Preventive Conservution is the economicul means
to prevent dumage und preserve the real objects. It
takes the constant application of common sense,
science and practice by all stuff in all ureas.

Statement by the Director, following a
Workshop at the National Museum of Ancient

Our goal is to preserve our collections for
Juture generations: systematically evaluating
risks, identifying needs und forming u plun for
prevention. All stuff und udministrative officials
are involved, working in teams and with the
public.

From a Workshap group at Birmingham
Museums & Art Gallery, United Kingdom

The aim of preventive conservation is to reduce
the deterioration und muintain the integrity of
museun collections in an afforduble manner and
to ensure their availuhility to society now and in
the future.

Definition by a Workshop of Directars from
seven museums, organiscd by [CCROM
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3 Building Participation:
Agreeing on a Vision and
Identifying Key Issues

A Shared Vision

A shared vision* is essential to ensuring that everyone in the museum
is working towards the same goals. The second step to Teamwork is the
development of a shared vision for preventive conservation, and the
identification of the key issues that necd to be addressed to achieve this
vision. These are the themes of the first Workshop.

The four key issues to explore during this Workshop are:
= What are the risks to the collections?

*  What potential actions can reduce these risks?

= How will the process be improved by co-operation and planning?

= What are the benefits to the museum and its public if collections
care is improved and collections made more accessible?
The term preventive conservation has been used for 30 years and
almost everyone in the museum will be aware of some of the measures
taken to protect the collection. Some people will have been directly
involved in certain tasks. It is unlikely, however, that everyone will have
a shared view of what risks and responsibilities are involved. It is morce
likely that either:
= asmall number of staff in the museum have a high level of
knowledge about preventive conservation, but it is not shared
throughout the organisation, or

= museum staff have very little or no knowledge of preventive
conservation

By covering each of the four key issues, all staff, regardless of their
existing level of knowledge, will be able to reach a common base of
understanding.

Both the vision of preventive conservation and the key issues that
need to be addressed should be formalised in writing by the end of the
workshop. Debating and approving a written statement ensures that
everyone has the same understanding of the vision and the key issues.
At the end of the first Workshop the museum’s staff should have:

a common and long-lasting vision for preventive conservation that
they can refer to and share with future staff
»  alist of agreed issues for action that will form the basis of a mid-
term preventive conscrvation plan

The vision for preventive conservation needs to be specific to each
museum. It should be written as a short statement that imparts the
importance of preventive conservation for the collections, and the need

to implement it in a way that enables increased access to the collection,
now and in the future.
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The Director’s Role

As highlighted in Chapter 2, commitment from the museurn’s senior
Administration is essential to the success of the Teamwork approach to
preventive conservation. The Director must make one of the opening
presentations at the workshop, explaining why the museum has decided
to focus on preventive conservation and adopt a teamwork approach.
The Director’s personal commitment is critical to the development of
the entire staff’s vision.

The museumn’s Administration also needs to provide staff with the
framework for the Teamwork project. The presentation should coavey
the Administration’s commitment to assigning the responsibilities and
resources needed to undertake the project. It should also outline the
timeframe within which results will be visible throughout the museumn.

The Planning Group's Role

It is the role of the Planning Group, appointed in Step 1, to organise
the workshop. They should use the criteria outlined in Chapter 2 to
identify who will be involved in the workshop, either as a presenter or
as an attendee. This includes the identification of museum staff and any
external advisors that may be required.

The Planning Group should also determine what workshop format
would be most effective for their museum. The workshop is being held
to promote participation, draw out the staft’s existing knowledge and
create a base of understanding throughout the museum, so that a shared
vision for preventive conservation can be developed.® The format for
the core of the workshop needs to encourage open communication. It
should include techniques like brainstorming and small group work.

Shart lectures can be incorporated for the sections of the workshop
that are designed to impart information or update the existing
knowledge of the staff. Information gathering techniques (such as
visits to other museums) can be incorporated during, before or after the
workshop, to illustrate problems or present possible solutions that have
been implemented in other institutions.

The decisions about what combination of techniques would best suit
each museumn will be influenced by the:

*  size and structure of the museum

=  number of people to be included

= existing staff culture

=  museum’s experience in organising staff meetings and
brainstorming.

Museums with large staff numbers or complex staff structures
can organise special sessions for all staff, while a smaller group,
representative of all of the key areas in the museum, will be involved
in the Workshop. Large open sessions are especially useful for the
presentation by the Director, to announce the project, to inform on
actions and time schedules, to report on results and to provide general
information and knowledge. For large open sessions, lectures are the
most appropriate communication technique.

'The experience of the museums that participated in ICCROM’s
Teamwork for Preventive Conservation project indicates that whatever
the format, the first Workshop should take a minimum of one day and
a maximum of two days.
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Lectures and Guest Speakers

All staff need to have the opportunity to learn about current
approaches to preventive conservation, regardless of their existing levels
of knowledge. In this way, everyone starts on a shared footing. Even
professional conservator-restorers need to continue to adopt new ideas,
attitudes and technical approaches.
Lectures can be useful in museums where:
= the majority of staff members have a limited understanding of the
techniques and bencfits of preventive conservation

=  only a small number of staff have had the opportunity for mid-
career training in preventive conservation

»  staff responsibilities are separated and hierarchical

1f teamwork is 2 new management technique, there can be a risk that
its relatively informal style will seem improper. The Planning Group
might want to initiate the process with a lecture that will provide a
fairly formal learning environment and prepares people for the move to
more informal discussions and exchange.

Guest speakers can be used successfully to inform the museum
staff of current approaches to preventive conservation. In museums
that have a conservation section, both their conservator-restorers and
guest speakers should be involved. The involvement of the museum’s
conservators-restorers right from the beginning of the Teamwork
process includes them in the transition from preventive conservation
being their sole responsibility to one that is the responsibility of a
multi-disciplinary team.

The involvement of guest speakers helps reduce the risk of the staff
feeling that the museum’s conservator-restorers are the sole authorities
on preventive conservation. This is important in ensuring that staff feel
comfortable participating openly in the Workshop and in the on-going
Teamwork for Preventive Conservation process.

Guest speakers are most effective when they can talk about real
situations in museums, rather than just theory. They should include
case studies and examples of actual problems and solutions. It may be
useful for them to discuss some of the problems with the staff prior to
the Workshop, to provide information pertinent to the museum. If this
is the case, the Planning Group should organise an advance visit by the
guest speakers or advisors, to enable them to familiarise themselves with
the situation in the museum.

During the Teamwork for Preventive Conservation project, the
Brescia Civic Museum of Natural Science found that the most
important contribution to the start of the Teamwork approach was a
discussion between external conservators and the internal staff about
the general problems of preventive conservation.

A mixture of external and internal specialists was successfully used
by the Czech National Museum. In this museum, an initial study
day was held where approximately 50 museum staff met with the
conservator-restorers from their own museum, as well as some of the
most active researchers and practical innovators from other professional
spheres and institutions in the country. Lectures were given by the
muscum’s Administration staff, its conservators, and by guest speakers.



In the Teamwork for Preventive Couservation
praject, the Czech Nutional Museum followed up
the first Workshop with staff visits 1o fwo other
museums that bad demonstrated cost-effective und
resourceful approaches to preventive conservation

Czech National Museum

[dentifying Risks
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Visits to Other Museums

‘This approach provides an open environment for informal
discussions between staff from different professions. It promotes long-
term links outside the museum and provides contacts with future
sources of advice and training. Seeing successes elsewhere can be very
inspiring. Staff can see highly practical ideas to apply in their museum.

Brain-Storming and Small Group Tasks

The Planning Group should organise the workshop in a way that
stimulates communication, self-expression, problem solving and
creativity. Workshop techniques that require individual participation
ensure that everyone's knowledge is included and participants have
the satisfaction of contributing their point of view, suggestions and
concerns. Long-standing problems are frequently identified. This is
an excellent result, but also one that must be kept under control to
avoid returning to old conflicts and rigidity. The workshop should be
structured so that everyone has the chance to speak up, but no one has
the opportunity to monopolise. The natural reserve of some individuals
should be respected, but should not prevent them from participating.

Brainstorming and group work, incorporating a mixture of written
work and discussions, function very well in producing the vision and
key issues for preventive conservation in the museum.

Asking each person to write a few words ensures that everyone
participates. Discussion then allows the braver individuals and natural
leaders to speak more fully and lead the group to completion of a task.
Reporting back from small groups in writing ensures that the task is
completed according to specifications and that the results are available
for immediate use and future reference. These tasks familiarise staff with
future roles as team members, in liaising with the Administration and
as active participants.

During the Teamwork for Preventive Conservation project
participating museums found the following techniques successful:

Writing a vision for preventive conservation
»  Every participant in the workshop writes two or three key
words on a card to answer the question: “What does preventive
conservation mean to you?”
*  The cards are gathered at the front of the workshop and one or
two facilitators (perhaps assisted by several workshop participants)
quickly sort them into rough groups. The facilitators encourage
discussion between the participants to help collate the comments
meaningfully.
The workshop is then broken up into a maximum of three or four
small groups. Each has a short time to produce a definition or
vision statement of a maximum length (say 50 words). The small
groups then report back to the entire workshop.
‘The Planning Group, or any assigned workshop reporters from
each group, meet briefly to complete a single draft statement,
which is reported back to the entire workshop, and discussed before
final agreement on wording.

n
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Braadening the vision af who is involved in preventive conservation

*  Individuals identify the different staff positions that take part in
preventive conservation, either orally or in writing. A facilitator
moderates, summarises and comments on the discussion,
encouraging wide participation.

«  This task can be adapted to the museum's needs by using variations
of the question given to the participants: What staff positions
already take past in preventive conservation? Which staff positions
could assume a role? Who is involved in preventive conservation
‘inside’ the museum?® Who is involved, or could be involved, from
‘outside’ the museum (architects, advisors, specialised technical
services, museum visitors, children, funding agencies, government
representatives)?

Bringing neaw ideas (and old problems) into the open

= All the workshop participants write one or two cards that answer
a question such as: What are the two greatest problems related
to preventive conservation that you encounter in your day-to-day
work?

= Facilitators gather the cards and sort them roughly into groups,
encouraging discussion from all the participants.

= The results are used as the basis of further work to define and agree
upon the key issues to address.

Identifying risks to the collection.

= Small groups are asked to identify the risks of damage to the
collection, based on their personal experience. Each small group
is assigned a different area: risks arising from a museum function
(exhibits, storage, transport and handling, building management)
or risks arising from particular sources (light, incorsect temperature
and relative humidity, fire, flood, theft, vandalism, insect pests, etc.).

= 'The small groups use cards to record their discussion and report
back to the entire workshop to assemble the overall picture of risks.

Each group must provide a verbal commentary on the meaning of
their findings.

Identifying key issues to address

= All the workshop participants write one or two cards that state
(within a word limit} the key issues that they feel should be
addressed.

«  Fadilitators gather and sort the cards into groups, using help from

all the participants.

The entire workshop agrees on a maximum of four to six key issues.

= This exercise leads well into small group work to describe the issues
more clearly and to add background explanations. The workshop
participants can volunteer for the group and the issue that interests
them most, as long as they agree to approach the issue in a positive
way.

The facilitators should clarify that the participants in the small

groups will not necessarily become team members assigned to that
issue.

ICCROM Preventive Conservation Indicators
The ICCROM Preventive Conservation Indicators are a tool
designed to assist staff to identify the main preventive conservation
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issues that face their museum (refer to Appendix B). They also assist to

broaden the vision of staff because they provoke discussion about a wide

range of issues.
The Indicators are 35 questions with yes/no answers, divided into

seven topics:

Constitutional framework of the museum

Finance and Plans

Personnel and Teams

Collection

Building

Environment

Public Involvement

To encourage discussion, a large workshop should be broken

down into groups with a maximum of 10 members. Each group

should include a cross-section of professions and employees, such
as administrative officers, curators, exhibit designers, technicians,
architects, security personnel, guides and staff for educational
services and public events.

» Answering the questions will promote considerable debate. Each
group should appoint a workshop recorder to note the answers
and comments of the group. After completing all of the questions,
each group should identify three to six key issues, generated by
the discussion of all the Indicators. The chart at the end of the
Indicators helps summarise the group’s conclusions.

*  Workshop recorders then report back to the entire workshop
summarising their analysis and giving a short synopsis of the
four to six key issues that they feel the museum should address
by taking a Teamwork approach to preventive conservation. The
workshop participants discuss the lists from each group and
determine what the final key issues are for the museum.

Whichever combination of the techniques covered in this chapter is
used, at the end of the first Workshop the staff should have:

*  developed a shared vision of preventive conservation for the
museum

* identified the key issues that need to be addressed to achieve this
vision

The Preventive Conservation Planning Group should then consult
with the museum Administration to ensure their agreement with the
vision and key issues, and then report the approved results to the entire
staff.

The museum can now start the following step in the Teamwork for

Preventive Conservation process — developing objectives to address the

key issues that have been identified.

D R o
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