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			Introduction

			What’s Up? Conference of Directors of European Ethnographic Museums in Budapest

			GÁBOR VERES 

			The Museum of Ethnography has entered a remarkable period in its history. It all began when János Xántus was appointed as the head of the Ethnography Department of the Hungarian National Museum on 5 March 1872. Anniversaries, especially at milestone intervals, are naturally expected to be commemorated appropriately. Recently, on the 150th anniversary of the museum’s establishment, there was a real cause for celebration.

			After being closed for nearly four and a half years following the closure of its headquarters on Kossuth Square in 2017, the institution reopened its doors to visitors. This reopening took place in a new building designed and built for the institution, but the building itself was far from the only novelty. In parallel with the completion of the construction process, it was also possible to set up new exhibitions. This was a remarkable feat because the transportation of the museum’s collections to a new collection centre – also built a few years ago – was still underway.

			During its history, the Museum of Ethnography operated at seven locations, and its collections had to be moved six times, which implies a certain amount of experience and knowledge. However, all museums, including the Museum of Ethnography, have undergone significant transformations by the first quarter of the 21st century.

			As a result, the relocation, the new museum building and the planning of the new exhibitions raised entirely different questions than at any time in the past. Our staff tried to respond in a prepared manner to the unusual challenges before them. Their work was in part supported by the international conference entitled En Route (held online in 2020 due to the pandemic situation), which focused on the conceptual renewal of the permanent exhibition. This conference provided yet another strong indication that the professional community, both at home and abroad, followed with great interest how the Museum of Ethnography could navigate the most significant transformation process in its history.

			As part of the professional opening ceremony on the morning of 25 May 2022, the temporary exhibition “We have arrived” was opened for public viewing, followed by the permanent exhibitions ”Ceramics Space“ and ”Zoom“ on the same evening. During the same day, an international scientific conference began, which lasted for three days. There were 22 lectures given by experts representing ethnographic museums from 16 European countries. Each conference session was followed by a round table discussion with questions and comments analysing what was said. The organisers invited to the conference heads of institutions that have undergone, or are undergoing general transformation processes similar to those that took place in the Museum of Ethnography in Budapest.

			The purpose of this international conference was to present the changes of recent years in terms of how the museum profession as well as ethnographic museums have experienced a rethinking and renewal of their organisational structure, of the role they fulfil, and even of their physical and architectural appearance. Twenty-two museum directors thus report on ”What’s Up“ with them. The first major event of the newly opened Museum of Ethnography in Budapest revealed the trends that were influencing the international museum world at the time: what the situation was like across European institutions, why professionals felt and still feel the need for further transformation and redefinition, what is the role of ethnographic museums in the 21st century and what role they should play in society as a whole.

			One of the most important goals of the conference was to initiate an exchange of ideas about the processes, difficulties, and opportunities brought about by the redesigning of the organisation, the building, and the exhibition strategy.

			The present volume of the Néprajzi Értesítő contains studies written based on the lectures given at the conference. The volume aims to give a European overview, with the authors outlining together the questions arising in ethnographic and anthropological museums of the 21st century, as well as the changes they have been experiencing in recent years.

			

			Gábor Veres

			Deputy Director-General 

			Museum of Ethnography
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			Where Transitions Meet 

			– the Museum of Ethnography in Budapest

			LAJOS KEMECSI 

			Budapest’s Museum of Ethnography has opened. Of course, this is a bit dramatic and a bit inaccurate, but it is an accessible message. I could even call it clickbait. The museum-going public have heard this message several times over the past 150 years. Let me start my talk by briefly outlining the stations on the long journey that led up to this point.

			János Xántus was appointed head of the Department of Ethnography at the Hungarian National Museum on 5 March 1872. That was day zero for the institution. The museum has had many homes since then. Until 1892 it was part of the Hungarian National Museum, and after a brief interlude it operated out of a residential building until 1906. From that year until 1924, it was located not far from here, in City Park in the former Industrial Hall, which was originally built for the Hungarian National Millennium Exhibition. From City Park, the museum moved to a school building after a devastating storm damaged the facility. It stayed there for 50 years, which was by far the longest it had spent in any one location, up until it moved to the stately Royal Hungarian Palace of Justice on Kossuth tér opposite the Parliament in 1974. The Museum of Ethnography operated in this building for forty-seven years, but moved out on 1 August 2021. During this odyssey, the museum opened anew on various occasions.

			But news stories mentioned new permanent exhibitions less often. Before 2022, over the course of its 150-year history, only five new permanent exhibitions were created. These numbers signal the importance of the permanent exhibition that is currently being developed, which is going to be installed in a space larger than any of its predecessors and will proudly showcase the international collections as well.

			I am convinced that the Museum of Ethnography’s new building, with its cutting-edge infrastructure, will serve as a worthy home for the museum in the future, just as the Collection Centre, completed in 2019, serves the storage and preservation of the collection, a task of extraordinary consequence. By the end of 2023, when the move into these two buildings will have finished, they are expected to represent the Budapest Museum of Ethnography’s importance, not only within Hungary, but internationally as well.

			Instead of reminiscing about the past, I would like to speak about the present of this 150-year-old institution, and, if time allows, about its future as well.
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			The new building of the Museum of Ethnography. Photo: László Incze, 2022
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			Collection Centre of the Museum of Ethnography. Photo: Krisztina Sarnyai, 2021
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			A collection of male eggs in the new Collection Center of the Museum of Ethnography. Photo: Krisztina Sarnyai, 2021.
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			We have arrived – temporary exhibition. Photo: László Incze, 2022.

			I do this in the knowledge that my colleagues’ talks also cover the influence that the history of the institution and the history of the research conducted there has had on the present. They introduce the collection and touch upon the present ideas about the programming for the new exhibitions, as well as on the numerous aspects of the mission of a modern museum. We hope that the lectures help you familiarise yourself with the efforts that have led to the spread of ethnographical museums in Hungary with all their characteristic features. We also hope that the Museum of Ethnography continues to operate in the present as a valued institute of international museum practice (Fejős 2020: 10).

			When the museum was founded, 150 years ago, ethnography was going through a peculiar era of museum practice in Hungary. The mainstream of the field had become centred on a museological approach, or in other words collecting artefacts, typological analysis and questions of presentation. Analysing the early years shows that any ethnographic museum is the result of a complex process of becoming (Fejős 2000: 11). This process is still going on today, as some of the phases have grown on top of each other in the spirit of non-linear progress. The points of reference and connections to other fields have changed multiple times, academic questions have faded, and new ones have been born.

			Just like a century and a half ago, we live an era of museums, in my opinion. A modern and authentic museum is built on two pillars of content and methodology: one is its collection, the other one is its academic and social mission. The museum takes part in the cultural heritage community as an equal partner and serves as a platform on which the heritage of individuals and groups can be collected (Meijer – van Mensch 2012: 123-126).

			Participation and discursiveness show up as research trends in the exhibition programmes of leading museums of ethnography (Crooke 2011: 175, Foster 2018). The discourse on new heritage supports collaborative creation and shared curatorial practices. With the growth of these processes, the focus of modern ethnography falls not only on collecting, but also on developing the collection. The ethnographical and anthropological museums of the world have gone through significant changes in the past few decades. As a result of the paradigm shift in ethnography, acquiring items that had previously not been collected, or had indeed been ignored, has not only become possible but also necessary.

			On the international stage, many institutions have been subject to criticism regarding their history, their relationship with colonialism, or what their critics have claimed to be outdated goals and missions. As a result of this criticism, ethnographical, ethnological, and anthropological museums have become battlefields of politics and identity. Many institutions have interrogated their own pasts and their strategies on collections, exhibitions and visitor-relations, reshaped their mission statements, and restructured their programming. The reasons for this period of reflection are multi-faceted and cannot be isolated from the countries’ histories, their ethnic makeups, and their national and cultural politics. But they are also influenced by global societal shifts and the new methodological approaches in the museum world. The institutions that have recognized the need for renewal have come up with new exhibition formats and new strategies. The foundational question that arose on the international scene was this: what is an ethnographic museum? This question of identity is the basis of the Museum of Ethnography’s collection exhibition, the largest and most artefact-rich of its permanent exhibitions to be installed in the museum’s new building.

			The role ethnographic collections play in the sphere of social sciences is growing noticeably. The responsibilities of the Budapest Museum of Ethnography and the opportunities open to it have expanded greatly as a result of the shift in the politics of memory over the past decade. The fact that tradition functions as a medium of identity, and that societies have a moral duty to preserve their traditions adds nuance to the role of museums (Giddens 1994: 65. quoted in Jakab 2012: 48).

			This situation is made no easier by fact that the original orientation of ethnographic museums toward the past creates a serious challenge in light of the need to face the present. In the past few years, the appearance of anthropology as a discipline has fostered sensitivity toward interpreting contemporary circumstances (Macdonald 2016: 10-12). Museums today have become venues of cultural entertainment and spaces of consumption, where visitors come primarily for the attraction and the experience. Museums obviously want to satisfy the expectations of their funding agencies and of their local communities (Kemecsi 2020: 425-426). The collections at public institutions have become an important indoctrination tool, and modern medium by which the state, which funds the collections, implements its programmes (Ébli 2005: 49). The external norms of audit culture, which creates a constant need to measure societal benefits, has been hanging over museums.

			The museological approach is unique because participation, reflection, and recycling knowledge are subject to the institution’s internal and external constraints more than any other process. The activities of an ethnographic museum are connected to the fabric of society in more complex and more immediate ways than academic research is. Its applied nature sets it apart, as do the consequences of this; namely, that it can reach a wider audience – the general public – than academic researchers or institutions of higher education ever could. Its public role and immediate social impact are mainly realised through exhibitions. The collection is not usually at the centre of public attention. However, traditionally anything to do with the visible side of exhibitions is based on the institution’s collection. In the third decade of the 21st century museums do not just illustrate theories. They can also produce them themselves.

			All of this is inevitably shaping the activities of ethnographic museums and the academic discourse about collections. This is why this multi-day international conference for the staff of ethnographical and anthropological museums is so important, especially against the backdrop of the first exhibitions that are part of the interim strategy opening in the new building. A vital part of this discourse is the system of collaboration between museums, both in terms of academic study and exhibitions. The new building of the Budapest Museum of Ethnography is a state-of-the-art venue for modern museum exhibitions. Today I want to emphasise our openness to wide-ranging international collaboration. The key to the credibility of this collaboration is our institution’s unparalleled collection of materials from Hungary and the surrounding region. I also strongly believe that our world-class ethnological collection and the expertise of our staff are a major asset in collaborative projects.

			Many sensitive topics appear central to the mission of socially-oriented museums. In this respect I would like to mention contemporary conflicts, the aesthetics of daily life, and the complex world of symbols and phenomena of communications (Zipsane 2017: 34-36). Unlike other ethnographic museums in Hungary, the Budapest Museum of Ethnography operates not just in a local context, but in a global one, and it has broad social relevance. The strongest factor in the museum’s identity is historical heritage: its collection. It is our duty as museum professionals to protect this heritage and take it forward. This gives us the opportunity discuss the essence of the collection – society and culture, and the everyday and popular phenomena appearing within them – in a broad international context. The museum is able to make this accessible, enjoyable, and tangible for its audience in modern, open, and critical ways. This mission is made easier by, for the first time in its 150-year history, moving into a building specifically designed for its needs, which will enable the institution to fulfil these tasks better than ever before.

			Regarding the duties mentioned above and the institutional mission, I believe this is the first time in its history that the museum can operate under infrastructural and financial circumstances that are well-matched to its collection, the expertise of its staff, and its duties. All of this shows that our staff have an enormous responsibility, as the Budapest Museum of Ethnography is evidently a space with authoritative classifications of objects, where meaning is created. It is our shared responsibility to use this rare opportunity and prove that we are worthy heirs of the legacy of the museum’s founder János Xántus and the generations of museum professionals that followed him, and that we are able to continue their mission and fulfil their ideals. We owe this to our predecessors, to our field, our international partners, and first and foremost, we owe this to our society.

			Dr. Lajos Kemecsi 

			Director-General 

			Museum of Ethnography 

			Budapest, Hungary
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			Átmenetek metszéspontján 

			– a budapesti Néprajzi Múzeum

			Kemecsi Lajos

			A tanulmány röviden összefoglalja a Néprajzi Múzeum elhelyezésének 150 éves történetét, a különböző helyszínek bemutatásával. Az intézmény története során először költözött saját igényei szerint tervezett és kivitelezett épületekbe. A korszerű Néprajzi Múzeum Gyűjteményi Központban és a megnyíló főépületben minden múzeumi funkció kiváló adottságú terekkel és fölszereltséggel rendelkezik. 

			A tanulmány második részében az intézmény tudományos és társadalmi küldetésével kapcsolatos tömör összefoglalás olvasható. A társadalomtudományok tudományos háttérbázisai között érzékelhetően növekszik a néprajzi múzeumi gyűjtemények szerepe. A budapesti Néprajzi Múzeum felelőssége és lehetőségei érdemben megnőttek az utóbbi évtizedben lezajlott emlékezetpolitikai fordulattal összefüggésben. A nyilvánosságban játszott szerep és a közvetlen társadalmi hatás elsősorban a kiállítások kapcsán valósul meg, a gyűjtemény nem áll eredendően a figyelem homlokterében. A látható kiállítási tevékenység azonban hagyományosan az intézményi gyűjteményeken alapul. A múzeum a 21. század harmadik évtizedében nem csupán illusztrálja az elméleteket, hanem akár létre is hozza azokat. A budapesti Néprajzi Múzeum adottságainál fogva nem lokális, hanem társadalmi jellemzőkkel és globális kontextussal rendelkezik – a magyarországi néprajzi muzeológia terepén egyedüliként. A múzeum legerősebb identitása történeti öröksége: a gyűjteménye. Feladata pedig ennek az örökségnek a továbbvitele, ami már önmagában is lehetőséget teremt arra, hogy saját tárgyát – a kultúrát és a társadalmat, annak hétköznapi és populáris jelenségeit – átfogóan, nemzetközi kitekintésben tárgyalja. Ezt korszerű, jelenre nyitott, közérthető és kritikai módon képes közönsége számára láthatóvá, érthetővé, élvezhetővé és élményszerűvé tenni és ehhez kínál 150 éves története során először számára tervezett és épített épületeibe költözése minden korábbinál nagyobb esélyt.

			Safekeeping, Access, and Contemporary Approaches 

			Roles and Tasks of an Ethnographic Museum in the 21st century

			PÉTER GRANASZTÓI

			In my treatise I will outline the Museum of Ethnography’s efforts to update its museological and academic work over the past two decades. Most of these efforts have been shaped by new approaches to collections and have resulted in the museum taking on roles beyond general museum work.

			Work at the Museum of Ethnography went through a lot of changes in the first few years of this century. The contrast is especially striking if we look back to an even earlier era, between the 1950s and the 1980s, for instance. At the beginning of that period, the museum was the only major institution of ethnography and the most important centre of ethnographical research in Hungary. From 1950 onwards, with the emergence of a new generation of ethnographers and museum professionals, the focus of academic and museum work shifted towards ethnographical field work. Museum staff spent two or three months of the year in the field, where they collected, documented, and researched objects using anthropological and social-scientific methods. 

			The focus of this research continued to be the Hungarian agricultural communities that were gradually disappearing in the aftermath of forced collectivisation. At the same time field work outside Europe shrank to a minimum. 
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			1. László Kovács Keszi documents the making of rakes on film. Szuhahuta, 1951. Photo: Endre Réger. NM F 101452
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			2. Loading the objects purchased for the Museum of Ethnography onto the truck. Átány, 1954. Photo: Tamás Hofer. NM F 113828
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			3. Edit Fél with Károlyné Bedécs during collection. Átány, 1962. Photo: Tamás Hofer. NM F 170550

			The results of this collection and documentation work were mainly used in large monographs and they were rarely used as the basis for exhibitions. In fact, the exhibition policy of the institution mostly focused on presenting folk art. 

			By the 1990s, the breadth and depth of ethnographical field research had diminished, and the institution’s central leadership role and prestige had changed. It was searching for its place, or rather, it began drifting along a river of new circumstances. 

			The turning point, or maybe even a paradigm shift, happened at the very end of 1990s. The year 2000 was pivotal. From this point on, every facet of museum work consciously and methodically shifted focus to the collection. From research on the formation of the collection, through placing conservation on new foundations, to digitization projects, this culminated in the creation of exhibitions that put a complex interpretation of the collection in the spotlight. At the Museum of Ethnography this happened relatively early compared to other Hungarian museums. This early adaptation has made the Museum of Ethnography the centre of museum expertise in three or four subject areas. It has also made it one of the pioneers of new museum practice.1

			The first unmistakeable proof of this change was the publication, in 2000, of a book (Fejős 2000) that shed light on the processes that had formed the Museum of Ethnography’s collection. Credit for the book and for jumpstarting the change goes to museum director Zoltán Fejős, whose concept and guidance placed the critical reading and research of the collection’s history into the focus of the museum’s academic research. In earlier eras only the events surrounding the earliest collecting activities had been looked at in this way.

			This conscious and methodical shift in perspective has also made its impact felt in the academic work at the museum. The evidence for this includes various case studies, but also the series of artefact catalogues addressing sub-collections and groups of objects. But perhaps even more important proof comes from the exhibitions of the early 2000s. Most of these, especially the more successful ones, placed the interpretation of a collection a collection project, or an ethnographical phenomenon in their crosshairs.2

			Our new permanent exhibition will be a prime example of this critical way of thinking. It will expound the efforts to uncover context and the processes of how the collection was formed. The book contains a paper on this topic.

			Collection-focused thinking has brought major changes in other fields as well, which has honoured the Museum of Ethnography with a new role. Since the end of the 1990s, the institution has joined two international programmes which support the study of preventive conservation and the approaches and methodologies of collections management. „We took the general principle that every museum is built on its collection as a starting point,” Zoltán Fejős wrote in 2000. „This way, caring for the collection (broadly speaking) and the narrower field of conservation fundamentally defines the entirety of museum work.” (Fejős 2000: 6)

			Since 2000, the institution has led other Hungarian museums in this new way of thinking about conservation. This resulted in it becoming the coordinator of the Museum Conservation Programme, which is supported by the government department responsible for cultural initiatives. The conservation strategy for Hungarian museums was finished in 2003 and has been updated a number of times since, most recently in 20213 (Fejős 2007). The first task of the programme was to assess and monitor the condition of the artefacts in Hungarian museums. The emphasis of the programme is on improving storage facilities, procuring modern storage systems and packaging, insulating buildings, and loaning equipment, with varying levels of government support. The programme and the coordinating committee is not a hierarchical organisation, but a network of conservation coordinators from various institutions. One of its most important missions has always been to disseminate knowledge and organise regular training sessions. 

			Organising the Museum Conservation Programme had a great impact on our institution as well, since we implemented its general goals first on our own collection. For 20 years we had been doing this in a building that was increasingly unsuited to housing a museum, in the Palace of Justice on Kossuth Square. The knowledge and expertise that the museum’s staff had accumulated were crucial for planning to move the collections. This included preparing the artefacts to be moved and designing the new storage facility and restoration centre.

			The National Museum Restoration and Storage Centre ensures that our artefacts can be stored safely and effectively in the long term. But it also provides a modern base for coordinating the Museum Conservation Program.

			Besides the long-term storage of the collections and researching their histories, one of the longstanding missions of the Museum of Ethnography is to make its collections, ethnographical data, and documents accessible not only to academic researchers, but to the public. We consider it especially important to provide this kind of access to individuals and groups researching their ethnic heritage. In the archival collections this goal was already being reflected in the efforts of everyday museum work as early as the 1940s and 1950s. At that time, access was enabled in the diverse ways using paper catalogues. 

			Digitization brought about a new era of accessibility. The Museum of Ethnography joined this movement in the 1990s, which was relatively early considering its modest resources. The process, although marked by a number of dead ends, started bringing spectacular results in the first few years of this century. First, we created an increasingly complex collections registration system in-house; second, we were able to digitize the entire artefact collection and a significant part of the archives. This was possible thanks to the period of preparation before moving to the new building, which had opened up previously unimaginable new financial resources. We are just starting to realise the full implications of the complete digitization of the artefact collection. With this achievement, for the first time in their history the object collections can match the accessibility of other, easier-to-search resources, like libraries and archives.

			The digitization of the collection proved to be a great asset in managing the physical move. With the help of the database, every artefact received a QR code, which made the administration and positioning of each object in its final storage space much easier.

			Thanks to its long experience and practice the institution has become the knowledge centre of collections digitization for ethnographic museums, not only in Hungary but throughout the region. Beyond the goal of helping other institutions digitize their collections, we aim to unify the fragmented data from various locations into an accessible aggregated virtual collection. 

			The first project of this programme was finished in Romania in 2021, where the Museum of Ethnography coordinated the digitization of Transylvanian (or more accurately, Székely) ethnographic collections (Odler 2021).

			Researching the history of the collections and collecting practices of the Museum of Ethnography could take several decades. And this is made even more challenging by the prospect of the collection being used for the majority of the upcoming exhibitions as well. But ethnographical research and ethnographic museum work has always been unimaginable without its characteristic field work, and the waning of these methodical collecting activities has created a void. But this brings up the fundamental question: what is the research mission of an ethnographic museum here in Hungary today? Ethnographic museums in Central Europe, or at least in Hungary, are facing the extraordinary challenge of transcending the concepts and approaches that have defined their creation, existence and understanding in the minds of the museum-going public until now. It is no exaggeration to say that this requires a paradigm shift in both research and collecting practices. The Museum of Ethnography’s answer to this challenge was the programme of research on contemporary life in 2003, and individual research projects, such as analysis of immigrants living in Budapest and their unique material culture (Kerék-Szuhay 2014). The purpose of the programme is to coordinate research into contemporary culture at Hungarian museums with other cultural or educational institutions, and help jumpstart their collaborative projects. It is modelled after the Swedish Samdok programme, and here we call it the MaDok-programme. The programme started with creating publications and organizing conferences, but eventually it put out calls for contemporary culture-related collections development with financial backing from the Ministry of Culture. Together with the other institutions who have joined the network, it created a joint programme for travelling exhibitions, entitled Kiállítási Dominó (Exhibition Domino), in which participants put each other’s contemporary collections and research on view (Fejős 2003, Fejős-Frazon 2007). 

			The largest projects under this programme, which covers the entire country, are linked to the Museum of Ethnography. These projects have played key roles in rethinking the museum’s traditions of collecting and research, as well as its relationship to society. I would like mention two examples. The first one is the exhibition plastic, which opened in 2006. It was the first project to accept and interpret the role of plastic objects in an institution which had previously only collected handmade objects, and had rarely acquired anything mass produced. The interpretive exhibition was accompanied by a collection campaign, which resulted in the acquisition of nearly 500 plastic objects, along with individual backstories and documents about the roles these objects played in their owners’ lives. EtnoMobil 2.0 was a ground-breaking exhibition created in collaboration with 17 museums. It explored one of the characteristic phenomena of the 20th and 21st centuries, mobility and transportation, by exhibiting small objects in a very small space, in this case a caravan.4 Museum of Ethnography staff toured the country with the caravan and the tiny exhibition inside it. Visitors were able to share their stories about mobility and movement there in the caravan or in the virtual space (Frazon 2010). 

			The experience gained in the MaDok-programme’s participation- and collaboration-based projects served as the foundation of the theoretical handbook entitled ...OPEN MUSEUM... This book investigates one of the phenomena of museum research, namely collaborative museum work (Frazon 2018).

			Today, the MaDok-programme is the Museum of Ethnography’s third significant national initiative, which we want to continue with renewed momentum and significant resources after the move is complete.

			The roles and activities at the Museum of Ethnography are going to continue to be linked to the collections with a thousand threads, and this connection will be further strengthened by our growing portfolio of knowledge initiatives. However, getting the collection fully moved in and the opening of the new museum building still creates a new situation. Academic work and the focus of our thinking will shift to creating new exhibitions and starting new research projects. We are facing a new challenge between the historical constraints of out collections and the social and cultural realities of the present. 

			Dr. Péter Granasztói 

			Deputy Director-General for Collections

			Museum of Ethnography, Budapest, Hungary
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			Megőrzés, hozzáférés, kortársiasság

			Néprajzi múzeumi szerepek és feladatok a 21. században

			Granasztói Péter

			A Néprajzi Múzeum tudományos és általában szakmai tevékenységének fókusza sokat változott az utóbbi évtizedekben. Az 1950-70-es években a fő hangsúly a néprajzi kutatáson, a néprajzi gyűjtéseken volt. A muzeológusok többsége 2-3 hónapot töltött terepkutatással és mindezek eredményeként tárgyak ezrei kerültek magyarországi falvakból a múzeum gyűjteményeibe. 

			Az 1990-es évek végétől paradigmaváltás történt, és minden múzeumi területen a gyűjtemények kerültek a múzeumi munka középpontjába, beleértve a tudományos-szakmai muzeológiai munkát is.

			Immár a gyűjtemények keletkezésének, a gyűjtéstörténetnek a feltárására, kutatására helyeződött a hangsúly, amelynek eredményei látványos kiállításokban, katalógusokban vagy monográfiákban jelentek meg. A gyűjteményi fókusz a nyilvántartási munkák fontosságát és módszeres végzését is jelentette, amely együtt járt a digitalizálás meghatározó múzeumi tevékenységgé válásával.

			A gyűjteményekről való gondolkodás megváltozása az állományvédelmet is a stratégiailag kiemelt múzeumi feladatok közé emelte, és sikeressége a múzeumot a magyarországi állományvédelmi munka központi intézményévé tette. A tudományos munka és a néprajzi gyűjtés megújítására jött létre a Néprajzi Múzeum MaDok-programja, amelynek célja hálózati szervezéssel és sokoldalú fórum biztosításával szakmailag segíteni a magyarországi múzeumokban a jelenkor kutatásával foglalkozó muzeológusokat, kutatókat.

			Collections at a Crossroads?

			Vera Schleicher

			By the middle of 2022, the first part of the new permanent collections exhibition will be completed. The data sculpture will be finished, which is intended to be a defining element of the Museum Galaxy topic both visually and conceptually. It is entitled The Unknown Collection. The concept for this data sculpture has been developed over the past two years by a curatorial team of eight5, made up of museum professionals and artists.

			The idea for the data sculpture came out of the need to help visitors visualise the size, complexity, and dynamics of the collection. The sculpture includes a total of 860,000 objects and archival materials, which represent essentially the entire history of the collection from 1872 to 2022. It is made up of one millimetre threads, each of which represents one hundred catalogue items, whether it’s artefacts, photos or manuscripts. Our goal is not just to glorify the history of continuous growth by etching it into space. The sculpture makes visible – with mathematical precision – the gaps in the collection, which have been left unfilled for various reasons. It also illuminates where the collection has gone astray and the eras of stagnation and dynamic growth, as well as the connections between collection, institution, and the nodes of the history of ethnography. Viewed from the side it will layer the illuminated collection of objects on top of the archival collections on the shadier side of the museum, but giving them equal stature. 

			The sculpture’s temporal beginning (in 1872) is well defined. Its end, however, is invisible. The question of whether the data sculpture can give a sense that the dynamism of the collection does not stop in 2022 is something we went over again and again. The collections will certainly continue to grow, and perhaps shrink as well. Would it be an interesting experiment to forecast the future; to draw the one-millimetre threads of the data sculpture up to 2025 or 2030? We could do this perhaps, if the Museum of Ethnography had a collection strategy outlining the foreseeable routes of development and their scale, along with a prediction on the intention or pressures to repatriate objects. However, the museum does not currently have a strategy, at least not a written one, that could serve as a guiding light for everyday decisions and accountability.

			In my talk I would like address why this is not necessarily a problem. While our concept team was working on data visualisation, the conversation turned to the question of how we would be able to put the qualities of the collection into a sensory experience; qualities which have already been described by the continuous collection research at the museum in its own self-reflective academic language over the past 25 years. It is not only research paradigms and programs that can generate definitive formative processes, but also historical and political events. But even the weather can have an influence, as can individual ambitions and failings, not to mention the arbitrary events that can bring unexpected growth, losses, or unforeseen restructuring, which contrast strongly with the predictable development of the collection. Meanwhile the gravitational pull of the collection and its unique logic takes centre stage. And despite continued changes it presents itself as an organic whole.

			We used various metaphors in the concept team to describe this quality. One such metaphor is the metropolis as a kind of living organism, which is growing continuously and organically. It is already far too large and complex for any one person to fully comprehend and interpret it. It has both a visible and an invisible structure, which gives some sense of stability. It limits the options for extreme and sudden restructuring, and, perhaps most importantly for the purposes of our topic, its future can be planned in the short-, medium- and long-terms. However, these plans are extraordinarily fragile. Numerous examples from the history of the Museum of Ethnography show how vulnerable the development plans for both collections and cities are.

			Which medium-term collections development strategy could have included provisions for the museum having to accommodate and acquire the private collections forcibly confiscated by the State Security Authority in 1950-1951? This was several thousand objects altogether!6 Which medium-term plan could have foreseen that the museum would have created a virtual collection of lockdown objects to document the transformation of our material environments during the height of the Coronavirus pandemic?7 And which medium-term plan could have dreamed of the exceptional coincidence that a significant private collection, built by a number of Hungarian and international collectors over the course of decades, would become available at the exact moment that the Museum of Ethnography’s acquisition budget unexpectedly opened up?8

			The last time the museum’s academic staff tried to develop a written collection strategy9 was in 2015. It lined up numerous important ideas and arguments about the expected or desirable expansion of various parts of the collection. This document was never made public. It only started to be discussed. Seven years have passed since, and during this time the museum has gained 22,116 artefacts, photos, and paintings, as well as hundreds of manuscript pages, and several thousand books. It is also temporarily housing an Amazonian collection of over 4,000 objects. About one third of these acquisitions were items that were in line with the direction outlined by the 2015 strategy experiment. However, looking back not one of these acquisitions contradicts the overall image of the museum’s renewal. During these seven years, the institution has gone through a complex renewal process. It moved into a new storage facility and a new main building. It developed a new script for permanent exhibitions. It implemented a new organisational structure. It refreshed its visual identity. And it a digital collections tracking- and management system is now under development. What did not get updated, however, is the collection strategy. 

			Understandably, the question comes up: What has been the basis of the museum’s decisions regarding its collection? Does a coherent system exist that could work in place of a written strategy? I want to believe, and I want to tell you that there is one. Thinking about the collection’s future is part of every aspect of the museum’s work.

			It is there when we design the new storage facilities, or when we decide whether to assign a group of objects five, ten or fifteen percent more space in anticipation of growth. It is there when the collection exhibition script team debates which sensitive topics should be at the centre of the exhibition, accounting for the possibility that we will start repatriation processes. It is there when we sit in long acquisitions meetings arguing over whether to acquire each individual object, from the rusty house numbers to the private collection worth 20,000 Euro. But this coherent thought process regarding the collection is also present when the Academic Council is preparing medium-term plans for temporary exhibitions, when the Council includes topics the items for which we do not have in our collection, or when we experiment with concepts and frameworks that are not derived from the logic or structure of the existing collection. The very same thought process is behind the decision not to change the name of the Museum of Ethnography, in sharp contrast with the strong trends apparent in European ethnographic/ethnological museums since the 2010s10.

			Accepting the name „the Museum of Ethnography” is also an acceptance of the legacy and traditions of the collections. The most noticeable feature of this tradition is the methodological collection development based on ethnographical, ethnological, cultural anthropological, and museological ways of thinking, as well as how they all intersect. All of these are supplemented with a tradition of expecting the unexpected11. The decisions made daily during work at the museum are built on this tradition. The source of these decisions then is the existing collection itself, its permanence, and its dynamism. It is perhaps reasonable to assume that since it is constantly changing, not just in size but in content as well, the collection could not radically change even in the face of a dramatic change in circumstances, such as a new mission statement, an unexpected institutional merger, or sudden fiscal austerity.

			Many concrete dilemmas generate tensions between continuity and change, which then serve as foundations for our discussions and decisions, even if we do not spell them out openly. I will discuss the four most important of these dilemmas.

			Collection or Collections?

			According to the logic of the catalogue, the Museum of Ethnography has one single collection of artefacts containing over 225,000 objects, and twelve standalone archival collections12. Although the practical daily work happens in the 20 sub-collections13, the structures of which are similar to that of the Archives, the concept of the gigantic, single coherent artefact collection is further strengthened by the concept of the new storage facility. It breaks away from the previous traditions of storage and curatorial responsibilities, breaks up the sub-collections, and restructures the collection according to object type and materials. Despite the fact that this way of thinking resolves the lapses of logic in the sub-collections (lapses that technically still exist and multiplying and that are emphatically represented on the data sculpture14) the majority of curators did not support the decision in the planning phase, and still do not utilize its consequences. So, on paper the museum has one single artefact collection. At the day-to-day level though, as well as in the staff’s job descriptions, we have 20, which are catalogued, expanded, interpreted and labelled according to their unique features and concepts. Moreover, the museum acknowledged the fact years ago that the collection structure based on 19th-century museum theory and an ethnographical focus cannot integrate the ambition to collect and study artefacts of contemporary and recent historical culture. It was in response to this that is created the so-called umbrella collections15. To remedy the problem, structural reform was possible only in the Archives. After all, the umbrella collections had already been structured by medium, in a logical system16. 

			In artefact collections, the categories suitable for describing post-agricultural societies did not end up inspiring new modes of collecting, and as such did not become organising forces of the collections. The academic interest of particular staff members and thematic connections ensure that often it is not the sub-collections under the same umbrella that work and think together, with other links to different parts of the main artefact collection taking centre stage. Sometime this oversteps the boundaries entirely, strengthening the idea of the single collection.

			To hide or to use?

			Museum staff often have to decide whether to preserve a given artefact at all costs for posterity by keeping it in the collection forever, or whether in certain situations to allow or even promote its use in other exhibitions, publications, or research that might contribute to its deterioration or even loss. This is a daily dilemma and a source of great anxiety behind hard decisions in the institution.

			Since the museum schism (the necessary split of exhibitions and storage facilities) access to materials in storage has been an issue. Every one of the great European and American museums is grappling with this problem, and it is no accident that the pendulum periodically swings back-and-forth between opening collections or closing them. The criteria for preservation and safekeeping simply cannot be harmonised with the realities of exhibitions, lending, research, and especially with those of repatriation.

			The Museum of Ethnography is, for the time being, committed to the goal of preservation, at least in the case of artefact collections. The archives and the library will offer more access than ever17 for research purposes in the public spaces of the museum. The artefacts, however, are stored densely underground, in facilities with very strict access control, hidden even from the eyes of curators, behind the protective shield of the complexities of Research Services. They are safeguarded in the most cutting-edge facilities available, but in an expressionless industrial space when compared to the sensuous experiences of old research rooms. Of course, the goal is not to make research impossible. However, current circumstances draw a sharp distinction between visitors and museum users, between access to the 9,00018 exhibited objects and the other 220,000 artefacts kept in storage.

			Analogue or virtual? 

			I am certain that the Museum of Ethnography is not the only museum that is having to make important decisions about the creation of digital collections these days. Although Hungary’s registration laws do not acknowledge the revolutionary changes in our world over the past twenty years, the museum had to act. We have established the collection of sources of digital origin, and the analogue collections have started accepting digital content. Concurrently, the digital copies of analogue collections gained value, and were allocated more resources to creating and hosting them. At this very moment we do not yet know what this decision means for the collection strategy of the future, whether analogue and digital sources can maintain a balance, and which one will require more resources to maintain in the long term. What is certain though, is that the increasing appreciation of the personal voice and of storytelling in ethnography and in museum studies in general, as well as moving the concept of the „authentic” from the context of field and object to the context of object and museum user (Watremez 2018: 63) will help resolve the theoretical tension between analogue and „digital artefact” and image that still generates much debate in museum studies. 

			Growth or „growth”?

			This is perhaps the toughest of all questions surrounding collection strategy. In the difficult months19 during which the collection was moved from the old building, we often thought of our predecessors, and quite bitterly at that, who had amassed a collection almost unmanageable in size. We moved thousands of unresearched objects in poor condition that could never be exhibited to a state-of-the-art storage facility, whose maintenance costs will be born by the Hungarian taxpayer for the next 150 years. Every gain raises the problem of sustainability. Although it is not written in any official institutional document, the decisions of the collections committee have for two decades reflected the criterium that we only accept objects with appropriate contextual information about its creation and use, and preferably those pieces that aid the interpretation of the existing materials. As early as during the drafting of the 2015 strategic plan several curators responsible for collections expressed their opinion that it should not be our goal to eliminate so-called white spots, and making up for things that are missing, even if our predecessors, committed to the maximalist approach of positivism, considered this a sacred task as late as the 1960s and 70s. On the other hand, I must also counter the arguments of those among my colleagues who envision closed collections. The heritage-debate of the past decade and the research20 conducted at the Museum of Ethnography in relation to it have shown that there are no useless objects. Any piece in the collection (artefact, image or other source) can gain new importance for the source communities, heritage preservation groups, genetic research, and the changing paradigms of social sciences. Determining the internal ratios of sustainable museum growth will be an important strategic task for the coming years. For example, we can grow the collection, not with new objects, but with new research and interpretation, new data from the „field” of our own collection.

			In the title of my talk I use the word crossroads, and the question mark after it is no accident. As I mentioned earlier, in managing a 150-year-old collection, evolution is the only feasible approach, not revolution. 

			If we can live with, or even better, use the tension between sluggish collections and contemporary reality as a source of energy, then we do not have to make radical decisions on the dilemmas outlined above, and in fact we should not even try. 

			The museum’s first permanent exhibition took a transparent academic position, with straightforward categories and a clear ethnographic definition of a museum in its background. The museum’s new permanent exhibition, which is currently under development, is full of open questions, parallels and problems.

			The changing modes of thinking and communication must, however, appear not only in exhibitions but in managing the collection as well. Its best support will be the new database, in other words, the collection management software. It is up to us to make sure it will be able to meet strict registrations at the same time as being flexible and complex enough to build a new framework of thought on the foundations of the outdated 19th-century structure, without demolishing it. In other words, the collections software will need to play many roles. These include: using its meta-systems to sustain the dynamism of the collection and rewiring it in our constantly fluid world; supplying the collections with ever newer layers of interpretation; connecting the analogue to the digital at the same time as maintaining the necessary distinctions; managing the media of storytelling; opening up the privilege of interpretation beyond curators, that is, harmonising the categories of classic ethnographic description with the terminologies of modern social sciences and source communities; responding to the changing concepts of regions and ethnicity; and finally, it will have to make the closed-off sources accessible for research in the best possible quality.

			Vera Schleicher

			Head of Collections Department

			Museum of Ethnography, Budapest, Hungary

			

			Bibliography

			Fejős Zoltán

			2000 Bevezető. In Fejős Zoltán: A Néprajzi Múzeum gyűjteményei. [Introduction. The Collections of the Museum of Ethnography] 9-49. Budapest: Néprajzi Múzeum.

			Watremez, Anne

			2018 Társadalmak és kultúrák újfajta megközelítései. Társadalmi múzeumi kísérletezések az elmúlt harminc évben. [New approaches to societies and cultures. Social museum experiments in the last thirty years.] In Foster Hannah Daisy et al (editor): Többszólamú múzeum. Néprajzi múzeumi dilemmák a 21. század elején. Tabula könyvek 15. Budapest: Néprajzi Múzeum.

			

			Gyűjtemények válaszúton?

			Schleicher Vera

			Az új épületek fordulópontot jelentenek a Néprajzi Múzeum életében. De vajon hogyan érinti ez a fordulat a gyűjteményeket? Mit jelent a múzeum gyűjteménye szempontjából az a gesztus, hogy a múzeum neve – sok európai etnológiai múzeuméval ellentétben – e megújulási folyamat hatására sem változott meg? A tradíció és megújulás feszültsége különösen élesen vetődik fel egy olyan intézmény esetében, amely speciális kétfókuszú gyűjteményi adottságai révén egyszerre kötődik a gyarmatosításban érintett európai országok etnológia múzeumaihoz és a sajátos közép-európai etnográfiai muzeológiai hagyományhoz. A gyűjtemények történetét és jövőjét érintő kritikai gondolkodás nem a költözés jelentette szükségszerű megújulás jegyében kezdődött. Ez a folyamat nagyjából 20 éve tart, és állomásait tudatos és spontán, az önreflexivitás szándékát tükröző vagy azt ösztönző és eredményező kiállítások, kutatások, publikációk jelzik. Érdemes föltenni a kérdést, vajon inkább probléma vagy inkább lehetőség-e, hogy a megújuló múzeumnak e pillanatban nincs elfogadott gyűjteményi stratégiája. A nyilvántartást, a digitalizálást, a kiállítási és kutatási stratégiát egyaránt érinti, hogy a gyűjteményi stratégia közép- és hosszú távon milyen irányt vesz majd. A tanulmány ennek a dilemmának a részleteit kívánja összegezni.
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			Permanent and Temporary: 

			The Characteristics of the Museum of Ethnography’s Exhibition Strategy 

			Zsuzsa Szarvas

			Most presenters at the What’s up conference spoke, from various perspectives, about finding balance. Continuity and change, old spaces, a new image of the future, above ground and underground, historical and contemporary, physical and digital presence, transitions, new momentum and crossroads. These are the issues the Museum of Ethnography is wrestling with.

			Participation, involving source communities, giving space to multiple voices, modular structures, social acceptance, inter-cultural dialogue, networking, decolonization, mutuality, collaboration and restitution. These are the Museum of Ethnography’s defining conceptual frameworks. 

			These notions frame the way we think about exhibitions. They mark out the path for the museum, as well where it currently stands. All this reflects back on the contrasts appearing in the Zoom exhibition as well. 

			In my essay I aim to sketch out the path the Museum of Ethnography’s exhibitions have covered in the past twenty years from the vantage point of the present, through the elements of its permanent exhibitions, including those that have already come to an end and those still under development. I will try to position the exhibitions not only in terms of the museum’s own history, but in a wider European context. 

			Precedents and examples

			We began planning the permanent exhibitions by looking around in the world, and especially in Europe. Permanent exhibitions make it possible for objects and whole collections to be displayed publicly in the long term. They ensure continuity in an institution’s relationship with time. But at the same time they are important transmitters of institutional identity, as Lajos Kemecsi pointed out in his opening address.

			In the past few years and decades several museums in the countries of our region have experimented with putting on progressive ethnographical exhibitions. Many factors play a role in whether these exhibitions are realised, from ethnography’s position in academic life to the cultural politics of the country in question (Ébli 2013: 129).

			We can look to the example set by the Museum Europäischer Kulturen (Museum of European Cultures) in Berlin in its permanent exhibition that opened in 2011. The exhibition entitled Cultural Contacts. Living in Europe focuses on examining mass cultural phenomena. It does not attempt to reconstruct a traditional lifestyle that has faded from existence, but presents phenomena relevant today through historical and contemporary perspectives (Tietmeyer – Ziehe 2011). In 2010 the exhibition People in their Worlds opened at the Rautenstrauch-Joest Museum in Cologne. It examines ways of life from various eras and places through a comparative lens, armed with an academic apparatus of exceptionally high standards. Its concept divides the exhibition not by geographical areas, but by thematic threads, and invites visitors to take a journey on which they can be active participants in discovering the old and the new, the known and unknown worlds, societies both distant and near in space and time (Engelhard – Schneider 2010). The new Slovenian museum of ethnography’s permanent exhibition, which opened in 2004, can be divided into two major sections. These do not merely explore the past and the culture of village life, but tell stories about old and recent, rural and urban dilemmas in quite abstract categories, such as desire, environment and spirituality. The self, and the idea of us versus them are all given important roles thanks to the variety, connections, and clashes of identities (Hajdu 2016). The Estonian National Museum’s permanent exhibition on Finno-Ugric peoples opened in 2017, and presents its material categorized by lifestyle. The Weltmuseum in Vienna opened its permanent exhibition in 2017. ”This garland of stories, as we called it, showed us prominent and unique collections from the museum. It remembers the stories of discovering the world, the desire for exotic things and cultural innovations, their evaluations, the anthropological research and interpretations, the representation of us versus them. At the same time, it speaks about appropriation, conflict, and exploitation, too, and sheds light to those stories as well.” (B. Plankensteiner quoted in Foster 2018, Foster 2022. 67). At the same time its Viennese counterpart, the Volkskunde Museum showcases its self-reflective work and novel viewpoint in its temporary exhibitions (Foster 2022. 67). This volume offers many other examples from museums.

			The museums mentioned above all opened in 2017, the year in which the Hungarian Museum of Ethnography closed its doors to visitors.

			Permanent and temporary exhibitions at the Museum of Ethnography 

			Over the course of the institution’s 150-year history, only five permanent exhibitions were created. One of the topics of the collections exhibit, which is currently being developed, reflects on these. The first permanent exhibition in the Museum of Ethnography’s Kossuth tér building opened in 1980. The exhibition entitled Az őstársadalmaktól a civilizációig (From prehistoric societies to civilization), which remained on view until 1995, presented a thematic selection of the museum’s international collections. (Figure 1)
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			1.  Detail from the exhibition From prehistoric societies to civilization. Photo: Ferenc Tóbiás, 1995.
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			2. Detail from the exhibition Folk culture of the Hungarians. Photo: Krisztina Sarnyai, 2016.

			The permanent exhibition presenting material from Hungary, Folk culture of the Hungarians, opened in 1991. It showed visitors material records of the everyday life and special holidays of the Hungarian peasantry from the end of the 18th century to World War I, from all Hungarian-speaking regions. (Figure 2) „Taking a novel approach, the exhibition attempts to bring the culture handed dosn over countless generations by the Hungarian peasantry, presented here as part of the overall culture of Europe, closer to people today.” Quote from the exhibition brochure (Selmeczi Kovács – Szacsvay 2003). The exhibition, built on the traditional areas of ethnographical research (clothing, religion, crafts, the economy, food, life cycles and holidays) did not reflect on the changing viewpoints in the field of ethnography, or on the fundamental changes in the methodologies of ethnographical museum studies.

			In contrast with the permanent exhibition that closed in 2017, the Museum of Ethnography’s temporary exhibitions have for decades been characterised by reflective, innovative projects, whether it is exhibitions presenting historical objects or shows grappling with contemporary topics. These are ripe to become building blocks for a new permanent exhibition, thanks to the way they deep dive into the collection, the way they have collected contemporary materials, and their experimental modes of presentation.

			The museum’s own temporary exhibitions from the past two decades provide various precedents for the upcoming permanent exhibition. The exhibition plastic made everyday material culture the subject of ethnographical study through the investigation of one specific type of material. (Fejős – Frazon 2007) (Figure 3) 

			A Másik (The Other) looked for answers to the question of how Europeans in different historical periods saw other cultures. (Földessy – Szántó 2008)(Figure 4) The exhibition The Umling Family: Makers of fine painted furniture in 18th-century Transylvania presented the unique church decorations and folk art of Kalotaszeg through the works of a family of furniture makers and painters, the Umlings (Kiss 2008). (Figure 5) The materials for the exhibition Legendary Beings, Enchanting Flowers – The Renaissance We All Know and Love came mainly from the museum’s own collections, with the aim or presenting its treasure trove of Renaissance patterns (Fejős 2008). (Figure 6) The How we See the Finns exhibition examined how we see a different culture that is nevertheless very close to us in many ways (Szarvas 2009). (Figure 7) Women, Hand-woven Rugs, Home Industry showcased not only many colourful objects but also women’s cottage industries from the end of the 19th century (Fülöp et al. 2011). (Figure 8) The exhibitions A Village in Hungary – Átány and West of Transylvania, East of the Great Plain’ created memorials to three of the museum’s greats, Tamás Hofer, Edit Fél and István Györffy, through a variety of methodological apparatuses. (Hofer 2009; Gebauer et al. 2013). 

			(Figures 9-10) Amazonia: Paths to the Indians showcased the museum’s international collections (Bankovics-Főzy-Vay 2011), while Charming Feathers presented Lajos Boglár’s Amazonian collection, and Jewels from Oceania showcased Lajos Biró’ significant Oceania-collection (Figures 11-12) (Bíró 2011). 
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			3. Detail from the exhibition plastic. Photo: Krisztina Sarnyai, 2006.
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			4. Detail from the exhibition A Másik (The Other). Photo: Krisztina Sarnyai, 2008.
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			5. Detail from the exhibition The Umling Family. Makers of fine painted furniture in 18th-century Transylvania. Photo: Krisztina Sarnyai, 2008.
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			6. Detail from the exhibition Legendary Beings, Enchanting Flowers. Photo: Krisztina Sarnyai, 2008
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			7. Detail from the exhibition How we See the Finns. Photo: Krisztina Sarnyai, 2009.
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			8. Detail from the exhibition Women, Hand-woven Rugs, Home Industry. Photo: Krisztina Sarnyai, 2011.
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			9. Detail from the exhibition A Village in Hungary – Átány. Photo: Eszter Kerék, 2009.
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			10. Detail from the exhibition West of Transylvania, East of the Great Plain. Photo: Krisztina Sarnyai, 2013.
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			11. Detail from the exhibition Charming Feathers. Photo: Eszter Kerék, 2011.
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			12. Detail from the exhibition Jewels from Oceania. Photo: Krisztina Sarnyai, 2011.

			Beyond the objects in the museum’s collection, the exhibition József Huszka Collector and Sketch Artist, (Bata-Fejős-Lackner-Tasnádi 2006) Wooden Towers – Fortified Churches (Tasnádi 2013), and From the Székely Gate to the Last Towel cast a spotlight on the drawings and images in the collection (Bata-Tasnádi 2015). (Figures 13-14) Picking up the Pieces not only collected previously unresearched objects of Jewish origin from the museum’s collection, but also aimed to build a comprehensive picture of the life of Jewish people in the Hungarian countryside before the Holocaust (Szarvas et al 2014). (Figure 15) Dispossession and Self-Respect dealt with issues in Roma culture (Szuhay 2015). (Figure 16) The last exhibition before the museum closed temporarily, Adventures in Footwear went beyond showing the diversity of shoes and the various ways to wear them, but was also an experimental event that presented Hungarian and international material side-by-side, choosing this theme as its centre of gravity (Sedlmayr 2017). (Figure 17)

			Several elements, topics, and objects from these temporary exhibitions appear in the new collection exhibition, while objects from two earlier permanent exhibitions also make appearances in refreshing contexts. The examples in the Zoom gallery offer some answers to the basic question of how museums can overcome the challenge of having amassed a collection over the years that represents vastly different eras and themes and is not what the museum wants to address currently. How can they adapt their valuable existing collection to the perspectives of the questions that are being asked today? (Figures 18-19) 
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			13. Detail from the exhibition Wooden Towers – Fortified Churches: Selection of Art Works and Photographs from the Collections of the Museum of Ethnography Chamber Exhibition. Photo: Krisztina Sarnyai, 2013.

			[image: ]

			14. Detail from the exhibition From the Székely Gate to the Last Towel. The Gábor Szinte Collection. Photo: Krisztina Sarnyai, 2015.
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			15. Detail from the exhibition Picking up the Pieces: Fragments of Rural Hungarian Jewish Culture. Photo: Eszter Kerék, 2014.
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			16. Detail from the exhibition Dispossession and Self-Respect. Photo: Eszter Kerék, 2015.
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			17. Detail from the exhibition Adventures in Footwear. Photo: Eszter Kerék, 2017.
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			18. Detail from the exhibition Zoom. Photo: Edit Garai, 2022.
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			19. Detail from the exhibition Zoom. Photo: Edit Garai, 2022.

			New permanent exhibitions: methodology, structure and characteristics

			The new collection exhibition, which if not permanent will at least be long-term, is housed in a 3,500 m2 underground exhibition space in the new building. Two 40 metre display cases covering an area of 200 m2 comprise the Ceramics Space. (Figure 20) The room functions as a reinterpreted viewing space. The Ceramics Space introduces the model of museological classification. On the one hand, it represents the logic of organizing collections, where the ceramics of the world are classified according to continents and pottery centres, as well as typology. On the other hand, it introduces new points of view to underscore the diversity of the objects on display and to find new connections between various ceramic worlds. 
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			20. Detail from the Ceramics Space. Photo: Krisztina Sarnyai, 2022.

			Development of the collection exhibition has been going on for several years. The concept team shaped the underlying idea through many debates and much research. After the themes of the exhibition had been settled, curatorial teams were assigned to each topic. They were in charge of curating their section, all the way to writing a finished script. Beside the curators, nearly all professional staff members took part in creating the exhibitions. 

			The 3,500 m2 collection exhibit places the Museum of Ethnography’s own collection at the centre, as does the Ceramics Space. Its historical legacy is interpreted through a contemporary, reflective approach. It does not use a grand narrative, but rather builds up a modular structure and encompasses definitive elements of institutional history, methodology, and thematic ideas. In this spirit, Hungarian and international objects, along with historical and contemporary topics are presented side-by-side. Its structure was created so as to have self-contained display units, which can just as easily as be linked to other units through thematic connections. (The Museum of Ethnography’s script development team: 2022)

			Multiple rounds of proposals went towards shaping the themes of the exhibition. Each round was followed by discussion, revision and selection. We charted umbrella topics, unavoidable problem areas, and collection units before finalizing the contents centred around nine topics. The starting point is the collection. And the emphasis being placed on a problem-centred approach made it necessary to choose the structure and tone carefully. It was important to avoid constructing a linear narrative, but instead to create interconnected centres of gravity in space and between the topics which would enable visitors to construct multiple interpretations. This structure is not only fragmented or mosaic-like, but also uniquely suited to giving space to parallel voices. This made creating a very clear and transparent topic structure absolutely necessary. The nine topics shown in the central exhibition space all follow a similar structure. They start from a core topic, with the sub-topics radiating from this centre. 

			The finished ZOOM exhibition can be viewed as an introduction or a summative visual experience presented without labels and ready-made interpretations, but through a variety of playful approaches. The Museum Galaxy and A Museum is Born are introductory topics: the former guides the visitor through the general concepts of collection, object and museum, while the latter offers, among other things, some introductory thoughts about the permanent exhibition as a genre. The sections called Object Biographies and In the Field each explore a question of research methodology, while the sections Pre-histories and Folk Art represent trends in research and approach which even lay people can easily identify as ethnography. Art and Ethnography and Heritage are approaches built on concepts (aesthetics and heritage respectively) that have not always been recognized as conceptual parts of researching ethnographical objects, but that have been present as viewpoints and gained prominence in the past few decades. The two topics and key concepts are thus a good basis for investigating what kinds of conclusions we can draw about what the museum has left us in terms of heritage, and what kind of consequences and impact this might have on the future.

			The exhibition considers the collection, society and contemporariness as its starting points, although it does not aim to be fully comprehensive, or to paint a universally valid picture. The exhibition glances at the museum, the collection and at the objects from the here and now. It relies heavily on the accumulated knowledge and thought processes of the museum, and harmonises them into a symphonic whole, in which the general (such as entire fields of study, the European landscape, the Central and Eastern European contexts, smaller regions and localities, or global issues) can be as true and valid as the specific, idiosyncratic, or personal. The multiple perspectives sketched out by the exhibition’s starting points make it possible to connect object theory with questions of identity: who are we? However, the answers contain not definitions but only examples: they show us characters, speakers, cases and questions. Although the focus is on the historical objects from the Museum’s collection – since the collection is mainly about these objects – the exhibition does also devote attention to integrating these historical artefacts with contemporary objects. Merely showing objects is not typically enough to show the complexity of the social and cultural context in social-type museums, such as the Museum of Ethnography. Ethnography is characterised by researching daily lives and mundane worlds, in the case of ethnographic museology, through the collection and classification of objects and documents.

			The tone of the exhibition is defined by a personal voice and storytelling. It points out that it is not only the relationships between objects, space and time that matter, but that the relationships between people are crucial. Besides the personal voice and storytelling, ethnography and ethnographic museology are also characterized by appreciating the everyday, discovering and unfolding daily experiences, but from a museum perspective that looks beyond the mundane. This perspective also appears in the temporary exhibition We Have Arrived, which takes the museum’s collection as its starting point, and features storytelling heavily.

			Hopefully, the collection exhibit that is currently under development will make up for what has been missing, which Gábor Ébli has put into words a number of times. And by following the path of reflective museum studies and the universal pursuit of knowledge that goes beyond presenting our own traditional folk culture it will be able to redefine its own identity. The exhibition is a kind of closure, a sort of synthesis, even if it does not attempt to completely exhaust its topic. It is however a subjective space for new beginnings, facing the past and forcing the creation of new paradigms, questions, and alternate interpretations.

			We have mentioned the importance of storytelling in the exhibition. In closing, allow me to share a thought about this.

			Prompted by the Russian-Ukrainian war, Jo Nesbo, the Norwegian crime novelist has written about the importance of storytelling from the perspective of the truth and/or authenticity. One his most memorable examples was Picasso’s painting, Guernica. Through the painting the artist told the true story of the destruction of Guernica in the face of the dictatorship’s propaganda machine. A true story, although based on the artist’s own experiences and imagination, and therefore not in the least objective.

			Here, in the permanent exhibitions of the Museum of Ethnography, we are striving to tell stories that are both true and authentic. 

			Dr. Zsuzsa Szarvas 

			Project leader

			Museum of Ethnography, Budapest, Hungary
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			Állandó és időszaki: 

			A Néprajzi Múzeum kiállítási stratégiájának jellemzői

			Szarvas Zsuzsa

			A tanulmány az elkészült, illetve készülő állandó kiállítási elemek, tehát a jelen perspektívájából mutatja be azt az utat, amelyet a budapesti Néprajzi Múzeum bejárt az elmúlt 20 évben megvalósult kiállításaival. Nemcsak saját történetében, hanem európai kontextusban is megkísérli elhelyezni a létrejövő kiállításokat.

			Az állandó kiállítás a Néprajzi Múzeum gyűjteményét helyezi középpontba, ezt a történeti örökséget értelmezi korszerű megközelítésben, reflexív módon. Nem nagy narratívában gondolkodik, felépítése és gondolati íve moduláris, magában foglal intézménytörténeti, definitív, módszertani és tematikus elemeket is. Ebben a szellemben szervesen kerülhet egymás mellé a magyar és nemzetközi anyag, a történeti és kortárs megközelítés.
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			New Momentum

			Renewing Knowledge Transfer, Visitor Relations, and Communication at the Museum of Ethnography

			Gábor Veres

			Over the course of its 150-year history, people coming to see exhibitions at the Museum of Ethnography have arrived in a variety of different circumstances. These circumstances were partially determined by the various buildings that have housed the museum over time, which is something we explored in an earlier presentation. The institution has provided a home to outstanding, innovative exhibitions such as the Millennium Village, which was created under the guidance of director János Jankó. The outdoor museum of ethnography was open between 2 May and 3 November 1896, with millions of people coming to visit it. Visitors were able to shop for traditional handcrafts and had the chance to participate in regional customs, such as a Matyó wedding. In the Bosnian house, weavers demonstrated traditional rug weaving (Szemkeő 1989: 8). 

			The museum was still in its Csillag utca home when Vilibáld Semayer created a conceptual plan for a full-on redevelopment. He envisioned a new museum building with ten times more space for exhibits. A larger building was meant to go hand-in-hand with a significant amount of new acquisitions. „[a collection of objects]... can only teach us if it covers the entirety of a field of study methodically and without gaps, even if it does so sparsely.” His concept included elements that were novel at the time, such as exhibition space specially designed for children, with a „children’s pub”, as well as a large auditorium suitable for showing films, a gift shop, and a music room (Gyarmati 2013: 33-37). Analysing every era of knowledge transfer is beyond the scope of today’s lecture. These plans charted ambitious arcs for development, but numerous obstacles impeded their realisation. 

			The Museum of Ethnography has been making a concerted effort to adapt its knowledge transfer activities to the changing aspirations of museum education in Hungary in the new millennium. Topics that build on temporary exhibitions have been getting more and more attention, alongside the permanent exhibition, which needed updating. For example, the exhibition Picking up the Pieces received a dedicated space especially for knowledge transfer. The education programming that accompanied the temporary exhibition Tárgyas ragozás (Objectively Speaking) won the Award for Excellence in Museum Education in 2013. The success of programming is measured not only in awards, but also in the level of public interest. That year the institution hosted students at 445 separate education events. Our pilot programs, such as research on contemporary culture, or the student exhibitions created opportunities for closer collaboration with college students and young adults.

			This period saw the early drafts of key concepts for the construction of the new museum building, planned as part of the Liget Budapest Project. It is no surprise that the project team put a lot of emphasis on getting to know the museum’s target audiences and their preferences. They conducted complex analyses of museum visits, which they supplemented with online surveys. They also interviewed the teachers of visiting school groups on various topics related to their visit (Lovas 2019). The survey concluded that the respondents valued exhibitions, events, and museum education workshops that are rich in high quality content and are presented in interesting ways. At the same time, the need to make the material come alive, and include innovations that help the Museum to be perceived as youthful, novel and fresh emerged as recurring elements in the responses. Teachers emphasised the need to create links between museum education and school curricula.

			Nearly half of museum visitors in Hungary come from state schools, and this ratio is about the same at the Museum of Ethnography. Recent trends in museum education have been characterized by the teaching process increasingly adopting a student-centred approach by focusing on students’ learning experiences and skills acquisition. Knowledge transfer in museums is also largely motivated by the desire to instil values and to create value systems. Furthermore, experience shows that learning through objects results in deeper knowledge. The goal of education is to foster change, and the unique goal of museum education is to make sure this change in knowledge, world view and value systems happens in complex ways. Learning in a museum helps students understand their place in the world more clearly, to find their way, and to be able to forge new paths.

			

			Museum education is not just about learning about the past. It’s about helping visitors find connections between the past and the present, and how to use these connections to find answers about their own future. After all, that is what’s most relevant to everyone. So the purpose of museum education is not to raise the next generation of museum-goers, even if regular museum visits might be one of the outcomes.

			The museum’s Kossuth tér building closed its doors at the end of 2017. That 
year the museum’s exhibitions were viewed by nearly ninety thousand visitors. In addition, 13,700 people participated in 36 special internal events.21 Another twenty thousand people were involved in external events. About 80% of museum education programming was related to permanent exhibitions. The remainder worked with materials from the temporary exhibitions and other complex themes. In one year, more than five thousand students took part in 220 workshops. A major overhaul of the permanent exhibition in a building that was marked for closure was not feasible, even though visitor numbers are largely determined by the attractiveness of a museum’s permanent exhibitions. Despite this limitation, the Museum of Ethnography was in the top tier of museums based on visitor numbers before beginning its move. The new museum building in City Park is a 21st-century environment for the institution in every way. 

			The aim behind the design of the knowledge transfer spaces in the new museum building was to create open spaces for exhibitions and community functions, multifunctional spaces, and an interface for outreach to younger generations. The goal of these features is to make the museum an ideal space for making use of natural behavioural and communication patterns that align with social and personal expectations. 

			To supplement the exhibitions, an interactive community and education space called MÉTA was created. The name originates from a traditional children’s game, but its letters carry symbolic meanings for us through an acronym for Múzeum, Élmény, Tudás, Alkotás (Museum, Experience, Knowledge, Creativity).

			The express goal of the space’s design was for it to serve visiting groups, individual museum-goers, and community functions equally. Its system is comparable to the installation mechanisms of an exhibition space, which can adapt to any type of content. Its modular space, convertible furnishings and technical equipment can be creatively reconfigured to transmit content and support activities for any age group, about any museum-related topic. Special attention was paid to making it suitable for a wide range of audiences through multifunctional furniture. It can serve as a space for activities ranging from work and research, to recreation, and processing the exhibition materials either individually or in a group setting. It helps lengthen museum visits and productive time as a community space, and at the same time it serves as a venue for museum education events. It is a play space for families and young visitors. A place where people who are interested in delving deeper into the publications and digital content of the museum can access materials. It is an on-location work space for students to work on exhibition-related projects. It is also a place for older visitors to sit down, relax and discuss the exhibition. Furthermore it serves as an event venue for smaller groups and an activity and presentation space for students working on community service. MÉTA serves all of these functions in one. Visiting groups of all ages can use it as a staging area, meeting point, or for small-group teaching. However, MÉTA is not a classroom. It supplements the varied educational methodologies used in relation to the exhibitions, and as such it does not and cannot replace spending time in the exhibition spaces. It can, however, expand the museum experience with analogue and digital games, options that can be tailored to age and a unique format designed by professionals. 

			We are planning to establish a permanent children’s museum within the Museum of Ethnography with its own children’s and youth gallery soon after the collection exhibits, specifically to serve our young visitors. 

			The main reason for having a separate children’s museum is to supplement the museum’s social mission by developing a modern and age-appropriate constructive methodology for understanding museums rooted in the permanent collections. The children’s and youth gallery will be more than a traditional exhibition, more than a thematic object-based show complemented with interactive elements, and more than a one-directional narrative-based transfer of knowledge from the institution. The children’s and youth gallery is an open frontier. It presents an opportunity for curators, museum educators, and the public to work together to find, interpret, and formulate the possibilities for utilising the collections in a contemporary museum context. 

			The children’s and youth gallery is also a new genre. It provides an opportunity not only for the objects and installations to speak about the topic, but it gives the associated community projects a voice too. First and foremost it will present objects from the collection. We intend it as a space for sharing experimental thought, interpretation, and experiences about the objects’ ethnographical, anthropological, and cultural historical contexts, and about the museum’s social functions. Its foundation is the non-traditional object-centred exhibition practice that focuses on investigation and interpretation of the object in its historical context.

			Its methodology classifies it as a progressive exhibition, since it builds on the artefacts from the Museum of Ethnography’s collection and uses them to invite under-18s to work together to explore various topics through their own interpretation of the objects. It tells stories through objects, which are presented in an environment that supports a playful, interactive learning process. We strive to provide different interpretation formats that can be adapted to audiences with a wide variety of competences, intellectual abilities, strengths and needs, behavioural patterns, and learning styles. To this end, the exhibition uses the tools of learning through play, problem solving, activating children’s critical thinking, their body, spirit, and emotions in presenting the topic.

			Beside the methodology and approach borrowed from cognitive pedagogy and critical pedagogy, the exhibition is characterized by building on the skills of ethnography and cultural anthropology that can be useful in daily life. Observation, acceptance, participation, cooperation, and self-reflection skills are examples of this. As is the ability to question assumptions, to analyse critically, and to interact with other people, objects and worlds. We believe that by playfully practicing these useful daily skills the artefacts and their stories become easier to understand, and not only this but the wider context of ethnographical museum studies can be brought closer to our visitors.

			The Museum of Ethnography showed remarkable levels of organization in the process of moving its extensive collections with from its old building to the new one, and while it was doing this it was planning and executing the current and upcoming exhibitions and their associated education infrastructure and processes. Our staff redesigned our marketing and communication strategies as well. The former is well illustrated by the opening of our museum store, which I wholeheartedly recommend visiting. The new visual identity handbook serves as the foundation for refreshed and updated communications. The new logo for the museum is an important part of its visual identity. The first step in its creation was posting a call for entries for a new logo, which yielded 104 submissions. The new logo and the visual identity handbook were created in 2021 by a group of artists selected from those who originally submitted proposals.

			The Museum of Ethnography’s staff have been working diligently and enthusiastically to bring our visitors a memorable experience when they come to our new building. 

			Dr. Gábor Veres 

			Deputy Director-General

			Museum of Ethnography, Budapest, Hungary
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			Újra lendületben 

			Megújuló ismeretközvetítés, közönségkapcsolatok, kommunikáció a Néprajzi Múzeumban

			Veres Gábor

			A Néprajzi Múzeum 2017 év végén bezárta kapuit a Kossuth téri épületében. Ebben az esztendőben az intézmény még közel kilencvenezer látogatót fogadott kiállításain. Emellett 36 kiemelt belső programján 13.700 fő vett részt. Az épületén kívül szervezett rendezvényeire további húszezer fő volt kíváncsi. A múzeumpedagógiai programok mintegy 80%-a az állandó kiállításokhoz kapcsolódott, a többi foglalkozás az időszaki tárlatokat és egyéb komplex tematikát dolgozott fel. Az év során szervezett 220 foglalkozáson több, mint ötezer diák vett rész. A bezárás előtt álló épületben a szükséges megújulás, például az állandó kiállítás esetén, már nem volt tervezhető, pedig ezek vonzereje meghatározó a múzeumok látogatószámában. Ennek ellenére az intézmény a fenti látogatói adatok alapján a hazai muzeális intézmények felsőházához tartozott költözésének megkezdése előtt. A városligeti új múzeumépület minden tekintetben más, 21. századi, modern közeget jelent. A tanulmány azt mutatja be, hogyan készült az intézmény az új épület, új helyszín jelentette változásokra a látogatók vonatkozásában. Milyen arculattal, kínálattal várja négy és fél év elteltével fiatalabb és idősebb látogatóit.
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			Transformation 

			of the Ethnographic Museums in the 21st Century

			Ralf Čeplak Mencin

			In this dramatic time in 2022 I would like to quote a song by John Lennon which shows a way out of the complete disaster we are approaching:

			Imagine

			Imagine there’s no heaven

			It’s easy if you try

			No hell below us

			Above us, only sky

			Imagine all the people

			Livin’ for today

			Imagine there’s no countries

			It isn’t hard to do

			Nothing to kill or die for

			And no religion, too

			Imagine all the people

			Livin’ life in peace

			You may say I’m a dreamer

			But I’m not the only one

			I hope someday you’ll join us

			And the world will be as one

			Imagine no possessions

			I wonder if you can

			No need for greed or hunger

			A brotherhood of man

			Imagine all the people

			Sharing all the world

			You may say I’m a dreamer

			But I’m not the only one

			I hope someday you’ll join us

			And the world will live as one.

			At the time, when I am writing this paper for the What’s Up?! EthnoConference, a 60 km long column of Russian tanks and army vehicles is approaching Kyiv, which has already suffered a week of shelling by Russian rockets destroying not only Ukrainian military bases but also apartment blocks, kindergartens, schools, hospitals, cultural institutions, museums. There are many civilian casualties, people are hiding in shelters, hundreds have been killed and millions of refugees are on the road. This vicious war could drag the whole world to the gates of hell. In the 21st century, an unbelievable war is happening in front of our eyes! 

			

			At our Conference, we are going to talk about Ethnographic museums in the 21st century. A week ago, I was still optimistic and thought about the mission of our ethnographic museums, but today I am unfortunately more and more pessimistic. I am no longer young, naive and blind. The Russians have declared the highest readiness of nuclear weapons! Are we approaching the end of the world??? I hope not! I hope that common sense will win, even though millions of people around the world are suffering and trying to escape, to survive. Unfortunately, humanity hasn’t learnt anything from history! 

			As we are entering the 3rd decade of the 21st century, museums and not only ethnographic museums have been experiencing enormous, but we could also say even ground-breaking changes. Huge turbulence has occurred in global society and the environment, which of course have a big impact on museums as societal institutions. Especially over the last two years, due to the Covid-19 pandemic and its effects on every facet of our lives and even more the Russian invasion of Ukraine, we have been facing huge shifts never before seen, at least from the point of view of my generation. Ethnographic museums and collections from local, national, and/or global cultures and societies have been trying to adapt and change much of their structural content to preserve or even better upgrade their mission representing people and their cultures in a changing world. Ethnographic collections are found in all types of museums – ethnography, art, folk, history, natural history, and they are the heirs of colonial museums, “Heimat museums” etc. and in many different shapes such as open-air museums, eco museums, agricultural museums, social history museums, indigenous cultural centres and the so-called “classical” ethnographic museums and others. Alvin Toffler in his book from the 80s “The Third Wave” predicted the third wave of the informational revolution in society and a huge diversification of everything. He did not know about the internet, smartphones, and social media but he was right in his forecast. Modern ethnographic museums are dedicated to promoting and safeguarding the human rights of all the peoples of the world, their cultures, societies, and environments as well as the tangible and intangible heritage held in museums. They view identities as dynamic, fluid, and multiple rather than essentialist and fixed and they are committed to contemporary collecting and collaborative action together with diverse global heritage communities. They recognise the colonial histories and the racist and sexist legacies that underpin so many of our traditional ethnographic collections and proactively engage with colleagues worldwide to progress intercultural understanding amongst museum audiences as opposed to prejudice and stereotype. 

			The 20th century was overwhelmed by two World Wars, nearly half a century of Cold War, two struggling ideological camps, an immense population boom, especially in the third world countries, growing poverty in those parts of the world and increasing wealth accompanied by the waste of food and material goods in the other part of the world, the spread of new diseases such as AIDS (nearly half of Africa is already infected) and Covid-19, which has marked the whole world in the last two years. Climate change is having a great impact on the whole planet. And now we are facing a new war between Russia and Ukraine that could lead to unforeseen consequences.

			On the other side, the end of the 20th century was marked by the fall of the Berlin Wall, the decay of the former socialist part of the world, the spread of the Internet and social media and through this, an information revolution but also globalisation of the economy and through this the globalisation of thought, culture etc. In all this, ethnographic museums remain a small but important stone in the mosaic of mankind.

			The origin and evolution of ethnographic museums are at the same time closely related and interlinked with the evolution of museums in general as with the development of the discipline of the various names of ethnology, ethnography / cultural, social anthropology / Volkskunde, Völkerkunde, etc. Museums and ethnology22 have changed in time and space and have influenced ethnographic museums.

			Ethnology as science developed from the social criticism that reached its culmination with the French Encyclopaedists and their fellows in the middle of the eighteenth century. They gave exact descriptions of the manners and customs of foreign peoples and compared them with what they saw as the obsolete institutions of Western Europe. Thus, ethnological observations became a mirror for mankind even before ethnology became a science. The latter occurred in the first half of the nineteenth century and within the specifically European relationships of a rapidly developing form of society, capitalism, which, having freed Itself from feudalism, invented new ways of production which gave rise to new institutions and new knowledge of nature, man, and technology. 

			This society saw its civilisation as the highest creation of mankind. Is it surprising, then, that the young ethnology, the offspring of history and philosophy, manifested itself as a science that proposed an evolutionary structure based on material-technological levels while drawing comparisons between other cultures and its society?

			

			Western European kingdoms or states extended their domination steadily in Asia and Africa, adding new countries and peoples to their colonial possessions. The rapidly-growing body of information about the many peoples with which they came into contact required systematisation. Ethnological theories had to place the material in a systematic framework. The objects collected – the material culture of these foreign peoples had to be systematic, i.e., scientifically, classified and studied; this led to the establishment of ethnographic museums in the “western” meaning of the word. In other words, even today, there is a confusion in naming ‘ethnographic museums’. In most of the world ‘ethnographic museum’ means a museum dealing with non-European cultures.

			But in Central Europe at the same time as “ethnographic museums” in Western Europe were being founded, the so-called “Folk museums” i.e., “museums of own culture,” i.e., “Agricultural museums,“ i.e., “Rural museums,“ i.e., “Social history museums,“ are usually called “ethnographic museums” as well. The Folk museums were established because of the rising of national identity in the countries of the Habsburg monarchy. Almost all the museums were built in the second half of the nineteenth century or at the turn of the nineteenth century. The central Hungarian ethnographic museum Néprajzi Múzeum is celebrating its 150th anniversary this year.

			At the same time in Sweden, a new form of the folk museum – “The open-air museum” was also instituted. The Germans differentiate between the two subjects with the terms Volkskunde (meaning of the study of one’s own culture, especially “rural culture”) and Völkerkunde (meaning of the study of non-European cultures, i.e., non-western societies). In Western European ethnographic museums, emphasis was placed on culture rather than chronology in the presentation of the collections. Many of these institutions have been established in the capital cities, which at the height of colonisation were the nation’s window on a world, otherwise distant and unknown. Thus, were founded the Musée de l’Homme, Paris; the Museum of Mankind (a branch of the British Museum), London, and the Tropenmuseum (Museum of the Royal Tropical Institute), Amsterdam. In many cases, the collections reflected the country’s trade or colonial connections. The collections in those museums were classified, according to prevailing ethnological theory, on an evolutionary basis. A very good example is the Pitt Rivers Museum in Oxford where there are, even nowadays, huge quantities of museum objects typologically arranged according to evolutionary ideas. The enormous diversity of the material made it necessary, however, to find other criteria for classification.

			The exploitation of the colonial superpowers had to be accompanied by an intensive study of the colonial regions and their population. Here, the most important thing was to understand the social and political structures and the ownership of land in the society in question, since this knowledge would make it possible to make use of traditional chiefs and ruling groups, for instance, to acquire without too much opposition, land for the creation of plantations or the extraction of minerals. This knowledge provided the basis for the form of administration in which the traditional social structure would function within the colonial system, in other words, where it would serve the colonial administration. This led to the birth of British social anthropology and ethnographic museums, which were quite different then in mainland Europe. But ethnology studies many more aspects of human society than just socio-political structures, forms of land ownership, and the associated magico-religious aspects. These other aspects are, however, completely irrelevant for a colonial administration. Ethnology itself did not disappear, but its investigations were limited to small, economically, and politically unimportant societies.

			ln France, not only evolution and social philosophy but also the comparative study of religions has influenced ethnology, and functionalism failed to take root. In the colonies, indirect rule was not considered. The French language and culture were to be introduced as widely as possible, and assimilation was looked upon favourably. Knowledge about ethnic groups was of course necessary; ethnology was tolerated. The relationship between ethnology and museums was maintained. Here, too, in museums, the accent was put on the exotic and objects related to magic and religion (Frese 1962: 108-113).

			The many colonial and trade exhibitions in the second half of the nineteenth century and the early part of the twentieth gave rise to many new ethnographic museums and enriched the collections of existing museums. 

			ln addition to museums with a purely colonial orientation, Western Europe also had ethnographic museums with a wider basis and more varied collections with a more general ethnographic orientation, although the colonial impact was obvious in them too.

			What has been said above concerning the character of museums in countries with colonies holds for these museums too; the absence of systematic collecting, deficiency in the description of the objects, little focus in the exhibitions and presentations in which the exotic and aesthetic elements predominate. History was absent in exhibitions except in connection with religion. The relations with ethnography were, except in England, good: many ethnological fieldworkers and university teachers began their careers on the staff of ethnographic museums. Expeditions were prepared in those museums and often funded by them. The collections of these museums have been greatly enriched in this way, but beyond the purpose of the expedition itself, the museums had no policy for collecting. The fieldworkers brought back objects that were considered beautiful or exotic.

			The intensification of colonial exploitation that began in the last decades of the nineteenth century changed the character of ethnology.

			After the First World War, the picture altered because of political changes. Germany lost its possessions in Africa, Oceania, and China after having been a colonial power for almost thirty years, which eliminated the need for a kind of ethnology that had to adapt itself to the needs of colonialism. The presentation of the permanent exhibitions of museums no longer had to reflect the stereotypes of the colonial image. Emphasis was again put on a historical approach. Germany invented the “Heimatmuseum” the so-called Homeland Museum with a strong ideological sign.

			Before the First World War, Russia had colonies too, in Central Asia and Siberia. The Tsarist policy of Russification left no room for indirect rule, however, and the influence of evolutionary theories was strong among the Russian intelligentsia who, concerning Tsarism, found itself in a situation analogous to that of their French counterparts sixty years earlier. After the socialist revolution of 1917, Marxism reinforced this evolutionism. In the Soviet Union, ethnology developed greatly. Faculties of ethnography were established in Moscow and Leningrad, Moscow acquired an Institute for History of Material Culture (1919), and the Ethnographic Museum in Leningrad was reorganised and enlarged. The formation of autonomous republics led to a lively interest in the history and culture of the people as the expression of their national identity. Institutes for the study of archaeology, history, and culture, and the museums associated with them, were established in every republic (Poirier 1968). The ethnographic museums in the USSR were arranged on a historical basis.

			After the Second World War, the political situation changed radically: colonies were replaced by newly independent states. The former ruling countries with and without indirect rule in their erstwhile colonies and the non-colonial countries of Western and Central Europe now found themselves in the same position. All of them, as industrialised countries, needed raw materials and certain agricultural products from the “third-world” countries, which in their turn were also useful as markets for the products of Europe. Later, capital was also invested there. Furthermore, the third world was and is needed as a reservoir of cheap labour; entire industries were transferred to Africa and Asia. Lastly, the construction of the developing countries was of great importance for the perpetuation of industries making up the “free economy” of Europe.

			Ethnology/ethnographic museums are confronted with the need for reorientation. They are amid a political and epistemological crisis. In the third world, traditional ties, often complete structures, are disintegrating. Technological changes and involvement in new industries are fundamentally modifying the picture of what had been presented as static societies. Mass migration because of land shortages, natural catastrophes, and wars has virtually destroyed the old well-defined social habitats and traditional living patterns. With the disappearance of colonialism, the rapid post-war changes outside Europe and the appearance of neo-colonialism many ethnological theories have become unusable. Throughout the Western world (Europe, North America, and Australia), re-orientation has been forced on ethnology. Ethnology in Western Europe is still seeking and has not yet adapted to the changed situation in the world after the Cold World War. Trends can be distinguished: ecological, revaluation of the historic perspective and socio-political analyses in which concepts influenced by Marxism play a great role. Although the study of the peoples of the third world has intensified and interest has been widened, the former colonies that are best-known still receive the most attention. The re-orientation and re-evaluation are accompanied by a stream of criticism of the old and the current practices of ethnology. The ethics of the profession is under discussion. ln Western Europe the leading ethnologists express their judgement on the responsibility of the ethnologist concerning the people among whom they have lived and worked, denounce the misuse of data and are attempting to find new values by criticism of existing methods and their application. ln the USA the spotlight has fallen less on the anthropological methods than on the question of responsibility for the use of the anthropological information collected. 

			This criticism is acquiring a deeper dimension now that the third world itself has trained ethnologists who are highly critical of colonialism and paternalism and who advocate ethnology with more practical value for the peoples studied and for the administration, one which accentuates not the differences between the ethnic groups within the country but rather the similarities between those groups and which highlights the common fight against colonialism and foreign invasions, ethnology which strengthens a people’s pride in itself by the study and propagation of its own culture in all its aspects from the time of its origin until the present.

			

			The period of uncertainty associated with re-orientation and re-evaluation in ethnology also holds for the ethnographic museums. There the situation is even more acute. Tourism is increasing enormously; people from all strata of Western world society but even some Asian countries are now able to visit lands they could only dream of yesterday. They make acquaintance with countries and peoples as well as the actual situation in the countries of the third world. The news media no longer paint idyllic pictures of the colonies. The spectrum has been extended to encompass the entire world, which is no longer represented as romantic and exotic. Economic, political, and cultural problems with which the peoples of Asia, Africa and Latin America are confronted are examined in schools, in newspapers, on the radio, on television, internet and on social media. Exaggeration is frequent, and the problems and poverty are often magnified. For most West Europeans, the populations of developing countries are poor, hungry, sick, repressed, and in need of help.

			ln the museums where ‘the life’ of these peoples is shown, however, one sees but beautiful objects, strange religious customs, ceremonial dress and dances, and exotic musical instruments. At their worst, they show only beautiful objects, at their best they evoke a charming and romantic picture of the life of those people. Is it any wonder that pressure came to be exerted on these museums to create more realistic pictures of developing countries? The museums complied, in some cases reluctantly, in others more willingly, and in a few even enthusiastically.

			To the objects were added modern digital audio-visual equipment, including photographs, slide series, films, videos, maps, tables, models, and in the last few decades computers with touch screens and virtual reality devices. The exhibitions became more interactive, and many ‘hands-on’ objects or reconstructions were added too. Museum guides gave not only explanations of the exhibited objects but also an ethnographic description of the life or aspects of the daily lives of the peoples in question or even questioning many layers of the cultures represented. ln short, we are witnessing the transformation of the ethnographic museum from an art museum into an information centre about the life of the peoples of the third world. 

			Will the changing world affect all ethnographic museums? It seems inevitable, however, that all museums dealing with the peoples of the third world will have to accept change. In other words, in research and collecting, in conservation, description, and classification, and presentation and exhibition, they will have to bring about changes along the general lines indicated here. This does not mean that a standard type of ethnographic museum will necessarily be realised. It would be ideal if the ethnographic museum already functioned well in their country and had already clearly defined its function and objectives there. In the meantime, the ethnographic museums of Europe can continue their attempts to present other peoples in the process of their historical changes and to represent as adequately as possible contemporary developments – the product of history.

			The basic collections of the various museums have differed from the beginning, and so did the further development and extension of their inventories. Although such museums cannot evade the demands of the times, they will be less concerned with current situations and socially oriented exhibitions and will have to find the solution in a wider scale of themes covering a larger area. Attention can be given to ecological problems, cultural history, exhibitions with a certain ethnological theory as an underlying concept etc. Thus, the old ethnographic museum exhibitions are changing. They have fulfilled their purpose. Whatever may be said about these old colonial displays, they made the public in Western and Central Europe acquainted with the peoples of Asia, Africa, and America and in doing so induced interest and sympathy for those peoples. Collaboration with museums in the third world is becoming more and more important. Such collaboration could be extended to joint research – now more than ever the main component of the activities of the research staff of ethnographic museums – to the exchange of data, of objects, and museum personnel and even to joint exhibitions in which both sides can give their interpretation of certain aspects and problems. In the last decade, but in some countries even earlier the issue of decolonisation and restitution of looted objects has become a very hot topic. Dan Hicks, a British archaeologist and anthropologist, professor of Contemporary Archaeology at the University of Oxford and curator at the Pitt Rivers Museum wrote a ground-breaking book in 2020 The Brutish Museums: The Benin Bronzes, Colonial Violence and Cultural Restitution about the looting of the colonial powers and the need of restitution. Dan Hicks has written a book that raises important questions for every ethnographic museum which contains “colonial collections”. The core of the book confronts the taking of the Benin Bronzes in 1897 and their subsequent global distribution to at least 161 museums scattered across the world. Hicks makes a passionate and well-argued case for the return of all the Benin Bronzes to Nigeria, the country where the kingdom they were taken from is now located. He argues that restitution is the prerequisite to developing a new, progressive role for museums in which the process of developing new relationships with descendant communities is more important than holding onto objects that embody “histories of empire”. (Hicks 2020). 

			The artefacts will become “a top priority” for France during the next five years, the French president, Emmanuel Macron, vowed during a three-day trip to Africa in November 2017. “I cannot accept that a large part of cultural heritage from several African countries is in France,” he told a group of students during a two-hour speech on November 28th, 2017, at the University of Ouagadougou, the capital of Burkina Faso. “African heritage can’t just be in European private collections and museums.” “African heritage,” Mr. Macron said, “must be highlighted in Paris, but also in Dakar, in Lagos, in Cotonou,“ referring to major African cities. “In the next five years, I want the conditions to be met for the temporary or permanent restitution of African heritage to Africa.”23

			The result was a report The Restitution of African Cultural Heritage. Toward a New Relational Ethics written by Senegalese academic and writer Felwine Sarr and French art historian Bénédicte Savoy, first published online in November 2018 in its French original version and an authorised English translation. Commissioned by the president of France, the aim of the report was to assess the history and present state of publicly-owned French collections of African artworks originating from illicit or otherwise disputed acquisitions, as well as claims and a plan for subsequent steps for eventual restitution. More specifically, the report also presents recommendations for the preparation of restitutions, such as international cultural cooperation, provenance research, and legal frameworks, and ends with a list of the cultural objects involved, as well as ways to present them in the near future in African museums. The commission of this report marks the first time a French president announced the restitution of African artefacts, and it has since prompted numerous debates and plans for a “decolonisation” of museums in a number of countries.24 The ICOFOM 3-day annual meeting in 2021 had the title The Decolonisation of Museology: Museums, Mixing, and the Myths of origins and it gathered museologists from all over the world. ICME (International Committee for Museums and Collections of Ethnography) joined a 3-year project with UMAC (International Committee for University Museums and Collections), ICOM Australia and EthCom (ICOM Ethics Committee) called “Ethics of Repatriation and Restitution” of museum and collections objects in universities, meeting with the goal of ICOM to research and address issues of decolonization. The aim of the project is to raise levels of awareness, expertise and sensitivity in universities and their museums and collections and to contribute to the body of knowledge around these issues in the wider museum community, by drafting guidelines that can complement the Code of Ethics. The result was a document “Guidance of restitution and return of items from University museums and collections” which was published in March 2022.25

			In the last decade some of the European Ethnographic Museums joined very interesting projects funded by the European Union.

			READ-ME – European network of diasporas associations and ethnographic museums (November 2007 – October 2010)26: The activity program of this pilot project aimed at promoting, through ethnographic museums and diasporas, a new relation to the “Other”, which inspired a societal reflection in a multicultural Europe. Within the first phase of the READ-ME project, three scientific workshops have been held in Stockholm, Paris and Rome and they resulted in the organization of a symposium in the Africa Museum of Tervuren (Belgium) and a final publication. Partners in the project were: Musée royal de l’Afrique centrale (Tervuren), Musée du Quai Branly (Paris), Museo Nazionale Preistorico Etnografico “Luigi Pigorini” (Rome), Etnografiska Museet (Stockholm), Österreichisches Museum für Volkskunde (Vienna).

			The next one was called RIME _ International Network of Ethnographic Museums (November 2008 – October 2013)27: Ten European ethnography museums united their experiences to organize scientific workshops on social questions related to the perception of populations of other continents and focusing on two major themes (“modernity” and “first encounters”), themes that were the guidelines of all activities and productions of the project: exhibitions, symposia, events and publications. The teams of professionals and scientists of the partner museums concentrated on the constitution of an International Network of Ethnography Museums (INEM-RIME), inviting for this purpose other researchers to collaborate in the elaboration of the conditions to guarantee an enduring process and the necessary statutes. 

			The partners were: Musée royal de l’Afrique centrale de Tervuren (Belgium), Musée du Quai Branly (Paris), Pitt Rivers Museum (Oxford), Rijksmuseum voor Volkenkunde (Leiden), Museo Nazionale Preistorico Etnografico “Luigi Pigorini” (Rome), Världskulturmuseet (Göteborg), Linden-Museum (Stuttgart), Museo de América (Madrid), Museum für Völkerkunde (Vienna) and Nàprstek’s Muzeum (Prague).

			Within the frame of SWICH – Sharing a World of Inclusion, Creativity and Heritage28, ten European partner museums reflected current issues concerning the role of ethnographic museums within an increasingly differentiated European society. The EU-funded project (duration: October 2014 to September 2018) was based on the results of two earlier projects, Ethnography Museums and World Cultures (RIME) and READ-ME I & II, which dealt with the future of ethnographic museums. The focus of SWICH lied on central concerns of visionary ethnographic museum practice within the context of a post-migrant society. The project aimed at increasing the role and visibility of Ethnography and World Cultures Museums as centres of cultural encounters, open discourse, creative innovation, and knowledge production based on transnational and international collaborations. Globalisation and migration contribute to a diversification of European society, thus multiple cultural identities increasingly characterize its citizens. Ethnographic museums must reflect such new circumstances and re-contextualize their collections that catalogue the diversity of world cultures in the light of such global and transnational changes. The partner museums worked on strategies for a future-oriented museum practice in a series of conferences, workshops, residencies, and cooperative exhibition formats. These settings served as platform for the discussion of future collecting strategies, the inclusion of contemporary art and the relational role of ethnographic objects in the complex networks between originating societies and local diaspora-communities. Furthermore, the significance of new digital technologies as tools for cross-cultural cooperation were examined. Artists, scholars, and members of descendant communities were invited for residencies, this enabled a focused exchange within the institutions. Finally, the outcomes were presented progressively on the project website, in public programmes, in several publications and innovative collaborative exhibition formats. SWICH Partner Museums were: Weltmuseum Wien (Vienna), National Museum of World Cultures (Leiden, Ams-
terdam, Bergen-Dal), Musée royal de l’Afrique centrale (Tervuren, Belgium), Musée des Civilisations de l’Europe et de la Méditerranée (Marseille), National Museums of World Culture (Stockholm, Göteborg), Linden-Museum (Stuttgart), Museo delle Civiltà / Museo Preistorico Etnografico “Luigi Pigorini” (Rome), Slovenski Etnografski Muzej (Ljubljana), Ethnological and World Cultures Museum (Barcelona) and Culture lab – International Cultural Expertise (Belgium).

			And the last EU Ethnographic Museums project, which is still going on, is Taking Care. Ethnographic and World Cultures Museums as Spaces of Care (October 1, 2019 – September 30, 2023).29 It is co-financed by the European Union in the Creative Europe program, and thirteen European ethnographic museums and museums of world cultures participate in it. It was designed in response to the environmental crisis that is raising fears and anxieties about the future of our planet. The aim of the project is to place the participating museum institutions in a discussion on the impact of man on the environment in the Anthropocene era, which is marked by increasingly intense natural disasters. Among other things, we can point to numerous fires in the Amazon, Siberia, Indonesia, California and Australia, floods in Mozambique and Bangladesh, as well as in neighbouring Italy, droughts in different parts of the world and heat waves that are exacerbated by climate change. The project points out that the negative effects of natural crises do not affect all parts of the world equally, but that the most vulnerable are indigenous peoples and formerly colonized peoples, who are already in a more vulnerable position due to historical factors. Environmental catastrophes have stimulated new social movements, whose actions primarily address political decision-makers to act faster and more effectively. The project is addressing the interrelated crises that mark our time: climate change, anti-immigration racism and xenophobic nationalism. We put ecological knowledge from non-European collections at the forefront, with a special focus on the preservation of these objects and the relationships with the people who are the bearers of this heritage. Project activities focus on the concept of care, which means every action that contributes to the preservation of our planet with the aim of a good life for all living beings. We discuss non-European collections in collaboration between museum curators, researchers from native communities, activists, and artists, and try to find ways to make our lives on the planet more sustainable. To this end, we design a series of conferences, workshops, small meetings of partner museums, residences of artists and activists, and exhibitions, and we publish various publications. The project manager is Weltmuseum Wien/KHM-Museumsverband (Vienna) and the partners are: Statens museer för världskultur (Göteborg, Stockholm), Mucem – Musée des civilisations de l’Europe et de la Méditerranée (Marseille), Nationalmuseet (Copenhagen), Linden-Museum (Stuttgart), Slovenski etnografski muzej (Ljubljana), Museu Etnològic i de Cultures del Món/Institut de Cultura de Barcelona, MARKK – Museum am Rothenbaum. Kulturen und Künste der Welt (Hamburg), Pitt Rivers Museum Oxford – University of Oxford, Musée royal de l’Afrique centrale (Tervuren, Belgium), Stichting Nationaal Museum van Wereldculturen, (Leiden, Amsterdam, Bergen-Dal), Museum of Archaeology and Anthropology – University of Cambridge, Museo delle Civiltà – Museo Preistorico Etnografico “Luigi Pigorini” (Rome) and Culture Lab (Tervuren, Belgium), EU Project Management Agency.

			As we can see, tremendous and unpredictable changes are happening on the planet and according to ICOM initiative to look for a new museum definition which will be accepted in the 26th ICOM General Conference in Prague in August 2022 and which will spread all over the world, even ethnographic museums can stay no longer just a treasure trove of heritage that needs to be preserved, but they are also becoming spaces in which to create global social change. And we need such spaces today. 

			

			Ralf Čeplak Mencin 

			ICOM-ICME president (2019–2022)

			Slovene Ethnographic Museum, Slovenia
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			Néprajzi múzeumok a 21. században

			Čeplak Mencin, Ralf

			A 21. század elején a múzeumok – nemcsak a néprajzi múzeumok – óriási, olykor drámai változásokon mentek keresztül. A globális társadalomban és a természetben is hatalmas változások zajlanak, amelyek természetesen nagy hatással vannak a múzeumokra, mint társadalmi intézményekre is. Különösen az elmúlt két évben a Covid–19-világjárvány és annak az életünk minden területére gyakorolt hatása miatt hatalmas átalakulással szembesültünk, olyannal, amilyet szinte senki, legalábbis az én generációm soha nem tapasztalt korábban. A néprajzi múzeumok és a lokális, nemzeti és/vagy globális kultúrákból és társadalmakból származó gyűjtemények számos strukturális tartalmukat igyekeztek átalakítani és megváltoztatni, hogy megőrizzék, vagy még jobb esetben továbbfejlesszék küldetésüket, hogy ebben az igen változó világban képviselni tudják az embereket és kultúráikat. 

			Néprajzi gyűjtemények mindenféle múzeumtípusban megtalálhatók – etnográfiai, művészeti, néprajzi, történeti, természettudományi múzeumokban, amelyek lehetnek a gyarmati múzeumok vagy az úgynevezett „Heimatmuseumok”, stb. örökösei, szabadtéri múzeumok, ökomúzeumok, őslakos közösségek kulturális központjai, „klasszikus” néprajzi múzeumok és még sok más. Alvin Toffler az 1980-as években megjelent A harmadik hullám című könyvében már az információs forradalom harmadik hullámát és a világ óriási diverzifikációját jósolta meg. Nem ismerte az internetet, az okostelefont és a közösségi médiát, de igaza volt az előrejelzésében. 

			A modern néprajzi múzeumok célja a világ valamennyi népének, kultúrájának, társadalmának, az emberi jogoknak, valamint a múzeumokban őrzött tárgyi és szellemi örökségnek a védelme és megismertetése. Fontos, hogy az identitásokat dinamikusnak, képlékenynek és sokrétűnek tekintik, nem pedig esszenciálisnak és állandónak. Elkötelezettek a kortárs gyűjtés és a globális örökség különböző közösségeivel való együttműködés mellett. Tisztában vannak a számos hagyományos néprajzi gyűjteményünk alapját képező gyarmati és rasszista, szexista örökséggel, és proaktívan együttműködnek kollégáikkal világszerte, hogy az előítéletekkel és sztereotípiákkal szemben a múzeumi közönség körében előmozdítsák a kultúrák közötti megértést. 

			A tanulmány a modern néprajzi múzeumok néhány véletlenszerű példáján keresztül világít rá a szakterület fejlődésére.

			Civilised People and Barbarians

			Museums of Ours, Museums of Others in France

			André Delpuech

			In 2000, the creation of a branch of the future Musée du quai Branly in the Louvre Museum in Paris was accompanied by an intense campaign with two slogans: “I am in the Louvre” and “Together in the Louvre”. An African statue or a pre-Columbian figure was displayed on the walls of Paris, proclaiming “I am at the Louvre”. A second series showed other American, African or Oceanic objects in the company of a “classic” work from the Louvre, (Greek, Egyptian, or Medieval), joined together as equals in art.

			One hundred and twenty masterpieces, or those that qualify as such, from the art of Africa, Oceania, and the Americas were exhibited at this temple of classical fine arts in one of its sections along the Seine. 

			“To be or not to be in the Louvre?” seemed to be the basis of this installation inaugurated by the President of the French Republic Jacques Chirac in April 2000.

			This irruption of ethnography at the Louvre was the first act of a broad recomposition of French national museums dedicated to anthropology, ethnology and, in part, archaeology with the creation of the quai Branly Museum, inaugurated in 2006, the Museum of European and Mediterranean Civilisations in 2013 as well as the complete renovation of the Museum of Man, which reopened in 2015.

			This “Yalta of museums” is only the latest recomposition of a long history of French museums that has its roots in the very moment of their creation, under the French Revolution. Has this transformation challenged the established order and allowed for a new distribution of the thematic, geographic, and chronological perimeters of national museums devoted to the sciences of man and society? 

			Birth of National Museums in the 19th Century

			The French Revolution was responsible for the creation of the first major national museums. In 1793, the Louvre Museum, named “Central Museum of the Arts of the Republic”, was created, along with the Museum of Natural History, in the Jardin des Plantes in 1794.

			Initially devoted to paintings, the Louvre became an “encyclopaedia of the fine arts,” bringing together the treasures of the history of the territory of the new Republic. It was later enriched with relics from classical, Greek, and Roman antiquity, and later with Pharaonic Egyptian and Assyrian. The history of the Louvre has often been forgotten. In the 19th century, however, other distant worlds were invited in for a time.

			In 1829, taking advantage of the explorations of Oceania by French navigators, a naval museum was created in the Louvre Palace. Alongside the history of the Royal Navy, it initially housed ethnographic objects from Oceania brought back by the navigators. As the collections from Africa and the Americas grew, an ethnographic museum was opened in the Louvre in August 1850.

			At the same time, since the beginning of the 19th century, a certain number of pre-Columbian sculptures motivated the 1850 opening of a new museum on the first floor of the palace, next to the Assyrian museum. Known as the “American Museum”, it aroused enthusiasm and generated a lot of donations of other objects from the pre-Columbian civilisations of Mesoamerica and the Andes.

			All of these ethnographic collections, considered “fetishes from savages” or works of Barbarians by the classical curators, were expelled from the Louvre at the end of the 19th century.

			

			But other testimonies of French history have not been allowed to enter the Louvre. These are the archaeological remains from prehistoric and protohistoric times to the early Middle Ages. These collections, which were discovered on French territory, went to the Museum des Antiquités Nationales, created by Napoleon III and inaugurated in 1867 in the Château de Saint-Germain-en-Laye, thirty kilometres west of Paris.

			The first collections from the Palaeolithic and Neolithic periods are added to the remains brought to light from the Gallic and Gallo-Roman periods, notably from the imperial excavations at Alesia. A few foreign ethnographic pieces were displayed for comparative purposes, in an evolutionary vision common in the 19th century.

			Let us note that if the French Third Republic then develops an ideological novel based on “our ancestors the Gauls”, these first “French” from Celtic times were not able to enter the great museum of the nation, in this Louvre in the heart of Paris which promotes, still and always, the ancient, Greek, Roman or even Egyptian roots of eternal France.

			It was not until the end of the 19th century that the first major changes in the museum landscape of the capital took place. It was the time when grandiose museums of ethnography were born in Europe, displaying the ambitions, power and wealth of the nations that had conquered the world. Thus, it was the development of the French colonial empire which extended to Africa, to the Maghreb, then to Western and Equatorial Africa, to Southeast Asia and the Pacific Ocean. It was also the time of scientific, naturalist, ethnographic and archaeological expeditions throughout the world.

			It is in this context that the first national museum dedicated to the peoples of the planet was born, the Musée d’Ethnographie du Trocadéro, in the west of Paris, which opened its doors in April 1882 after the construction of the Palais du Trocadéro for a universal exhibition.

			The new museum institution dedicated to the peoples of the world intends to bring together all the ethnographic collections, from distant lands, of course, but also from Europe, and the national territory as far as the arts and popular traditions are concerned, with a special “salle de France”.

			However, at the same time, on the initiative of a rich industrialist, Emile Guimet, a new museum was created in 1889, not far from the Trocadero, to exhibit its collections dedicated to the religions of the world, and in particular the Orient. Very quickly, this museum was devoted essentially to the great civilisations of Asia: China, India, Japan, Khmer etc...

			A new “Yalta” of the French Museums in the 1930s

			The national museum panorama – Parisian, it goes without saying – was thus established at the end of the 19th century and hardly changed for several decades. It was not until the interwar period that the museum scene was turned upside down. 

			From May to November 1931, the International Colonial Exhibition was held east of Paris, a gigantic event with colossal popular success that attracted eight million visitors in a few months. Besides the spectacular but ephemeral pavilions of the colonies or invited countries, a superb building was installed at the entrance of the colonial exhibition, which became the “museum of the colonies”. 

			In 1935, the new institution changed its name to “Musée de la France d’Outremer” (Overseas Museum). It should be noted that the museum was renamed at the time of decolonisation in 1960.

			It is also a major international event, which transforms the museum landscape, this time in the west of the capital. It is the occasion to destroy the old Trocadero Palace. The Museum of Ethnography closed and was replaced by the Museum of Man, which was inaugurated in June 1938. Its director, Paul Rivet, wanted to create a new museum dedicated to Humanity in all its components: at the same time a museum of ethnography, but also of biological and cultural aspects of mankind with the presentation of prehistory and physical anthropology collections. 

			Let us note then a division which questions: the ethnography of France is excluded from the new museum.

			

			Indeed, the same year, a Museum of Popular Arts and Traditions was created, headed by Georges Henri Rivière. Thus, the French ethnographic collections, from the Camargue, Brittany or Auvergne, were separated from those of Spain, Germany or Hungary. France of the arts and popular traditions seceded, in a separation of a French “us” from the foreign “others” which is very revealing of a certain vision. And finally, 60 to 70 years later, we are witnessing a new “waltz” of museums, as recalled in the introduction.

			Recent creations, renovations or transformations of Museums in the early 21st Century

			It should not be forgotten that in addition to the three museums mentioned – Musée du quai Branly, Musée des Civilisations de l’Europe et de la Méditerranée and the new Musée de l’Homme – the French State has undertaken important renovations or transformations of its national establishments over the last two or three decades.

			In 1997, the Guimet Museum was completely renovated and became the National Museum of Asian Arts. At the Louvre, where since the 19th century, there were seven major departments (Egyptian Antiquities, Oriental Antiquities, Greek, Etruscan and Roman Antiquities, alongside the departments of classical art) is created a new large section dedicated to the Arts of Islam which opens in 2012. This time it is neither geography nor chronology but the link of a religion, Islam, which is 

			In the east of Paris, the former museum of the French Colonies in 1931, then the museum of African and Oceanic Arts, emptied and closed since the creation of the Quai Branly Museum, became in 2007, the Museum of the History of Immigration. The museum presents two centuries of immigration history by crossing historical, anthropological and artistic points of view. The history of migrants in the former museum of the colonies: A situation more than symbolic and which arouses political reactions.

			Finally, we should mention the 2015 opening of the Memorial ACTe, the Caribbean Centre for the Expression and Memory of the Slave Trade and Slavery. This institution is a place dedicated to the collective memory of slavery and the slave trade, open to the contemporary world. It is a local initiative of the Regional Council of Guadeloupe.

			There is no national museum in France that presents the colonial history of our country and even less the tragic history of the slave trade and slavery. And we will have to wait until November 2019 to see the creation by the French government of a National Foundation for the Commemoration of Slavery.

			Civilised People versus Barbarians

			This immense and recent metamorphosis of national French museums has still not brought down a great wall that is still impassable in France between museums dedicated to “us” and those dedicated to the “others”, or put in 
a different and deliberately provocative manner, between “Civilised Peoples” and “Barbarians”.

			The decision to create the Quai Branly Museum is the result of the political will of President Jacques Chirac, but it is also part of a movement that has spread throughout Europe over the last two or three decades. Museums dedicated to ethnography are indeed undergoing an irreversible transformation and numerous renovations and restructurings are willingly renaming them “world cultures”, “five continents”, and “civilisations”. These institutions, born in a colonial context, often find themselves prisoners of their history and of their collections tainted by the original sin of their collection at a time of European domination over other continents. The current debate on restitution is one of the most emblematic signs of this.

			The history of the Quai Branly Museum is known, receiving both the collections of the Musée des Arts d’Afrique et d’Océanie (formerly the Musée des Colonies), and those of the Musée de l’Homme, except from Europe. But this decision is quite problematic for me: Europe has been separated this time from the other continents. The Musée du quai Branly speaks of its “extra-European” collections. Even so, Europe is omnipresent, and particularly France since the objects exhibited are the heritage of our country’s colonial and scientific policy.

			The definition of the Quai Branly Museum remains problematic, if not fact impossible and it was finally named after its location. Otherwise, it is done by contrast, in a negative way, the museum displaying itself as dedicated to the art of “non-Western” cultures. At the inauguration, Jacques Chirac spoke of the advent of “this new institution dedicated to other cultures”. And the first major exhibition of the museum, presented as its manifesto, was entitled “D’un regard l’autre”, “with a look, the other”. 

			It is thus about a “museum of the Others” as underlined in all the communication of the new establishment. But aren’t these “others” a new avatar of the Barbarians around us, those of antiquity who don’t speak like us Greeks, those who are on the borders of the civilised world? By building a beautiful architectural case for these “extra-European” arts, have we not locked them up in an ethnic ghetto? Is the Quai Branly not finally the Museum for Exotics Barbarians?

			On the other hand, the ethnographic collections of the Musée de l’Homme from European countries joined those of the French Musée des Arts et Traditions Populaires, which closed its doors, and the whole ensemble moved south to Marseilles, to another newcomer the Musée des Civilisations de l’Europe et de la Méditerranée. Here, one could almost say, in a very centralising French vision, that this museum far from Paris is that of the “popular” or “traditional” Barbarians.

			About Asia, it is interesting to note that a distinction has been maintained between the Guimet Museum of Asian Arts and the Quai Branly Museum When I asked a fellow curator at Guimet where the boundary between these two Asias was, he replied: “At Guimet, the societies whose history can be written; at Branly, the societies whose customs can be written”. In other words, 
on the one hand, the Asia of “great” civilisations, on the other, ethnic Asia, or Asia of minorities, without history.

			At the Museum of National Antiquities, recently renamed the Museum of National Archaeology, nothing has changed since the 19th century: the history of the French territory is presented from Palaeolithic times, through the Gauls of Vercingetorix invaded by the Romans of Julius Caesar, to the barbarian invasions of late antiquity. At the Museum of the History of Immigration, one could say, in a provocative way, that it is the Barbarians from abroad who are exposed. And in Guadeloupe, at the Memorial Act, they are the Barbarians of Overseas.

			Moreover, one must see the weight of the vocabulary inherited from the colonial era, which means that we continue to speak of metropolitan France, on the one hand, and of its overseas departments and territories on the other, regarding regions of the Americas, the Indian Ocean or the Pacific Ocean that have remained French. A purely colonial vocabulary.

			Finally, the Louvre remains the great museum par excellence of the French nation, in the heart of the capital: this museum that prides itself on being the largest in the world, visited by millions of people each year, it is a museum that often claims to be “universal”. However, as we have seen, the largest part of the history of humanity is absent, including that of the first inhabitants of the territory that is now France. This temple of Fine Arts is the place where an outdated vision of French and Western civilisation is glorified. A museum where our roots are exposed, only from Mediterranean antiquity, from this Mare nostrum, still perceived by many as the unique cradle of our civilisation. The Louvre is still a museum of us, a museum of ourselves, the museum of the civilised people! Perhaps it is time that the Barbarians, whether exotic, prehistoric or Celtic or popular and traditional, invade other museums in the city!

			What about the Musée de l’Homme?

			Here again, the historical heritage is fundamental. The former Musée de l’Homme, created in 1938, disappeared in the early 2000s when its ethnographic collections were moved to the Musée du quai Branly. After that, it was decided to renovate it entirely. And a new Musée de l’Homme opened in October 2015. But one of the questions that arose was its new positioning. 

			It must be said that the Museum of Man has been part of the National Museum of Natural History since its creation. And an eternal debate arose about the relationship between natural sciences and human sciences with a tendency to want to talk about the evolution of humanity in its natural environment, as an extension of the great gallery of evolution in the Jardin des Plantes.

			But my policy, as director from 2017 to 2022, has been to position the Musée de l’Homme as a museum of society that deals with contemporary issues: exhibitions on human rights, racism, skin colour, or questioning the notion of beauty by presenting photographs of disabled people. Or, today, an exhibition on the limits of the human being. But it was and is a big and permanent fight against the naturalist vision of the institution. It’s necessary to redefine the position of the Musée de l’Homme in the new landscape both of the French Museum and the current situation in our post-colonial times and new debate about the future of our museums. But in any case, one could also ask a question about the name itself of the “Museum of Man” which is becoming politically incorrect. 

			But it’s another debate.

			André Delpuech

			Centre Alexandre Koyré. EHESS, Paris

			Former director of the Musée de l’Homme (2017–2022)

			

			Civilizált és barbár

			A „mi” és a „mások” múzeumai: Franciaország átjárhatatlan határai

			DELPUECH, ANDRÉ

			A 21. század elején Franciaországban jelentős nemzeti múzeumok jöttek létre vagy újultak meg teljesen: 2006-ban a Quai Branly Múzeum, 2013-ban az Európai és Mediterrán Civilizációk Múzeuma, 2014-ben a Bevándorlástörténeti Múzeum, 2015-ben pedig az új Musée de l’Homme. Ezeket a francia kormány által támogatott ambiciózus projekteket a Louvre 1989-es mélyreható átalakítása, az iszlám részleg 2003-as létrehozása, valamint az Ázsiai Művészetek Nemzeti Múzeumának – Guimet – 1997-es teljes felújítása előzték meg. Ez a hatalmas és közelmúltbeli átformálódás még mindig nem rombolta le azt a nagy falat, amely Franciaországban továbbra is áthatolhatatlan a „mi” és a „mások” múzeumai között, vagy másképpen és szándékosan provokatívan fogalmazva: a „civilizált népek” és a „barbárok” között. Utóbbiakra, még mindig az „egzotikus”, „őskori” és „népi” felosztás érvényes, míg a „hivatalos” francia történelem, amelynek ókori mediterrán gyökerei vannak, a Louvre-ban zavartalanul őrzi a helyét. A tanulmány a világ civilizációinak ezt az idejétmúlt látásmódját tárgyalja.

			The New National in Finland 

			– Making Space for a New Way to be a National Museum

			Elina Anttila

			Rethinking one’s role in society and the rapidly changing environment is a necessity for any museum. In the case of the National Museum of Finland, it has also meant questioning what national means in our contemporary world. How does the concept of nationality meet the cultural diversity or parallel realities in our society, or our interdependencies within a global world? As a national museum, we have a dual mission: the strengthening of cultural identities on one hand, and the removal of barriers between them on the other. Both are needed for the peaceful development of society, and the prevention and resolution of crises.

			The history of the National Museum of Finland is intertwined with the history of the nation-state of Finland – its development from an autonomous grand duchy of the Russian empire to an independent democratic republic and a modern Nordic welfare state. From its early history in the 19th century, the National Museum reflects the evolution of ideas of Finland and Finnishness. The main museum building in Helsinki, which opened to the public in 1916, is a rare representative of the national romanticism and modern museum architecture of its time. 

			In the coming years, a new annexe will be constructed to enlarge the space for public activities and programmes in this iconic building. The annexe will enclose large underground exhibition halls connected to the historical building, as well as a new entrance and a restaurant on the garden level. The easily adaptable underground spaces will be well suited not only for large-scale modern exhibitions, but also for a diverse range of cultural, art and recreational events, conferences, and other functions. Architecturally, the project will add a modern monumental counterpart to the historical building, symbolising the interaction between history, the contemporary world, and the future.

			The building project reflects and enhances the change that has taken place in the museum’s self-definition and role in society. With the priority on engaging and attracting a variety of audiences, promoting diversity, embracing parallel narratives, and rethinking its collection policy, the museum has approached its national role in a new way. This process, illustrated here along with our architectural visions, is ongoing. Many ideas are still to be developed and tested. – It is with great pleasure, that we share our new orientation with other European ethnographic museums in the What’s Up?! conference, organised with great elegance by the Hungarian Ethnographic Museum. 

			The National Museum of Finland

			The National Museum of Finland is not one single place to visit, but a cluster of altogether ten state-owned museums and sites in different areas of Finland. These include two castles – the Häme Castle and Olavinlinna castle – the Seurasaari open-air museum, the Finnish Maritime Museum, Finland’s only Prison museum, as well as residences of historical celebrities such as Tamminiemi, the home and office of President Kekkonen. Hvitträsk, home and atelier of the three architects Gesellius, Lindgren and Saarinen, Louhisaari, the birth-place of Marshal of Finland Gustaf Mannerheim, and Langinkoski, former fishing lodge used by Emperor Alexander III. 

			[image: ]

			1. The National Museum building, Helsinki, Finland, with a glimpse of the future annex. JKMM architects.

			The core of the National Museum is its multiple collections, which have been acquired over two centuries. They cover Finnish state history, Finnish and Fenno-Ugrian ethnological collections, cultures from different continents, maritime history as well as numismatic collections. The National Museum has always been both a historical and an ethnographical museum in its nature. Even contemporary collecting and documenting, emphasised in our current collection policy, has been part of the museum’s working methods since the early 20th century.

			The collections are shown permanently in the different museums and sites of the National Museum. A new collection and conservation centre, opened in 2016 will increase the accessibility and use of the collections. The main venues for temporary exhibitions are the National Museum in Helsinki, Häme Castle and the Maritime Museum. 

			As a concept and process, the New National embraces all this: the profiles of our museums and sites, and our museum’s many activities and operations from collection management to visitor experience, exhibitions, programs, and B2B services. In this article, however, the practical examples and plans reflecting the renewal process focus primarily on the National Museum building in Helsinki.

			The New National

			As is so often the case, our process of renewal was urged by economic necessity. Cuts in government funding had made it evident that the museum would have to earn its position every day by bringing added value to society. This requires strong strategic thinking and leadership.

			To develop new and relevant ways to be a national museum, we first needed to update our organisational structure, question our core practices and skills, and choose a new direction together with our whole team. Among the first steps were also rebranding the museum, launching a new visual image, and putting participation at the forefront of our audience relationship. Approaching larger audiences was needed for revenues from visitors, but this was also a value in itself. A national museum, funded by public money, can’t prioritise an audience of experts and enthusiasts. As it is our mission to make cultural history meaningful to more and more people, being popular is not only an opportunity for the museum but also our duty. 

			[image: ]

			2. Amengo museum! Our museum – the Romani Day in the National Museum. Photo: Soile Tirilä.

			We saw it was necessary to cross limits, often unnecessarily imposed on ethnographic and cultural historical museums. While rejecting object-based thinking, we handled a large variety of themes and phenomena and sought new ways to create and transmit content. We found our partners from new industries and professions and added for instance art exhibitions to our repertoire, as we saw them as fundamental to creating meaning and interpreting our culture and its history. Along with re-curated permanent exhibitions based on our own collections, we showed international exhibitions from Barbie to ancient civilisations. By integrating the collections and practices of thepreviously separate Museum of Cultures closely to the National Museum brand, we highlighted the idea that there was no national culture without a relationship with the cultures of the world. – We put special emphasis on an events program, as it was a more agile way to deal with contemporary issues than exhibitions, which need a longer period of planning and organising. 

			This new way of performing our role as a national museum, accompanied by a new visual brand, contributed to a change in our perceived image, which had been a bit distant, old-fashioned, and even gloomy. Many had visited the National Museum building with their school class but never again. Now they met a lively and fun place with a lot of colourful programmes from vintage markets to match-made-in-museum dating. As the historic building had limited spaces for temporary programs, we took our activities outside the building. For instance, on a yearly “Sauna Day”, we invited people to park their various mobile saunas and baths around the museum garden. This was natural for the museum, as the sauna is an essential element in our cultural history.

			While testing different ways to open up the museum, we also wanted to question traditional approaches to our collections. New practices were developed to speed up conservation and collection management processes, to make our collections more available and allow more objects to be used in exhibitions and other projects. We put more weight on the use of collections, believing in the relevance of having a personal, even physical relation to original objects. Museum professionals know this better than anyone else, how inspiring it is to feel an original object in your hand. Could we make this possible for others – especially for those, for whom it is so much more difficult to connect with heritage?

			We are also ready to question the museum’s self-evident authority over and ownership of the collections. This has led to collection deaccessions and repatriations to the benefit of other communities. In 2020, the National Museum returned the remains of Pueblo ancestors with associated funerary objects from the 13th century to Native American tribes. They were part of the Mesa Verde collection exported by the Swedish geologist Gustaf Nordenskiöld in the 1890s. 

			A very recent example is the repatriation of our Sámi collection to the Sámi Museum Siida in Northern Finland in 2021. This project brought the country’s largest and oldest Sámi collection – ca 2200 objects of cultural history – to the homeland of the Sámi indigenous people. At the same time, we agreed on future cooperation in presenting and documenting Sámi culture and history. This started by co-producing the exhibition “Mäccmõš, maccâm, máhc-can – The Homecoming”, presenting Sámi history, culture and the meaning of the repatriation as told by the Sámi. The project has increased awareness of the Sámi, as well as the significance of cultural heritage for our identity and well-being in general. It highlights the role of museums in fostering understanding between different perspectives and building sustainable societies. The unity of a society can only be reached when appreciating diversity. 

			But how to go deeper into the concept of the national? What makes the museum national, and how should we perform this role? In terms of concept, we want to re-invent the “national” in a truly inclusive way. How could everyone in Finnish society – with their different backgrounds, cultures and world views, or their different assets and challenges, be included in our national culture? Or how does national heritage embrace the heritage of those whose roots and history are elsewhere? A national museum’s task is to connect people to their heritage – wherever their heritage is. Instead of trying to make national history everybody’s history, we should help everybody’s history become part of the nation.
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			3. Homecoming celebration at the Sámi Museum Siida. Photo: Sami Museum Siida.

			As a national museum, we have a special possibility to give a voice to those who are less often heard, including many minorities – immigrants, ethnic minorities, sexual and gender minorities, or social minorities such as prisoners, or the homeless. These and many others are all groups we have worked with and brought into the centre. We have co-created programs and contemporary collecting projects together with various communities, such as the Finnish Romani, or currently, refugees from Ukraine. Once represented in the National Museum, phenomena can be raised from marginal to a national level, where they become a shared concern. 

			The capability to interact with different cultures is essential for sustainability. Everyone should learn these skills, and everyone should be able to feel safe when expressing their own culture and heritage. As a museum dedicated to understanding human behaviour, we find it natural for us to promote equality, diversity, and tolerance as keys to a sustainable society. To be able to share and foster these values in our country should be understood as a veritable national treasure.

			Space for the New National

			Our new customer-and-society-orientated approach has been appreciated by our stakeholders. The realisation of the long-awaited enlargement of the National Museum building was finally initiated by an architectural competition in 2019. In 2022, funding for the new annexe was granted by the Finnish parliament.

			Altogether 187 entries participated in the anonymous international architectural competition. It was won by the Finnish company JKMM architects with their proposal “Atlas”. The name of the entry reflects the symbolic meanings embedded in the architecture. As put by architect Samuli Miettinen, “Atlas refers to the history and culture we carry with us. As the roof of the main space, the sky-like spherical shape compares to our world and its indivisible common heritage. The architecture also whispers a silent question about the values on which our world rests… The National Museum belongs to everyone. It contains ingredients of the common good for just about everyone in Finland. This is why we wanted to create an extension to the National Museum, the architecture of which, on the one hand, is easy for all visitors to understand, but which at the same time evokes rich interpretations. We hope that the architecture of the new part will point out the significance of the central contents of the National Museum – solidarity between people and mercy – for our society.“

			The new Annex design will be aesthetically, technologically, and economically sound and feasibly executable. It will enter into dialogue with the national romanticism of the historic main building to create a compelling, ambitious and attractive architectural complex. As a manifestation of today’s image of Finland, the new Annex will be built in keeping with the requirements of clean environment technology, sustainable construction and ecological considerations. 

			The future complex, planned to open in 2026/27, will unite the historical building with large, new underground spaces for our programs and activities as well as a restaurant on the garden level. The new annexe will have an exhibition space of 1000 m2, which can also be used for other purposes in line with the competition program. The enlargement will enable large-scale and technically demanding exhibitions and a range of diverse events of culture and entertainment, art performances, conferences, fairs and other functions yet to be designed and invented. These will be produced both by the National Museum itself and by a variety of other parties. Some of the spaces in the historical building will also be modified for new purposes, like meetings, workshops, and events. 

			The old and new parts of the coming National Museum complex are connected through an underground space so that both permanent and temporary exhibitions can be explored in one visit. The inner courtyard, which connects the two buildings, will be covered with a glass roof and can be used for small-scale performances, receptions, and parties. The new spaces can be rented out separately for other users, bringing both income and new target groups to the museum. The restaurant can be open when the museum is closed, and various events and activities can be arranged also independently of the museum. The garden – already vividly exploited, will have even more possibilities to be used for joint ventures and events.
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			4.  View from the planned annex to the National Museum. JKMM architects. 

			Increasing our income has in recent years gone hand in hand with the development of our concept. The better quality and more up-to-date our programs are, the more attractive and value for money they are, and the more possibilities we have, to perform our role in society and strengthen the values we believe in. Before covid, from 2015 to 2020, the museum’s sales doubled. In the future, a significant part of the new operations is expected to be funded by ticket-selling, museum shops, restaurants, conference & banqueting facilities as well as other private income sources. They form essential funding for the museum’s impact on society.

			Conclusion

			The National Museum of Finland is born to have a role in society. The museum building project was a significant symbol of national identity and ideology amidst great change in the first decades of the 20th century. The world was in a war in which Finland separated itself from Russia and derailed into civil war. Our own time is also going through a huge upheaval. Global trends are affecting and challenging us, the pandemic has broken many paradigms, and Russia’s invasion of Ukraine has violated our shared European values and aspirations with unforeseen brutality. 

			

			Museums are more important than ever to empower societies and foster the creative thinking necessary to enhance the changes needed for our culture to be sustainable. We talk about resilience: the ability to be flexible, to adapt to even drastic changes, and to recover while constantly maintaining the will and ability to act. Equal rights to cultural heritage, history, remembrance, and to expressing our cultural identity are elementary to mental resilience. The new concept of the National Museum of Finland, as well as the new architectural complex enabling us to expand and develop our activities, communicate these core values of the Finnish democracy.

			Dr. Elina Anttila

			Director-General

			The National Museum of Finland

			

			A finn „Új Nemzeti”

			Területi bővítés egy újfajta Nemzeti Múzeum számára

			Anttila, Elina

			A Finn Nemzeti Múzeum története összefonódik a finn nemzetállam történetével. A múzeum már korai szakaszában is foglalkozott a Finnországról és a finnségről alkotott elképzelések alakulásának bemutatásával. Jelenlegi főépületét, mely a nemzeti romantika ritka és ezáltal ikonikus példája, 1916-ban nyitották meg Helsinkiben.

			2026-ra tervezzük az új, föld alatti múzeumi terek megnyitását, amelyek kiállításoknak, rendezvényeknek és különböző programoknak biztosítanak majd teret. A kert szintjén pedig egy étterem nyílik majd. Ez az átalakítás egyrészt új lehetőségeket kínál technikailag igényes, nagyszabású kiállítások befogadására, valamint az új, könnyen átalakítható, többfunkciós terek kiválóan alkalmasak lesznek kulturális, művészeti és szabadidős rendezvények, konferenciák rendezésére és egyéb funkciók kiszolgálására. A projekt nemcsak a múzeum szolgáltatásait és létesítményeit bővíti, hanem mindenekelőtt annak társadalomban betöltött helyét és szerepét erősíti.

			Az elmúlt évek stratégiai munkája során a Finn Nemzeti Múzeum újragondolta küldetését és koncepcióját. A közösségek bevonása, a sokszínűség előmozdítása, a párhuzamos narratívák felkarolása és a gyűjtemények használatának erősítése prioritást élvez, így a múzeum elősegíti a társadalmi befogadást, az egyenlőséget és a jólétet. Finnországgal kapcsolatos kortárs és jövőorientált szemléletünkben a kulturális jogokat, a különböző kulturális identitásokat és a kultúrák közötti párbeszédet a fenntartható társadalom alapvető előfeltételeként kezeljük.

			A Finn Nemzeti Múzeum a 2026 előtti években nagyszabású projektet indít el, amely során megújítja a múzeum működési rendjét és a megszokott munkamódszereket. Az „Új Nemzeti” egy olyan projekt, amely a múzeumi működés, az együttműködés és a hálózatok használatának új módjait készíti elő annak érdekében, hogy a megújult múzeum a lehető legnagyobb értéket képviselje, jelentse közönsége és a társadalom számára.

			Museum Renovation for Innovative and Smart Institutional Growth

			Goranka Horjan

			The Point of Departure

			In 2019 the Ethnographic Museum marked its 100th anniversary as an independent institution housed in the Art Nouveau Palace built by the famous Croatian architect Vjekoslav Bastl, a disciple of Otto Wagner. The building was originally built for the Museum of Trade and Crafts on Mažuranić Square in downtown Zagreb. Although the museum’s roots can be found in the first National Museum of Croatia, founded in Zagreb in 1846, a long time passed before a national museum of ethnography was established. A lot of distinguished cultural workers and politicians put great effort into achieving that goal but only after World War I did the dreams of many come to be. On 22 October 1919, the Viceroy (Croatian Ban) issued an order in which the Ethnographic Museum of Croatia and Slavonia was founded as a part of the national museum. 

			The initial museum holdings included several collections of different prove-nances: ethnographic collections from the Historical and Archaeological Department of the Croatian National Museum, parts of the collections from the Museum of Arts and Crafts, Croatian School Museum and the Museum of the Chamber of Commerce and the private collection of folk handicraft products bought from the entrepreneur Salomon Berger. These collections still form the substantial body of the present-day museum’s holdings. Salomon Berger became the first director of the newly established museum and at the beginning, his business-oriented approach marked the path for the museum. Over the course of time, museum professionals employed in the institution soon took the initiative and introduced museum standards and drafted collection policies. Between the two world wars, the media described the Ethnographic Museum as the most valuable museum in the country, also emphasising its high visitor numbers. 

			Although it has always been a national museum of ethnography, in 1994 the Ethnographic Museum, together with several other national museums from Zagreb, changed its founder when the Republic of Croatia transferred the museums’ ownership to the City of Zagreb. This change was meant to help the largest museums in the country receive subsidies from both the local and national authorities. However, no serious investments came from either of them. In the 20th century, there were several refurbishments of the Ethnographic Museum and changes to the permanent display but the last one took place in the period 1968–1972. Considering that no significant renovation was carried out on the museum building for such a long time, the condition of the facility was far from satisfactory in 2015, when the new project was drafted. In particular, the outer facade of the building along with the architectural plastic was dilapidated and had begun to fall. This threat to pedestrians was therefore an urgent issue to address, so partial renovation started in 2017 and finished in 2019. The condition in museum storage was also alarming, with leaking roofs lined with asbestos and with three trees growing from the roof dome. The roof was in poor condition with damaged gutters taking leaking water along the façade, from which bits of plaster had fallen onto pedestrians on the pavement below. Thus, the roof repair was carried out together with that of the facade. The renovation saved the building during the two devastating earthquakes that hit Zagreb in 2020.
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			1. The main facade of the Ethnographic Museum in Zagreb, renovated 2019, photo by Matija Dronjić
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			2. Exhibition “Hat off” (Kapa dolje) set for the 100th anniversary of the Museum, photo by Matija Dronjić

			The museum basement, overcrowded with museum objects was the worst part to address during the newly implemented collection care process. We managed to improve the situation only partially since a complete renovation of infrastructure is needed in order to get a functional storage space in line with professional standards. During the RE-ORG workshop, which was organised in 2017, the storage in the basement was named “HELL” in order to indicate the challenging conditions that ICCROM experts met there. Lack of proper collection policy, proper documentation and neglect of conservation standards which marked the museum work at the turn of the century had piled additional burdens on the poor condition of the facilities. Furthermore, endangered museum material, affected by moisture and water penetration, which was noticed in the basement, had to be addressed immediately. The rainwater was connected to an antiquated sewage system, indicating a possibility of flooding of polluted waters. Minor repairs were done but the need to replace old installations is the only solution for real improvement. The workers who did the intervention also noticed that the communal waterpipe also needed restoration. Because of the obsolete mechanical and electrical installations and uncontrolled microclimatic conditions there still remain additional risks to the collections stored in the basement. A solution was sought in cooperation with the founder and the City of Zagreb gave the museum an additional building for future storage. However, this abandoned empty building required investment and had to be included in the renovation project, as well. 

			The museum also entered the 21st century with an outdated permanent exhibition and it was an additional obstacle to ranking higher on the list of Zagreb museums. Due to neglected facilities, lack of equipment, adequate space and inadequate visitor services the Ethnographic Museum could not attract visitors and had lost the brand quality it used to have. In spite of the efforts of some curators who worked hard to set up interesting and welldesigned exhibitions, the Museum could not respond to specific demands of visitors, which was reflected not only in the attendance rate but also in the amount of subsidies and sponsorships museum received. The enthusiasm of museum workers was also affected since the museum did not get the recognition it deserved, in spite of its innovative approach to exhibitions and its valuable collections. Benchmarking done by the City authorities in 2014 showed that the Technical Museum and the Museum of Arts and Crafts, being among the most visited museums in Zagreb, reported 20 to 30 times more visitors than the Ethnographic Museum. It was high time to do something.

			New Initiatives and Perspectives 

			A new opportunity appeared after Croatia became an EU member state. The project calls for investing in cultural heritage were opened and the Museum grabbed the first opportunity to apply to the European Structural and Investment Fund within the Operational Programme for Competitiveness and Cohesion. The Ethnographic Museum had to select the option to invest in the project documentation as it did not elaborate construction plans and had no permits. This was also a pre-condition for conducting a future investment.

			In order to meet the requirements from the call focused on the contribution of the heritage to entrepreneurship and employment, the Museum started the project called “Renewed Heritage for Sustainable and Smart Development in Hyperconnected World”. It was drafted in partnership with the Croatian Chamber of Commerce. Both partners saw the opportunity to create a unique cultural space in the heart of the capital city based on rich tangible and intangible cultural heritage. By linking museum knowledge with economy and entrepreneurship as the main assets of the Chamber, the project got high scores in the evaluation process. The partnership had historic foundations since the main building of the Ethnographic Museum was initially built as a Trade and Crafts Museum closely linked with the Chamber. Apart from common roots, the partnership seemed to be a good way to join culture and businesses thus corresponding with the main strategic goals of the EU programme. The prospects looked fine and close at hand.

			The project aimed to refurbish and renovate three facilities registered as cultural monuments including the Museum’s main building, two connected buildings of the Chamber and the newly-provided storage building of the Ethnographic Museum located in the courtyard in Kačićeva Street, a ten-minute walk from the main site. The existing facilities of both partners were planned to be renovated and equipped with modern multimedia to attract more visitors in an innovative and interactive way. Both future museums, Museum of Commerce and new Ethnographic Museum, were designed not only as places to visit but also as the space were meetings and conferences could be held, events and presentations could occur and where various tourist, educational and entertainment activities could be offered. A common yard was planned as a unique and attractive spatial core with a glass elevator, adrenaline skywalk and a viewpoint to observe the roofs of the downtown area. The project envisaged an attractive glass interpolation with a dome and the space was designed with access to catering facilities – a restaurant with a view and a cafe on the rooftop with great views over Zagreb. The catering was arranged for the purpose of interpretation and presentation of traditional Croatian cuisine with regional differences and the focus was on the traditional dishes listed in the National Register of Intangible Cultural Heritage. The future activities and events were planned in cooperation with civil society organisations, entrepreneurs, craftsmen, other economic associations and clusters, and public, educational and scientific institutions.

			Reconstruction, renovation and equipping of the facilities included in the project have significant potential to become attractive and unique visitor destinations in Croatia’s capital, contributing to the increase of visitors, tourist arrivals and overnight stays, thus strengthening the economy and new employment. The main project goal of creating new attractions for cultural urban tourism for innovative economic development and growth, which can offer new jobs in the sector, should have been achieved through several specific objectives. Besides restoration and displays that increase the value of cultural heritage, the development of new products and heritage-based services can contribute to employment and new businesses resulting in increased tourism expenditures at the destination. The feasibility study, including cost-benefit analysis, proved that the investment could meet the expectations and strategic objectives, bringing a lot of benefits to both partners and the local community.

			This first part of the project financed by the EU to the amount of six million HRK was meant to deliver the complete project documentation with building permits. A detailed design of permanent museum exhibitions and a multimedia project, storage equipment and plans for moving the collections were also part of the project. The project supported sustainable heritage management aimed at generating its own revenue at several key points. The most important advantage is the historically famous architecture enriched with attractive contemporary solutions, by the famous Croatian architect Idis Turato. In addition to the interpolation, fantastic collections of tangible and intangible heritage and a contemporary-designed permanent display should enrich the offer in Zagreb with missing museum themes. New products and services resulting from various partnerships of museum professionals with artists, craftsmen, multimedia experts, event managers and others brought new attractions. In the field of innovation and cooperation with scientific institutions, the constant introduction of new content is ensured, followed by cooperation with the ICT sector, extending the range of products and services into virtual space. A strong social component of the project is achieved by increasing accessibility and caring for the involvement of different vulnerable groups, those who need additional care and assistance. A hyperconnected museum is a prerequisite for a dynamic educational program and an incentive for forms of e-learning, the acquisition of various competencies necessary for inclusive development that generates more income. By implementing the project, the Ethnographic Museum saw an opportunity to become a driver of development in the museum sector and a platform of good practice for other museums. 

			The new concept envisaged three units in the Ethnographic Museum main building. Besides the core display two separate contents were planned – Children’s World (based on the popular collections of toys and games) and the permanent exhibition of world cultures named “Culture of Travel”. These two new parts were drafted by curators Iris Biškupić Bašić and Marija Živković, while the main coordinator of the permanent exhibition was the museum advisor Zvjezdana Antoš. Besides an innovative approach to displaying collections, the design plan developed attractive multimedia content based on collaboration with creative industries (audiovisual activities, especially the production of video games, mapping, software development, etc.). The aim of the permanent exhibition is to show how the influences of traditional life on past and present-day lifestyles have had a huge impact on different identities through time and space. The three thematic units (Ways of Life; Customs, Beliefs and Rituals; Clothing) are used as a dynamic museological path to present the richness of collections and values that the museum supports. 
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			3.  Render of the future museum display, designed in 2018 by Kocka
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			4. New storage building of the Ethnographic museum currently in the renovation, 2018. Project design by Capital-ing

			Impact of the Global Pandemics and Economic Crises on the Project

			However, instead of the planned renovation and grand opening of the unique cultural and heritage complex in the city centre the project was delayed for several reasons and its completion has become a huge question mark. Although the documentation was prepared in January 2018, there were no calls for investment. The only opportunity was Integral Territorial Investment for the Zagreb Urban Agglomeration but the amount allocated for cultural heritage refurbishments was enough for one investment only. The Croatian Natural History Museum, which also created the project documentation with EU funds, was selected while the Ethnographic Museum managed to receive funding for the brownfield investment for its storage building. Both museums applied for funding in 2018 but the contracts were received in 2020 after an enormously long evaluation process which caused a lot of problems in the project implementation. During the almost two-year evaluation process, construction work prices increased considerably, the global COVID pandemic occurred and influenced global markets and above all in 2020 Zagreb was hit by two devastating earthquakes, one in March and the other in December, which changed the priorities of the local and national authorities.

			Right from the start, the Ethnographic Museum was aware that the whole project could not be realised though this would be the best and least expensive solution. All available EU calls for museums restricted allocations for cultural heritage to five million euros per building which is not enough to renovate a national museum housed in a protected cultural heritage building. Municipal authorities had not invested in museums for decades and expected that structural funds would be a solution and waited for the results. Insufficient EU allocations also had an impact on national resources needed, even when the application was successful. Everyone expected that careful planning would become imperative, but no action plans were drafted indicating when the supported projects could be realised. The Ethnographic Museum stayed alert all the time and grasped every chance to refurbish its facilities. Since the leaking roof and facades were priorities for security reasons the Museum managed to get municipal funding. The storage building received the EU funding for brownfield investment as mentioned above but the costs had increased during the delay in evaluation, and the participation of local funding was higher than expected.

			Although the earthquake in March 2020 damaged the Ethnographic Museum, the refurbishment performed in 2017–2019 saved the building from the catastrophe. Since the project for the main building included constructive remediation, which were costs eligible for the Solidarity Fund, we expected to get the support. However, it did not occur since the project was done before the earthquake and when we wanted to apply for a new project it was rejected because we already had the documentation. The whole situation reminded us of the famous novel by Joseph Heller “Catch 22”. Additionally, the partnership with the Chamber of Commerce became an unexpected weight in the process. Since the complex was linked in the project and had the joint building permit, the museum could not implement it partially without the partner. The recent crises had a huge impact on the Chamber whose main sources of income were severely reduced and they had to reconsider their priorities. 

			The fact is that the renovation of the Museum must be carried out in order to repair the earthquake damage, to replace dangerous dilapidated installations, to introduce elevators, to make rooms for various museum activities and to renovate and equip the facilities in accordance with legal requirements and professional standards. The founder of the Museum has a legal obligation to keep the building safe and operational according to the standards, but no one controls this obligation and unless an accident occurs, no one questions it. The Museum put the renovation in the future financial plan but the authorities removed it from the three-year budget projection. We asked for meetings with decision-makers in order to agree on how to proceed with future plans, but the requests have been simply ignored so far. The whole investment requires a higher budget than the one estimated in 2017 when we worked on the project documentation. In recent crises construction work costs increased significantly leaving us with less hope to find the support for the renovation we desperately need. Our building permit expires in December 2022. On the other hand, we cannot ask ourselves how it is possible to have a high-scored project, approved investment of six million HRK in documentation, building permit issued and no one cares even to discuss the possibility of implementing the investment. We are aware that the new city government elected in May 2021 has been overwhelmed with problems and a challenging financial situation but still there is a legal obligation and strategies should be drafted on facing the difficulties. The Recovery and Resilience Facility (RRF) is the largest component of Next Generation EU instruments where we can seek support and get ready for applications but in order to submit the project we need the founder’s permission. In the meantime, the situation in the Ethnographic Museum is becoming more and more alarming.

			Dr. Goranka Horjan

			Director-General

			Ethnographic Museum Zagreb, Croatia

			

			Megújuló múzeumépület az innovatív és „okos” intézményfejlesztés szolgálatában

			Horjan, Goranka

			A Zágrábi Néprajzi Múzeum nemcsak egy elavult állandó kiállítással lépett be a 21. századba, hanem az elhanyagolt infrastruktúra súlyos terheivel is. Szükségessé vált a stratégiai újragondolás és új irányelvek kitűzése. A számos kihívással – mint például a raktárak rossz állapota és az igen alacsony látogató szám – szembe nézve vezetőváltásra került sor az intézmény konszolidációja érdekében. Bár stratégiailag nehéz rövid idő alatt különböző problémákat kezelni, a helyzet azonnali cselekvést igényelt. A gyűjtemények első átfogó felülvizsgálata olyan hiányosságokat tárt fel, mint a rossz leltározás és dokumentáció, a nem megfelelő raktározási körülmények, valamint az egységesített irányelvek és előírások hiánya. Azóta nagy erőfeszítéseket tettünk ezen égető problémák megoldása érdekében. A múzeum új raktárépülettel gazdagodott, uniós támogatásra pályázott, hogy a két épületet modern, minden szükséges felszereléssel ellátott térré alakítsa át. Az építési dokumentáció elkészítése és az építési engedélyek beszerzése a múzeum tetőszerkezetének és homlokzatának felújításával párhuzamosan történt, így a 2020-as földrengések nem okoztak pusztítást. A közelmúltban uniós forrásokat különítettünk el a 2400 m2-es raktárépület felújítására, és az építési munkálatok jelenleg is folynak.

			Az infrastrukturális újragondolás mellett a múzeumban jelentős szakmai fejlesztések is zajlottak. A munkatársak számára szervezett oktatás növelte az uniós projektekben való részvételhez szükséges szakmai kompetenciát. Az ICOM és az ICCROM együttműködésével webináriumokat és előadásokat tartottunk a gyűjteményezésről, és a múzeumok ellenálló képességének növeléséről, míg a RE-ORG kéthetes workshopja a múzeumi szakembereket segítette a gyűjteménygondozás gyakorlatának javításában. Az uniós finanszírozás segítségével a múzeum új programokat tudott kidolgozni. 

			A világjárványok és az őket követő pénzügyi válságok azonban új kihívásokat jelentenek, amelyek veszélyeztetik a teljes felújítás és az új kiállítás terveit.

			Moving the Ethnological Collections of the Staatliche Museen zu Berlin into the Heart of the City

			Lars-Christian Koch

			In September 2022, the Ethnological Museum and the Museum of Asian Art opened to the public all its new displays in the Humboldt Forum. The museums moved about 15,000 objects and opened all of its 30 exhibition sections. 

			While designing the new exhibitions and moving the collections into the partially reconstructed Prussian Palace was challenging, but it also opened new opportunities. The Ethnological Museum and the Museum of Asian Art were able to conceive exhibitions based on fundamental principles of ethnological and art history research involving a close cooperation with international partners and source communities. At the core of the exhibition strategy is the pursuit of a multivocal approach in order to address common histories and post-colonial debates. Ongoing collaborative research on the provenance of objects in the collections is highlighted through a modular provenence-trail across the displays and regular thematic tours. 

			A key element of the exhibition is to communicate and engage intergenerational visitors with various backgrounds. Dedicated large spaces for families, hands-on activities and digital media allow diverse approaches to the exhibitions. Scientific “viewing windows” conceived in collaboration with the Naturkundemuseum Berlin and the Botanischer Garten are showcasing a transdisciplinary perspective. Several spaces for temporary exhibitions are allowing to address current topics and conceive joint exhibition projects.30

			The relocation of the exhibitions oft the Ethnological Museum and the Museum of Asian Art from the Berlin-Dahlem neighbourhood to the Museum Island is both a great opportunity and a challenge. On more floor space than before, the outstanding collections of the museums will be made accessible to a wider, international public. Yet the façade of the Humboldt Forum – a replica of the former Berlin Palace and evocative, among other things, of colonial times – is not unproblematic from a historical point of view specifically concerning different aspects of postcolonialism. The collections presented there are confronted with the very colonial contexts from which substantial parts of them hail, giving contemporary relevance to the history of their origins.

			The holdings of the Ethnologisches Museum, like those of the Museum für Asiatische Kunst, go back to the sixteenth century. Some core objects were already included in the Kunstkammer (cabinet of curiosities) of Frederick William I, Elector of Brandenburg-Prussia, at the Berlin Palace. From the mid-nineteenth century on, the conception especially of ethnographic collections changed fundamentally. As evolutionist theories took hold, aspirations for a new, global universal archaeology prevailed, which would lend contemporary relevance to ethnography and anthropology as well. In 1873, an application by the Berlin Society of Anthropology, Ethnology and Prehistory for a separate museum building was approved and an “independent ethnological and anthropological museum in Berlin” was founded, which in 1886 opened its doors as the Königliches Museum für Völkerkunde (Royal Museum of Ethnology). 

			Collecting in an organised manner began with the aim of documenting cultures as fully as possible in both their historical and contemporary manifestations. Extensive collections were compiled to have objects of comparison at hand for the then prevalent cross-cultural method. Adolf Bastian, the museum’s founding director, viewed the museum primarily as a scientific institution committed to preserving and researching the objects in the collections. In 1880, the collection comprised around 40,000 objects. During Bastian’s tenure the size of the collection increased almost tenfold. Due to the resulting shortage of space, an extensive museum complex was to be built in Berlin-Dahlem, but the first parts of it (storage areas) were not completed until 1921. A public exhibition continued to be presented in the centre of Berlin. After the Second World War, the collections of the two museums were confiscated by the Allies. The Western Allies returned the parts they had seized to Berlin in the 1950s. In 1964, the Prussian Cultural Heritage Foundation, founded in 1957, decided to finally expand the existing building in Berlin-Dahlem into a large museum complex. After the reunification of Germany, parts of the Soviet war booty returned to Berlin.

			

			Over time, the research questions and objectives changed and, consequently, so did the collecting strategies. Today, the Ethnologisches Museum ranks among the largest and most important museums of its kind internationally, as it boasts a collection of some 500,000 ethnographic, archaeological, art and cultural-historical objects from Africa, Asia, the Americas, Australia and Oceania. It also includes 140,000 ethnomusicological sound recordings, more than 500,000 ethnographic photographs and, 2000 films. Until 2017, individual parts of the collections were presented comprehensively in Berlin-Dahlem. 

			The Ethnologisches Museum continues to be committed to the tasks of collecting, preserving, researching and presenting, but combines them with new content. At issue today are questions of cultural heritage, the consequences of colonialism and the possible opening-up of related responsibilities in the scholarly elaboration and interpretation of the collections and their presentation. 

			Multiperspectivity, perspective shifts and a multiplicity of voices are to be achieved through an increasingly participative curatorial, research and presentation practice. This may be tied in with current international discourses through close transcultural cooperation.

			As mentioned earlier, the Museum für Aisatische Kunst goes back – at least in terms of individual art, craft and archaeological objects – to the Kunstkammer of the Elector of Brandenburg-Prussia at the Berlin Palace. But the Museum of East Asian Art founded in 1906 relied primarily on civic involvement in building up its collections. After the Second World War, almost ninety percent of the holdings were taken to the Soviet Union as looted art. This made it necessary for many parts of the collection to be rebuilt. Due to the division of Berlin, this rebuilding took place starting in 1952 at the East Asian Collection in the Pergamon Museum in the city’s eastern part as well as in the western part, where it was not until 1970 that a dedicated exhibition venue was established. In 1992, both collections were then merged in the Dahlem museum complex in West Berlin. As early as 1963, post-colonial considerations led to the founding of the Museum of Indian Art based on a selection of objects from the Indian department of what was then the Museum of Ethnology, but with the addition of acquisitions. It showcased art histories from India and the greater Indian-influenced region of Southeast and Central Asia. In 2006, it was finally combined with the Museum of East Asian Art to form the Museum für Asiatische Kunst.

			In addition to the main tasks of preserving and maintaining the collections, the Museum für Asiatische Kunst has always pursued research alongside its educational mandate. Through research, documentation and publication, the collections are very much integrated into the university field as part of the disciplines of East Asian and Indian art history. The Museum für Asiatische Kunst also seeks to establish international cooperations with academic institutions in the Asian cultural region, so as to open up new common fields in Asian studies and art history.

			At the Humboldt Forum, the Museum für Asiatische Kunst and the Ethnologisches Museum need to be considered both independently and together in order to promote synergies in research and exhibition practice. On the third floor, for example, the two museums both focus on Asia, but each based on their own research and exhibition practices. In addition to the west wing of the Humboldt Forum, which opened in 2022, other regions of the Americas, Africa and Southeast, South and Central Asia are presented in the east wing, where extensive temporary exhibitions on current issues will add a topical dimension to the permanent exhibitions. 

			Only parts of the total holdings are shown at the Humboldt Forum. These will be displayed in what is basically a permanent exhibition area where – in addition to the themed presentations – display and study collections, as well as regularly rotating exhibits which cannot be displayed permanently for reasons of conservation, are to give an idea of the riches of the two museums. The latest research findings from international collaborations can be presented comprehensibly here. Contemporary questions relating to the collections reveal a deepening interaction of different perspectives.

			In addition, the high density of media-based information provides contexts which allow the public to better understand the collections, resulting in new structures of knowledge transfer. The ongoing digitisation of the holdings lead to a sustained global transparency of the collections of both museums. Ideally, this should be increasingly reflected in the exhibitions.

			The cooperation with the Humboldt Forum Foundation regarding the temporary exhibition spaces – which are anchored in the permanent exhibition areas – carries great potential for the future work of the Ethnologisches Museum and Museum für Asiatische Kunst. International and interdisciplinary curatorial teams, which include representatives of the cultures of origin as well as international scholarly partners, are to work together in transcultural cooperation projects. Current social issues will add new dimensions to the adjacent permanent exhibitions of the museums. The joint identification process, which was fundamental to this, was intense and has opened up new perspectives for all those involved on the future of exhibition activities at the Humboldt Forum.

			

			The storage facilities of both museums remain at the Berlin-Dahlem location and are integrated into the work processes in important ways. In addition to the significant share of cultural programming and artistic activities, as well as intense educational efforts in cooperation with the actors at the Humboldt 
Forum (Humboldt Forum Foundation in the Berlin Palace / Humboldt University of Berlin / Stiftung Stadtmuseum Berlin), an extensive residency programme at the Dahlem Research Campus will give rise to new formats of museum work. One focus here will be on transcultural provenance research, the results of which will be incorporated into the museums’ presentations at the Humboldt Forum alongside with collaborative educational formats.

			The closely integrated temporary exhibition spaces can take up and negotiate timely topics in a flexible and swift manner.

			Museum and International Collaboration

			The insistence on intensifying collaboration with the societies of origin in the Ethnological Museum and the Museum of Asian Art work both an eminently reasonable demand and a requirement of the times. In the Humboldt Forum many exhibition modules contain components that have been and continue to be developed with partners in the societies of origin.

			Successful cooperation is, however, a long-term process, which almost always requires preparation over several years, but which also yields innovative results that are unique in Germany and possibly globally in the museum context. Cooperation is also particularly helpful in highlighting the present-day relevance, significance and problems of historical collections. 

			For this reason, numerous cooperative projects are already under way in the Humboldt Forum. These cooperative efforts are very varied and involve different stakeholders from the societies of origin, such as photographers, artists, architects, scientists and also cultural specialists who are difficult to categorize. In all collaborations, the curators surrender some of their authority, thus contributing to the creation of multi-perspectivity. 

			Museums had already taken on to draft a comprehensive plan to research the provenance of objects in their collections, transparently publish available information and ensure that the provenance and biographies of objects are made visible both in the exhibitions and elsewhere, for example in an openaccess database to reflect on the history of the museum’s collections. The cooperation with societies of origin, other regional experts as well as governments can greatly intensify this perspectives. Comprehensive digitization projects enable more transparent accessibility for the public as well as for the specialists. 

			With the Humboldt Forum, a whole new cultural district is being created in the very heart of the city of Berlin. It represents an approach that brings together diverse cultures and perspectives and seeks new insights into topical issues such as migration, religion and globalization. In combination with the collections located in museums on the neighbouring Museum Island they will form a unique concentration of objects and artworks.

			Spread over more than 17,000 square meters on the second and third floors of the Humboldt Forum, the Ethnological Museum and the Museum of Asian Art will present objects from their archaeological, ethnological and arthistorical collections together with an extensive array of photographs, films and sound recordings. Modular exhibition units enhance flexibility, thus facilitating the inclusion of new research findings and viewpoints on current social issues. Exhibition modules, temporary exhibition spaces, visible storage cases, areas for young visitors and action rooms will ensure that the future Humboldt Forum will be a vibrant setting for knowledge about the world, but also for art and culture enthusiasts.

			In the Humboldt Forum, the Museum für Asiatische Kunst will present selected works from its collection from the perspective of the social context in which they were created, while juxtaposing them with contemporary art from around the world. The museum’s rich collection of Asian art and craft objects dating from the 5th millennium BCE through to the present day includes East Asian paintings and prints, lacquer objects and ceramics, the art and culture of the Silk Road, South Asian and South-East Asian art, Hindu and Buddhist sculptures as well as more recent Indian paintings. Many of the treasures in the museum’s collection, which numbers 30,000 items in total, are to be on show in the Humboldt Forum in an area measuring more than 6,000 square metres, with exhibitions supplemented by study collections. The focus will be placed on relationships and contexts; the artists will be presented in the social settings in which they worked, and archaeological and craft objects will be shown in their original cultural milieu. The curators also aim to emphasize larger regional trends, such as the mutual influences between South Asian and East Asian art via the conduit of Central Asia, or the significance of contemporary Asian art on the international stage. Far from merely acting as a window on a distant, foreign world, the museum will become a place where visitors can actively engage with Asian art, partaking in its past and its present, its originality and its place in the world.

			The Ethnologisches Museum also intends to scrutinize and critically assess the legacy and consequences of colonial rule and the role played by Europe. Globalization is far from being a modern-day phenomenon. The bonds between continents date back centuries, if not millennia. In metropolises such as Berlin, people from all over the world live in close proximity. As a result, questions pertaining to “centre” and “periphery” have to be redefined. The museum’s goal is to stimulate interest in interaction and intercultural encounters and to promote a deeper understanding among the peoples of the world. This leads to a topic which is in intense discussion among museum experts: Contemporary Art in ethnological museum. Whereas ethnological museums were primarily created to document, research and better understand foreign cultures, most of which are located outside of Europe, art museums have since the nineteenth century been very focused on aesthetic practices and concepts of differing cultural and social constellations. Foremost among these are artistic expressions of Asian cultures and their history. Against this backdrop, the Museum fur Asiatische Kunst (Asian Art Museum) and the Ethnologisches Museum (Ethnological Museum) of the Staatliche Museen zu Berlin – Preusischer Kulturbesitz have dealt with concepts of art in different ways. As these divergent approaches are very clearly intended to be viewed from a historical perspective, above all one informed by traditions of scholarship, it is worth taking a brief look at the background of both institutions as already mentioned above. 

			From the begin of the 19th century onwards research questions, objectives and collection strategies shift continuously. In the context of the ethnological collections, the perception of objects as art often changed depending on the research questions, with the effect of influencing exhibition and collection strategies in various constellations.

			The Nigerian Benin bronzes, now being discussed so intensively, came to be perceived as art – which they undoubtedly are – through the catalogue Altertumer von Benin (1910) by Felix von Luschan, the second director of the Ethnologisches Museum. These are transformational processes through which representative objects become works of art. They occurred and continue to occur in ethnological collections and museums, among other places. Assuming art is a phenomenon defined by discursive practices, it concerns a dynamic process in which criteria are established for understanding the collected objects as unique works of artistic expression. It can be observed, for example, that the transformation of religious objects into art objects was and is a continuous process. In parallel, foreign cultures were elevated from a Eurocentric point of view when they came to be regarded as ‘advanced cultures’ and were provided with their own art history – often despite the fact that many cultures have their own conceptions of art.

			Museums of ethnology and also of Asian art operate in this charged context by constantly reinterpreting what art is and re-evaluating their collections accordingly. At the same time, contacts and collaboration are intensifying with representatives of the countries from which the Dahlem and the Humboldt Forum collections originated, while strategies for information exchange are also improving. As a result, an entirely new kind of creative presentation is possible on the basis of historical collections. Artists from the cultures of origin gain the opportunity to interact creatively with their own history. Having access to the objects in the historical collections establishes the basis needed for them to be able to directly confront their historical and artistic past and to take this forward into the future. Even if reservations are occasionally expressed about exhibiting contemporary art in ethnological museums because the artists tend to envision having their works shown in a gallery or art museum, it is precisely the dynamism of current discourse in this environment and ist artistic adoption that benefits both artists and the public. Various cultures are now seeking and finding answers to contemporary issues through their artists. Art can draw attention to these challenges – as seen in Justine Gaga’s work Indignation, which addresses the present-day problems of Cameroon.

			In her work Codex Humboldt Fragment / Codex Azoyu Reverso, Mariana Castillo Deball from Mexico links historical documents and their political implications, especially in the eighteenth and nineteenth centuries, with the current situation in her homeland, directly juxtaposing the wall installation with the related archaeological documents.

			With his Township Wall, Antonio Ole from Angola establishes a relationship between his culture of origin and Berlin by using urban materials from the city’s districts in his wall installation that recall the architecture found in African townships. This work was on view at the highly acclaimed exhibition Hello World at Hamburger Bahnhof in Berlin in 2018, as were other works from the Ethnologisches Museum and the Museum fur Asiatische Kunst. In addition to historical collections, both institutions have holdings of contemporary art from global contexts, including outstanding works of Native American Modernism, representing the art of late twentieth-century Indigenous cultures. An exhibition set among the collections of the Ethnologisches Museum and the Museum fur Asiatische Kunst generally has the significant advantage of being able to contextualise art from the perspective of aesthetics as well as regional, ethnological, social and cultural studies, thereby broadening the level of comprehension.

			Performative and interactive formats play a significant role in contemporary art, whether as performance, action or immersive art or as sound installations. At the Humboldt Forum, visitors have the opportunity to work with historical sound material as well as to create new productions in large-scale (audio)visual works such as facade projections and sound installations. They can do this both inside and out, for example, in the ethnomusicology presentation’s listening space.

			The processes described here repeatedly make visitors, participants and professional audiences aware of how integrating contemporary art into the two museums’ collection presentations leads to the transformation of objects. Such an understanding can only be acquired in this setting, with the result that the discussion about whether contemporary art should be limited to exhibition spaces and art museums is at least opened to multiple perspectives. Museums dedicated solely to art are already international in their orientation and becoming increasingly global, positively affecting the art scene in the process. Combining world-spanning cultural collections with the global contemporary art scene, on the other hand, is only possible within the context of specialised museums. This is why I see the Humboldt Forum’s objectives and orientation as its primary source of additional value.

			Prof. Dr. Lars-Christian Koch 

			Director-General

			Humboldt Forum, Germany

			

			A Staatliche Museen zu Berlin néprajzi gyűjteményeinek átköltöztetése a város szívébe

			Koch, Lars-Christian

			Az Etnológiai Múzeum 2021 szeptemberében nyitotta meg új kiállításainak első felét a nagyközönség számára a Humboldt Fórumban. A múzeum a kiállítások második felének építése közepén tart, és arra számít, hogy idén befejezi mintegy 15 000 tárgy költöztetését, és mind a 30 kiállítási egységet meg tudja nyitni.

			Az új kiállítások kialakítása és a gyűjteményeknek a részben felújított porosz palotába való költöztetése kihívást jelentett, ugyanakkor új lehetőségeket is kínált. Az Etnológiai Múzeum a nemzetközi partnerekkel és a forrásközösségekkel való szoros együttműködéssel a néprajzi kutatás alapkoncepcióira épülő kiállításokat hozott létre. A kiállítások középpontjában a többszólamú megközelítésre való törekvés áll, melynek célja a globális történelmi szemlélet megtalálása és a posztkoloniális viták kezelése.

			A gyűjteményekben található tárgyak eredetével kapcsolatos folyamatos közös kutatásokat a kiállítások moduláris útvonala és a rendszeres tematikus tárlatvezetések emelik ki.

			A kiállítás kulcsfontosságú eleme a különböző társadalmi hátterű, több generációt képviselő látogatók bevonása és a velük való kommunikáció. 

			A külön a családok számára kialakított nagy terek, az interaktív tevékenységek és a digitális média lehetővé teszik a kiállítások változatos értelmezését. A berlini Természettudományi Múzeummal és a Botanikus Kerttel együtt kialakított tudományos „kilátóablakok” transzdiszciplináris perspektívát mutatnak be. Számos időszaki kiállítási tér biztosít lehetőséget aktuális témák feldolgozására és közös kiállítási projektek összeállítására.

			[image: ]

			Estonian National Museum

			Photo by Simo Sepp

			Challenges of the New Start

			Re-launching Estonian National Museum Concept in the New Building

			Kertu Saks

			The Estonian National Museum (ENM) is an institution founded in Tartu already in 1909. We celebrated our 113th birthday this year. The idea of establishing a museum as a representation of ethnic Estonian culture dates even further back, to the 1860s and the Estonian national awakening movement. 

			The ENM was founded on the initiative and with the support of the nation – with the task of protecting and developing the history and culture of Estonia. It has been a core idea for more than a century and there has always been a consensus in Estonia in sensing the importance of such an institution.

			As in many other European countries, the primary importance of the museum was historically attached to preserving the old, fading peasant culture, collecting artefacts, archaeological findings, old coins, books, manuscripts and historical records. The whole nation was enthusiastically involved in this work and thousands contributed to the collections as well as sending stories and memories.

			The main emphasis of research and collecting has been and still is on Estonian everyday life in the second half of the 20th century as well as on the Estonian diaspora and audiovisual, archival and artifactual data from Finno-Ugric cultures.

			Before World War II, the museum operated in the main house and grounds of Raadi Estate. The building was completely destroyed during the war, but the collections were successfully evacuated. The Raadi Estate was transformed by the Soviets into a military base and airfield for nearly half a century. Raadi was the location of the largest Soviet military airfield in the Baltic region. Over one hundred long-distance bombers were stationed there. Because of this airfield, Tartu was a completely “closed city”. 

			The current building opened in October 2016 on the same grounds. The planning period took 10 years for both the architecture and exhibition concepts. It was built according to the concept of an international team of young architects (Dorell.Ghotmeh.Tane.Architects). The project was titled “Memory Field”. The location seemed controversial to the general public in Estonia, it had seemed previously unthinkable to incorporate the Soviet occupation into the discourse on Estonian identity in the context of representation, presented by the ENM. Thus the first challenge in re-launching the museum was how to preserve the feeling of continuity and tradition in such a controversial setting.

			But the authors of the project based their idea precisely upon Estonia’s dramatic past – the idea was that the scars of the Soviet occupation should not be erased from the nation’s memory, but they should instead be given a new meaning. Thus the museum building forms part of the former runway – the sign of occupation. To give the space a more powerful “voice”, the space is extended by the new open building which expands along the runway. Its slightly inclined roof symbolises rising to the sky, moving towards the future.

			Many thought that such a huge (21,973 m2 of usable space) and important museum should be in the capital Tallinn, not in Tartu – almost 200 km away. Voices were expressing that the new building was too big (especially for a museum in Tartu) and that the audience or tourists would never find it. As it was also built on the outskirts of Tartu – some believed that even the people of Tartu might not be able to find it. A lot of explaining was needed, but none of those doubts proved true.

			The creation of the exhibitions for the new building especially the permanent ones also went along innovative lines. For creating the main exhibition “Encounters” the museum involved hundreds of researchers to create a pathway of examples of life in Estonia from the first settlers to the present day (it occupies 3,781 m2 of the total area of the building). The exhibition was created based on contemporary creative research communication. All content development and design solutions were born in dialogue. Dialogue as a method appears also between source materials of research disciplines as well as between different backgrounds and opinions. The exhibition is designed with a participatory approach that works in combination with all the other services that the museum offers today. 

			It was decided early on that building should be more than just a museum. Thus the new ENM is a cultural complex with public activity areas, including an education centre with dozens of programmes, a folk culture centre, and a conference, film and theatre hall as well as large facilities for outdoor activities. ENM is popular for the concept of co-creation exhibitions. Every year the public can send their own ideas for exhibitions they would like to create with our help and two of these ideas will be realised. This year the ENM received 16 such proposals.

			The second largest permanent exhibition is Echo of the Urals, providing insight into the lives of the nations speaking Finno-Ugric languages. The exhibition takes visitors through four different seasons, introducing these nations related to Estonians. The Finno-Ugric branch is a mission for the museum. Estonia has the luxury of being independent and our language and culture are not suppressed. Many Finno-Ugric nations have lost their lands to other powers and some of the languages have become extinct. ENM speaks for these nations and helps preserve their culture. We have a 1000 m2 exhibition space dedicated to them. This is a mission that the new museum building inherited.

			We also have many temporary exhibitions and a large amount of gallery space. Depending on the year we take in up to 60 smaller photo, art or other thematic exhibitions a year thus also enhancing the participatory approach. 

			The new building has contemporary collection depositories. At the lower level of the museum, 8139 m2 is for that purpose. And we also have a library and researcher`s rooms as well as new conservation labs, concentrating on research and experimenting with new conservation methods.

			ENM is also a centre of ethnological research recording, studying and interpreting culture as a way of life, taking into account its periodical, spatial and social diversity. 

			We had 500 000 visitors annually after the opening of the new building. And then came Covid-19. The whole idea of participatory museum context had to be changed as in all the museums around the World and today we are also struggling with the security crisis due to the war in Ukraine, the energy crisis and climate change. We are in the midst of confusing times and the planning process for the next 5 years encounters difficulties due to that. 

			We all have seen a very large drop in the number of tourists during the Corona years. It was not easy to travel during the pandemic. ENM was also completely closed for a short time during this period. We all have had to solve dilemmas such as can unvaccinated people enter a museum? Who needs to provide tests for those who enter? The people themselves, or the museum? Can unvaccinated people work in a museum? The ENM also had people at work who refused to be vaccinated. We found temporary opportunities for them to work from home. There will be new Corona restrictions in the Autumn. Fortunately, today we are much better prepared for them. 

			In the energy crisis, the questions arise in many museums, can we afford our big, beautiful buildings? Do the visitors have enough resources to come to us while the cost of living is rapidly rising? If families are running short of money for food, will they cut out visiting museums? 

			Europe’s museums, and national museums in particular, are facing the challenges of new roles in a crisis-hit world. We may ask, what museums can do to help with the different problems that the World is facing? At the ENM we think that there is a lot that museums can help with. We learn this now from everyday experience.

			The museums know how similarly difficult or significantly more difficult times have been handled in the past. In its exhibitions, the ENM shows through objects on the time track how we lasted during difficult times and how we created a sense of home and security despite all the odds. There have been times of plague, wars, and parallels can be drawn between the times from the 1940s when the same happened in Estonia as what we now see happening in Ukraine.

			The permanent exhibition “Encounters” shows Estonia’s first national flag from 1884, which was hidden from the Soviet occupation after World War II by making a fraudulent copy, for the conquerors to find and destroy, thinking that the work was done. Visitors also see the artefacts of families deported to Siberia and hear their stories. The “Practical Beauty” exhibition shows carrier bags made of chair seats during World War II, with which the girls went to school or the travel bags sewn from old pieces of men’s folk costume belts. There are stories to tell.

			Today we can see in the museum how interest in visiting the exhibitions consisting of these stories is growing rapidly. It began immediately on the first day of the War in Ukraine, on February 24, 2022. Museums offer a place to be together. Estonians are odd in that respect. Every couple of years we gather on our song-festival ground, hundreds of thousands of us, to sing national songs in national costumes together and these are the grounds where all the disagreements (political or other) are cast completely aside. This strength that we gain on these grounds in numbers gives comfort and knowledge of coping. And this is the feeling that we believe museums are now able to give. 

			Another role of museums that is becoming more important today is the role of the provider of cultural integration. Museums have the skills and knowledge to do this, and thus they can be important partners for the state. Each modern museum has an educational centre for coordinating museum studies and engaging communities. The museum acts as a creator of social welfare for all groups of society. So does the ENM. An example of this activity is the cultural course “Live the Lives of Estonians”, which is intended for people who have recently arrived in Estonia or wish to integrate better. This is a cultural service that focuses on different aspects of Estonian culture: history, education, religion, Estonian language, nature, weather and traditions, food, art, music and literature. The course is complemented by study visits outside the museum, and excursions to Tartu and the surrounding area. 

			Estonian museums and also ENM have kept their doors open to Ukrainian refugees for free since the start of the war. They come in hundreds and we have just started the first cultural course, especially for them.

			We have also noticed that especially the younger public prefer to visit environmentally sustainable museums. Museums can waste less and analyse their carbon footprints. To create a new museum building with strict climate requirements for preserving the collections is a dilemma as this activity demands lots of energy. The ENM was built on sustainable principles. 

			As you might remember from the start of this presentation ENM was built on a former Soviet army airfield. The grounds were super polluted and before the building could start the whole area was carefully cleaned of all the environmental pollution. Today we have clean parks and lakes around us. 

			Our storage systems are also innovative and have modern air conditioning systems, where museum objects are guaranteed a stable storage environment with a system of walls accumulating moisture in Summer which they give off in Winter. Electricity is used as a means to provide the necessary climate for objects only in an emergency.

			

			A lot can be done by addressing education, inclusion, discrimination, gender or other currently important topics in the exhibitions and museum programmes, to which we are always adding examples from our 113-year collections to those activities.

			Dr. Kertu Saks

			Director of the National Museum of Estonia 

			

			Az újrakezdés kihívásai

			Az Észt Nemzeti Múzeum koncepciójának megújítása az új épületben

			Saks, Kertu

			A tanulmány bemutatja az Észt Nemzeti Múzeum megújulási folyamatát és azokat a kihívásokat, amelyekkel a megnyitást követően és az elmúlt években világszerte kialakult különböző válsághelyzetek során szembesült az intézmény.

			Az Észt Nemzeti Múzeumot 1909-ben alapították Tartuban. Az első olyan épületet, amelyet a múzeum számára készítettek, és amely egy korszerű múzeum minden igényét kielégíti 2016-ban nyitották meg. A tervezés tíz évig tartott mind az építészeti, mind a kiállítási koncepciók tekintetében.

			A Találkozások című új állandó kiállítás alapját hosszú kutatómunka és a forrásanyag intenzív használata adta. Ebbe a munkába több száz kutatót vontak be, hogy hitelesen tudják elmagyarázni és bemutatni, hogyan éltek és élnek az emberek Észtországban, az első telepesektől napjainkig. Az észt tudományos közösség számára az új állandó kiállítás a kortárs kreatív kutatási kommunikációt képviselte. Ebből kiindulva a kiállítás legfontosabb választott eszköze mind a tartalomfejlesztésben, mind a dizájn megoldásokban a párbeszéd mód-
szere. A párbeszéd nemcsak a kutatási területek forrásanyagai, hanem a különböző álláspontok között is zajlik. A kiállítást olyan részvételi lehetőségekkel valósították meg, melyek jól jelzik, hogy a látogatók hogyan és miként segítettek a kiállítás létrehozásában, mit hoztak magukkal. A tárlat a mindennapi életet eredeti tárgyak, installációk, a kiállításhoz készített dokumentum- és játékfilmek, valamint egy digitális réteg, többek között nagy adatbázisok és a kutatási eredmények vizualizációi segítségével mutatja be.

			A kiállítás megújítási koncepció részvételiséget hangsúlyozó megközelítése a múzeum által ma kínált valamennyi szolgáltatással együtt működik. 

			Az Észt Nemzeti Múzeum egy kulturális komplexum. Nagy nyilvános közösségi tér, amelyben megtalálható többek között egy oktatási központ több tucat programmal, folklórközpont, konferencia-, film- és színházterem, valamint bel- és kültéri helyszínek. Emellett pedig otthont ad a gyűjteményi raktáraknak, a könyvtárnak és a kutatószobáknak; továbbá az új restaurátorműhelyeknek, amelyek lehetővé teszik a kutatásra és az új restaurálási módszerek kikísérletezésére való összpontosítást.

			Az Észt Nemzeti Múzeum a kultúrát, mint életmódot tanulmányozó és értelmező etnológiai kutatóközpont is. A kutatás és gyűjtés fő hangsúlya a 20. század második felének észt mindennapjaira, valamint az észt diaszpórára és a finnugor kultúrák audiovizuális, levéltári és tárgyi adataira helyeződik.

			Az új épület megnyitása után évente 500 000 látogatót fogadott. Aztán jött a Covid–19. A részvételi múzeumi kontextus egész koncepcióját meg kellett változtatni, csakúgy, mint a világ összes múzeumában. Ma pedig az ukrajnai háború miatti biztonságpolitikai válság jelent problémát. Még mindig zavaros idők közepette folyik a munka, és a következő öt évre való tervezés a jelenlegi válsághelyzetek miatt okoz dilemmát. A tanulmány néhány példát mutat be arra, hogy az Észt Nemzeti Múzeum hogyan tudta leküzdeni ezeket a nehézségeket, és mik a céljai a jövőre nézve.

			New Projects of the Slovak National Museum in Martin

			Branislav Panis – Radovan Sýkora

			The Slovak National Museum (the “SNM”) is the supreme state collection-creating, scientific, research, cultural and educational institution in the field of museology activities in the Slovak Republic. It administers over 4 million collection items and hundreds of buildings located in 20 cities, towns and villages throughout Slovakia, including many national cultural monuments. The SNM fulfils its mission through 18 organisational units, including castles, chateaus and manor houses, open-air museums and museums of national minorities. 

			The Slovak National Museum in Martin (the “SNMM”) is one of the SNM’s largest and oldest organisational units. From the very beginning, it acquired collections related to history, ethnography, numismatics, art history, natural history, archives and libraries from throughout Slovakia and abroad. Since 2004, it has six branches and administers over three quarters of a million collection items. 

			The Ethnographic Museum, which specialises in the preservation, research, documentation and presentation of folk culture in Slovakia, is part of the SNMM and contains more than one hundred thousand collection items. A library with over 70,000 volumes and a large branch of the SNM archives are also located in this building.  

			The Museum of the Slovak Village (the “MSV”), which is the largest open-air museum in Slovakia, is also a significant part of the SNMM. Besides traditional building and housing culture, it presents the way of life of people in Slovakia in the second half of the 19th century and the first half of the 20th century. Over 150 residential, farming, technological, social and religious structures from the northwestern regions of Slovakia are displayed there on 15.5 ha of land. 

			The Andrej Kmeť Museum, which became part of the SNMM in 2004, studies and documents nature in northwest Slovakia, particularly the regions of Turiec, Orava, Kysuce and Liptov. It administers over half a million collection items related to natural sciences and around ten thousand collection items documenting the history and culture of the Turiec region. The building underwent reconstruction in 2012 and 2013 and in 2017 new expositions were installed. 

			The Martin Benka Museum was established in the house where this national artist lived and worked. The museum administers more than ten thousand of his works of art. It is currently under reconstruction, but it is planned to re-open in September 2022 during the festivities in celebration of the 134th anniversary of the birth of this outstanding artist. 

			Two museums of national minorities are the youngest of the SNMM museums. The Museum of Czech Culture in Slovakia was opened in 1999 in a house owned by two significant figures – academician Jiří Horák and Anna Horáková-Gašparíková. The Museum of Roma Culture in Slovakia, the youngest museum in Martin, is located on the grounds of the Museum of the Slovak Village in Jahodnícke háje.

			Past and Present of the Second Building and Seat of the Slovak National Museum

			In course of its almost 130-year history, the seat of the SNM has been located in three special-purpose buildings in Martin and Bratislava. At the time of their completion, they were among the premiere museum buildings in Central Europe. All three were designed by Slovak architect Milan Michal Harminc, whose creative development was reflected in their implementation. Each building was constructed in a different architectural style, which represented a stage of his work. 

			The first special-purpose building of the SNM was built in Martin in 1906 and 1907 in a Neo-Classicistic style and the national expositions were opened to the general public in 1908. In the 1930s, the building gradually lost its museum character and was removed from the SNM administration. It became a museum again in 1964, when it was designated as the seat of the local geography and history museum with the title Turiec Regional Museum of Andrej Kmeť in the administration of the District National Committee in Martin. In 1996, it became an independent branch of the SNM, and thus the first SNM building returned to the administration of its original owner. Since 2004, it is an administrative part and branch of the SNMM.
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			1. Ethnographic Museum. Photo V. Benický. 1944. Photo Archive SNM in Martin
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			2. Exposition of Folk costumes in Ethnographic Museum. M. Kiripolská 2022. Photo Archive SNM in Martin

			The Agricultural Museum in Bratislava was built between 1924 and 1928 in the spirit of modern monumentality. Due to historical events and the merging of several museum institutions in 194031 and 1961,32 it became the third and latest building to be the seat of the directorate general of the SNM in 1961. 

			The youngest but historically the second special purpose building of the SNM, and today the administrative seat of the SNMM and the Ethnographic Museum (one of its branches) was built over the period 1929 to 1932 with the aim of creating new national expositions and as the seat of the SNM. The construction of this building with elements of Functionalism and the opening of new expositions were framed in time by two significant anniversaries; the construction began during the August celebrations of the 10th anniversary of the formation of the Czechoslovak Republic in 1928 and the opening ceremony of the ethnographic expositions in 1938 was part of the 20th anniversary of the formation of the Czechoslovak Republic. The concept of the new building and expositions included the creation of a botanical garden with an area of 1.8 ha, and a sophisticated watering system was carried out from 1933 to 1935 based on the design of Czech garden architect Josef Vaňek. The botanical garden was planned as a part of a new natural history exposition featuring Slovak flora.

			

			During WWII, some of the expositions and collections were hidden. The building itself was damaged by artillery fire and a military field hospital was established there. By the late 1940s and 1950s the ethnographic expositions were partially reinstalled and served their purpose until 1973. In the course of the existence of this building, the exposition and exhibition area was gradually cut back, particularly in the 1960s and the purpose of some other spaces also changed. The original exposition area (three floors of the front wing including the attic) and the exhibition spaces (three floors of the garden wing) was 4,600 m2. New national ethnographic expositions were organised into the following thematic units: Man and the Land, Man and Material and Man and Clothing. They were opened to the general public from 1974 to 1975 in an area of only 2,100 m2. In 1999, the southern section of the first floor caught fire and a quarter of the expositions were destroyed. Expositions from 1974 and 1975 are still found at the museum today over a total area of 1,500 m2 and exhibition spaces are located on two floors of the garden wing and in the front wing with a total area of 1,140 m2.

			Aside from the building’s technically obsolete expositions, although timeless in terms of content and presentation, “the ravages of time” have become obvious, especially regarding the infrastructure such as the electrical wiring and central heating system. The façade and roof also require repairs and problems caused by the dampness of the basement spaces must be resolved. In an effort to ensure energy efficiency, the doors and windows need to be replaced. 

			Depository spaces which are no longer capable of ensuring the quality of extensive museum collections are one of the most serious problems of the SNMM. The need to expand the area of depositories was identified in the years following the completion of the building, particularly in the 1950s. The SNM discussed this issue with Michal Milan Harminc, however no additions to the building were carried out. The intensive collecting activities of the museum in the 1960s and 1970s made this problem so urgent that the founder came up with two possible solutions: adding an extension to the building or purchasing a suitable building within the district of Martin. As a result, a manor house in Trebostovo was acquired in 1974. Following extensive reconstruction involving great effort and expenditure, in the late 1980s, the building was practically ready to be used and the moving of collection items, some of which had been already transferred to various temporary housing units, commenced. However, due to restitutions after 1989, the museum had to return the manor house with all the grounds to its original owner. The museum completely stopped investing in the technical equipment and improvement of depositories in the main building, and the critical situation continues even today.  

			The Concept of the Reconstruction of the Second Special Purpose Building of the Slovak National Museum

			Because of the aforementioned problems and the fact that the building has not undergone any reconstruction or essential repairs since its construction and despite its indisputable qualities, it is necessary to arrange for its overall reconstruction after almost 100 years of use as a condition for building new modern national expositions. The aim of the SNM is to preserve the museum’s genius loci, to create a modern cultural space full of life and to open new possibilities for presenting collections and using the abundant audiovisual material which the museum has collected for over 100 years.  

			However, the reconstruction will not change the overall intent to use of the second special-purpose building of the SNM. It will continue to serve visitors (particularly with its permanent expositions and exhibitions, as well as occasional concerts, lectures, creative workshops, educational activities and other interesting programs). It will also remain the administrative seat of the SNMM and the site for depositing some of the collections, the library and the Martin branch of the SNM Archives. Comprehensive reconstruction will protect the building from further devastation and improve the quality of all museum activities and services for the general public.

			During the reconstruction, despite the growing needs of the museum, particularly regarding the depositing and protection of collections, it is important to respect as much as possible the original disposition of the building with the aim of preserving original interior elements and removing unsuitable secondary adjustments, which were mostly unsuitable, and dim the full impression of Harminc’s grandiose interiors and limit the museum’s presentation possibilities.

			The challenge connected with depositing abundant collections, which goes
 through the entire history of the Slovak National Museum, would be resolved by building an additional structure with several floors or a separate building on an adjacent plot which would be administered by the museum. This structure would serve as the main depository and most collections would be transferred from the original building; there would also be room for preservation, workshop and storage spaces. If a decision is made to build an additional structure, the correspondence from the 1950s in which the museum management discussed the additional structure with the original architect of the building Michal Milan Harminc, could serve as inspiration. 

			The subsequent implementation of the new ethnographic exposition which will replace the present installation from the mid-1970s will be the greatest challenge for the museum employees and in fact the entire renovation of the second special purpose building of the SNM. This presupposes that the extent of the new exposition will mirror the area and situation of the original 1974 – 1975 exposition (i.e. before the fire) covering approximately 2,000 m2 on the first and second floors of the building’s front wing.

			Despite the fact that the overall renovation has not commenced, preparation of the concept of the new exposition has been in progress for several years. It will be entitled Slovakia and Its Identity. From the perspective of content, it will present cultural heritage with an accent on traditional material, spiritual and art culture. The focus will be on Slovaks and members of ethnic groups living in the territory of present-day Slovakia from the second half of the 19th century and the first half of the 20th century. The introductory section will be entitled “Who Are We” and will be dedicated to a presentation of contemporary Slovakia and the ethnic history of the residents of Slovakia.

			The working title of the first part of this exposition is Traditions and it focuses on three themes – Labour, Holidays, and Beauty. The aim of the section on Labour is to present a comprehensive picture of the traditional forms of livelihood and occupations, particularly from the perspective of production and technology. Along with agrarian culture, domestic and craft production (rural and urban) and manufacturing, specific local features will be presented. 

			The second section entitled Holidays will be dedicated to the spiritual culture of Slovakia. It will include folk customs, traditions and rituals, folklore and Christianity in their various forms. The introduction will focus on seasonal customs followed by family customs, traditions and rituals (birth, baptism, wedding, death, etc.). 

			The third section entitled Beauty will focus on folk art – painting and sculpture in particular. The final part of the exposition is entitled Inspirations, which, in connection with the previous parts, will present the works of acknowledged craftsmen, masters, artists, designers and fashion designers who have been inspired by the traditional folk culture of Slovakia and have been active from the middle of the 20th century up to the present. The goal is to create a modern, interesting and experience-oriented exposition with an emphasis on the presentation of collection items, which unfortunately are disappearing from modern expositions. The present times also offer new possibilities on how to use the abundant audiovisual material.

			During the overall reconstruction of the building, special attention will also be paid to the entrance and communication space for visitors (ticket windows, cloak rooms and restrooms). Because of the museum’s uniqueness and purity, addressing its basic function must be done sensitively. The reconstruction must logically connect this space with the souvenir shop, café, rest area, meeting rooms and entrance to the museum garden. 

			A space with the capacity of the current small meeting room is necessary for holding meetings and social events. The large conference room with a capacity of approximately 100 persons can be used for various work and social events (seminars, conferences, vernissages, concerts, theatres). Adding modern projection technology could also extend the possibilities.

			Renovation is also planned for the museum’s monumental foreground and historical garden, which will require the transplanting of plants and based on its results and original concept, the further maintenance and planting of these plants including the renovation of the watering system. The goal of the SNM is to turn the garden into a pleasant space for relaxation, where people from the Turiec region, as well as domestic and foreign visitors, will be able to spend their leisure time even when the museum is closed. The museum garden will also be an ideal place for various activities, lectures, creative workshops and educational programs which could bring new impulses to community life. Furthermore, it could allow the employees of the Andreja Kmeť Museum of Natural History to present the diversity of Slovakia’s flora with specific examples of trees and plants. 

			Salvage, Renovation and Development of the Museum of the Slovak Village

			The salvage, renovation and development of the Museum of the Slovak Village represents the SNMM’s second grand and ambitious project. The proposal for the construction of the MSV as a specialised exposition of the SNMM was approved in 1964 by the Department of Education and Culture of the Slovak National Council and construction of the national open-air exposition of folk architecture and housing commenced in 1967. This work as well as continuous repairs were carried out by employees of museum construction groups in the 1970s and by contractors, mostly through affiliated units of several agricultural cooperatives, in the 1980s. Most of the structures were transferred from their original sites and original traditional materials and technologies were used in their reconstruction. Due to the limited durability of the organic construction material (primarily wood, wooden shingles and untreated straw) these structures require ongoing maintenance (especially the regular replacement of roofing, which was also ordinarily carried out by the original owners at the original sites). 

			Up to 1990, the funds for this work were annually allocated in the budget of the Slovak National Museum. However, in 1991 the further implementation of the Museum of the Slovak Village was suspended due to a lack of funds. From the 1990s the funds in the budget of the SNMM were sufficient for the most necessary operational costs and wages which were reflected in the overall condition of the buildings and grounds, particularly the exposition structures.
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			3. Interior of a Broadcloth Maker’s Workshop from Veľký Čepčín in the Museum of the Slovak Village. Photo Milo Fabian. Photo Archive SNM in Martin
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			4. View of one of the parts of the Museum of the Slovak Village. Photo Michal Pišní, 2008. Photo Archive SNM in Martin

			Nowadays, the structures from only four regions of northwest Slovakia are presented in the Museum of the Slovak Village; this constitutes approximately one-fifth of the originally planned national exposition of more than 64 ha. The first and most important phase of the project concerns the repair of approximately 40 traditional folk structures. Work will include the comprehensive replacement of roofing shingles and damaged elements of roof trusses.

			The renovation will also address the preservation of the collection items deposited and installed in the museum and the construction elements of transferred structures. The houses, farm buildings, churches, mills, workshops and others that have been transferred to and installed at the MSV represent an irreplaceable collection of cultural heritage created in Slovakia in the past 200 years. Many of these structures were preserved thanks to their relocation to the open-air museum, since their preservation was impossible in their original environment. These structures were selected for the open-air ethnographic exposition based on strict scientific and expert criteria and in compliance with the museum concepts. Since 1964, up to 116 structures have been transferred here from various regions. The last structure was transferred in 1985.

			From the very beginning, careful attention was paid to the salvage, transfer and re-construction of these structures. Detailed written, photographic and drawing documentation was elaborated and the structures were taken apart under the professional supervision of experienced craftsmen trained for such activity. After their transport to the museum, the structures were physically and chemically treated and deposited in ten large open shelters supported by wooden column constructions and roofs made of large sheets of corrugated fibre cement. 

			Since the plan was to rebuild the transferred structures quickly, the shelters were only temporary. In 2008 and 2009 the museum transferred approximately half of these structures to two new shelters. The remaining structures will be relocated this year after another two shelters will be built for the construction elements of the 28 structures that were selected and purchased for individual exposition regions. 

			This renovation project aims at improving the quality of the depositing and preservation of the collection items by building a multi-function hall which will serve as a depository and preservation workplace for large collection items and construction elements of transferred structures. This structure would represent a kind of foundation of the farm courtyard whose construction was included in the original concept after the completion of the exposition section. 

			Improving services for visitors and facilities for the staff by building a new entrance structure and revitalising the entrance section of the museum grounds is another important component of this project. The current entrance was understood as a necessary temporary solution when regular operations were launched in 1991. The original entrance facility was expected to ensure comprehensive services for visitors with a ticket window, facilities for lecturers with restrooms, specialised and administrative offices, a restaurant and a souvenir shop. The project was not implemented due to a lack of funds and the fact that the facility should have been located outside the designated grounds.

			The ticket window and facility for lecturers are situated in prefabricated modular units; they are unfit for use and are currently situated by the entrance to the museum. They are not connected to any utilities except for electricity. 

			The designing of the new entrance area, which should include a ticket window, facilities for lecturers, restrooms, a rest area for visitors and a museum shop, commenced in early 2022. The structure is planned as a tribute to traditional folk architecture in Slovakia with an overlap to the use of traditional materials in contemporary architecture. The goal is not to imitate the exposition structures, but it must be obvious at first sight to visitors that it is a museum building. Museum development activities are perhaps the most ambitious part of this project. The completion of the home exposition of the Turiec region, which in the sense of the museum’s thematic and urban concept, represents the centre of the northwest cultural territorial unit, is one of the most important development activities. The structures were to be set in the model of village structures aligned along a road with development around a church as the dominant element, while other exposition regions would be based on this. The central position of the Turiec region was also reflected in the number and character of the selected structures – primarily social, technical and religious. Construction was launched in the second half of the 1980s and divided into several phases to ensure that the entire region would be completed in 1992. The plan was to complete the construction of 58 structures and the same number of utilities from 1987 to 1992. However, deadlines were not adhered to, and the completion of several structures was delayed. All construction work was suspended in 1991. Pursuant to the planned selection, construction commenced on 34 of the 63 structures, but not all of them were completed according to the project designs. Some structures were completed within the budget in the mid-1990s thanks to out-of-budget resources. This gradually extended and enriched the tour of the Museum of the Slovak Village. These structures include the church from Rudno, a “Filagória” from Slovenské Pravno, a farmstead from Nolčovo, hatter’s and broadcloth maker’s workshops from Veľký Čepčín, a farmstead from Moškovec with a pub, shop and a barn for carriages. Construction of the brick mansion from Blážovce was not completed on time, but in 2009 it became the seat and exposition of a specialised branch of the SNMM – the Museum of Roma Culture in Slovakia. 

			Construction work on several structures did not start at all, despite planned deadlines. Project plans for the completion of the Turiec region exposition by the construction of two farmsteads from Karlová, the rectory from Vrícko, a school from Turčiansky Peter, a group of peasants’ houses, a group of Roma dwellings and completion of the farmstead from Kaľamenová with a bottom-driven water mill and sawmill with flumes and water troughs.

			The implementation of a natural stream, whose absence is perhaps the only disadvantage of the territory selected for the Museum of the Slovak Village grounds, is also included in the project of museum development activities. An artificial water stream fed from a source several kilometres away with a pumping station was also designed in accordance with the plan of this ethnographic open-air exposition. The installation of eight exposition structures with water drives from various regions of Slovakia was planned. Technical documentation of these structures was carried out in 1986, but due to the technically and financially demanding design of the project it was not implemented, which led to the suspension of construction work in 1991 and the failure to purchase the necessary land. 

			Using overflow water from the water pipes within the territory of the Museum of the Slovak Village is an alternative solution for the stream which the museum plans to implement within this project. A study for the project documentation with the requirement to address necessary technical necessities, the route and various manners of designing the stream banks was carried out, and the new solution of the stream should pass through two finished regions in the museum. The project should also include various types of water-related structures such as bridges, footbridges, clothes-washing troughs and drinking troughs for animals. 

			The Slovak National Museum is fully aware of the demanding nature and extent of the aforementioned projects, which, except for the reconstruction of the main building and seat of the Slovak National Gallery, which has taken more than 20 years, have no parallel in Slovakia. The implementation period for each project is anticipated to be at least 10 years. However, we believe that these projects will win the necessary support from the founder and the museum will be able to implement its goals. 

			Branislav Panis 

			Director-General, Slovak National Museum, Slovakia

			Radovan Sýkora 

			Director, Ethnography Museum SNM Martin, Slovakia

			

			A Szlovák Nemzeti Múzeum új projektje Turócszentmártonban

			Panis, Branislav – Sýkora, Radovan 

			A Szlovák Nemzeti Múzeum 2023-ban ünnepli fennállásának 130. évfordulóját. Ebből az alkalomból a múzeum több nagyszabású projektet tervez, köztük a Szlovák Nemzeti Múzeum egyik épületének rekonstrukcióját, amely jelenleg a Turócszentmártoni Szlovák Néprajzi Múzeum székhelye. Az átfogó újjáépítés részeként új kiállítótereket, raktárakat, restaurátorműhelyeket és oktatási helyszíneket terveznek. Maga a rekonstrukció nehéz és hosszas folyamat lesz, mivel az épület nemzeti kulturális műemlékként van számon tartva. A rekonstrukció célja, hogy az 1930-ban Milan M. Harminc által tervezett épület egyediségét megtartsák. Napjainkban az épület szinte az eredeti állapotában látható, ugyanis a fennállása óta nem esett még át átfogó felújításon, ami kétségkívül előnyére is fordítható. A Szlovák Nemzeti Múzeum terve, hogy megőrizze a múzeum eredeti szellemiségét, ugyanakkor modern, élettel teli kulturális teret hozzon létre, és új lehetőségeket nyisson a múzeum több mint 100 év alatt összegyűjtött gazdag műtárgy-, kép- és hanggyűjteményének bemutatására és felhasználására. A projekt magába foglalja az eredeti múzeumkert helyreállítását is, amely a város lakóit a múzeum nyitvatartási idején kívül is ki tudja szolgálni. A második nagy projekt a Szlovák Falumúzeum, Szlovákia legnagyobb szabadtéri múzeumának felújítása, melynek részeként új látogatóközpont létesítését, a tájházak felújítását és az egyik kiállított régió befejezését tervezik.

			Museums for the 21st Century

			Relevant, Engaged and Curated with the Community

			Ann Follin

			A new government agency with a global mission is formed

			In 1999, the Swedish National Museums of World Culture (SMVK) was established as a new authority by merging four pre-existing museums – the Museum of Ethnography, the Museum of Far Eastern Antiquities, the Museum of Mediterranean and Near Eastern Antiquities, in Stockholm, and the Museum of Ethnography in Gothenburg. As a result, the collections in Gothenburg, which previously belonged to a municipal museum, became state-owned. At the formation of the new authority, it was decided to establish a new museum in Gothenburg. For this purpose, a modern museum was built and designed via an international architectural competition – the Museum of World Culture.

			Each of our four museums is unique – they have different historical backgrounds, former principals, academic traditions, leadership, priorities, and four different organisational cultures. Together, they manage a rich and varied collection consisting of about 500,000 objects, over 1 million photographs, and large quantities of archival material. The museums’ collections, which to a significant extent are of outstanding quality, have a long history, some dating back to the 19th Century, and consist mainly of non-European objects collected during research forays, expeditions, mission trips, and other types of service abroad. The collections complement each other and are partly overlapping. However, the way in which museums have classified collections has not always been logical for outside observers. For example, an object in one museum may be considered ethnographic whereas the same object might be seen as an art object in another museum. Earlier ways of delimiting collections based on different academic disciplines are under reconsideration, not least when the digital transformation makes the cultural heritage searchable across material categories, subject disciplines, and institutional and national boundaries. Therefore, we choose to see our various sub-collections as a whole, collectively contributing to a larger picture of the world.

			The government’s expectations of the new authority were high, stipulating that the new authority should create conditions for untested, innovative, and cross-border forms of activities through broad cooperation. Activities focused on interdisciplinary perspectives in close contact with ongoing research, particularly new technology, would be used to develop the museums. That the new authority should benefit the entire country was of great importance.

			The establishment of the new authority also evoked internal and external resistance. Much of this resistance still exists, to some extent, and concerns the risk of each museum losing its identity and uniqueness. The planning committee saw the possibility of broadening the perspective to allow knowledge, exhibition experience, and interpretive patterns from several different directions to meet, combine and enrich each other. According to the committee, creative and unconventional results should characterise the authority’s undertakings.

			Towards a matrix organisation

			Initially, the museums and their physical buildings formed the basis for the authority’s organisation, which meant that museum directors were responsible for the operational management of their museum and that curators, technicians, educators, and other staff groups organisationally belonged to a single museum. However, since its inception, the authority has gradually moved towards an increasing degree of coordination between the four museums.

			In 2011, the authority introduced a limited matrix organisation with a few cross-cutting functions, for example, administration, exhibition production, and collection management. Despite good intentions, this organisational change did not work optimally. The expected synergies that a merger could result in had not materialised. The four museums still operated as four separate units. 

			

			As the newly appointed director general, I initiated a process in 2015 to create a new organisational structure. The National Museums of World Culture faced several significant challenges. It needed to adapt both the organisation and working methods to meet changing conditions and new expectations from different stakeholders and the outside world. The authority also had to deal with a challenging financial situation, with large deficits and a scenario where the available funds were forecast to reduce to a level that did not enable necessary development. The museums needed to reverse a declining visitor trend by becoming more relevant to wider and new audiences. There was also an untapped potential to be significantly more relevant in a contemporary context, an opportunity to seize. 

			The organisation’s requirements and expectations were, among other things, that it would create better conditions to operate as ONE authority with ONE joint mission, facilitate more efficient use of shared resources and competencies, strengthen internal collaboration, and contribute to an improved economy. 

			A document from 2016, which gives a background to the organisational change, contains some interesting lines that are prescient in retrospect, based on a global pandemic that later put everything at its peak.

			“We need to create an organisation that can respond to changes in the outside world, new customer requirements, and a no-longer-predictable future. To be better equipped, we need to be able to combine the ability to change quickly with the ability to be interested constantly in the outside world in which we operate and the ability to understand how we can together create value for those we exist for.

			…that we all meet the audience and have the will to improve constantly so that the view of mistakes goes from judging to learning. To meet demands for constant development, we must develop the ability to adjust, learn new things and change roles when needed.”

			Since 2016, the authority has been a matrix organisation that consists of three departments for the core business; the departments for Collections, Content & Learning, and Visitor Experience, plus two departments for support functions: Marketing & Communications and the Management Office. All departments have full authority in their field of work, with employees located in both cities. 

			The authority has several bisecting councils, including an exhibition council, accessions council, research council, and a council for ethical issues. The councils’ purpose is to create participation, transparency, and development and prepare the basis for decisions.

			Advantages of the current organisational structure and challenges

			All forms of organisation have advantages and disadvantages and constantly need to be developed and adjusted based on new conditions. It is vital to recall that an organisational structure cannot be a universal solution but is a tool among others to accomplish the task.

			SMVK is a relatively small organisation in terms of the number of employees, given its broad, international mission and assignment to operate four national museums. Currently, we lack the conditions for staffing four full-scale museum organisations with competencies at a sufficiently professional level, especially when specialist competence is required in many museum fields today.

			Many colleagues had not interacted on a deeper professional level before, even though they had worked for a long time in the organisation. There had also been a tendency for competition or distrust between individuals, departments, or different museums. Therefore, we have invested and will continue to invest much time and focus on building safe teams and showing that we have more to gain from working together. We want to create a new supportive culture by organising joint staff conferences, intersecting councils, cross-linked working groups, and using Effective Team methods33 (Wheelan 2010).

			So far, we have an organisation with a higher degree of professionalism. 

			We are an attractive employer and have successfully recruited many new competent employees. Most employees do not see themselves as limited to just one museum but feel connected to the business as a whole. Before the pandemic, the organisation had introduced various digital working methods and routines due to its geographical spread. These we further implemented during the pandemic. As a result, one is no longer tied to a museum building but can move more seamlessly between the different tasks over the day or week.

			

			A benefit of the current organisational structure is the synergies between our museums, for example, producing exhibitions and educational concepts for both cities from the beginning and utilising staff with cutting-edge expertise where it is most needed. Curators with expert competence work not only for a specific museum but are expected to use their skills across the authority and in public activities. Better opportunities for utilising knowledge and competence have led to more effective development and greater general learning in the organisation across departments, museums, and geographical boundaries. It has reduced the silo mentality and provided increased opportunities for employees to understand the authority’s overall mission. 

			It can also mean better opportunities for development and growth in individual responsibility on a personal level.

			Of course, there are also challenges. Firstly, a matrix organisation like ours, spread over five workplaces in two different cities, requires good internal communication. Everyone must see their role as part of a larger whole and understand for whom we exist – ultimately the citizens and future generations. Secondly, it requires a cohesive management team with clear common goals. Despite new digital working methods, it can be a challenging leadership task for a relatively small management team to lead staff on so many different sites. The assignment requires managers with experience in change management. Third, with a higher degree of digitisation, the physical residence of the collections becomes less critical. Openness and flexibility are prerequisites for thriving and working in a matrix organisation. Finally, it requires good planning and transparent structures. As on all journeys of change, we need to deal with employees who have not yet boarded the train. 

			In our case, it is sometimes about not having accepted the authority’s assignment – even though it has existed for over 20 years.

			A vision formulated in co-creation 

			To get more people on board, we assembled the whole organisation to crowdsource ideas with the aim of formulating a vision of how to be more relevant for the future. In workshops led by Morris Hargreaves McIntyre34, we asked some fundamental questions about the role our museums should, and could, play in the world. For instance: What makes us relevant to the 21st Century? What is the most significant difference we make in people’s lives? What are the topmost opportunities for us in the next ten years?

			We formulated the first draft of a strategy document and asked for evaluation from the staff in a constant feedback loop. Finally, in 2018 we launched our vision35. A vision document that we happily share with others, filled with contributions by the entire staff. It serves as the organisation’s compass, a directive for the future, and a way forward. What will boost our sense of pride and commitment? How will we contribute to society? How can we become even more relevant to more people? The short version of this vision is to make the world bigger, more humane, and more inclusive.

			Transforming the vision into action and behaviours and building practical strategies is now underway. One of our vision statements: We open as many doors as possible – for as many people as possible – means that we offer relevant content for people of various ages, needs, prior knowledge, and interests. It impacts our service and the kind of programs we offer. We need an active dialogue with our visitors and to ask for feedback and ideas.

			The vision is still an important document and a tool in our movement that we continue to put into practice and action. Given how divided we were in the past, it is impressive that we managed to unite the entire organisation in this document. Other statements in our vision are: We involve our target groups and invite them to co-create with us. We activate, use, and develop the collections through dialogue with others. We are convinced that the collections we manage have significance and value for a great many people. 

			As one of our curators says: “I am no longer a keeper. Now I am someone who opens doors.“

			The following are some examples of how we have implemented the vision in new ways of working based on co-creation and dialogue with our audiences and stakeholders.

			Ongoing Africa – a format for dialogue

			The Museum of Ethnography has collections from 46 of Africa’s 54 countries – more than 31,000 objects – but this is not very well known to a wider audience. One reason for this is that the collections have been part of an old and often problematic story about Africa and Africans. We wanted to explore these collections with representatives of the African diaspora in Sweden. Which subjects and themes are interesting? How should African history, and the continent’s many countries and cultures, be presented at the museum? We wish to contribute to an updated worldview.

			Ongoing Africa is an exploratory and methodological dialogue project at the Museum of Ethnography in Stockholm. In close collaboration with audiences, researchers, institutions, and artists in Sweden and Africa, we have organised a multitude of activities during the last several years. The project arranged workshops, lectures, temporary exhibitions, outreach activities, and events that, in diverse ways, explore and activate the museum’s African collections. The overall aim is to build bridges between the museum’s collections from Africa and new audiences, i.e., make the museum more relevant to broader audiences by highlighting new perspectives on the African continent with and by communities of African origin.

			We wanted to challenge our museums’ history and the images of Africa we conveyed. The exhibition Remixing the future is an example of this, in which artists, all connected to the African continent in some way, were invited to interact and interpret the collections. As the name suggests, the project was about creating something new from something old and making it one’s own. The artists created new works highlighting questions about style, memories, colonialism, and family history.

			In alliance with the Women’s History Museum in Zambia, we run a sub-project involving collaboration between Sweden and Zambia, developing methods and technical support for collaborative and interactive work with historical collections and women’s history. Through workshops carried out at a distance due to the pandemic, the local community, consisting mainly of women, has contributed new knowledge about objects to the museum’s collection database. Furthermore, in the project Fabricated Stories, active artists and designers in Zambia have been inspired to create something new based on the objects that the Museum of Ethnography manages. 

			Co-creation for returning and relearning knowledge and skills

			The indigenous Seediq people of Taiwan visited the Museum of Ethnography for a few weeks in the spring of 2022. Their population consists of only 8000 people, and the group that visited Sweden comes from different villages spread over a relatively large area. The background to their visit is participation in a joint EU-funded project (Taking Care) and identifying, building, and restoring craftsmanship based on a collection that the Museum of Ethnography has managed since the 1920s. This collection is significantly older than the collections they had access to in their national museums. Many of the patterns and craftsmanship they have found in the museum’s collection belong to things at risk of being lost. The encounter with the collection was emotional on many levels. It was preceded by a ceremony to get the approval of their ancestors to explore the collection.

			The project is based on a process of co-creating and finding forms based on knowledge exchange, respect, and mutual influence. The next step in the project is to build a digital, experimental exhibition, which will open in 2022. 

			[image: ]

			1. We created an experimental area for the project Ongoing Africa with the possibility of several functions – stage, workshop, exhibition, library, and living room for the audience. It was designed by Yinka Ilori, a London-based artist and interior designer noted for his design of public spaces. Ilori has roots in Nigeria and often works with inspiration from West African pattern tradition. (Photograph by Tony Sandin, National Museums of World Culture, Sweden)
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			2. Together, we build new knowledge in co-creation with source communities. Curator Michael Barrett, SMVK with Mulenga Kapwepwe and Samba Yonga from the Women’s History Museum of Zambia. (Photograph by Andrea Davis Kronlund, National Museums of World Culture, Sweden)

			Yaqui – a claim for return turned into a mutual research project

			The authority has for many years worked on a case that originated from the indigenous people of Yaqui. It concerns a claim for the return of items collected in Tlaxcala (far away from Yaqui country of origin), Mexico, in the 1930s. Our process of investigating acquisition circumstances and the provenance of the objects have included travel and dialogue with Yaquis on both sides of the Mexican border and two significant visits by representatives of the Yaqui people of Sonora to Sweden. 

			When the representatives examined the objects connected to Yaquis’ meaningful dance ceremony, they did so with great reverence. The objects carry an important and painful history along with the living history of the indigenous people. They could recognise their relatives in the photographs and, based on tree species, identify that the objects were manufactured during deportation. The visits to Sweden laid the foundation for building a trust that did not exist before. Instead of being only a question of return, the contacts developed into a joint research project where both parties learn from each other. We were also able to update the objects given today’s conflicts and acquire new and different knowledge.

			The repatriation request is currently on the Swedish government’s table for a decision. SMVK has recommended returning the entire collection to the Yaquis in Mexico, and we hope this will help the healing process. It is the beginning of a new phase in which we together can exchange and disseminate knowledge about Yaquis’ history in the past and present.
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			3. Representatives of the indigenous people of Seediq, Taiwan studying textile collections at the Museum of Ethnography in Stockholm. (Photograph by Karl Zetterström, National Museums of World Culture, Sweden)
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			4. The exhibition Stories from Syria at the Museum of Mediterranean and Near Eastern Antiquities in Stockholm, 2018. (Photograph by Tony Sandin, National Museums of World Culture, Sweden)

			Stories behind the headlines and statistics

			A few years ago, we produced the exhibition Stories from Syria, aiming to create a better understanding of Syria beyond news headlines, the ongoing war, and refugee statistics. In the exhibition, we displayed contemporary, personal objects and stories from people born in Syria alongside historical objects from the area in our collections. In this way, we tied the historical perspectives to the present burning situation with help from the local community.

			A beautifully cut flint ax from the Euphrates made during the late Palaeolithic, a four-thousand-year-old cuneiform tablet describing the transport of cattle, a funerary relief from Roman times with the inscription “You who see my face and read my name: Remember me. “ These objects were counterbalanced with a ticket to a memorable concert one evening in Damascus. 

			The shoes that took one young boy to Sweden. An empty coffee wrapper that still smells the way coffee smells in Syria. An empty hand cream bottle in plastic reminds its owner of her everyday life and a lost identity. Some door keys symbolise the longing to return from a life in exile.

			They were all everyday objects, which may seem relatively trivial at first glance, but bring such strong meaning to someone’s life that it becomes their link to the past. These objects and stories allowed us to build relationships with new audiences. They also put the museum’s traditional collections in a new light and give us a better understanding of the importance of physical objects and stories when creating and protecting our common global cultural heritage. 

			Items always carry memories. However, there is not always someone there with a personal relationship that can give them a voice. This makes the work of museums, and museum professionals, particularly important – and also very delicate. We are grateful to Fulbright Fellow Brenda Cowan from the State University of New York, who followed the project Stories from Syria (Cowan 2019). Her study shows the effect a project like this can have on human health and the conditions for processing traumatic events.

			We want our museums to be safe, democratic, and open spaces where everyone feels welcome and included, especially people fleeing different parts of the world, most recently from Ukraine. We invite them to share their stories and hope our museums will become and remain a place for many new Swedes to meet, remember and create new memories together. We hope that they will experience that we live our vision – to make the world bigger, more humane, and more inclusive.

			Ann Follin 

			Director General

			National Museums of World Culture, Sweden
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			A 21. század múzeumai: 

			relevancia, elkötelezettség, részvételiség

			Follin, Ann

			A National Museums of World Culture (A Világ Kultúráinak Nemzeti Múzeumai) négy, különböző hátterű, korábban eltérő szervezeti hovatartozású és más-más tudományos hagyománnyal rendelkező múzeumból áll: a stockholmi Néprajzi Múzeum, a Kelet-Ázsiai Múzeum, a Mediterrán és Közel-keleti Múzeum, valamint a Világkultúrák Múzeuma Göteborgban. Ezek a múzeumok együttesen a világ valamennyi táját és több évezred történetét lefedő, mintegy 500 000 tárgyból és több mint 1 millió fényképből álló gyűjteményt kezelnek.

			A négy múzeum 1999 óta alkot egy szervezetet, amely fokozatosan alakult át egy több területet átfogó mátrixszervezetté. A közös küldetés és irányvonal kialakítása érdekében a szervezet 2018-ban egy több résztvevőt bevonó folyamat során új közös jövőképet fogalmazott meg, amelynek célja, hogy büszkeséget és elkötelezettséget ébresszen és megmutassa, miként válhatunk relevánsabbá egy szélesebb közönség számára. Ez a hosszútávú munka nagyon fontos az elképzelések konkrét megvalósítása során. Magában foglalja a vízió érzelmekké, egyéni cselekvésekké és viselkedésformákká alakítását is. A különböző közösségekkel és célcsoportokkal való szoros együttműködéssel létrejött kiállításoknak és projekteknek nagy hagyománya van a múzeumi szervezetben. Ugyanakkor a meglévő látogatókkal való kapcsolat elmélyítése és újabb csoportok bevonása érdekében kezdeményeztük a stratégiai közönségfejlesztést is. A tanulmány kiemelten a múzeumoknak a társadalomra gyakorolt hatásáról szól, a közösségekkel fizikai és digitális platformokon, együttműködve létrehozott aktuális projekteket bemutatva. A közönség és a forrásközösségek gyűjtemények értelmezésébe történő bevonásának jelentősége, hogy egymástól tanulhassunk. 

			Ugyanakkor a nyílt, demokratikus vitafórumok biztosításával arra ösztönözhetjük az embereket, hogy aktívan kapcsolódjanak saját kulturális örökségükhöz és a jövő társadalmának fejlődéséhez.

			Practising Transparency 

			in Becoming a Network Museum: 

			REINVENTING GRASSI.SKD

			Léontine Meijer-van Mensch

			Previously in the conference, the concept of togetherness was explored. In the present paper, I would like to address the concept of connectiveness. Key to this concept is the ideal of the network(ed) museum. An important framework for this ideal – with an emphasis on the revolution in information and communication technologies – is provided by Manuel Castells in his seminal work The Rise of the Network Society (first edition 1996). In a keynote lecture presented at the ICOM General Conference of 2001 (Barcelona) Castells explored the role of museums in a network(ed) society. He concluded his lecture with the following statement, borrowed from Josep Ramoneda, director of the Barcelona Centre for Contemporary Culture, “museums can remain (…) ‘museum pieces,’ or they can reinvent themselves as communication protocols for a new humankind” (Castells 2001: 7). For me, at the core of these communication protocols – and in extension the core of the network(ed) museum – is the concept of transparency. In the present paper, my aim is to give an impression of the process of implementing the concepts of connectiveness and transparency in the ethnographical museums of Leipzig, Dresden and Herrnhut, with a focus on the REINVENTING GRASSI project at the Leipzig Museum.

			The three museums together hold the second-largest ethnographical collection in Germany. Whereas the ethnographical museum(s) in Berlin simultaneously benefit and suffer from an exposed position at the new Humboldt Forum, we36 are more or less able to operate out of the wind, which gives us more freedom for experimenting. 

			As Staatliche Ethnographische Sammlungen Sachsen (State Ethnographical Collections of Saxony), the ethnographical museums of Leipzig, Dresden and Herrnhut are part of the Staatliche Kunstsammlungen Dresden (SKD) (State Art Collections Dresden). With its collections of fine art, decorative art, folk art, armour, numismatics, ethnography, and science, the SKD functions as a universal museum.37 The advantage for us is the potential of a transdisciplinary perspective in our work. Like other ethnographical museums, we have a strong tradition of working with artists to explore alternative ways of communicating complex issues and addressing the issue of transparency.
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			1. Grassimuseum. Foto: Volkmar Heinz (GRASSI Museum für Völkerkunde zu Leipzig)

			[image: ]

			2. Care room. Photo: Tom Dachs (GRASSI Museum für Völkerkunde zu Leipzig)

			REINVENTING GRASSI is not just a project to redefine the museum in Leipzig, but also an attempt to redefine the communication protocols of ethnographical museums in general. It is part of a broader international movement to decolonise museums. There is a heated debate in the academic world as well as among museums about the urgency of decolonisation, but how to change daily routines is still largely uncharted territory.

			Key elements of our approach are the blurring of the distinction between permanent and temporary exhibitions and between front-office and backoffice, as well as the blurring of the staff as ‘we’ and the ‘subjects’ as ‘they’. REINVENTING GRASSI emphasises the processual dimension of museum work, questioning authority and adopting the principle that ‘museums are not neutral.’ Furthermore, this processual approach tries to permanently, with open eyes and ears, be attentive and responsive to what is happening in society.

			Two exhibitions are worth mentioning here as important steps on our way towards a new museum. The exhibition The German Dream (2019–2020) discussed (the myths of) German identity. A major challenge was the application of irony as a strategy for deconstruction. Irony is a powerful but very difficult rhetorical device. A less controversial method of deconstructing authority employed was borrowed from the Jewish Museum London.38 It involves a textual representation of discussions between the director and the curators about controversial issues.

			The exhibition Re:orient. Die Erfindung des muslimischen Anderen (Re:Orient – The invention of the Muslim Other) (2019–2020) explored the issue of identity from another angle. As the exhibition text read, 

			“The exhibition (…) goes beyond questioning the current view of the alleged other. It is also a retrospective and a look at things from the point of view that most people are unfamiliar with and little aware of. The texts of the exhibition are developed from perspectives that often do not occur at all in museums or at best serve as accompaniments or critical voices alongside ‘academic’ or ‘explanatory’ texts. Collectively, artistic works, curatorial works, and texts are intended to encourage a dialogue that invites further reflection.“

			

			The exhibition added a new element to our search for a new communication protocol. Part of the exhibition space was unconditionally handed over to a group of curatorial activists. Interestingly, many of the invited artists used irony in their installation, albeit sometimes with a cynical slant. The explicit critical and anti-racist message of the exhibition was not appreciated by everybody, which prompted us to post the following text at the entrance of the exhibition: “We would like to see committed discussions on the matter, in which discussions are carried out with arguments but without polemics. As the organiser, we reserve the right, within the scope of our house rules, to refuse access to our events to people who represent extremist views or who have made racist, nationalist, anti-Semitic or other inhuman statements in the past.” How museums can deal with aggressive and sometimes violent reactions from opponents is still not very well discussed, but the time is past for museums to hide behind the pretence of impartial neutrality.

			In his aforementioned lecture, Manuel Castells argues that “we are witnessing the fragmentation of communication systems and of the codes of cultural communication existing between individual and collective subjects” (Castells 2001: 5). As a possible response to this, he proposed a system of cultural communication protocols to translate from one code to another. For us, this means that we must first be clear about our own codes, i.e. the specific language and methods that we use in our work. Transparency is thus the cornerstone of the first part of the renewed museum that we opened to the public on 3 March, 2022.

			(Radical) Transparency is one of the pillars of the New Museum Ethics as advocated by Janet Marstine:

			“Radical transparency is a liberatory antidote to the assumed alignments and readability of knowledge. Radical transparency not only describes but also analyses behaviour and considers its significance. It is a mode of communication that admits accountability – acknowledgement and assumption of responsibility for actions” (Marstine 2011: 14).

			For us, it is self-evident that transparency includes a reflection on the museum’s history. Being an ethnographical museum, we face the responsibility of critically discussing collecting practices in colonial times and the role of former museum directors and of private collectors as donors. However, we must also be aware of how colonial modes of thinking are still reflected in our practices – from the language that we use to the conservation treatments. It goes from very small, but important adjustments in our texts, such as ‘Maker: unknown to us’ instead of ‘Maker: unknown’, to the decision not to show certain parts of the collection, such as plaster casts of the heads of people once made to illustrate racist theories. 
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			3–4. Room of remembrance. Photo: Tom Dachs. (GRASSI Museum für Völkerkunde zu Leipzig)
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			REINVENTING GRASSI involves more than just a renewal of the exhibition spaces. Transparency also means opening up (physically as well as conceptually) the museum’s ‘backstage,’ i.e. the spaces that were as yet practically inaccessible. In the present museum, three spaces are key to this new approach: the Care Room, the Room of Remembrance, and the Prep-Room.

			The Care Room is a space where visitors are invited to interact with conservation, restoration, and collection management staff. It is an active working space intended to give visitors insight into the practicalities of this essential part of museum work. At the same time, the room can be used by communities whenever they work with objects. In addition, certain issues are highlighted, such as the problem of contamination. As part of former conservation treatments, many objects are highly toxic (for example due to being treated with arsenic). This severely limits accessibility and restitution. Therefore, basically, the room shows how the practicalities of museum work have far-reaching consequences and how transformation processes involve many logistical issues.

			The Room of Remembrance is an important step towards a new definition of care. One of the colonial legacies of the museum is a large number of human remains, i.e. ancestors of many communities throughout the world. In a network(ed) context, care involves the restoration of the authority of these communities of origin to exercise proper respect for their ancestors. Repatriation is a fundamental part of this, as an expression of what Bénédicte Savoy and Felwine Sarr have described as ‘relational ethics.’ The room is designed to be used for appropriate rituals and mourning ceremonies and can – when required – temporarily be closed to visitors. Although the museum strives for maximum transparency, it is ultimately the decision of the community involved, the extent to which their ceremonies are to be shared by a wider public.

			The idea of a Prep-Room39 (‘prep’ short for preparatory, preparing for what may or may not happen) is the working space par excellence for interdisciplinary dialogues between staff, between staff and visitors, and between staff, visitors, guest scholars, and artists-in-residence, etc. The first focus of our discussions is the epistemological context underlying the organisation of the collection, i.e. the academic classification systems and colonial interpretations. In the end, it is the very idea of anthropology that is at stake.

			One of the core ideas was the concept of the museum as process. Traditionally, a curator works on an exhibition for a couple of months (or years) with the opening as a climax. Nevertheless, usually after the opening, nothing happens – apart from the education projects. New ideas, new experiences, and comments from visitors are not used to improve the exhibition. For REINVENTING GRASSI, the opening was just a start. The exhibition was – and is – continuously improved in dialogue with its users, from local visitors to visiting scholars, from foreign tourists to members of diverse source communities. It is not a process that in professional literature would be defined as participatory, and yes, the staff is very much in control of the process, but eager to absorb and critically digest all comments. It is combining the concepts of dialogue and contributing participation. In the end, the aim is to implement the idea of a networked museum as an expression of collective ownership and authorship.

			Léontine Meijer-van Mensch

			Director-General

			State Ethnographic Collections of Saxony, Germany
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			Az átláthatóság szerepe 

			a hálózati múzeummá válásban: a GRASSI újra feltalálása

			Meijer-van Mensch, Léontine

			A GRASSI.SKD újra feltalálásának célja az etnológiai múzeum gyakorlatának újragondolása és folyamatszerű, önreflexív, de előremutató módon történő újrapozícionálása. Ennek fókuszában a múzeum kinyitása áll, az átláthatóság gyakorlásával és a hálózati múzeummá alakítással, ami összekapcsolja az embereket, a helyeket és a különböző időket. Mit jelent ez az átláthatóság, és hogyan navigál a múzeum az egymáshoz kapcsolódás és a bevonódás különböző formái között, amelyek azt a hálózatot alkotják, amelynek maga is része? Milyen etikai szempontokat és gyakorlatokat igényel ez? 

			A tanulmány írója a drezdai Staatliche Kunstsammlungen Dresden (SKD) hálózatának részét képező három néprajzi múzeum, Lipcse, Drezda és Herrnhut igazgatója a múzeumi átalakulási folyamat közelmúltbeli tapasztalatai alapján reflektál ezekre és más, a néprajzi múzeumok folyamatban lévő átalakulásával kapcsolatos kérdésekre.

			Nordiska Museet

			Balancing between Continuity and Change

			Sanne Houby-Nielsen

			Introduction

			The history of the foundation Nordiska museet goes back to 1873 and to its founder, Artur Hazelius, a legend among ethnographic and open-air museums all over the world. Nordiska museet is the oldest and largest cultural history museum in Sweden. For long periods of time, its imposing building in central Stockholm, its vast collections, world reputation, specially trained staff, and its succession of high-profile directors and boards enjoyed admiration and respect from audiences, scholars, museum colleagues and from private industries and politicians. 

			Why renew such a renowned institution? I was faced with this question and the question of “how” to renew when I took up my post at Nordiska museet in February 2015. My previous management experience largely came from governmental museums in Denmark and Sweden. In this sector, “change” is an important keyword as governmental politics often imply changes in relation to previous governments. Ambitious director generals will accordingly go to great lengths to demonstrate their capability of accomplishing “changes” on a structural level. At Nordiska museet, things worked differently. The museum had begun very much as a “family business” and followed statutes going back to the 19th century. A sense of “loyalty” towards the foundation and perceptions of “continuity” was inherent in the management system. Yet, these were notions, not strategies and they were intertwined with expectations that I, as a new director, should introduce “changes”, development, and “renewal” – but which changes and how?

			Hazelius´ office, used for decades as a board room, is dominated by his portrait. It is made after his sudden, premature death in 1901 and its artistic quality stands out among the more average portraits of the many directors who succeeded him. Looking at his portrait, an outline of a strategy took shape. What in fact were Artur´s original ideas? Could these be meaningfully “translated” into today’s society and to contemporary museum challenges? These questions became a uniting factor internally in the museum. They helped us join forces to find a way forward, following Artur´s vision and his passion to make – in a modern ‘translation’ – a novel, grandiose, lasting, and relevant museum about “us”, the people in the North. 

			The Nordiska museet: legend and heritage

			Artur Hazelius

			Artur Hazelius (1833–1901) was the first person to create a Nordic folk-art museum (1873). Initially, this was a modest collection of objects from rural parts of the Scandinavian-Arctic region titled “Skandinavisk-Ethnografiska samlingen” and displayed in a small shop close to the (old) university. He and his dedicated staff laid the foundation for folk collections of a unique character, in the sense that acquisitions of items were accompanied by skilled and detailed documentation of their original owners, their lives and life stories. Soon collections, archives and ambitions would expand. Hazelius envisioned both a much bigger, item-based, folklore museum and an open-air museum for traditional farmsteads and houses. By 1882, he had persuaded King Oscar II to allocate a part of royal Djurgården, once a Tiergarten, for a new museum building, named Nordiska museet, and in 1891, he could open the doors to the first open-air museum in the world, “Skansen”. Hazelius´ novel museums became an immediate success and stimulated the foundations of similar museums in other parts of Sweden and Scandinavia, in Baltic countries, central Europe, and other places in the world, some of which were even named “Skansen”. A prominent example is located in Budapest next to the new Ethnographic museum. Hazelius also created an administrative and financial model. This consisted of a board with a certain profile (economy, law, museum) and a semi-commercial structure whereby costs should be covered by the state and via commercial income, such as private donors, entrance fees, restaurants, and a zoo with “exotic” (non-Scandinavian) animals in Skansen. Hazelius not only introduced new types of institutions in the Nordic and global museum world, he also stimulated the establishment of new academic fields, such as ethnology, ethnography, building preservation and scholarly interest in indigenous peoples.

			

			Later donations

			In 1918, the board accepted a donation for a museum-based professorship, named Hallwylska after its donor, Wilhelmina von Hallwyl. The objection was to establish research in Nordic folklife incorporating European parallels. The professorship came to pave the way for “ethnology” as an academic discipline at the university of Stockholm and other universities in Sweden. More donations followed during the 1930s and 1940s. During this period, when most countries were traumatised by WWII, Sweden was well on her way towards becoming a modern welfare state. Industries flourished at the expense of manors and estates which experienced a decline. For centuries, they had served as a kind of small state with employees as citizens. Some of these estates and other distinguished buildings were now donated to Nordiska museet, already in possession of hundreds of buildings which had been dismantled and moved to Skansen.

			Strategies for renewal: continuity and change

			In 2015, several major challenges needed to be addressed. Overall, there was a need to open up the museum physically and intellectually for more people and for wider audiences and make people connect its huge building, visible from all over Stockholm, with an attractive museum. Also, the annual income needed to be raised to meet the rising costs. By going back to Artur´s original vision with a critical approach, strategies to come to terms with the situation gradually took shape. The strategic work engaged all staff, creating an intense and dynamic collaboration between new members and members who knew the museum building, its collections, and archive from many years of work. A set of challenges/strategies was defined as part of a process which included pilot projects as “trial-and-error” and means to measure results on a daily, monthly, and yearly basis or at certain critical stages.

			From Swedish to Nordic perspective

			Over the years, the name of the museum, Nordiska [Nordic], gradually lost connection with its business. The union between Sweden and Norway was dissolved already in 1905, only two years before the inauguration of the museum building, and ‘Scandinavism’ was long forgotten. Greenlandic collections had been deposited in the Ethnographic Museum already during the 1930s and later on, collections were returned to countries such as Norway, Iceland, and Estonia. Exhibitions and activities largely focused on Sweden. In fact, Nordiska museet was marketed with a sub-title “Swedish trends and traditions”. This created a dichotomy between the name “Nordiska” and its content, and critics spoke of a schizophrenic museum. The narrowing down of its profile from Nordic to Swedish also posed other problems. Its collections – the largest in the world – from Sami, trans-national cultures were ill-fitted in a museum with a purely national profile. Moreover, since its foundation, several hundred museums had appeared in Sweden all of which specialised in various aspects of national and regional Swedish history. Among these were ten national museums, located in Stockholm, one of which, the Historiska museet, had started to widen its field from pre-historical and Medieval times to historical times and therefore overlapped with the time span covered by Nordiska museet. A return to Hazelius´ original vision for a Nordic and thereby a “cross-national” museum focusing on the northern hemisphere seemed to us an exciting solution. It opened Nordic and global perspectives on Swedish cultural history and critical approaches to issues in the North. Moreover, the gap between the name of the museum and its content could be bridged and an empty “niche” in the Swedish governmental museum world could be utilised.

			The museum building – a key to success

			Hazelius envisaged a spectacular museum-building which could measure with new museums in countries such as France, England, Germany and Aus-
tria and he instructed his architect, Isaak Gustaf Clason, that its architecture should recall famous renaissance castles in Sweden and Denmark (Vadstena, Gripsholm, Kronborg, Frederiksborg). The first draft was accordingly a castle-like building with four wings, towers, and lavish sculpted decoration which – if realized – would have surpassed the scale of the nearby royal castle. Not surprisingly, Oscar II stopped the plans. Only the rear wing of the “castle” was permitted. This wing was an entrance building with a huge hall. The reduction of the number of wings not only meant reduction of scale. The reduction also implied that diverse museum functions such as exhibitions, storages, library, archive, conservation, and offices now had to be housed not in the three wings which had been designed for these purposes, but in a building meant for public gatherings. With time, as collections grew, more and more parts of the museum building became crammed with storage, none of which had climatization or other similar storage standards. Other necessary functions such as offices, laboratories, libraries, exhibitions, a children’s playroom, a museum shop, toilet facilities and a restaurant with kitchen gradually found their way into to the hall and surrounding galleries. As the additions did not follow an overall systematic plan, infrastructural problems had increased, and unique architectural features had disappeared behind inserted walls. The fact that the museum only had one public entrance, reached via several, tall flights of stairs on either side of an imposing equestrian statue of King Carl Gustaf X, posed further problems. Also, with the erection of the Vasa Museum in 1990, a new visitor attraction had appeared which faced the fenced-in backyard of the Nordiska museet. Various attempts had been made to solve this situation led to drafts for an entrance via the museum backyard, but none of these were realized. On top of this, the maintenance work of the museum, conducted by the National Property Board, had proved dissatisfying to such a degree that their work was terminated.

			Despite its many problems, Hazelius’ museum building soon became a key to our success in our strategic work. Advantages by far outweighed flaws. The way things had developed since its inauguration in 1907, the location and orientation of the Nordiska museet were the best possible from a visitor-destination point of view. Fifteen million people cross the bridge to Djurgården each year looking for amusement, leisure, and museum activities. Having crossed the bridge, they meet, as the first attraction, the Tornerose-like castle of Nordiska museet. The second attraction, behind Nordiska museet, is the most visited museum in Sweden, the Vasa Museum, with 1,5 million visitors annually. In fact, according to investigations, Hazelius’ museum is among the most instagramed and selfied buildings in entire Stockholm. In other words, the appearance of the museum building and its location were huge assets. Our problem was the fact that most of the visitors to Djurgården and users of facebook and instagram did not know what the building was, and if they knew, they were not inclined to climb the many stairs, pay entrance fees, and fight even more challenging infrastructure inside the building. 

			We drew the following conclusions. We needed to make the areas surrounding the museum appear more friendly and inviting by literally and symbolically lowering the threshold to the museum both along its front, facing the bridge, and along its rear facing the Vasa-museum. Moreover, we needed to increase the attraction of the museum, increase accessibility to the building, and significantly improve its internal infrastructure. A leading restoration architect, Lone Pia Bach, was entrusted with a thorough analysis and re-measuring of the museum building, the results of which were presented in three volumes, NOMU: Generalplan Nordiska museet 1.0-3.0 (2016). Aided by this analysis, a masterplan was developed which step by step, month by month, year by year led to our goals and pilot-projects were carried out as important tests. Since the museum building has been a heritage site since 2006, the masterplan was developed in close collaboration with a wide range of city and governmental institutions and the Riksdag and the Government commissioned the Debt Office to provide us with loans.

			Target groups

			Hazelius dedicated Nordiska museet and its huge hall to “Allmogen”, in English “people with folk lore traditions”. Still today, this hall is the largest public room in Stockholm, after modern arenas for sport, fairs, and concerts. The term Allmogen is outdated, but it gave us a direction to introduce an every-day perspective in the museum-business which focused on us, or we, the average people in the North, in the past, the present and the future. It also obliged us to make certain that the museum had a broad public appeal. This demanded a powerful strategy for our business and for target groups. Not only had the population of Sweden doubled since Hazelius’ time, but its cultural diversity had become much more complex. In fact, scholars estimate that Sweden is now the country in the world with the highest number of different, spoken languages, and even surpasses the United States in this respect. We needed therefore on the one hand to attract considerably more visitors, on the other hand to considerably broaden the range of visitor groups. At the same time, we needed to take into consideration that the Nordiska museet is dependent on income from ticket sale, as it is not included in the governmental free-entrance program and therefore cannot offer free admission as can the many governmental museums in its vicinity. Our approach to the situation was to introduce a “visitor-oriented” perspective in all aspects of our business, define major target groups and define a broad range of minor target groups and to produce activities according to these. Moreover, since we had visitor facilities in five different municipalities characterised by different social and cultural profiles, we looked for ways to increase synergies between visitor groups in these municipalities. And we began an in-house process to create a new graphic identity as an important vehicle for change and to reach target groups.

			Increased attractivity and engagement 

			Hazelius envisioned museums which engaged visitors emotionally, even to the point of crying and he devoted Nordiska museet and Skansen to the biggest issue of his time: industrialization and its consequences for rural life in Sweden. Indeed, before the recent awareness of climate change, this transformation counted as the most radical transformation of life conditions for mankind. To modernize the ambitions of our founder, we included keywords in our “brand” such as “urgency”, “relevance”, and “authenticity” of stories and objects, relying on the unique character of our collections, archives, and documentary traditions. Among our vast collections, archives, and photos, we identified ‘fashion’ as particularly urgent to work with, not least since we own the largest and best-documented collection of costumes and fashion in Sweden. We urged collaboration with a wide range of groups, from business partners, experts, scientists, to teacher groups and focus groups, and we thrived on issue-driven projects and exhibitions, and inevitably came to focus on climate change and questions of sustainability. Our ambitions to introduce Nordic and global perspectives also demanded increased collaboration and network activities in and outside Sweden, and the need to use digital means in this process. Means of documentation, acquisition and dissemination needed to make more use of digital solutions and be less dependent on analogue ones. Dialogues needed to be initiated with groups of people, such as the Same groups in view of our huge Same collections. Artists-in-residence and scenography of exhibitions which incorporated a meeting between diverse academic approaches, diverse artistic approaches and diverse civic approaches became an important means to achieving engagement and emotion.

			Donations: new financial model and future management

			Due to capital expenditure rather than revenue expenditure, the Hallwylska donation had gradually dwindled since the 1980s, and in 2013 the professorship was brought to a halt. To revive professor-led and museum-based research, the Nordiska museet in 2016 entered a cooperation with the University of Stockholm to co-finance an interdisciplinary research project. The research was to focus on people in the Arctic region in light of climate changes. The ethnologist Lotten Gustafsson Reinius, then director of the Ethnographic museum, was appointed as guest professor to lead the project and to form a ‘bridge’ to the production of an exhibition on the same topic, the Arctic: while the ice is melting. Gustafsson Reinius´ current research focuses on conflicting interests between forestry and farming in the Nordic region, using among empiric examples the forest and land in the possession of the Nordiska museet.

			The donations of estates and cultural historic buildings during the 1930s and 1940s implied that the Nordiska museet went from being responsible for one museum building to being responsible for more than 420 buildings in their original location in addition to the hundreds of buildings in Skansen. Instead of two visitor facilities in one municipality (Stockholm), Nordiska museet suddenly had six visitor facilities in five different municipalities. When accepting the donations, Nordiska museet was on the one hand guided by a wish to preserve monuments from an important chapter in Swedish history, on the other hand by a firm belief that the donations would offer valuable income from areas such as farming, forestry, and hunting rights. Additional income was necessary, as the costs for the museum business in Djurgården was escalating. Very soon, the cost for the maintenance of the estates was seen to exceed income possibilities by far. The museum was accordingly forced to sell properties and other buildings were left to municipal and private entrepreneurs to use for diverse businesses with little or no connection to the history of the estates. Nor was Skansen of much help. This business had developed in a direction of its own and was itself in need of additional financial support, and in 1963, Skansen became an independent museum. Today there is an urgent need to find a sustainable solution for the estates and buildings.
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			1. The entrance to “The Arctic: While the Ice is melting”. Exhibition. EMYA 2022: Special Recommendation. Photo: Hendrik Zeitle
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			2. Pop-up exhibition: Beckman x NK.s Franska. Foto: Isak de Jong. https://www.nordiska-museet.se/utstallningar/beckmans-x-nks-franska
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			3a-b. Two directions: new entrance shaped as an art piece. Architect: Lone-Pia Back. Artist-in-residence: Outi Pieski, inspired by among other objects a Sami spoon from the collections of the Nordiska museet. Photo: Helena Bonnevier

			Manifesting strategies: a selection of recent examples

			Following our strategies, we did reach some measurable results after a five-year period. Apart from the selection of manifestations listed below, Nordiska museet became the fourth-most-visited museum in Sweden in 2018, reached a wider audience, doubled its income between 2015-2019, and our installations won a broad range of Swedish as well and European awards and nominations. These upward tendencies suffered a severe cut during the years with COVID-19, but things looked positive again in January 2022, but only for a short while. Then came the invasion of Ukraine on the 24th of February causing inflation worldwide and at the time of writing, the effect on Nordiska museet is not known.

			

			Issue-driven projects, sustainable fashion/living/consumption, and Nordic perspective

			•The Arctic: while the ice is melting. Climate change in the Arctic and how people perceive and deal with the changes. Awards: EMYA 2022: Special Commendation. Lidman award 2022. Nomination: (Forum for Utställare) Exhibition of the Year 2019. 

			•Paris of the North: NK´s French Couture Atelier 1902-1966. In collaboration with NK [NK stands for Nordiska Kompaniet]. Awards: Nomination: Swedish Arts & Business Awards 2022. 

			•Pop up: Chrystallofolia. 

			•https://www.nordiskamuseet.se/utstallningar/crystallofolia

			•Pop-up: Beckman x NK.s Franska. 

			•https://www.nordiskamuseet.se/utstallningar/beckmans-x-nks-franska

			•New permanent exhibition about us, people in Sweden and the North, 2000 m2, interactive, engaging scenography, 4000 items, rich archival material, encircling the hall on the top floor, 2023.

			•New public passage through the museum: Two directions: new entrance, shaped as an art piece and with a komsekula (good luck according to Sami tradition), with inspiration from Sami objects (primarily spoon and komsekula, inv. nos. NM. 192072, NM.0068072B och NM.0100945) chosen by artist in residence, Outi Pieski (Sapmi/Finland), faces the Vasa museum and the city centre. Architect: Lone-Pia Back (Denmark); Birds in the Earth, videoart, by Marja Helander (Sapmi/Finland). 

			•Sami collections: Initiated formalized dialogues with Sami representatives concerning future ownership and management of the Sami collections in the possession of the Nordiska museet. 

			•Digital collection of people´s experiences of COVID-19. Database with almost 5000 interviews from various parts of Sweden and the Nordic countries. Used for research by other institutes such as Karolinska.

			•Digital collection of people´s stories of their everyday life, minnen.se. Award: IDGs honorary award 2020. Nomination: FUISM, Swedish Pedagogical award 2022. 

			•Digital museum. Award: The Heritage in Motion Awards 2019: Best Achievement Award and best website.

			•Archive: Nomination: (Swedish) Archive of the Year 2022.

			•War in Ukraine: Ukrainian Children’s Centre, initiated by “Beredskaplyftet”, privately funded. 

			•War in Ukraine: Fundraising for the National Museum in Kyiv. Initiated by the Nordiska museet.

			•A multidisciplinary research project, Lotten Gustafsson Reinius: Arctic Traces: Nature and Culture in Motion, anthology published by Nordiska museet in the spring of 2020, and Journal of Northern studies theme issue Tracing the Arctic; Arctic Traces 2:2021 contains parts of the anthology in English. Lotten Gustafsson Reinius. Nomination: Publishing price 2021.

			•Research project on the “kitchen”. Anthology “Köket. Rum för Drömmar, ideal och vardagsliv under det långa 1900-talet.” Award: Årets Måltidslitteratur 2018.

			•Reseach project on barley. Book “Spannmål: Svenska lantsorter”. Award: Årets Måltidslitteratur 2017.

			•500.000 textile objects evacuated from the museum building to purpose-built storage, digitised; preparation for public accessibility.

			Children 8-12, new target group

			•Timevault: Interactive experience relating to child history in Sweden through the past 150 years. Award: [Forum för Utställare] Exhibition of the Year, Sweden, 2020. Nomination: Children in Museums Award 2020-2021.

			

			Lowering thresholds for broad majority and accessibility-friendly measurements

			•Fenced-in area with barbed wire has been converted into a public, green space with café “Lusknäppen”, sixteen linden trees, a walnut tree, a bronze sculpture of Hazelius´ dog Sickis (by Eva Fornåå, Sweden) 

			•Front: proposal for a green activity area with broad public appeal, Nordic bio-diversity, and relying on IG Clason´s original drawings for the area; with financial support from Stockholm Länsstyrelse.

			•New shop with a Nordic profile on the first/ground floor

			•Architect-drawn accessibility measurements with Instagram, selfie stations/
the like, as part of the museum experience: ‘bridge’ and elevator 

			Donated estates

			•Julita Gård: Award: Stora Turism priset [The big tourism award] 2018.
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			4. Time vault. Interactive exhibition for children aged 8-12 years. Exhibition of the Year, Sweden, 2020. Nominated for Children in Museums Award 2020-2021. Photo: Carl Thorborg

			Concluding remarks

			Renewing the Nordiska museet is not a quick fix nor a one-time-achievement. Rather, it is an ongoing process which must be continued by coming boards, directors and staff and respond to future challenges. In 2023 we know we will celebrate the 150-year anniversary of Nordiska museet. What the museum will look like 150 years from now, in year 2173, is of course impossible to predict, as is the situation of the world – we will simply have to do our best now.

			Dr. Sanne Houby-Nielsen 

			Director-General

			Nordiska Museet, Sweden

			

			Kontinuitás és változás között egyensúlyozva: 

			a stockholmi Nordiska Múzeum megújítása

			Houby-Nielsen, Sanne

			A stockholmi Nordiska (Északi) Múzeum Svédország második legrégebbi és legnagyobb kultúrtörténeti múzeuma. A múzeum állami támogatással működő magánalapítvány, amely közvetlenül a kulturális minisztériumhoz tartozik. 1873-ban alapították, amikor Svédország és Norvégia perszonálunióban állt, és a skandináv mozgalmak erősek és sokszínűek voltak. Ez magyarázza a „Nordiska” nevet, amely még mindig egyedülálló egy ennyire kiterjedt gyűjteménnyel rendelkező múzeum esetében. 

			Miután Norvégia függetlenné vált Svédországtól, a múzeum elsősorban a svédországi hétköznapi élettel és hagyományokkal kezdett foglalkozni. Hatalmas, ikonikus épületét 1907-ben adták át. Az épület egy nagy park, a Djurgården bejáratánál található, amely a 15. század óta a királyi család birtokában van. Az 1930-as években és a 1940-es évek elején egy sor Stockholmon kívüli kastély és kúriaépület került a Nordiska Museum tulajdonába, így a múzeum több mint 400, eredeti helyén megőrzött történelmi épületettel rendelkezik.

			Az elmúlt években szisztematikus és stratégiai munka folyt az intézmény megújítása érdekében. Az egyik kulcskérdés a megújulás és a folytonosság közötti egyensúly meghatározása volt, erről szól a tanulmány.

			Global Milan

			An Innovative Collection Display between Participation and Controversy

			Carolina Orsini

			Introduction

			The Museum of World Cultures of Milan, Mudec, is the home of Milan’s collections from Asia, Africa and the Americas. It opened its doors in the year of Expo 2015, the international exhibition that brought twenty-one million visitors to Milan, consecrating this city as the most international destination in Italy. The objects now preserved at the Mudec have entered the city’s cultural heritage in different historical moments since the 17th century and have been exhibited in different venues. The ethnographic collections are currently exhibited in a modern building (2015) designed by the architect David Chipperfield, which has provided the collections not just with a new venue but also with a renovated function strongly oriented toward the public, stakeholder communities and contemporaneity.

			A participation-oriented museum

			The museum’s fundamental aims are 1. to research, collect and preserve non-European tangible and intangible heritage and 2. the promotion of public engagement in the museum activities. To achieve this last objective, the Museum, long before its opening, established a partnership with an organization that brings together more than 200 associations of people of diasporic origins, called the „World City Association”. Working with the World City Association has contributed to building solid relationships with diaspora people from different domains of the life of the museum. The Association has been operating within the museum’s spaces ever since its opening and now coorganises many cultural activities (Orsini 2020), including a specific program titled „Milano Città Mondo” (Martucci 2020).

			At the end of 2019, four years after the opening of the first permanent exhibition called Objects of Encounter (Orsini-Antonini 2015) focused on the history of the collections, a long process was launched to rethink and reorganize the permanent collection with a new vision, not only in terms of layout but also of curatorship guidelines. The theme chosen was that of globalization, seen through the „lens” of Milan from the Age of Explorations (16th century), through the Colonial Age and up to the multicultural Milan of today.

			This was the starting point for a series of encounters with stakeholders’ communities, organized by the Museum in 2020 and 2021, to analyze the various themes selected by the Scientific Committee for the new permanent exhibition. 

			„Global Milan. The world seen from here”, was opened on 16 September 2021 after many adjustments were made to the exhibition layout as a result of the participatory process, which prompted the Museum and the Scientific Committee40 to rethink topics, change its vocabulary and look beyond what was already known.

			The exhibition path in short41

			„Global Milan. The World seen from here”, narrates the history of global connections in which the city of Milan and its territory have taken part by alternatively undergoing and driving them, from the 16th century to today.

			The narration starts when Spain conquered Milan after the death of the last Duke of the city, Francesco II Sforza (1535). Whilst the city lost autonomy, it became part of the main maritime power of that time, which favoured a great amount of new commercial possibilities and relationships. 

			

			The trade to and from the Americas, enabled very early on by Lombard intermediaries in Spain and Portugal, allowed the arrival in the city of non-European exotic objects that became part of early avant-garde collections as rare examples of a world that was growing progressively interconnected. The collections were those of Visconti Borromeo, Ardemanio, Landi, Monti and Settala, whose extraordinary works, loaned to the Mudec by the Pinacoteca Ambrosiana, represent a striking example of the intellectual openness and the encyclopedic interest of that time, favoured by contacts and exchanges with missionaries, merchants and collectors from all over the world. 

			It was not long before other kinds of objects and raw material flooded into the city: large quantities of metal also arrived in Milan from the Andean region – including silver coming from the rich Bolivian mines of Potosí, discovered in 1545 – which were destined to be crafted into weapons, luxury products and coins to be redistributed all over Europe. The impact on the world economy of American silver, extracted and worked with proto-industrial methods, was tremendous just as the implications for exploited native American populations and their devastated territory. This produced echoes and repercussions as far away as in Western Africa, where people were abducted to be used as slaves in the ingenios [factories] where the metal was refined. Those native living systems that the Spanish encountered in the Andean region are presented in two specific display cases. The variety, complexity and refinement of these peoples are rendered through the most significant examples of pre-Hispanic ceramic and metal production. 

			Finally, the last section of the room is focused on the consumption and trade of chocolate, the „drug” that very soon entered not only scholarly debates and aristocratic social circles but also trade routes, which began to increase to a breathtaking extent between the 17th and 18th centuries: a map of those routes conveys visitors towards the second room, devoted to this good consumption and trade towards the end of the first modern age. 

			The first age of globalization, the period between the second half of the 15th century and the end of the 18th, saw Asia as the protagonist of the world’s manufacture, and its products travelling across the Oceans thanks to the role of East India Companies. In this period the Chinese Empire achieved a high degree of manufacturing capacity from both quantitative and qualitative perspectives, making its products highly attractive and much sought-after. 

			In the 18th century, the passion for Chinese fashion spread across the world: this phenomenon resulted in the contamination of materials, products and forms which, by the end of the century, reached examples of hybridisation so thorough that it was difficult to identify the difference between products from the East and the West. 

			In 18th-century Milan, the fashion for China aesthetics spread as well, as highlighted by the presence in aristocratic families’ houses of both original imported furniture and artefacts, and excellent replicas, which in turn were exported. 

			In the third room, the narrative thread gets from commercial relationships to military expeditions organized by major European powers to take over vast non-industrialized territories in Africa. The Conference of Berlin (1884-1885), marked the occupation of Africa inland. Before that, the continent was a place of contacts and occupations, almost exclusively along the coasts.

			The first section of the third room outlines European colonialism and Africa’s resistance and resilience. There are two key topics displayed here: war and religion. Showing both the violent character of colonial domination and the forms of inculturation, the objects selected (of both African and European production) guide visitors through a history of conflicts (African warriors versus European soldiers; traditional religions versus Christianity), of convergences and appropriations that would lead to the creation of an original and innovative material culture. 

			In this context, the role of Italian and Milanese interests in the continent also began to rise. Around the end of the 19th century, Giuseppe Vigoni travelled along with the Società di Esplorazione Commerciale in Africa (based in Milan from 1879) of which he later became the president. His personal history reflects Milan’s rich entrepreneurial aristocracy, of which he was part. A video installation helps visitors investigate the stages through which the weak Kingdom of Italy occupied part of Tripolitania, Eritrea and Somalia, before fascist colonialism aimed at the definitive conquest of Libya and Eritrea. 

			Finally, advertising posters, scientific or entertainment magazines, documents and everyday objects describe the problematic relationship with the „colonised” and the contradictory and stereotyped representation of the „Other”, highlighting the repercussions of this approach on the Milanese and Italian society. In the space between the third and final rooms, the visitor can understand how Milan, like so many other cities worldwide, ended up devastated, but not fatally weakened, by the great war. Undoubtedly the international and entrepreneurial spirit that the city had developed over the centuries played a fundamental role in the so-called „economic boom” that took place between the 1950s and 1960s. The phenomenon of economic migrations that affected other industrialized countries that had lost their colonial territories took a different turn in Italy where major internal flow occurred: women and men started migrating from the country’s poorer regions (in the East and South) Northwards, often choosing Milan as their destination. While transitioning from an industrial city to a city able to offer services and facilities, Milan also became increasingly attractive for people coming from Africa, Asia and the Americas. 

			While in the 1970s newcomers’ communities included just a few people socially active and well-integrated, later migrations grew to become the engine of the transformation that has transformed Milan into a multicultural metropolis. 

			Hall four is a passage where two projects by contemporary Italian artists allow a debate about the current perception of the colonial trauma in Milan. 

			The fifth and final room is the most dynamic of the entire exhibition as it focuses on the contemporary scenario, exploring the meaning and implications of being Milanese and Italian from the point of view of people of African descent. Here, installations of original artwork, various kinds of artefacts and everyday objects guide visitors towards understanding the challenges of defining contemporary societies. 

			The research for „Global Milan. The World seen from here” has been influenced by the nature of the Mudec’s collections: purely „civic”, the collections reflect the history of a territory and its people. Most of the objects were in fact donated by private individuals and only a very small proportion were acquired due to curatorial and scientific needs. Mudec’s collections include pieces acquired by the nobility for aesthetic reasons, the spoils of war, and collections put together for professional or academic purposes. Each of them reveals a part of the city’s history and international relations. 

			Workshop methodology

			Many critical issues are tackled by the new permanent exhibition such as environmental and labour exploitation, the implications of the rise of joint-stock companies and capitalism, the well-known trauma regarding colonial violence, and the struggles and ordinary affairs of contemporary transnational lives.

			To prepare a polyphonic discussion on these themes, several workshops were organized42 with groups of people of different backgrounds, ages and political orientations to discuss the topics and objects selected by the exhibition’s Scientific Committee. Participants were invited by sending out an open call through the network of the „World City Association”.

			Around 40 people were involved: citizens of diasporic origins, cultural mediators, activists, but also artists, bloggers and YouTubers. They were all provided with discussion materials before the workshop. 

			I will here outline only those themes that emerged during the workshops about Hall 3.

			
					The need to discuss in depth the terminology to be used in the new permanent exhibition. 

					How to deconstruct the rhetoric of the victor/defeated, coloniser/colonised, exploiter/exploited.

					The need to find an innovative way to communicate “difficult” and traumatic topics (and not just cancel them) such as the defeats and injustices suffered by colonized populations, the “madamato” which is the practice by some Italian soldiers of taking child brides. Moreover, the question of the fairness of putting the spoils of war on display. 

					How to prevent discussion of these issues from becoming «propaganda about propaganda», and devoting too much space to Fascism and Colonialism, risking the museum becoming a target for fanatics.

					The need to tell “the whole story from the beginning”. This would help rebalance the result of decades of «cancel culture», as Italian society has long ignored the responsibilities and crimes perpetrated during the colonial occupation.

			

			Conciliation in practice: some cautious attempts in museographic strategies

			No univocal and easy answer exists to the issues listed above. The project aimed to understand, together, how to unravel this complexity. 

			Several strategies were implemented: some of which were enacted within separate programs that were developed after the opening of the new permanent exhibition, and others were put in place by changing some parts of the exhibition or adopting particular museographic strategies. Other issues were addressed by making insights within the exhibition catalogue.

			A solution was to completely redesign some sections of the exhibition. The methodological foundation of the exhibition project was to tackle all the historical episodes described as the result of a common history, dismantling the biased one-way vision of the phenomena of influences/conquests/victories. Another fundamental methodological element that was adopted was promoting deep reflection on the language and terminology used in the museum panels and catalogue: moreover, we felt an urgent need to do more extensive work on language uses. Within the museum practice, a group of colleagues working with the public and in collaboration with diasporic communities were already developing a specific project on this crucial theme. They indeed realized a series of podcasts entitled “la cura delle parole” (meaning both “words care” and “caring through words”) aimed at discouraging the racist use of Italian language, on one side by explaining the origins of some discriminatory Italian words, and on the other by explaining the potential offensive meaning of some “neutral” Italian words43.

			Finally, we (the curators) adopted some exhibition strategies to show “controversial objects” after many suffered negotiations, such as displaying upside down the portraits of nude African girls that circulated among Italian soldiers, along with a long label explaining the decision process behind that choice. 

			Another “difficult topic” to face was the “Madamato” phenomenon, which was at the centre of a wide debate after that led to the collective decision to display it in a separate area through an installation by the artist/activist Cristina Donati Mayer. 

			Regarding the expectations of a full historical account, it was collectively decided to implement a multimedia installation that allows visitors to further investigate Italian presence in Eritrea, Ethiopia, Libya and Somalia.

			Finally, against the rhetoric of the “victory” by Italians against African populations and the fascist rhetoric of “Ritorneremo” (“we shall return”), so popular in the propaganda after the Italian defeat of Amba Alagi, it was decided to associate these posters with a large map indicating the African nations independence chronology (around 1960), and with a multimedia installation entitled “Who we are”, where the people of today’s Milan (including the elderly who actually experienced the colonial occupation) can find restitution in a virtual dialogue with the public, their own vision of living and working in Italy.

			Final thoughts

			We have been talking about participation in museums for more than 10 years now, from Nina Simon’s pioneering contribution (2010, 2016) to those that followed. Through participatory practices we tried to include citizen’s feelings, thoughts, and emotions in the museum path. We were only partly successful in this process.

			During the workshops, the expectations and needs of the participants were very different. This was because of the different backgrounds of these people in terms of age and experience. We left the final design of the exhibition on hold for a long time to try to reconcile those different visions, but at some point, we had to declare the set-up phase closed and proceed with the work. 

			If we look at the five-step participatory process designed by Lucrezia Gigante44, which includes 01 Access, 02 Consultation (The museum gathers and listens to feedback in order to address specific needs), 03 Contribution (User-generated content for the institutionally controlled process), 04 Collaboration (Open-ended collaborative activity), 05 Co-Creation (Collective output and shared ownership), we are aware that we missed the 4th and 5th steps.

			The museum machine (that includes not only the curators but also many other decision-makers who were not involved in the participatory process) still has the power to stop processes for the sake of “achieving the goal”. 

			Can we sum up by concluding that we were able to meet the expectations of the professionals who attended the workshops? And that these workshops really helped promote change? Certainly yes, mostly in terms of learning processes, but for just one part of the museum staff. To make it more effective we possibly should have included in the process all the Museum stakeholders and decision-makers, including politicians, architects, people from the human resources…

			And what about our citizens? The learning process was mutual. People involved consolidated their roles during the workshops by daring to ask for more, generating a positive mechanism that should undoubtedly be further developed in the future. 

			Finally, we wondered whether this is enough. We don’t think so, but we believe we have triggered a process that is difficult to reverse, one that sooner or later will overwhelm even the terrifying bureaucratic machine of an Italian public museum like Mudec.

			

			Carolina Orsini

			Deputy Director, Head of collections Department, 

			MUDEC, Museo delle Culture, Milan, Italy

			

			Bibliography

			Gigante, Lucrezia

			2021 Participatory Practices: from engagement to co-curation. Online presentation, Beyond Museum (UNESCO Chair and University of Venice)

			Martucci, Chiara

			2020 Siamo già la città. Conversazione con la ‘cabina di regia’. La città delle donne, Galaad Edizioni. Online edition: https://www.academia.edu/44584423/Siamo_gi%C3%A0_la_citt%C3%A0_Conversazione_con_la_cabina_di_regia – Milano Globale, Il mondo visto da qui. Catalogo delle opere e guida al percorso del Museo delle Culture

			2021 Milano: Il Sole 24ore Cultura.

			Orsini, Carolina

			2020 The Museo delle Culture and its audience: A five-year balance. Archeostorie. Online edition: Journal of Public Archaeology. 3, 2020. https://archeostoriejpa.eu/wp/wp-content/uploads/2021/01/AJPA2019_1.pdf

			Orsini Carolina – Antonini Antonini

			2015 Oggetti d’incontro. Catalogo delle opere e guida al percorso del Museo delle Culture. Milano: Il Sole 24ore Cultura.

			Simon, Nina

			2010 The Participatory Museum. Museum 2.0. 

			2016 The Art of Relevance. Museum 2.0.

			

			Globális Milánó

			Innovatív gyűjteményi kiállítás a részvételiség és a súrlódások feszültségmezőjén

			Orsini, Carolina

			A milánói MUDEC, Kultúrák Múzeuma (Museo delle Culture), nagyszabású néprajzi gyűjteménynek ad otthont, melynek tárgyai többek között Afrikából, Ázsiából és Amerikából származnak. 

			2021-ben a múzeum vezetősége úgy döntött, hogy megújítja az állandó gyűjteményi kiállítást, új témára, a globalizáció kérdésére építve, új kurátori megközelítéssel. A kiállítás részvételi projekt keretében készült. Ebbe többnemzetiségű háttérrel rendelkező helyi lakosokat, aktivistákat, művészeket, bloggereket vontak be. 

			„Global Milan. The World Seen from Here” (Globális Milánó. Innen nézve a világ) című kiállítás olyan narratívára épül, amelyben az egyéni, egyedi történetek összefonódnak a nagy globális történelmi folyamatokkal, mint például az imperializmus, a merkantilizmus, kapitalizmus veszélyei és az erőszak a gyarmati korban. 

			A kiállítás utolsó két terme a gyarmatosítás témájával és az afrikai leszármazottakkal foglalkozik: identitással kapcsolatos nézőpontjukat vizsgálja a jelen városi közösségben. Ez a rész egy különösen összetett részvételi projekt eredménye. Az aktivistáktól és az érintett művészektől érkező ellenvetések többször is a kiállítás újratervezéséhez és a kurátori megközelítés legitimitásának megkérdőjelezéséhez vezettek.
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			1. The photo archivist at the MARKK, Catharina Winzer, at work. © MARKK, Photo: Paul Schimweg. 
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			2. New Corporate identity
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			3. First Things – Looking Back for Looking Forward (2018) By presenting a selection of the earliest collection and its provenance history, the exhibition shows how closely the emergence of the collections was linked to Hamburg’s history of world trade and colonialism. ©MARKK, Photo: Paul Schimweg.

			The MARKK in Motion

			Successes and Challenges in the Repositioning of an Ethnographic Museum in Hamburg

			Barbara Plankensteiner

			The new old museum at Rothenbaum

			The MARKK occupies a central and special place in Hamburg’s museum landscape. With its global collections of art and cultural history, it is the only museum in the city that addresses transcultural issues and aligns its understanding of culture with a globalized urban society. It invites visitors to appreciate and value the cultural richness of all humanity.

			As a museum with ethnographic roots, it no longer presumes to describe other peoples from a European perspective but works in an interdisciplinary manner with a special focus on the social anchoring of man or the history of cultural networking based on social and cultural anthropology. At the same time, the museum is establishing itself as a reflexive forum that addresses the traces of colonial heritage and addresses its diverse program to the globalized urban society.

			The new name „Museum am Rothenbaum – Kulturen und Künste der Welt,” or MARKK for short, expresses this change in content. It emphasizes the local connection with the Rotherbaum district and the significance of global art and cultural holdings. The new visual identity is young and classic at the same time, emphasizing the museum’s strength, and the valuable collection objects in view. In combination with a concise typeface and fresh marker colours, it points to the fresh wind blowing through the old halls, which will lead to a complete redesign of the building. 

			170 years of museum history

			1849	first mention of an ethnographic collection in Hamburg. 

			1867	first published inventory of the ethnographic collection of the city of Hamburg of 645 object numbers. 

			1871	founded as the Museum of Cultural History (Culturgeschichtliches Museum) with the mission to compare and study products of all cultures. 

			1879	Re-named in Museum of Ethnography (Museum für Völkerkunde) and changed its collection profile to focus on non-European cultures, yet still included European collections. 

			1912	Inauguration of purpose-built museum building at Rothenbaumchaussee in Hamburg

			1933–1944	Integration of the “Racial Biology Institute” of the University of Hamburg in the museum, the establishment of a “racial studies” permanent display. 

			1935	Re-named the Hamburg Museum of Ethnography and Prehistory (Hamburgisches Museum für Völkerkunde und Vorgeschichte). 

			1940–1945	Despite the removal of collection holdings for safeguarding them during wartime, there were still major war losses in the collection and damage to the building due to air raids. 

			1971 	Transfer of the prehistory collections to the Archaeological Museum of Hamburg; concomitant renaming as Hamburg Museum of Ethnography.

			1970–1990	New permanent exhibition with a programmatic emphasis on non-European and modern art from various regions of the world.

			1998 	Programmatic reorientation towards “new developments in countries of other continents”, new leitmotif “One roof for all cultures”.

			1998 	Transformation of the museum into a foundation under public law and renaming it the Museum für Völkerkunde Hamburg. 

			2017 	Start of repositioning and decolonization process. 

			2018 	Re-named Museum am Rothenbaum – World Cultures and Arts, with the acronym MARKK.

			Facts and Figures about the Museum

			The Collection

			app. 200.000 objects (original number 265.000, ca. one-third lost in World War II)

			app. 450.000 photographs

			100 archival estates and 2000 archival records

			90 000 books and 200 journal series in the library

			Vision 

			The Museum am Rothenbaum promotes knowledge and appreciation for the cultures and arts of the world. Through exhibitions, events, and research, it creates spaces for encounters, critical reflection, and inspiration. Founded in an era of colonial power imbalance, the museum today seeks to question inherited certainties and contribute to the decolonisation of the institution and an expanded understanding of art and culture through polyphony.

			The starting points of our work are the global collections through which we are deeply connected with people all over the world. Beyond preserving, expanding and granting access, the museum aims to build trusting partnerships with descendants of the societies from which its collections originate and with diverse interest groups in the city and to cultivate these partnerships sustainably. 

			The museum invites its audience to engage with the meaning of things, their beauty and the knowledge stored in them. It approaches the collections as a world-encompassing knowledge archive from a diversity of perspectives. These take account of their value and function in their original context of use and for the descendants of the respective societies, the historical interconnections, contemporary art perspectives, and their significance in a globalized society.

			Guiding principles

			The curatorial work starts from the world-encompassing collections and archival sources: The museum contributes to current research as a place of inquiry, knowledge exchange, and shared learning, and encourages scholars and practitioners to join in that endeavour. It strives to make historical collections accessible and promotes appreciation of artistic achievements and the knowledge contained in the objects. Contemporary new acquisitions ensure the representation of the present and provide important references to current developments.

			The museum sees itself as a place of co-production. By incorporating diverse perspectives and approaches, it seeks to advance a critical reappraisal of the colonial past and the entanglements of its museum and professional history, while addressing the challenges of the present and future.

			[image: ]

			4. The Museum am Rothenbaum, opened to the public in 1912. © MARKK, Photo: Paul Schimweg

			On the other hand, the museum serves its audiences and strives to elaborate and present content in an accessible, exciting manner that promotes learning together

			The acknowledgement of the painful histories the museum is associated with, the history of violence and racism, and our current understanding of it as a monument to Colonial Heritage is the precondition for these endeavours and for a future of Taking Care Together.

			MARKK Collections of Cultures and Arts of the World

			The MARKK collections occupy an outstanding position in the German world cultures museum landscape. They include world-renowned individual pieces of global art, important holdings and archives for scholarly research, and surprising and fascinating objects from global cultural and art history. They reflect Hamburg’s world trade relations and were largely acquired in the context of colonial economic interests. They speak both of cosmopolitanism and European arrogance at the same time, of appreciation of the cultural wealth of the earth and at the same time of its colonial exploitation. 

			The understanding of our collections has changed. The MARKK team, scholars and visitors no longer view them through the lens of a “field researching” science. Only a transdisciplinary approach can do justice to the complexity that enriches our museum so much. The museum objects from all continents are commonly still referred to as “ethnographic objects,” but what are they really? 

			In our understanding, they comprise all of the following categories, all of which in a colonial construction had once been subsumed under ethnography, as describing people. Indeed the objects themselves are not “ethnographic”, this was only a limited perspective on them. They comprise all of the following:

			•Historical art: globally significant works of Asian, African, Oceanic, and American art history, as well as European folk art.

			

			•Religious items: representations of deities, altars and shrine inventories, equipment for religious practice, protection or welfare from around the world demonstrate the universal human desire for spirituality and need for superhuman explanations.

			•World archaeology: early American or ancient Egyptian objects and other evidence derived from excavations.

			•Objects of history: Things that were owned by specific individuals, related to historical events, or tell us about the colonial past.

			•Everyday objects: Furniture, clothing, containers, cooking and eating utensils.

			•Evidence of technologies and skills: Tools, implements, materials, and evidence of craftsmanship worldwide have become an important archive of sustainability and inspiration for descendant communities.

			•Musical instruments from around the world and a rare vinyl archive of popular music from the 1970s/80s.

			•Rare Manuscripts: Illuminated manuscripts, map works, sacred books.

			•A generally accessible specialised library with rare book collections and focus on cultural and social anthropology and material culture and arts of the world. 

			•Extensive archive of written documents on the history of museums, collections and the discipline.

			•Historical photographs.

			•Artworks of global modernism and the present: the museum has been collecting contemporary art since the 1970s and has a small collection that we continue to grow.
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			5. Benin. Looted History presents the complete Benin collection of the MARKK along with its provenance history before being returned to Nigeria, in 2021. © MARKK, Photo: Paul Schimweg
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			6. Ovizire – From where do we speak? (2018) presented Namibian artistic perspectives on a museum photographic collection made during the German colonial period in Namibia. © MARKK, Photo: Paul Schimweg
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			7. The MARKK was able to acquire I am Ogiso, the King from Heaven, by Victor Ehikhamenor, 2017, with the support of the Hamburg Foundation for Art Collections

			What Matters

			Our museum, collection and content history have been shaped by colonialism. Exhibitions and the programs at our institution in the past helped to perpetuate racist and exoticizing perceptions in the minds of our society. Today, we seek to contribute to a decolonized future. Transcultural collaboration and cultivating relationships with descendants of the originating societies of our collections inform our museum work today.

			The themes and design of our programs should reflect the diverse perspectives and interests of our diverse urban society. To achieve this, we work to diversify our staff, audiences, and programs. 

			Our collections from all over the world contribute to questioning and enriching a history of art focused on Europe. They are a reservoir of knowledge and a source of inspiration: for descendant communities today, the historical collections also serve as an important archive through which techniques, craft traditions, and knowledge of the past can be explored and re-appropriated. By drawing on the traditions and skills contained in the collections, the museum can contribute to reappraising repressed knowledge and developing sustainable solutions for the future. 

			Climate alarming environmental crises and questions about the future of our planet also touch the museum’s work. Studying the knowledge stored in the collections could provide ideas for a more sustainable approach to the earth and its resources. Given the unequal distribution of the causes and effects of the climate crisis, the museum serves as an important platform for making positions from the southern hemisphere heard. At the same time, we need to examine the sustainability of our museum work. 
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			8. Emelihter Kihleng, the curatorial research fellow at our museum during her research in Pohnpei, 2019

			Exhibitions

			The museum is on the move, hosting on average four special exhibitions of varying sizes each year. Behind the scenes, concepts for a new permanent exhibition are being fine-tuned, while the special exhibitions have been providing first glimpses of the new direction taken since 2017. The varied program includes exhibitions of local, national and international scopes. Object-centred and thematic approaches have replaced the regional focuses of the past. The museum dedicates large exhibitions to current contemporary issues to engage broader audiences. The smaller exhibition formats address reflective issues, serve to reappraise specific parts of the collection, present research findings, or reflect various collaborations – including with contemporary artists – or discourses.
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			9. Flow of Forms. Forms of Flow. Design Histories between Africa and Europe, (2018) traced how mutual lines of inspiration and appropriation run between the continents through central positions of contemporary African design. © MARKK, Photo: Paul Schimweg. 
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			10. Of Wolves and Humans, 2019 picked up on the controversies about the return of wolves in the media and offered a cultural-historical overview of the complex relationships between humans and animals, informed by insights from Human-Animal Studies. © MARKK, Photo: Paul Schimweg.
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			11-12. The participatory exhibition Hey Hamburg, do you know Duala Manga Bell? (2021) highlights a resistance tale against German colonialism in Cameroon through three biographies specifically for children, young people and families. © MARKK, Photo: Paul Schimweg. 
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			13. In the Shadow of Venus – Lisa Reihana & Art from the Pacific, (2020) brought the impressive video panorama of the Maori artist, never before shown in Germany, into dialogue with outstanding works from the museum’s Pacific collection. © MARKK, Photo: Paul Schimweg.

			Events 

			The museum offers a diverse, high quality program to share knowledge, ensure entertainment and enable participation and encounters. 

			We especially try to engage a younger audience, and on the other hand middle-aged and older age groups with an affinity for art and culture, but particularly focus on diversifying our audience. A multitude of collaborations enriches the program and fortifies connections within the city.

			Educational Programming 

			Education is crucial for our museum work. As an audience-oriented interface, it impacts exhibition concepts, contributes to the selection of subjects and adapts the content according to target groups, sometimes playfully, sometimes artistically, sometimes entertaining and always critically questioning. The offer includes guided tours, programs and interactions that stimulate active, joint learning through knowledge exchange and polyphony. In doing so, the museum understands itself as an agent and site of change that invites the creation of new narratives, images, and stories that give voice to perspectives that have been socially marginalized. 

			The MARKK is part of an international network 

			We are present locally and cooperate globally! We collaborate with museums in Hamburg and around the world, with scholars and universities, with representatives of descendant societies related to our collections, with contemporary practitioners and experts, with contemporary artists and collectives, and with diaspora communities. They all enrich our program and knowledge and help us bring a diversity of perspectives to our work. 

			We welcome visiting scholars and curators in our team to research our collections and contribute to our exhibitions. 

			We are a competence centre for global material culture and art, and our curators, conservators, and archivists provide their expertise to many people and institutions, answer thousands of inquiries each year, advise on the quality and provenance of objects. 

			The staff and directors are members of expert committees, advisory boards or commissions in Hamburg and internationally.
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			14. Event at our dynamic Space Between for interaction and discourse.

			[image: ]

			15. Visitors at the opening of the exhibition Snake Ritual and lightning Symbol. Aby Warburg and Pueblo Art, 2022. © MARKK, Photo: Paul Schimweg
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			16. The MARKK is the seat of the international digital humanities project Digital Benin, an online platform that digitally reunites all the royal artworks scattered all over the world after the colonial British invasion in 1897
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			17. The MARKK, represented by the director Barbara Plankensteiner, was actively involved in the German-Nigerian discussions on preparing the restitution of Benin works in German museum collections, 2021

			Future

			The next major step for the MARKK is the modernization and renovation of the museum building, its infrastructure and its content in the form of a new permanent exhibition. The historic building needs to be more accessible to the public, the spaces for educational activities and interaction enlarged, and an attractive store and cafeteria to be created. A new storage facility will be built to improve the storage conditions and accessibility of the collection.

			Prof. Dr. Barbara Plankensteiner

			Director-General

			Museum am Rothenbaum, Kulturen und Künste der Welt (MARKK) 

			Germany

			

			Mozgásban a MARKK 

			Egy hamburgi néprajzi múzeum újrapozícionálásának sikerei és kihívásai

			Plankensteiner, Barbara

			A tanulmányban röviden ismertetésre került a hamburgi Museum am Rothenbaum átalakulási folyamata, amelynek során egy poros néprajzi múzeumból a világ kultúráinak és művészeteinek kortárs múzeumává vált. A múzeum jelenlegi újrapozicionálását a folyamatban lévő és a közelmúltbeli projektek alapján mutatja be az írás, valamint áttekinti a névváltoztatás és a rendszeres újratervezés állomásait. A jelen perspektívájából és kritikai szemlélettel vizsgálja a lezajlott változást és vázolja jövőbeli terveket is.

			Old Spaces, New Futures? 

			Becoming a Pitt Rivers Museum that Centres on Radical Hope, Culture Care, Repair and Reconciliation

			Laura Van Broekhoven

			Introduction

			Thank you for inviting me to reflect on recent work at the Pitt Rivers Museum and share some of our experiences of developing an iterative decoloniality praxis collaboratively with staff, volunteers and partners. In other places, I have described this work as a process of recalibrating the Museum to ensure relevance in the future. As part of our 2017–2022 Understanding our Pasts, Imagining our Futures Strategy we have been developing new frameworks for care, co-curation, and engagement alongside a process of organisational change that allows for collaboration, reflexivity and redress. We will continue to shape, broaden and consolidate this focus through our new 2022–2027 Strategic plan that foregrounds Joy, Hope, Care and Repair.

			When I joined the Pitt Rivers Museum six years ago, we were living a moment that seems distant from the current context of UK divisionary politics and culture wars; although we were already seeing an increase of testosterone-driven populist and autocratic governments across the world, March 2016 was a pre-Brexit, pre-Trump, pre-pandemic moment and we had not started to see the worst of the fall-out yet. The world was not yet wrapped in a global crisis of war, unprecedented supply chain pressures, floods, droughts and starvation and thoughts of hyperinflation leading to 30% to 40% price-hikes seemed an impossibility. The contours of humanities’ interlocking crises were, however, starting to show.

			At the Pitt Rivers Museum, we see these crises as an urgent call to action for museums to on the one hand set ourselves up differently, so that we don’t continue to be part of the problem, but also for us to showcase and explain how these crises have their origins in systems of coloniality, and how we might want to be a part of change and work towards repair, and the undoing of colonial harm. While planetary in cause and scale, the negative effects of these environmental changes are unequally distributed, affecting some of those whose positions are already most fragile, including indigenous and formerly colonised peoples, most prominently contributing to an even greater rise of global insecurity and inequity.

			Through our programming (exhibits, events, conferences) we have been highlighting aspects of these ever-increasing injustices of social, racial, climate and health inequities that lie at the root of acute migratory crises and societal divisions. Through our methodologies of co-curation, centring lived experience, and multiple voices, we have tried to offer pathways for underlining counter-narratives. Much of what we have done so far has been about unpacking coloniality, doing the work of decoloniality and becoming a listening and learning Museum.

			„One of the Most Violent Spaces in Oxford”

			There are those, also in our organisation, that would argue these 19th and 20th-century collections are situated distantly from this 21st-century reality, that we should focus on telling the stories of collectors, of the ingenuity of objects, or focus on educating our publics on the cultures that used the objects, that we should stick to telling stories of „encyclopaedic” museums, of our „common humanity” under the umbrella of the „universal” museum. Those who would argue for this were starting from the assumption that we were much loved, and our work was cutting edge. On the one hand, especially in 2016, one might have argued that that was true: our visitor ratings were high (we were the number one thing to do in Oxford on Tripadvisor), we were getting over 400,000 visitors a year (much more than most ethnographic museums) and most tourist guidebooks would mark us as „faut le detour”, 5 stars, „a hidden gem”. There were others, however, who were signalling that the Pitt Rivers Museum, for them, was a difficult space, a contentious one, one they preferred not to visit or work with. In October 2015, the student movement Rhodes Must Fall tweeted „The Pitt Rivers Museum is one of the Most Violent Spaces in Oxford”; others, such as the First Peoples Collective, indicated they had always tried to steer as far away as possible from the Museum even though their ancestors’ remains and objects were held here. Others indicated going into the Museum made their skin crawl or made them feel like they could not breathe (Van Broekhoven 2020). In many people’s minds, including some of our staff, we remained „the Museum of the Museum,” seemingly frozen in time and space much like the city of Oxford that we inhabit, which for many, conjures up images of Harry Potter’s wizardry world of Hogwarts or Inspector Morse solving crimes amidst picturesque scenes of colleges and rivers.

			Although in postcolonial literature and teaching the Pitt Rivers Museum and its Victorian age appearance had been welcome fodder for critical analysis, and within the Museum critical thinking was being taught by its curatorial team who were also devising innovative new collaborative methodologies to approach collections, nevertheless much of the public-facing Museum remained unchanged – partly due to Heritage Laws, partly because for a long time, there was a real disconnect between the academic curatorial engagement teaching and writing vs the front-facing activities that curated the Museum largely as an apolitical space. 

			So, in 2016 we asked ourselves: as a museum that is part of one of the top universities in the world and one that is known for being quite elitist, conservative, and unchanging, how do we do change, and can we ensure our collections speak with relevance to the contemporary? How could we move from a museum where staff were told not to talk about politics to a museum that was courageous enough to openly acknowledge its role in the perpetuation of stereotypes, of coloniality and ableism and racism; a museum that would be brave enough to engage with systemic change? We needed to ask ourselves some tough questions about positionality, situatedness and purpose.

			Positionality, Situatedness and Purpose

			The Pitt Rivers Museum’s rootedness in coloniality is undeniably present; its Grade 1 listed Victorian cases, densely packed with objects with historic labels often still full of problematic language, ooze coloniality and empire. For those who have heritage or roots in regions of the world that suffered the violence of Empire, the Pitt Rivers Museum can be a very difficult and hurtful place (Van Broekhoven, 2018), as it can be for people who must confront racist, ableist and CIS-gendered and hetero-normative world views on a daily basis. 

			Our coloniality also lies materialised in the very presence of the collections in Oxford: more than 730,000 objects, a mixture of sound recordings, photographs (mostly historical), manuscripts, and objects, archaeological and ethnographic, made from every possible material in the world have been accumulated in these stores. The collections were largely gathered during the time of the British Empire when systems and structures used for the exploitation of resources and people, including enslavement, were set up in an institutionalised form to accumulate wealth and power for the colonisers. Part of that system of disempowerment of local authority was through the taking of (often sacred) objects, objects that now fill the stores and display cases of museums in the UK, Europe and elsewhere. The people who took these objects felt entitled to do so; to appropriate them to represent cultural practices, and to speak about and for others from Eurocentric perspectives. 

			This process of taking and categorising cultural practice was often highly problematic, as it was deeply enmeshed in what Boaventura de Sousa Santos (2014) calls a process of epistemicide, in which views of the originating communities were erased, forbidden by law and objects taken without consent so that their very absence would disempower. 

			We firmly believe that museums like ours can be spaces for the co-production of knowledge – connecting peoples and reconnecting people with things. We also believe that there are many unhelpful hurdles put in the way of doing that. Drafting our last Strategic Plan we were clear we wanted to be part of a process of redress, social healing and the mending of historically difficult relationships and that we wanted to become an inclusive, reflexive and thought-provoking museum, that enabled audiences to perceive displays from different viewpoints. Accordingly, we outlined three programming strands to reflect how we wanted to engage with topics that we felt our collections could and should speak to: No Binaries and No Boundaries, a strand of programming that spoke to the topics of identity, belonging and the way binaries and boundaries were set up to exclude and marginalise those that disrupted colonial ideas of what was supposed to be „the norm”; Hope, a strand of programming work that engaged with the work the Museum wanted to do with regards to redress and reconciliation, engaging with parts of our history that had been left unaddressed and looked to work towards making space for stories too long left erased; and thirdly, a strand called Making the Creative Case for Health and Wellbeing, where we wanted to explore how we might use the Museum as a space to work with people living with long term health needs, neurodiversity and whether we could make space to humanise care.

			This led to a matrix of changes that were played out in our programming, research, and communications, including interventions to the permanent displays, taking some objects off display, adding new additions to displays, working with contemporary artists and co-curatorial approaches that challenge this absence. A few prominent examples of that programming: 

			•The installation of new panels in the permanent galleries that openly engage with the colonial footprint of the Museum including the problematic legacies of our disciplines (Anthropology and Archaeology). Co-curated by Marenka Thompson-Odlum and Laura Van Broekhoven, brightly coloured panels that purposely contrast with the Victorian-style atmosphere, explain how the past continues to affect us today and how the invisible structures of colonialism still persist by assigning racial, intellectual and cultural superiority to whiteness. As such coloniality creates and shapes our ideas by 1. establishing hierarchies that we find reproduced in the Museum’s assemblages, labels and interpretation panels; by 2. Controlling knowledge and pretending knowledge is ‘universal’ in nature, whilst only produced through European-based epistemes or ways of knowing; and by imposing white cultural concepts and place names on others, for example through ideas of patriarchy, heteronormativity, boundaries and binaries (Thompson Odlum – Van Broekhoven 2021). Visitors are now drawn to visit the introduction case to the Museum, with many engaging very positively: “How do museums displaying artefacts assembled in a different world respond to the challenges of equality, diversity, inclusion, respect & dignity? Not by denial but maybe by the approach taken at @Pitt_Rivers. Sending colleagues for a visit might be the best EDI programme we run.“

			•The taking off display of human remains and some objects that were considered particularly problematic by communities we are working with, thus prioritising ethics over the entitlement felt by some of our audiences and particular members of the press. We have done much analysis of visitors’ reactions to the changes; some were very positive, including an online review with a picture of the “Have you come to see the shrunken heads?“ blue vinyl installation saying “Yes! Very impressed with the @Pitt_Rivers in general, but this in particular!“ receiving 4736 likes, 458 retweets and 57 Quote tweets.

			•The installation of newly commissioned contemporary artwork that engages with the coloniality of our spaces and allows for new critical readings of the space such as the work of Tibetan artist Gonkar Gyatsu, British LGBTQIA+ artist Matt Smith; Damascus-based photographer John Wreford’s Syrian’s Unknown and Gambian-British photographer Khadija Saye and Bidjara artist Christian Thompson. The latter’s Othering the Explorer and We Bury Our Own is now the backdrop of the Museum’s learning balcony. Curated by Christopher Morton, and situated in the heart of the Museum where up to 30,000 children annually attend learning sessions, the work shows the artist holding a portrait of Captain Cook in his hands, peering through Cook’s cut-out eyeholes, returning the gaze of the explorer as if asking the question: “Who were you to come and other us? Who were you to come to our world and divide it up and classify it without involving us in the process?“ – a question we get asked repeatedly by Indigenous peoples and people living in diaspora. 

			•Special exhibitions, all co-curated with community members, artists and/or volunteers focused on the aforementioned migratory, climate, health, social and racial justice crises:

			•Nyema Droma’s 2018 Performing Tibetan Identities sought to disrupt the stereotyping of Tibetans by non-Tibetan photographers in the past and present. Studying the Museum’s historic photograph collections, Nyema was especially intrigued by glass plates depicting positive and negative portraits of Tibetans in the 1920s, seeing them as a perfect example of how real people were ‘ghosted’ in the collections, mere reflections of who they really were. This inspired her to produce double portraits of young Tibetans, in daily wear and ‘traditional’ clothing. Nyema and co-curator Clare Harris decided to exhibit the portraits suspended in mid-air across the galleries, with the dramatically contemporary installation echoing strings of traditional Tibetan prayer flags. Displayed in the Pitt Rivers Museum’s traditional Victorian setting, Nyema’s work interacted critically with that setting, acting as a commentary on the Museum, acknowledging, instead of erasing, the dynamism and cultural vibrancy of Tibetan culture and its young people wherever they live. 

			•In 2019, the thought-provoking and gut-wrenching objects and photographs of the Lande: the Calais Jungle and Beyond exhibition, placed the Calais refugee camp in the context of a long line of oppressive, dehumanising border arrangements and increased militarisation of national borders, highlighting how those politics are aimed at creating human populations that are categorised as ‘illegal’. Co-curated with Sarah Mallet, Dan Hicks and a wide range of activists, artists and people who lived in the camp, the exhibition and its artwork, consistently received feedback from visitors saying it had touched them deeply: “stop-in-your-tracks powerful”, “moving”, “political, nuanced, beautifully written & curated”; one visitor wrote on the feedback wall: “This is what Museums are for. “

			•In 2020, Matt Smith’s Losing Venus exhibition engaged with the colonial desire to record difference and measure it “scientifically”. Matt’s work was inspired by the fact that while pre-colonial allowed for plural ways of being that could fall outside of gender binaries and heteronormativity, the imposition of LGBTQIA+ legislation in countries where British law was imposed, criminalised queer difference in places where differences were originally celebrated. Many of these countries continue to criminalise LGBTQIA+ existence.

			•In 2021, the digitally co-curated online exhibition Weaving Connections, part of the Multaka-Oxford project, integrated a rich body of storytelling and personal narratives into interpretations of objects from the collections. Under the curatorial guidance of Thandiwe Wilson and Julia Nicholson, ten digital volunteers undertook research independently and remotely over the space of four months, researching close to 50 objects from the collections. Multaka-Oxford is a project that works with a body of over 80 volunteers who have a migratory background as forced migrants or refugees during a precarious time in their lives and strives to ensure they find the Museum a place to feel at home. 

			•In 2021–2022, the Beyond the Binary: Gender, Sexuality, Power exhibition centred queer lived-experiences, putting the voices of LGBTQ+ communities at the heart of the Museum and celebrating the strength and agency of LGBTQ+ communities in challenging societal binaries around gender, sexuality, power dynamics and more. The exhibition offered alternative understandings of museum items, highlighting human histories that have been underrepresented and excluded as a result of intolerance and oppression. Feedback indicated “Exceeded expectations at every turn; powerful, important, deeply necessary.“ And “It was incredible, I cried several times.“ “I had happy goosebumps the whole exhibition – this is what co-curation is all about and I feel love.“ “Went to Oxford today and found this really cool exhibition centring around queer people and their lived experiences – these spaces feel particularly important atm in a society where the mainstream discourse about lgbtqia+ (esp. trans) issues feels very toxic.“

			•In 2022 Messy Realities presented the outcomes of a three-year project, sponsored by the Wellcome Trust, which brought together researchers from the Nuffield Department of Primary Care Health Sciences with community members living with long-term medical conditions, design students, technology developers and colleagues from the Pitt Rivers Museum to humanize health care. Feedback includes octogenarian Jean saying: “I wasn’t a teacher, wife, mother, helper, carer etc, responsible for others, but just ME […] I have never taken recreational drugs, but l was on such a ‘high’ after Monday’s session l imagine that’s what it is like.“

			•In 2021–2022, we started the Talking Threads project, reconnecting objects with community members, and asking for guidance to better document Naga, Salish, Haida and Palestinian textiles in the collections, so that the documentation would be more useful to communities today. This project piloted ways to connect with weavers and local experts in India, Canada and Palestine, using a set-up of cameras, digital microscopes, WhatsApp and Zoom to share live views of whole textiles, closeup shots and microscopic views of techniques and materials.

			Even though the Pitt Rivers is a relatively small museum in terms of resources, it is known to punch above its weight and play a leading role in some of the most challenging topics of our sector at the moment. Sector bodies nationally and internationally repeatedly refer to our work as “sector leading”, “at the vanguard”, “energetic and innovative”, “bold, honest” and “surprisingly trendy”. This inspires us to continue to invest in new and innovative programming and curation and helps us to grow our audiences and our reach. The work did not go unnoticed in the sector: we were nominated for the 2019 Museum of the Year Award. Several of our projects have also won awards, including Multaka-Oxford which is highly regarded in the museums, arts, and heritage sector, having won the prestigious 2019 Collections Trust Award and the 2019 Museums + Heritage Award for Volunteer Team of the Year. In 2019 we also won a Building Capacity Award in the University of Oxford Vice-Chancellor’s Public Engagement with Research Awards. These awards celebrate excellence in public engagement across the University. In 2020 and 2021, news about the programme of critical changes the Museum implemented over the summer of 2020 was reported in over 450 media outlets worldwide. The Meltwater Media Monitoring dashboard tool showed that news about critical changes had a potential reach of 6.86 billion people globally, with 97% positive or neutral customer sentiment. The Critical Change programme was reviewed as ‘brilliant and gutsy’ by online audiences, with 96% positive reactions, but it also sparked some polarised debates. We ensured we used the feedback to better understand the correspondence and online comments we received through sentiment analysis and social network analysis by Angela Billings from Goldsmiths, University of London and Visual, Material and Museum Anthropology (VMMA) student Brittany Ellis and Leiden University student Sterre Houtzager. We also ensured on-site and focus-group audience evaluation took place to further inform changes we will implement to our interpretations and displays and are currently doing extra audience research tracking visitors in the Museum. 

			Centring Joy, Beauty, Hope, Cultural Care and Repair

			In our next Strategy, we are centring Joy, Beauty, Hope, Care and Repair and our three main objectives are to deepen understanding, to open up and widen access to the Museum, and to enhance care and wellbeing. 

			Working with all staff, we agreed on a new mission statement: “To become a welcoming space to all where stories are shared by many voices. Working collaboratively and creatively with staff, volunteers and communities, we transform how our iconic collections are engaged with, both online and in the Museum. In an increasingly disconnected world, we want to inspire empathy and deepen cross-cultural understanding.“

			We’ve highlighted a number of objectives to help us achieve this mission, including research projects, large-scale collection moves and transforming our digital access. All of them include collaboration, listening, making space for complexity, nuance and plurivocality. We want to look for contemporary resonances, working to redress colonial harm and foregrounding underrepresented voices. We are also introducing more ways for us to listen and evaluate, introducing programmes, annual surveys, qualitative and quantitative evaluation to better understand and improve how audiences experience the Museum’s programmes through their engagement with our online and on-site spaces, programmes and collections. 

			We are establishing new programming strands for 2023–2028, having gathered all staff involved in programming, and brainstormed possible topics we might foreground. We have agreed, over the next few years we would focus on three new strands: 

			•“Our common home”, where we delve into how nature affects and is affected by human ways of living, exploring themes around the Anthropocene and extractivism; 

			•“The Human Connection” delves into the interconnectedness of people and matter, how everything is connected and the need for decentring whiteness and museums; 

			•“Welcome to the Pluriverse, seeking other possible possibles” explores how to imagine new, more equitable and just futures by moving away from the singularity of a ‘universal’ (capitalist, colonial, paternalistic) way of being; to one that assumes many worlds, embodied in the objects in the Museum making space for ways of knowing, coping and being that coexist alongside each other in our common home.

			Some of the work we are going to be doing is about envisioning change for these old spaces and co-designing new overarching re-displays that help reimagine the Museum as a pluriverse with the greatest diversity of curatorial involvement for the greatest diversity of audiences. We will need to critically engage with the questions of how far the concept of pluriversality (Escobar 2020) can be introduced in a space that oozes coloniality, which we see as a challenge that we want to embrace. It includes changing our practice, iteratively and through listening. To enable this, we are developing new ways of working that put cultural care and repair at the heart of our Collections and Conservation programmes, prioritising work towards restitution and reconciliation with partners globally and locally. We also want to focus on creating social, creative spaces in the Museum so that those who visit us can feel at home in the Museum. All this goes hand-in-hand with increasing our staff’s wellbeing, working to ensure staff feel supported, included, and respected in the workplace and equipped to implement change programmes in the Museum. As such we are working towards creating more social spaces where collaborative curation can thrive and inspire and communities find solace and use our space as one that is theirs, as a social, caring and welcoming space.

			On Courage and Radical Hope

			In her speech at the opening of the Humboldt Forum, Chimamanda Adichie Ngozie said: “It takes courage to take… and bring in some light… and this is a time for courage. The courage to hear dissenting voices such as those who are outside right now protesting. They should be heard and included. They have valid concerns. The courage not merely to say: we take your criticism but to follow it with action. The courage to say: we were wrong. The courage to say about arts acquired illicitly, this is not ours, tell us what to do with it. The courage to do provenance work and to actively use local knowledge. The courage to act and act now and not become crippled by endless planning and talking. We can change our blindness to the past.“

			Courage to do, to act, to move with hope, to become otherwise and develop an iterative practice. The latter is not necessarily easy for an organisation like a museum (or a university) as museums like to think long-term; we like to plan and classify in systems that keep a record of what we write and what we do forever, and we like to think objects that come into our systems are meant to stay forever. Hence, this iterative working towards an approach that seeks fluidity and particularity doesn’t sit easily with permanence, with practices of policy and planning. Change comes with hesitancy and doubt, it creates discomfort – also at the highest levels of the University. And the need for constant reevaluation, unlearning and undoing unsurprisingly can be exhausting. Still, we need to do it because museums like ours and their stakeholders have fallen out of love with the old extractive practices of appropriating others, with practices of socio-evolutionism, rooted in racisms that led to derogatory language on our labels, silences and euphemisms in our interpretation. We no longer feel that this is actually meaningful; it doesn’t reflect our current thinking or that of our disciplines and it would in fact be an embarrassment to go back to those old ways of being where criminal practices of illegally collecting parts of people’s bodies from graves were normalised and techniques of dispossession and theft deployed as parts of hegemonic practices of disempowerment. So, we find ourselves in an act of reframing, recalibrating, and reimagining. 

			The reason we need to do that work isn’t that we want to revitalise what we have lost but because we have fallen out of love with who we used to be – not always because the collections and displays are unlovable but because the old ways that produced them no longer make sense in the contemporary world, they have become unloveable, offensive, hugely problematic tools of Empire. How might we reimagine new practices that can replace those that we have fallen out of love with? How do we fundamentally rethink and redesign our ways of working and being and make space for other possible possibles? And invite in those that will think with us and together build better new future relevances…

			Conclusion

			Museums like the Pitt Rivers Museum are bearers of difficult histories, and in many cases, the fact that objects are being kept in stores or behind glass far away from those who consider these things, not things but ancestral remains, sacred possessions that require cultural care and presence in their homelands, are continued causes of pain. Designed as mechanisms of disempowerment within colonial hegemonic systems of oppression our complicity will not be undone without long-term conscious engagement and action towards redress and reconciliation. So, can Museums like ours survive and even thrive in a future riddled with uncertainties and inequity? Or are we inherently bound to continue to be part of the colonial project’s erasures and oppression? The future will tell, if we fail, it should not be for a lack of trying but so much is clear, meaningful change can only happen if we commit to systemic change and work towards becoming institutions that focus on listening, learning, openness, trust and honesty. As Rebecca Solnit reminds us: “the future does not exist yet, it is shaped by what we do or do not do today. So, it’s up to us to shape that future.“

			I am lucky to have plenty of opportunities where I can find myself leaning into conversations with delegates from Indigenous peoples or local communities living in diaspora here in Oxford; also, discussions among staff, or with colleagues in the sector and I am very conscious that many of us are facing similar challenges in finding pathways forward jointly. The role we can play at Pitt Rivers is to be part of a process of healing, reconciliation, cultural care, and return. One might say the Pitt Rivers Museum is the best place and the worse place to try and do all this work and we can only do it when we all work collaboratively and support each other.

			In her inaugural poem, National Youth Poet Laureate Amanda Gorman reminded us how “we’ve learned that quiet isn’t always peace”; and that “our inaction and inertia will be the inheritance of the next generation; our blunders become their burdens”. She reminds us “that one thing is certain: if we merge mercy with might; and might with right, then love becomes our legacy. And change, our children’s birthright. (…) We will raise this wounded world into a wondrous one (…) we will rebuild, reconcile and recover”. And finally “There is always light, if only we’re brave enough to see it. If only we are brave enough to be it.” 

			In museums, this “brave” or courageous leadership, is not so much about fearlessness or knowing exactly how to do it all, but about doing it anyway, even though we feel we might not get it right; stepping into that process with vulnerability, mostly because we know we are likely to somewhere drop the ball, we’ll also almost certainly feel overwhelmed because it is a lot and because we know that what we do is only a tiny drop in an ocean of work that needs doing. But I guess to me being courageous has been in moments where I decided to do it anyway. There was something about being brave enough to… show up, to act, to change, to care, to listen, to commit, to engage with integrity, honesty and openness, with modesty knowing we will need to live with the imperfection of doing; of thinking-acting-being as part of a process of becoming.

			

			Prof. Dr. Laura N.K. Van Broekhoven

			Director

			Pitt Rivers Museum, UK

			

			Bibliography

			Escobar, Arturo

			2020	Pluriversal Politics. The Real and the Possible. Durham and London: Duke University Press

			Gorman, Amanda

			2021	The hill we climb: an inaugural poem for the country. New York: Viking

			Harris, Clare – Nyema Droma

			2019	Performing Tibetan Identities: Photographic Portraits by Nyema Droma. Oxford: Pitt Rivers Museum, University of Oxford.

			Hicks, Dan – Sarah Mallet

			2019	Lande: The Calais ‘Jungle’ and Beyond. Bristol: Bristol University Press.

			Morton, Christopher

			2019	“From significant surface to historical presence: photography as a site of social engagement in the museum”, Daguerreotype: Studies in the History and Theory of Photography, No. 2 (26), 67-93.

			Van Broekhoven, LNK

			2020	Online publication: www.prm.ox.ac.uk/committed-to-change

			Thompson-Odlum, Marenka – Laura Van Broekhoven

			2021	The Pitt Rivers Museum is... Oxford: Pitt Rivers Museum (booklet) https://prm.web.ox.ac.uk/files/prmcriticalchangesbookletpdf

			

			Régi terek, új jövőkép?

			A Pitt Rivers Múzeum megújítása a „radikális remény”, a jóvátétel és a megbékélés jegyében

			Laura Van Broekhoven

			Az 1884-ben alapított, jellegzetes viktoriánus épületben található Pitt Rivers Múzeumot sokan szeretik, és műfajában a legjobbak között tartják számon. 

			A múzeum ugyanakkor ellentmondásos hely is. Vajon képesek-e az olyan múzeumokban, mint például a Pitt Rivers, amelyek történelme mélyen a gyarmati múltban gyökerezik, úgy átalakítani gyakorlatot és irányelveket, hogy a „radikális remény”, a jóvátétel és a megbékélés terévé váljanak? 2016 óta dolgoznak a múzeum munkatársaival egy olyan átalakítási programon, amelynek célja, hogy újragondolja a Pitt Rivers forrásközösségekkel való együttműködését, a dekolonizáció gyakorlatának a kulturális gondoskodásra és a közösségekkel való közös kurátori munkára építő gyakorlatát. A tanulmány néhány kidolgozott program példáján mutatja be a változás irányait és felvázolja az elkövetkező évekre vonatkozó új stratégiát.

			The Museum in the Time of Crisis 

			Old Problems and New Challenges

			ROBERT ZYDEL

			The National Ethnographic Museum in Warsaw is housed in a 19th-century former bank headquarters. The location is quite prestigious, but the building itself causes many issues related to organising exhibitions, as well as the daily operation of our warehouses, offices, and the entire museum infrastructure. In the past, museums were often situated in structures other than purpose-built museum spaces. (Makulski 1973).

			During various meetings and conferences, we often show a slide with a photo of the Museum building and some information about what is it that we do. Its task is to introduce our institution and to convince our audiences that they should work with us. I would like to draw your attention to two things.

			The first is our social media accounts. We tell you about them and indirectly encourage you to use and engage with them. Media architecture is designed to convey different information to different audiences. Different platforms serve different functions. Facebook acts as our bulletin board, while Instagram and YouTube sometimes become an extension of our galleries and feature „beauty shots” of various artefacts. But today, a museum is much more than just the building and its contents. Activities that take place beyond the walls of the museum – both virtually and in real life – are equally important.

			The second thing is information about two special employees – two cats, Etna and Grafia. In case you are wondering what their responsibilities might be, don’t worry – they are not hunting prey, such as mice or rats. Their task is simply to create a pleasant workplace atmosphere. If any of the Museum employees feel anxious or frustrated, they can always spend some time with Etna and Grafia, pet them or listen to their calming purrs.

			This brings me to the theme proposed by this conference’s organisers. I wondered what „rethinking museums” and „best practices” might mean in relation to ethnographic museums. I think that over the past three decades – both in Poland and in other countries in Central and Eastern Europe – we have almost believed in Fukuyama’s „end of history.” Even if we rationally rejected such proposals, we were nevertheless reassured by the relative prosperity and peace.

			It seems to me that this era is now behind us and soon, we will miss the recent past.

			[image: ]

			1. Current headquarters of the National Ethnographic Museum in Warsaw
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			2. Employees of the National Ethnographic Museum in Warsaw – Etna and Grafia

			And yet, didn’t climate emergencies, diseases, wars, and death accompany us from the very beginning of civilisation? Of course, this is a rhetorical question. Not only are we well aware of the answer, but we also exhibit evidence of our ancestors’ struggles with such challenges at the institutions we represent. Perhaps – despite our best efforts to preserve such testimonies and learn never to reprise the mistakes of the past – we operate in a kind of enchanted circle of repetition.

			Even before the global Covid-19 pandemic – which, fittingly for the era of globalisation, significantly affected the majority of the world’s population – we were struggling with discussions on the current climate crisis. The climate emergency, although seemingly less tangible than the effects of the pandemic, impacts everyone, regardless of geographical location and social standing.

			At the National Ethnographic Museum, like many other institutions, we have been working to rethink and improve our actions to reduce carbon emissions. I don’t want to talk about the activities of our Green Team, the museum gardens or the digital audit. The latter, however, revealed the size of our carbon footprint – related both to the heating of our building, email attachments, and elaborate email signatures.

			Every day, my colleagues and I enter our offices via a Polish folk-art exhibition referencing the Old and New Testament, entitled Biblia Pauperum. The story of Noah’s Ark is referenced in quite a few artworks. As it turns out, Noah’s actions are not just a mere allegory or legend, but a concrete suggestion as to how we can save – or renounce – the world we live in. There are of course other examples of historical climate disasters, such as the clash of Western Civilisations with the inhabitants of both Americas, resulting in a drastic decrease in the population of the Americas and also climate change.

			The issue of the climate crisis, which dominated discussions in the months before the pandemic, has been somewhat adjourned. Paradoxically, the pandemic seems to have been a much more „real” and disturbing event. But again, pandemics are nothing new under the sun. Historically, plagues destabilised not just countries, but entire continents. Such encounters with death shouldn’t surprise us today. And yet death – which we have, in the Western world, attempted to remove from our public space and into the private confines of hospitals and care homes – has suddenly re-entered our everyday lives. The number of Covid-related deaths has been shocking – this many people haven’t died in Poland since World War II (!). Even though our museum’s repositories and archives are full of texts of culture that speak about death, as a society we were not ready to learn its secrets, nor to experience them on such a scale. Sadly, having prematurely lost my father to Covid-19, I also speak from personal experience.

			While death is inevitable, wars can be avoided. As someone who grew up in the shadow of World War II and its devastating impact on this part of Europe, I want to believe this to be true. Here, I think it is worth noting the different perceptions of World War I and World War II across Central and Eastern Europe. For many nations in our part of Europe, the Great War was not only a human but also a geopolitical tragedy. And although Poland lost countless sons and daughters in World War I, this conflict also brought about the long-awaited independence and rebirth of the Polish state. In turn, World War II – apart from the horrors, destruction, and suffering – has resulted in decades of our country’s dependence on the Soviet Union.

			The experience of war, even if not directly present, sometimes imperceptibly permeates our exhibitions – as in this sculpture of the Devil, carrying the Nazis to Hell in a bag. The Canadian sociocultural anthropologist and curator, Concordia University professor Erica Lehrer studied our museum’s collections in the context of the Holocaust. This subject is also often present in the folk art of the second half of the 20th century. For Poland, the Holocaust is painful. Before World War II, the Jewish community constituted one-third of the population of my city, Warsaw. The idea of a „Jewish quarter” was non-existent – Jews lived in all districts of Warsaw, both poor and affluent, on both sides of the Vistula River. Following the Holocaust, the Jewish community was never the same again. After our Jewish neighbours were gone, there remained empty synagogues, as well as former German concentration camps, where both Jewish and non-Jewish Polish citizens were exterminated.

			In an article entitled „Creating space for Jewish culture in Polish ethnographic museums,” Prof. Erica Lehrer and Dr. Monika Murzyn-Kupisz from Cracow University of Economics analysed the presence of Jewish culture at Celebration Time – the permanent exhibition at the National Ethnographic Museum in Warsaw (Lehrer – Murzyn-Kupisz 2020). They pointed out that the Jewish section of the exhibition is just 36 square metres and accounts for a mere 4 percent of the exhibition area.

			They are correct, but I should point out that Warsaw is also home to a vibrant research centre, the Jewish Historical Institute, and the fantastic Polin Museum (in Yiddish, Polin means Poland). Both institutions focus on exploring the shared 1000-year history of Jewish and Polish communities. So, if I were to address the problem of communities absent from the space of the National Ethnographic Museum in Warsaw, I would instead focus on Lithuanians, Belarusians, Ukrainians, and Ruthenians. They are also largely absent from our exhibitions, and at the same time do not have such wonderful institutions which could address our often difficult, and yet intertwined histories.

			

			The joint history of Ukraine and Poland is currently being written. On 24 February 2022, Russia invaded Ukraine. As a result of this war, several million Ukrainians had to leave their homes. Many of them found refuge in Hungary, Slovakia, Romania, and Poland. The population of Warsaw, according to city authorities, has increased by over ten per cent.

			And again, when I look at the representations of the Holy Family fleeing to Egypt, I think that escaping evil and taking refuge is an inherent element of our shared histories. Polish society and institutions welcomed Ukrainian refugees with open arms. Although the Ukrainian language and Ukrainian employees were already present in the Museum, the scale of the presence of our Eastern brothers and sisters made us reconsider how we can make them feel safe in Poland.

			The two temporary exhibitions that opened in 2022 – the family-oriented Here and There about travelling and migration and New Inuit Art by artist members of the West Baffin Eskimo Cooperative – feature descriptions not only in Polish and English but also Ukrainian. We are also running guided tours of the Museum in Ukrainian. Of course, this is not the first time for Poles and Ukrainians to attempt to live in one country – I hope history will teach us how to do better this time around.

			While thinking about war and refugees, we also cannot forget about the situation on the Polish-Belarusian border and all other refugees fleeing war in other parts of the world. In the words of Andrzej Meller, a Polish ethnographer, writer and traveller, who lives close to this border: „You are applauded for helping one kind of refugee, and for supporting others, you are called to a police hearing.” (Facebook post, accessed 05.05.2022)

			„Birth, illness, old age, and death – the story of our life,” sang Natura, a Polish alternative reggae band. Centuries go by, and we still face the same problems and still seek the right answers. The question I’m struggling with as the director of the National Ethnographic Museum, and one that often returns to me in my worst nightmares, is the question of collections. What should be our main focus in the third decade of the 21st century? What should we salvage, catalogue, and describe for those who will follow us? Which objects will adequately define our times, challenges, and everyday life, and at the same time convey some wisdom that will allow future generations to better deal with difficulties? Quite frankly, I still do not know.

			Robert Zydel 

			Director 

			National Ethnographic Museum Warsaw, Poland
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			Múzeumi működés válságos időkben 

			– régi problémák és új kihívások

			Zydel, Robert

			Bár érdekes időket élünk, még mindig ugyanazokkal a régi problémákkal kell szembenéznünk. Segíthetnek-e a múzeumok ezek kezelésében? A háborúk, világjárványok és egyéb válságok nem újdonságok. Tanultunk-e valamit a múltbeli tapasztalatokból?

			A válasz nyilvánvaló, de ez nem szabad, hogy eltántorítson bennünket a kemény munkától. Hogyan segíthetünk az utánunk jövőknek elkerülni ugyanazokat a hibákat?
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