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The Orgamzation of Museums: _practical advice
(Muscums and Monuments Serics, 1X) was
published in 1960, as part of a long-term
programme for the preparation of technical
manuals tomeettheneeds of smaller museums
and of institutions located i areas where
museums are rare. '

It should not be forgotten that muscums
began as the collections of wealthy indi-
viduals or grotps, and that thcf' were based
upon the prenuse that these col ections were
for the enjoyment and edification of a select
few. This remainegl true even of State col-
lections during the last century. Curators
placed 1n charge of the collections thus began
their tasks as individuals having primaril)
academic or scientific training,

During the past fifty years, however,
increasing emphasis has been given to the
doctrine that collections shown in museums
could be appreciated by the general public,
a phenomenon  which accompanics the
growth of public education programmes
throughout the world. It was soon realized,
however, that the simple placing of objects
on cxhibition was not sufficient and that
explanatory devices and some coherence in
presentation were necessary if the average
visitor was to derive any intellectual or
aesthetic benefit. Permanentexhibitions were
accordingly. modified over the course of

cars and curators became familiar with such,
¥actors as ‘fatigue’, traffic patterns, labels pro
and con, background colours, lighting
cffects, ctc. '

However, evenafter the permanent exhibi-
tions had been modified to suit the,require-
ments of the public, and as the public in turn
became famifiar with the objects shown (par-
ticularly the smaller collections in m lum-

Y

sized and small institutions) the number of
visiturs to a given institution incvitably
declined. . ) ’
As museums depend increasingly today
upon public support, including government
support, it soon became evident that steps
should be taken to cncourage regular, re-
peated visits to muscums.,The temporary
exhibltion was a resalt of this need, and
since the Second World War has become an
increasingly important clement in.évery ac-
tive muscum’s progrimme. The temporary
exhibitioh, set up for a period of one to six
months, introduces fresh material to the
visitor and stimulites his interest. Morcover,
it frequently caases him to revisit the per-
manent exhibition which contains the mu-
scum’s main assets. There have also resulted
a number of secondary benefits: the curato-
rial staff has become increasingly conscious
of the nccessity for coherent presentation,
has experimented more freely with theatrical
effects, and has-evolved a range of exhibition
furniture. Many of the lessons learnt have
had a salutary effect upon the preparation ot
modernization of permanent cxhibitions.
Anothei important result has been the
exchange %f objects between muscums for
purposes af temporary exhibition; such co-
operation now takes place not only on a na-
tional, but also on an international scale. In
addition there also cxist complete, perma-
nent travelling exhibitions prepared by mu-
scums, institutions and agencics, and cven
by governments. Hence the cultural benefit
is expanding steadily and communities are
be¢oming increasingly conscious of the cul-
tural achievements of other peoples. Lastly,
.packaging techniques have been developed
or fmgii’b and often irrepliceable objects .
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and- through™ the publicption of Unesco's
Mamal of Trarelling Lxbibitions! these tech-
niques ere widely diffused.

The present manual, entitled Zedgporary
and Trareiling Exhibiticns, is published to

* meet the need for a text on these problems.

Inthe sectionontemporary exhibitions, three
chapters defl’with science and art muscums
as well as with the possible ytility of tem-
porary exhibitions in countrics which are
nndergoing rapid social and cultural change.
The scction on travelling exhibitions is a
“revision of the origiggl 1953 *manual and
includes new material Tnd techniques deve-
* loped since it was issued.
very cffort has been made by -the
authors to cmphasize gencral principles

which are widely followed; any opinions

expressed are,’ however, those of the au-
thors and not necessarily those of Unesco.
Lo

~ .

3 AN

The Secretariat wishes to express appre-
ciation of the co-operation given in the,
preparation of this manudl by the different
contributors: the Unesco,ICOM Musco-
"graphical Documentation Centre; the Vic-
.toriz and Albert Muscum, London; the .
Natidnal Muscum of Wales, Cardiff; the °
American Museum. of .Natural History,
New York; and the various institutions,
too numerous to mentign,, which have con-
tributed photographs and other docunsens
tary matcerial to the Unesco/ICOM Musco-
-graphical Documentatiort Centre.

.
- .

1. Elédic C. Osborn, Manual of Travelfing Eb-
bibitions, Paris, Unesco, 1953, (Museums and | |
Monumen:s series, V.) (Out of print.) - |
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' IN SCIENCE MUSEUMS.

INTRODUCTION

‘

The wast majority of muscums stfil bilieve in
the primary impottance of their traditional
function as storehouses of objects and\jnsti-
tutigns of research, and few of them Rave
laid Stress on the interpretation of their qol-
lections through exhibitions, and specifically
temporary exhibitions. One often hears the
excuse that temporary exhibitions tax” the
budget and the permanent staff’s time so
severely that they interfere with permanent
cxhibits, maintenance, research and other
normal activitics of a museum.

However, some museums have learned to
solve the problems of tight budgets, small
staff, inadequate storage area and exhibition
space by stressing temporary and changing
exhibitions. Not only do they thus avoi
huge expenditure on permanent installations
nng-ovcrcumc the general problem of lack of
space, but they find added zest in meeting
their obligations to the public by presenting
timely exhibitions insmﬁcd in a flexible mo-
dular exhibit system. Thus, in rotation, the
muscum is able. to show more of its perma-
nent collections in a smaller space and the
visitor to receive fresh stimulation from a
changing scries of new cxhibits. This
npproncg 1s finding many adherents among
newly constructed museums, for maximum

. tlexibility offers great functional advantages
and in tilc lpng run saves both money and
space. It may cost almost as much to design
and construct good modular exhibition
cquipment, including cases and panels, as

ermanent exhibition equipment, but the
Scxiblc units can be used again and again.

Whether 2 museum exhibit is permanent

or temporary, its main objective should be to

Q

’CHAPTER I

THE TEMPORARY EXHIBIT -

by Lothar P. WiTTEBORG

communicate ideas, facts ,or concepts by
visual means, not mercly to present objects
in a pleasing arrangement. Ve

DESIGNING EXHIBITIONS

The success of an exhibit dcsends chicfly on
the quality of its design and, above all, the
concept to be illustrated or the story to be
told. gut an cxhibition-does not in fact exist
without its visiting public, and what really
matters is how the visitors react to what they
see. Whether the captive museum audience
can be satisfied depends both on the vjsitor
himself and on the techniques of presentation
used. It if their dramatic quality and their
differencf from the everyday world that make
exhibits nemorable. Over the past years the

* trend ivexhibition design towards clean and
simple shapes has led toa dramatic and more

direct method of presentation. In addition to
architectural eﬁ'ects?%ra hic dcsign, paint-
ing, photography, an tgc applied arts and
crafts have had a marked influence on cx-
hibition design. The co:mbénntion of simple
structure  and  Well-tho %l\l(- t colour
schemes is onc of the strohgest responsec-
producing techniques at the disposal of the
designer. Colour, form and lighting can be
uscf to guide the visitor along a predeter-
mined path and empty space turned to ad-
vantage to afford a visual rést, a2 matter of
extreme importance in larger muscums.
Colour and lighting can also be used to
dramatize an_important part of the story,
and where the immediate purpose is the
transmission of concepts and facts, ideas can
be communicated by visual symbols, i.c.,
colours and forms used as substitutes for
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words. Nu concept ot theoty is tou dithicult
to Inteepret to an unimtiatad mund of any
.lgt‘;, pros wled it Llule.ch.d i tg}'mb of the
vicwer's expetiaice. Deosign, i its l)rupu:
place, used with tuste and technical shill,
acts as a subtle porspader of public inwerest
and attention.

Exhibitishs vn a-single thume are 2 reda
tively new departure buth in the lung history
uf muscums and in comm\:fz{ml display, and
they offer great scope furLapenimentation
and devdopment. Enotmous pussibilitics lic
ahead in the field of visual communication,
not su much in layout, structure and display
agrangement as in the controlled application
uf technigues of suund, animation, colour
and lighting. .\rchitecture  and  display
arrangement help to fucus attention on the
exhibits, but they should nover be alluwed
tu munupulizc intcrest. E.\hi_bl(;un dc.blgh S
an empirical process, and there is nu une
infallible answer to any prublem. Sume of
the prublems of visual commuaication met
by the exhibitiun designer cuould be uver-
come if a standardized psychulugical testing
device could be develuped to anticipate
visitur response and information retention.
But befure such aids are available experimen
tatiun un a large scale will have to be v.ader-
taken. .\nd, of cuurse, successful cxhibition
design can never be merely & matter of
applving formulae.

STAFF FOR EXHIBITIONS

Since trained muscum specialists are rare
among the staff of the smaller muscums,
where possible, advice and help should be
sought from the nearest coullege or uni-
versity, The small muscum and the uni-
versity can co-uperate tu their mutual bencfit
and that of the community;,

Little uf the available museum literature
Beals with the prublems of visual communi
cation, ir., the conceptivn, planning,
design. corstruction and final installation of
cxhibits. 1 is huped that the shourt bibliv
graphy giv »n at the end of this chapter may
stimulate new thought concerning this most
challenging, aspect uf muscum work,

A
PLANNING AN EXHIBITION

§

Let us assume that a set sum is available for

™

a ficw eahibition hall for temporary eahibi-
tiuns where fleaibility and changeability will
be essential requirements. How ought we to
appruach the prublem of designing a moudular
exhibit anit appropriate for the first planned
eahibit assigned tu the new gallery, which
will also be suitable for future %Ill unplanned
eahibits ? The primary, cunsiderations will
be the bulget, the avgplability of materials,
i.c., metal, glass, plastic, ctc., and also uf
cumperent craftsmen. Money must be set
aside fur the cuntents, préparation and
installation of the first exhibition.

Let us assume that the new gallery is to be
upened in 2 health museum that is already in
operationt and has a small staff and a limited
budget. The cuntents of the first exhibit will
deal with 4he bivlugy of man, a general
physivlugical survey. Future exhibits will
deal with moure detailed aspects of the human
budy, its function in health and illness, and
other exhibits of special current interest.
Taking intu cunsideration the space available
in the new gallery and the estimated average
attendance, including guided tours, the
planners must now arrange the exhibit space.
If the exhibition has a particular message,
the only way tu make sure that the visitor
sees everything and in the right order is by
controlled circulation. This means quite
stmply that peuple are nut uffered a choice of
routes round the display but are unobtru-
sively directed along tEc correet path. Baffles
and screens can restrict the area seen at any

~#”0nc time so that the viewer is able to con-

centrate un independent groups of logically
related objects.

After 2 cuntent vutline or exhibit story
has been prepared and the types of exhibits
to be used have been selected, i. e., speci-
mens, models, photugraphs, charts <nd
diagrams, the exhibit is laid out in a logical
progressivn accurding tu the vutline and
space is allocated on a plan drawing of the

allery, Thought must also be given {6
If;utum nceds which can sumetimes be pro-
vided fur in the design of the units. We now
have, un a plan drawing, a story outline, a
visitur flow pattern and a rough idea whete

varivus parts ‘of the cxhibit will appear. /‘2(

Many arrangements, rearrangements dnd
drawings will undoubtedly have to be made
before a clear, simple solution is reached for
the final arrangement of the exhibie.

. NS
FL ,
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Now, with the assistance of an architect,
statf designer, ur exhybit cunsultant, flexible
modular exhibition furmituze and the exhibit
itself can be planned. In any exhibitivn, of
whatever nature ur size, the third dimension
15 the essential element, and for this reasun
the most direct approath to the conception
and planning of exhibitions is to work fisst
with scale models, and then tu eaperiment
with the actual materials to be shuwn in
order to find the best spatial relativnships
for the finished cjhibition\

s

USE OF A MODEL IN PREPARATORY
WORK

For the exhibiton designer, working in
three dimensiogs represents a method of
visualizatiop. Merely by creating an illusion
of the exhibigiun spaccon a minia?ure scale
ard with a hutun figure in proportion, his
imagination is seqto work ia t ree-dimen-
sional terms (Plate 7): Concepts and ideas
for design will occur to him which would
not result from working with two-dimen-
stonal layouts on paper. Spatial relationships
will suggest themselves: the placing of an
object in the foreground or in the back-
ground, grouping, ctc. Pussibilities of using
such devices as a revolving drum to carry
information or a large informative photo,
mural or drawing as a background for «
model or specimen will come to mind. In
thesc and in many other ways the final design
1s formulated i the proper medium of the
exhibition space itsclE

The model, then, is a medium of creative
visualization for the designer, and it is an
equally important tool for those planning the
exhibition. The curator who has undertaken
the background research and selected the
material can by this means grasp khe possi-
biliies and the limitations of the facilities at
his command. He will be able tu check the

it from the point of view of the spectator
trying to understand the sequence and de-
velopment of the subject, an3 weigh visually
the impact of the various clements almost as
if he were actually confronted with them.
In the carly planning stages, the uscfulness
of 2 model is in almost inversc proportion tu
the amount of detail included. This is a tool
in the development of a plan, and as such

ERIC
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need not be worked out in detail. Four pieces
of cardboard become 2 room and cven the
crudest stick placed inside to represent a
human figure will Suffice. It is advisable at
this stage to work on a very small scale. This
preliminary planning is essential, whether the
.cxhibition is to occupy a large hall, 2
temporary, free-standing display unit, or 2
single wall-case. It permits the relationships
between the major divisions of the subject
to be seen as a whole; the constituent
elements of these divisions nced not be
considered in detail at this stage.

When larger exhibitions are being planned
it may be necessary to work ona larger scale,
particularly when a great deal of informatien
1s to be transmitted and co-ordinated use of
labels, diagrams, models and specimens is
required. A scale of onc-fourth actual size
will suggest sufficient detail to provide a
sound basis for planning. It is advisable to

pre[pare complicated panels or cases in full
scale, - i

The preliminary design model is a means
of trying out ideas. Alternative positions of
specimens in a case, or of cases and free-

standing panels, can be tested quickly and )

easily. New possibilities can be examined,
and ‘the manipulation of scale exhibition
furniture can lead to the discovery of new
ways of cxploiting the available space.
Everything must be considered in relation
to the cye and the position of the viewer, the
distance at which .the object will be seen
first, and where the viewer will stand for
close inspection. The designer, knowing
that visitors will be standing, should design
for viewing at eye level: abot[t 5 fe. 3 in. f%r
Europeans and” Americans and 5 ft. fq
Asians.

To return to our design for the Biology of
Man cxhibition: we must decide whefher
the display is to be primarily two-di
sional, 1.e., 2 panel cxhibit with photogrgphs,

exhibit with many specimens, models and
Seonstructions in addition to the two-
dimensional clements. The deciding factors
will be the budget and the availaxiility of
specimens, models or a staff model-maker.
_Let us assume_ that the exhibit will be
primarily two-dimz‘nsional, but will include

effectveness of his choice of material, vicw\:harts and diagrams, or a three-dimensional

some specimens find models. This will
determine the choice of cxhibit structure:

17 '
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cither 4 free-standing panel system ur 4 wall
pancd system with & few wases tu huuse the
SpeoiMeiis aid l(ludcra. The pussibilitic&
of - design wnd wqustruction are limitless,
Ex\i)ensi\c m‘m.nglo like aluminium, steel
wad plastic can be used (Figs. 7 and 2, Plates
2u aind B, but, where ecunumy is important,

lumbingpipe, woud and glass (Figs. 3and 4,

lates 6 and ,'?, which are found every where
and are usually inexpensive, are alsu suit-
able. Now, with vpr stury outline, visitor
fluwn pattern Aand scale model of the hall,
as \w:Fl as desigas for a flexible exhibit unit
of paaels and cases, we can finally design the
first exhibition.

The uver-all design may have to be altered
at various stages in the constsuction of the
panels and cases, depending on the specific

. requitements for exhibition of -the ubjects

selected. In sume instances, the design of
certun parts of the exhibit may have to be
wouthed vut in sume detail before even a
fuugh judgement can be reached as to its

. gencral furm or size in relation to the rest of

the eatubat. It may -Be necessary to make a
full scale muck-up of a panel ur case in order
tq,udgiu its cffectiveness,in illustrating the
patpicular theme, By working with three-
Jdimeasional models, problems of how tu
mahe clear the relationship of the varivus
Earts uf a complex explanation can be sulved

y experimenting with position, colour
assuciatiun, or structural connection. How -
ever, the general design is always the over-
niding consideratiog-and must be cunstantly
referred to. The ul%:tion of each case ur
pancl in the exhibition as a whole must be
decided 1 terms of size, colour, furm and
material, and here wgain the scale model is a
valuable aid.

While the design of the exhibit is being
wurked out the curator should keep in min
the accumpanying explanatory labels.! If the
eahubit has been well planned with a clear
over-all ubjective and the curator has
thuught vut his stoty in visual terms, the
welding of all the vatious clements intw a
comprehensive whole can be effectively
achieved with a minimum of captions and
labels (Plate 3). Good exhibition depends on
clear visualization of idcas rather than the
logical structure of scripts or story outlines.
\When the story is submitted to the designer,
it should be accompanicd by r0u§l1 abel

g
i

cupy. Tou uften the labels are written after
the exhibit design is cumplete, and it is then
discuvered that much information will have
tu be added for the sake of continuity or by
way of explanation. An exhibition which is
nu more than a textbook illustrated with a
few three-dimensional ubjects is not attrac-
tive tu the museum visitor, but the uppusite
extteme, the exhibition with hardly any
Libels, is equally unsatisfactory. too
frequently in many of our art museums, an
archaevlugical ceramic specimen may be
wlentifie] merely as *ceramic vessel with
handle’. Words should nevertheless be kept
to a2 minimum and the best way to communi-
cate the exhibition’s message is by memor-
able visual images.

Successful visual communication in an
exhibit demands that all the elements—
design, technical preparation, labels and
installation—furm a unificd whole. After an
initial visual impression has been made by
the must ubviuus components c{f the exhibit,
i.e., form, culour and light, the communi-
cation of general infurmation depends upon
the integration of the various clements used
tu illustrate the subject-—specimens, photo-
graphs, reconstructions, models, etc. The
tasnc information is communicated through
titles, sub-headings\and labels, which should
be designed tu harmonize with the atmos-

here created.

The most difficult prublem is perhaps the
writing of the actual text of the label;
should it be addressed tu a mass audience or
to a public of a particular educational level?
This question is partially answered in the
case O specializes museums such as chil-
Jren's museums ur university museums, but
for most muscums the question of label
cumprehension presents an extremely diffi-
cult problem tu which there is no definite
solution,"Obviously, no single style of label
can arouse interest at all educational levels.
Attempts have been made to overcome this
problem by completely climinatmidaf)cls_,
or by supplementing the detailed label by a

1. I am greatly indebted to Mr. Alex Williams
who has given me permission to usc much
of his matenal on labels. See A. Williams,
*Labels. Wnting, Design and Preparation,’
Curator, New York, 1960, Vol. 111, No. 1,
p. 26-42,

&




10—% /

1 —F

Fig. 7. Adjustable casc mounung. 1, anodized aluminium poles, 2, notches to receive cases, pancls
and shelves; 3, cahng; 4, foam rubber, 5, threaded aluminium pipe; 6, screw jack; 7, floor; 8, double-
faced industrial tape to prevent movement, 9, case with W'oogcn back, floor and two sides (glass
shides into notchccrgrom es}, 10, hooks for attachment to vertical poles. Case can be hung horizon-

tally or yertically.
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system. 1, platform; 2, this pole can rotate.
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Fig. 3. Wooden exhibit ‘system’ using standard wooden units bolted together.
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Fig. 4. Ordinary plumbers’ pipe ‘s(stcm’. vertical pipes are threpaded at both ends so that flange
plates can be extended firmly against floor and ceilings. Pancls can be suspended on wires, rods or
straps. Any kind of arrangement can be made, depending upon the need of the exhibit and its size.

* 1, ceiling; 2, floor; 3, ceiling and floor disc plus rubber disc of the same size; 4, flange plate for

ceiling and floort, 5, regular pipe fittings with ail threads drilled out. pipe slides through, set screws
hold pipe 1n place, 6, holes for set screws: a bolt or 2 pin traverses the fitting and the pipe and the
\ unit is thereby somewhat stronger; 7, floor plan. .
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Fig. 5. Keyhole mounting system. 1, cut-
I out area on block to receive screw head;

(-3 L]

Ry

° o 1 4— 2, metal plate with keyhole, nailed to
\ l 6—

P

block; 3, keyhole block gilued to back
of panel; 4, panel; 5, round head screw
with head away from wall, to receive key-
yhole block; 6, wall or major pancl.

N
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general guide to the exhibit in the form of
an inexpensive booklet or a frce mimes-
Eraﬁhc sheet (take-home label) which can

e kept for future reference. Thou§h there
is strong support for this method of impart-
ing information, it dogs not solve all
problems. -Another method of assisting the
public is to provide guided lectures; this, of
course, limits the museum-goer who likes to
explore:for himself.

Assuming that the. interest of the most
casual visitor has been aroused by the title
and the eye-catching.elements of the exhibit,
a short statement should be provided in the
form of a main Jabel written in a style
appropriate to all levels of the reading public.
It must be simple and at the same time
should so supplement the exhibit that the
casual visitor learns something, even if
(owing to lack of time or ability to compre:
hend) he does not read the more detailed
labels. The main label should be cleverly
written and to the point, in order to ¢n-
courage the visitor to scek further informa-
tion in detailed descriptive labels; but it

should also be kept short so that the scholar -

may pass on to' the more comprehensive
labels. A brief bibliography of popular and
scholarly publications shou{d be given at the
end of the main label for those whose
interests go beyond the scope of the exhibi-
tion. The small percentage of visitors whose
interests have been aroused to this extent
should be able to find further information
without having to inquire from the curator.

In view of the difficultics mentioned, it
would be an advantage to have a label
editor; but few museums have an exhibition
programme which would rcqll:irc his ser-
vices full time. Museums with small pro-
grammes and limited budgets might entrust
this work to the librarian or the editor of

their scholarly or popular publications. And

even the smallest might take advantage of
local writers, faym g a small fec or recruiting
them en a voluntary basis,

LABEL DESIGN

The label designer should havé some know-
ledge of typography, prifiting and type
faces. There are numerous books on the
subject and many good typography and

Q -
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commercial art journals. In the general
design of ty;}))ography and labels the main
title should be considered first and given
prominence for it carries the basic infor-
mation. Emphasis can be obtained by the
use of contrasting type faces and sizes and
different coloured inks. Cut-out or cast

letters give added impact to the main title

and may also be used in a smaller sjze for
sub-headings. The usc of all capital letters is
ermissible in short statements or titles, but
is not ad¥isable for labels of any length.
Because our cyes have becoms accustomed
to the lower-case letters used in books and
newsprint, these should be used to guard'
against eye strain in fairly lengthy copy
which mus: be read with speed and accuracy.
This is one of the many requisites for legi-
bility. Others are proper design of type face,
type size, length of line and spacingrof lines.
Visibility refers to the capacity of being scen
or distinguished against a background.

_Legibility is not possible without high visi-

bility, but high visibility does not guarantee
high legibility.

he main label should be designed to
catch the cye at the start (Plates 3 and 74).
If space permits, it should have a special
position and should never be placed close
enough to 4 specimen or model to be mis-
taken for an individual label. The type size
need not necessarily be larger than that used

for the sccondary fabels, provided it is in 2

bolder face. The format for the main label
should, however, be larger, and if, owing to
space limitations, the main label must be
ced close.to other labels, a differcnt colour
should be used. Because the nature and pur-
poses of exhibits are,so varied, the design
and position of the secondary descriptive
labels will 4150 vary considerably, but the
essential cogsideration is ggod readability.
Three fattors determine good gvisibility
and readability: illumination, size, and con-
trast. For illumination, as an absolute mini-
mum, ten foot-candles should be used
gmcasurcd on the object or label shown?.
ize of the type face for secondary labels
should not gc smaller than twenty-four
point and, if space permits, a larger size
should be used. Contrast between the letters
and the background should be as strong as
possible; black letters on a white back-
ground offer the best contrast for, although

99 .1
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equally strong, white letters on a black
background are more tiring to the eye. If it
is desired to reduce contrast, the label back-
ground should be the same colour as the
wall panels or exhibit case. For the best

_results a sample label should be tried out for

readability in the exhibit area under lighting
conditions similar to thuse planned for he
finished exhibit. But no matter what bach
ground colour is used, increasing the size of
the type face will result in better legibility.

PREPARATION OF LABELS

The use of three-dimensivnal letters for
short titles and sub-titles is quite practical
and the added dimension helps to give the
title the required emphasis. These letters are
available today in a variety of materials- -
cardboard, cork, plaster, metal, plastic, and
wood (Platc 4). Catalogues showing the

_entire range of type faces and sizes can be

obtained from most art déalers and suppliers.
If the ready-made letters are too expensive,
letters can be cut by hand in any of the

. above-mentioned materials, or 4 master set

of letters can be carved out of plaster and
additional castings made using a latex mould.

Hand lettering for titles and sub-titles
must be done by a skilied professional. Tn
most countrics this is very expensive, but
poor hand lettering reveals the amateut and
always results in bad readability. With a
little practice a Leroy lettering guide will
give professional rcsufts.

The amatcur, with some practice and 2
good sensc of lettgr spacing, can also make
airly- adequatetitle3Qy pasting up commer
cially printed letters am])cnlarging them by
photostat to the desired size, using cither
the negative or the positive, These commer
cially printed alphabets are available in
almost all type Exces and are printed on
clear thin sheets of plastic with pressure
sensitive adhesive on the reverse side. .

Letters engraved on metal plates, en-
graved or routed on lucite (perspex) or vari-
coloured laminated plastc shects offer
further possibilities.

The typewriter should not be uverlooked
when it is a question of making incxpensive
two-dimensional labels. An cnﬁrgcd photo-
stat of.a typewritten label can be mounted on
a card or, with an adhesive, directly on the

- \

wall surface. Bulletin and eclectric type-
writers are also uscful for his purpose.

If the budget permits, the best procedure
for labels is to have them set in type. A,
typesetter or printer will supply information
on the systems that are available locally.

An exhibit with many elements of design .

(specimens, art-work, labels) can be made
less complicated, and therefore mor€pleasing
to the cye, by the climination of the rec-
tangles that arc inevitable with labels printed

.or mounted on cards. One method that

comes close to achieving the desired result
is to print labels on a kraft paper (brown
wrapping paper) painted, by brush, roller ot
spray gun, the same colour as the back-
ground. The disadvantage is that the edge of
the paper is still visible and one is never-
theless conscious of the rectangle, however
suftened. Photo-enlargemeats with all the
label material combined -on one sheet
achicve the result, but impose limitations in
the uise of colour. ’

The best results are achieved through the
usc of the silk screen, which offers unlimited |
colour possibilities (Plate 5). Silk-screen
labels blend in ta the background wall or
panel rather than obtruding as individual
elements in the design. This method is more
expensive because of the equipment, training
and labour entailed, but the results are more
than worth the extra expense, not only for
labels but in the reproduction of art-work in
une or many colours on vpaque, translucent
or transparent surface.

The small museum which cannot afford
the Jilk-screen process can use other methods
to good effect by exercising sume ingenuity
in the planning and designing stages and
using good methods of mounting. -

Labels, graphs, charts and some kinds of
att-work can be mounted with photogra-
phic Jry-mounting (heat and pressure-
sensit. e adhesive) tissue using a heat press
or an ordinary houschold iron. Trimming, is
done with a paper cutter or a circular saw.
In wet mounting, glues, pastes and cements
are used, .

Most/firms thyt make photo-enlargements
or phatostats arc alsv prepared to mount
them. Work of this tg pe should be counter~
mounted on papet o
vent, buckling. The edges can either be
wrapped or trimmed flush.

v
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Finished labels, art-work and photographs
mounted on pancls of masonite or fibreboard
can be installed by screwing, toeing in (with
nails), -or glueing to keep them flat on any
surface. I€ they are to be mounted away from
the wall, blocks of wood are glued to the
four corners or in the centte of the back of
the lubel panel which is then attached to a
larger exhibit panel by means of a keyhole
plate (Fig. 5). These can be mounted flush
with the back of thick panels or on blocks
temented to the back of the pancls. The
device is quite simple: the plate has a hole
in the shnrc of an upside-down keyhole; this
is slipped over a roundhead screw in the
wall or in the larger exhibit panel. The pancl
is Tocked in place by moving it downwards,
once the screw head has passed into the hole.
Keyhole plates have several advantages:
large heavy pancls can be hung rather than
cenented on a wall and, if desirable, at some
distance from 1t; and panels for temporary
exhibits can be easily removed.

For the most effective exhibit labels three
poings should be emphasized: if possible,
aprofessional label writer should be engaged;
readability and visibility are the most impor-
tant criteria of good design; use should be
made of the best preparation techniques
within the limits of 3\0 %udgct allotted.

LIGHTING

The importance of good lighting in museum
exhibitions cannot be too stroagly empha-
sized since, to a great extent, it determines
how we see, what we sce and how we feel
about what we see. The common practice of
designing the mounting and arrangement of
exhibits before considering how they are to
be lighted 1s an unfortunate one. A more
scnsiglc order of priorities would be to
reverse the normal practice: i.e., the designer
would start with the exhibits themselves,
consider how 4o light them to the best
advantage of the viewers and then proceed
with the planning and (‘lcsignix:f;.

Under ideal exhibition corditions cvery
aspect of display is controllable. Augifi:ial
lighting which can be focused, moved and
coloured, and which is independent of the
weather, is_therefore the best exhibition
lighting. It is in fact a kind of artificial sun-

-
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light that can be manipulated and projected
at will, bringing with it the power to control
interest, mood and attention, and stimulate
leasure. Although daylight is considered to
Ec a constant, value, it is in fact changing all
the time and affecting mood and atmosphere
as it does so. In northern countries, for
instance, people automatically relate the
low of tungsten with warm ({csimblc sun-
ight, and react against the cold glare of blue-
white fluorescent lighting. In hot cduntries

. :
the reverse is true,

Light can attract or distract attention.
Since people’s cyes will always focus on a
brilliant object, lighting is the simplest way
of emphasizing cxhibits. In the same way,
lack of light can be used to conceal undesir-
able details and dull corners and give con-
trast to the bright areas. There is too much
to see in any exhibition, but good lighting -
can at least ensure that viewing is not left
entirely to chance. Anything that has shape,
mass or texture can- be made more inter-
esting by carcful lighting | :
_ Like any other medium, lighting requirys
to be handled with care and, :ﬁ:ovc all,
common sense. All exhibitions must have
a fixad amount of ambient lighting in ad-
dition to the dircctional light illuminating
the displays. There may be exceptional cases
when an extremely dramatic effect is desired,
but again common sense should be ‘used.
For example, a dark object, even when illu-
minated, can never be as bright as a li;ﬂ)t
one; nor is it of any usc to light an cxhibit
if the light soucce is so placed that it dazzles
the observer (Fig. 6).

The two main types of artificial light
spurce are fluorescent and filament lamps.
Fluorescent lamps arc extremely economical
and provide a general shadowless flood of
light if installed at the pr(:!pc: distance. They
arc obtainable in cool and warm colouts.

Dircctional fluorescent tubes, a new forny
of fluorescent lamp, can be focused to some™

“ extent. With the standard fluorescent tubes

louvres age ficeded to reduce glare and to
help direct the light. They are most appro-
riate for general background or ceiling
illumination, but they can be used in con-
junction with filament lamps to provide
dircctional lighting from oneside. ¥equipped
with a hood or louvres they can also be

. Vot oy »
used in narrow cxhibit cases.

»
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l-‘g‘g. 6. Types of illumination. 1, 2, 3, 4, types
ot pancl illumination; 5, intcrnal case-lighting;
6, a rule to remember: to illuminate « wall the-
light souzce should neter be closer than the pro-
portion of 1 to 4, otherwise ‘hot spots’ on the
wall surface willbe toonoticeable,and thebottom
of the pancl will be in relative darkness.

.
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Filament lamps are less cconomical than
fluorescent, but more adaptable for special
hghting cffects. For general light, frosted
filament lamps arranged in lines or batterics
Five an cffect similar to that of flucresfent
lghtin%‘, but warmer and less diffused. Ex-
cept when used for this purpose, they re-
quire 2 specal fitting or reflector. Manufac:
turers’ catalogues usually supply informatioft
on such fittings, or light hoods can be
‘tailor-made? by a local tinsmith to mect
aimost any need. .

Flood-lamps give a geteral light in one
direcuon. Parallel beam reflectors cast a
beam of light for a considerable distance,
creating sharp shadows, like a searchlight.
Focused spot lamps can also throw light a
considerable distance, focusing it sharply on
an object. They are quite expensive and the
further the hight % to carry, the higher the
wattage required. Two 30-watt lamps give
out as much light as a 60-watt, but the 60-
watt lamp will project it further. Since fila-
ment lamps produce heat, ventilation is
an mportant factor, articularly” where
the fitings arc to be built into the display
casing.

Wherever possible fittings for directional
lighting should be concealed, especially if
the exhibit is to be permanent. For tempo-
rary cxhibits a flexible lighting system is
most desirable, and the conccalment of
fixtures is not always practical. Because of
the difficulty of conccalment there is a“ten-
dency to use the fixtures as decorative cle-
ments; this s usually a mistake. On the
other hand, the stock fittings that best suit
the lighting requirements of a particular
display are often awkward to assiilate as
coherent clements of a design, and more
elegant fitungs used for effect rarcly provide
the best lighting for display. Like all general
rules this one can occasionally be distegarded
where there is taste, money, and time for
experimentation (Plates 8 to 70).

Although much has been said about day-
light versus artificial lighting in muscums
the question merits further discussion. In
my view, daylight is rarely satisfactory as
exhibition lighting: it varies too greatly in
cold climates and is too brilliant in tropical
climates; 1n all climates it changes direction
and quality throughout the day. From a dis-
play point of view a building with no win-

f

dows is preferable, so that all illumination
can be controlled.

However, although modern designers of
museum buildings, particularly in America,
are beginning to reject the architectural
concept of a skeleton structure with a cur-
tain wall of glass, most museum cxhibition
designers are obliged to compromise by
providing for a certain amount of daylight.

Daylight can, it i$ true, be successful fo;
the illumination of certain exhibits, but on?;?
in large areas where the fall of light can
simulate natural exterior conditions. Natugal
light from side windows does not do justice
tc labels and disphy arrangements, but it
can be fairly successfully used for a few
selected exhibits or large piceces of sculpture
(Plate 77). Natural light falling from a sky-
light into a cramped area may create entirely
the wrong atmosphere, and cven in a large
area the positidning of exhibits for adequate
natural lighting is difficult. In practice, there-
fore, if natural light cannot be climinated it
is best to usc it as general light, and to
supplement it by artificial li ht tocused on
the exhibits. The artificial liggt sonurces must
be concealed, of course, so that the eye is
not shocked by the contrast with the day-
light to which it is attuned. Where the day-
light enters from one side only, it may be
worth while to black out the windows and
rely solely on artificial light so as to avoid
awkward shadows (Plates 734, b and ¢ and
15).
Many muscologists may consider this an
entirely one-sided and unacceptable assess-
ment of the situation, presumably because
we have so many sentimental notions about
the cfficiency and bencfits of natural light.
But if one considers the matter objectively
and without prejudice, natural light is seen
to be quite unreliable and often inefficient.
On the other hand, the recognized domain
of artificial” lighting is expanding, for
cxample in commercial exhibits an trade
fairs where much more imagination and
creativity have been showr ia the display of
goods; commercial exhibitions have played
a morc important role than muscums in the
evolution of present trends of exhibition
technique. The problem lics not so much in
creating the right ntmo{sphcre in a limited
area by means of artificial light, but in
making the transition from artificial light to

2/
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daylight. Oncc the change has been accepted,
there s raredy any discomfort or even any
awareness of ‘unnatural’ light.

ANIMATION

Movement of une hind or another is an old
and reliable method of creating interest. The
electric mutor and flashing hghts 10 sequence
have provided exhibition organiers with an
infallible technique for attracting attention
to displays. The right mechanic can animate
almust anything, but he must be ingenious
and enthusiastic, and the maintenance must
be very goud. Simple, foolproof pendulum
and turn-table mecE;misms available on the

athet aré recommended, for they avoid the
inevitable dithcultics connected with special-
ized machidery (Plate 2pb). 1t a mechanic
.Ls .l‘\d“.lbl(,, saanimation is well worth the
truuble involved, nothing else can so effect-
vy focus attentivn on an exhibit which
utherwise would be passedgy as dull.

Lighting can also be ust:\i to animate
madels. For flow %.xttcrns and animated dia-
grams specialy shaped vacuum discharge
tubes or circuits of very small bulbs are
uscful. There is a danger, however, particu-
larly with complicated technical diagrams,
that peuple will be more 1aterested in the
animation system atself than in what 1t 1s
designed to exphin. Routcd lucite and
perspex (with edge lighting) have also been
successfully used in presenting diagrams and
schematic views ul?,wmplicate devices.
Certain uther principles such as the rotation
of polarized -light,” which can produce a
whole series of interesung and scemingly
camplex effects by a simple rotating mecha-
nism, have nut yet been exploited and might
well prove valuable. )

TILMS AND SLIDES —

Although tempurary screens with cither front -

ot back projection are widely used in many
commercial exhibitions and in a few mu-
scums, it is dic back projection screen
(where the projector faces the audience and
a picture is projected on the back of the
screen) that kzs really introduced the usc of
films in exhibitions. Compact projectors
which take up little space are now available

4

for use with a continuous loop of film that
will run automatically for long periods. Re-
volving disc or drum rear-projection slide
projectors have also been developed for
special subject matter. .
Unfortunately, films and slides in exhibi-
tions are not usually very effective. Too
often they are shown ander conditions of
too intense light which reduce the clarity of
the image. Furthermore, the public is accus-
tomed to the technical excellence of the
large movic screen and the same q;xflity
cannot be produced onasmall scale. How-
ever,.if the technical faults can be reduced by
lighting control and good maintenance,
ﬁﬁ'ﬂs and slides offer enormous possibilities
for cxhibitions, particularly in explaining
¢ mplicated or long sequences. It goes with-
out saving that films and slides in permanent
exhibits entil a tremendous maintenance
problem, and unless the museum is willing
to employ a full-time animation and film
maintenanceman, theideashould be dropped.
These media of communication are only
ractical for temporary exhibits. A film
1s not a cunning téchnique for cramming in
the scientific or scholarly data that would
otherwise have to go on the cxhibit abels
or in a brochure. From an exhibition point
of view a film or moving slides arc much
morc important as a way of attracting atten-
tion and introducing movement, and of
enlivening information that would other-
wisc be presented in static photographs.
This means that the ideal cxhibition film
should be very shogt and trimmed down to
brief, essential shots just as an exhibition
story outline is pared down to brief, essen-
tial words. Unless special arrangements are -
made for a regular cinema audience who will
stay and watch the performance through,
for example for the showing of a -film in
conjunction with the femporary exhibit,
films used in exkibitions should be short and
repeated every few minutes. If the film is
lung, crowds will cullect, bluck the passage-

ways and distract attention from the other

exhibits. -

“\ .

SOUND

Sound has b&cn used tn many exhibits, byt
it has beca found to be a distraction rather
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than an attraction, especially if a good deal
of spoken text is included. The earphone
type of speaker is much more effective but
it is wsually too expensive for temporary
exhibits and should be reserved for the large
permanent exhibitions. General maintenance
of sound equi?men: is much cheaper than

maintenance of animated models.
Special effects of every kind should be
used with very great care and discretiun. The

<
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constant danger is that they will be so
interesting in their own right that the public
will not bother to look at the other displays;
alternatively they may be out of key with the
character of the display. It is unfortunatcly
true that ingenuity and clever ideas can be
as destructive of a good exhibition as
thoughtlessness and lack of imagination.
The oply-answer is vigilance and.common
sense@ning and designing the exhibit.

s
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CHAPTERII

TEMPORARY EXHIBITIONS - ‘
IN ART MUSEUMS

by H. L. C. Jarrg
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INTRODUCTION

The importance attached to temporar, _shi-
bitiuns 1n the programmes of museums tuday
is evidenced by the discussions un this sub-
ject which take place at almost every meeting
of ICOM and of many national muscum or-
ganizations, sume of which are also ICOM
National Committees. The present practice
of showing unly selected items of a collection
on permanenteshibition has meant that many
items are placed in storage, but there is no
reason to assume _hat these are second- ur
third-ratc ubjects and therefore unsuitable
for exhibition. A storeroom frequently con-
tains a large number of variants and dupli-
cates of objects already on permanent exhi-
bition and the occasion may arise when it
would be interesting to exhibit them with
what may be described as their “family’,
Mouregver, these duplicates and variants
acquired in the process of accumulating a
collection would be welcomed as loans for
exhibitions in many other museums. This
change in museum practice has been a factor
in increasing museum activities, as has the
fact that a growing progortion of the public
is becoming accustomed to visua! education
and to being influenced through visual ex-
perience,

l

PRINCIPLES AND METHODS

The general principles for the organization
of exhibitions, from large-scale travellin
national exhibitiuns to more modest exhibi
tions of local antiquities in the town hall, are
basically similar. They are valid for large
intﬂ)&iunnl exhibitions of art or small unes

’
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of historical or archaeological.interest or
those devoted to surviving crafts. The first

rinciple is that exhibitions have their own
wiom, a visual language with its own syntax
and grammar. They cﬁf{cr quite fundamen-
tally from bouks, both have their task to
perform in promoting education throughou-
the world but it would be a serious mistake
(and onc always made in the first years of
experience with 2 new means of communi-
cation) to try to adapt the principlés of the
older tv the newer means. Unlike books,
which are the product of logical or asso-
ciative thought processes, exhibitions are
based on the gbservation of an object or ob-
jects.

Observation is the starting point, and
experience, i.e., the simultaneous emotional
aed intellectual perception of the objects
concemed, the aim. An exhibition organizer
canprovide this experiepce ¢ither by allowing
the object itself to catch the yisitor’s atten-
tion ardd then shedding further light on it
by means of other related objects, or by
bringing out the mutual relationship between
a number of objects which have one ur more
features in common.

Whichever method is chusen in assembling
and arranging an exhibition—and the choice
is likely to depend mainly on the subject
matter—the emotional or educational effect
on the visitormust be the first consideration.
Thus, the organizer’s first duty is to present
his chosen material to the best advantage by
facilitating observation to the greatest pos-
sible degree. The exhibition must be honest
and trustworthy (hence its importance as +
means of popular educativa), and its relia-
bility must begin with the \vai’ in which the
ubject is expused to the public. The object




must speak for itself and any supplementary
effect used must serve that purpose. Respect
for the object on show, for its form, colour,
origin and significance is the primary re-
quirement.

First, however, there must be a guiding
principle or unifying idea so that the vatious
objects, whether paintings, historical docu-
ments or archaeological finds, fall into place
as parts of a significant whole. This unitying
idea is usually reached by limiting the exhi-
bition to a_clearly defined theme. It may
sormetimesappearto beanarbitrary princilfle,
for example, in exhibitions of private collec-
tions where the personal taste of the collector
is the only unifying element, but it is never-
theless essential.

.

THE VISITOR

Every exhibition must be assembled, ar-
ranged andexplained primarily for the benefit
of the visitor. This, &r all the brevity with
which it is stated here, is a particula:ly diffi-
cult task. Many museum directors may have
only vague knowledge of their visitors’
interests and capacity of appreciation. Visi-
tors no longer belong, as in the past, to a
clearly defined social group whose interests
and inclinations were familiar, in broad out-
line at least, to the museum curator. Today,
the art gallery or historical museum may
expect visitors from al' walks of life. The
local workers, as the sc.rce of the town’s
vitality, should be given pas.icular attention.
Special thought should be given to school-
children, the aged, the people from the sur-
rounding countryside, and where appro-
priate, to foreign tourists.

Curators should attempt to ateract all these
groups and should aim at a standard of
exhibition which will provide an experience
chat will enrich their lives and broacfcn their
outlook. ,

Given the varied interests of his public,
the museum curator of the organizer must
select as the theme of his exhibition either
a subject which will Lave special appeal for
a specific group (in which case it will be
specially designed for that group) or one
related to a general human problem that can
be expcctcci; to arousc the interest of all
groups. The problem is simpler in small

communities where the muscumdirector lives
in close touch with\the population and ex-
hibitions can cater fgr known interests.

This appeal t the/Visitor and to his recep-
tivity to experience is the easier because
there is no need to assume that he already
possesses a certain body of knowledge. On
the contrary, he should acquire knowledge
through the exhibition, not in the same way
as he would at school or from a textbook, in
other words not by going through a thought
process already worked out for him by
others, but through direct contact with the
objects themselves (works of art, items of
historical interest or antiquities).

EMPHASIS ON ORIGINAL OBJECTS

The psychological impact it makes is the
source of the exhibition’s power of con-
viction. For this reason, every exhibition
should be centred on at least one object,
whether it be a painting, statue, historical
document or archaeological find that, by
virtue of its quality (which may be aesthetic,
historical or even religious) appeals to and
stimulates the spectator’s powers of imagi-
nation. If necessary, the rest of the cxhibi-
tion may consist of reproductions and expla-
natory material such as maps, tables and
statistics, ‘but the central object must be an
original. This object is the heart and soul of
the exhibition and it is preciscly in this
respect thatan exhibition differs froma book,
however weil illustrated. It brings the visitor
face to face with the gx}ufinal and results in a
ersonal experience ghich cannot be gained
rom reproduction§ fepresentations or
copies. however f I'they may be.
mphasts on t#etuge of originals is par-
ticularly importarifin art galleries and histo-
rical muscums, which should give insight
into the uniqueness of cach WO&{ of art and
each historical fact. This is the fundamental
difference between art and history cxhibi-
tions and those dealing with the sciences.
A chemical experiment, discovered and suc-
cessfully performed by one of the’ great
chemists of the past, can be repeated in a way
which does not differ in any respect from the
original, but the most skilful art reproduc-
tion can never replace the original,
However, the organizer can successfully

3
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use many reproductions when few originals  mediately aware that they were not originals. .
are vbtainable to illustrate his theme. For At the same time they helped to enrich his
example, in 4 small exhibition of French mental image of Holbein’s work.
mediacval staincd glass which  consisted Enrichment of the visitor’s mental image
muinly of reproductions, the presence of une  must be the principal aim of every exhibi-
small but uncommonly representative and _tivn, and the best way to achieve it is to
beautiful original had the effect of subordi-  increase the satisfaction he can derive from
nating the w?mlc elies of reproductions to  louking at the works displayed.
the emotional expericnce it provided. The
reproducfions then served as a background <.
and cominentary §ntensifying and decpening  AVOIDANCE OF DISTRACTIONS
the experience prpvided by the, single origi- ] ]
nal. In this casel_therefure, by a brilliant One must take care that no accidental cir-
stroke of psychulogy, the original and its  cumstances interfere with the visitor’s
uniqueness were selected as the starting pleasure. Poor ventilation, noise or bad
puint, and that uniqueness was linked wit ighting may spoil 4 visit, and the cxhibition
related works of art which could not be pur  may be' so arranged that ‘h‘; fullest satis-
on exhibition. This small c.\lﬁibition did [action cannot be derlved.’In'thls'respcct,
outstandingly well just what ah exhibition the most common shortcoming is over-
should do. It provided the visitdr with what  loading of exhibitions.
fe is entitled tv expect: the combination of Many museum directogs have become so
delight and gmazement which accustomed in their daily work to secing and
contact with a great work of art i taking in 2 latge number of paintings and
chosen setting, which transfurms the im-  works of art of all kinds, that they forget
pressivn made by the work of artinto a sig-  that the average visitor, after viewing an
nificant idea, and a body of facts and data  cxhibition for'about dn hour, begins to show
tl%;\t do not leave the experience of the work  $10S of fatigue and even boredom.
ot art isulated and lust 1n the welter of data Again, then, in putting an exhibition to-
ayilable to man today, but make it a signifi- gether the psychology of the visitor must be
cAht part of hus private cosmos. The impres- the decisive factor—and we discover another
sion made by the work of art is imprinted  difference between an exhibition and a book,
in his mind while, around that impres- that boredom 1s synonymous with satu-
siun, his imagination and memory will weave  fation. The capacity of the average:visitor to
uther data, so that the theme of.the exhibi-  register visual impressions of more or less
tion will live un, not as an absttact idea but the same type (of paintings, sculptures, ctc.)

as a part of his personal experience. is limited, and after a time he will no longer
No one can object to reproductions when  be in 2 fit_condition to transform that
they are skilfully and aesthetically incorpors;  Impression into an inner experience. His

ted in an exhibition. This means primarily™ C“FRC“Y for emotional contact will be
that, in the interests of clarity and com- | exhausted.

prehension, an  imnwdiately  perceptible The maximum number of works of art of
distinction, cven in the matter of presen- real worth that can be contemplated durin
tation, must be drawn between the originals \onc visit with pleasure, and therefore wit
and the reproductions cxhibited. The visitor  Profit, is seventy-five to a hundred. Since
must not tor a ;poment be in doubt whether  there are very few exhibitions which so fire
a work of art is an vriginal or a reproduction the imagination that repeated visits will be
ur cupy. Fur this purpuse, striking and suc- made to gain a deeper impression, the organ-
cessful use has been made ofiphotography,  izer must wotk on the assumption hat'thc
for example at the Holbein exhibition in the  ¢xhibition will have to make the desired
Basle Art Gallery, where the original Hol-  impact in a single visit.

beins were interspersed with a tew black-

and-white photographs. These yere hung

unframed and, because b it different

colour and presentation, the visitor was im-
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CATALOGUES AND BROCHWRES

One of the most important exhibition auls
is the catalogue. In recent vears there has
beer a general trend away from the con-
ception of the catalogue as a kind of guide
to the exhibition, and towards allowing the
visttor to us¢ his own initiative rather than
\go from room to room according to the
indications 1n the guide. The visitor who
hastily glances at his catalogue before daring
to look at a picture.is fortunately becoming
more a4 more fare. The catalogue is beiag
increasizigly used, in fact, as an aid to the
memory. In the %xlst, apart from providing
a guide to the eshibition, catalogues were
principally a compilation of scientific data
concerning the-various exhibits, of value
mainly to the expert—the museum curator
and his professional colleagues Catalogues

are now designed for the average member of |

the public for whom the exhibition is intend-
ed. Scientiic informhtion which may mean
litde to him is thus relegated to the back-
ground and, in place of many columns of
text, plentiful reproductions help, even years
later, to recall impressions of the exhibition.
The inclusion of reproductions in colour,
when possible, undoubtedly renders cata-
lo%ues more effective, Even though the
colours are only approximate they do help
to bring back the original impression. Cata-
logue introductions should describe the
main features of the exhibition briefly, in
clear and simple terms, rather than contain
learned articles on the theme of the exhibi-
tion. Background information on the objec-
tives of the exhibition, how the objects were
chosen, the difficultics encountered, and so
on, can also make the exhibition more
meanjngful. An introduction of this kind,
which will uscally be read after the visitor
has seen the exhibition, wil! help him sort
out his impressions and, later on, will refresh
his memory.

GUIDES AND TALKS

There are other ways in which the purpuse
of an exhibition can be brought home mure
clearly to the visitor, the principal onc being
by the spoken word. There is no doubt that
the opening ceremony will arouse interest
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merely as a formal social gathering butasan
vceasion also for an introductory talk on the
exhibition. This duty usually falls to the
organizer, but it may sometimes be more
desirable to invite a leading expert,'perhaps
a foreigner, to give it. If'the nuseum hall'is
not bii enough to receive a large audience,

the talk can be broadcast for d;hc benefit of
the local Fo ulation. A sound, informative
lecture of this type is also useful for the
press and many visitors may be attracted
to the cxhibition through the resultant
publicity.

Conducted visits are another means of
strenigthening contact with the public.
Youngcr members of the museum staff
should be given first consideration for this
work. However, this typc of conducted tour
has some disadvantages as other visitors may
be irritated by a group of people trooping
through the galleries in the wake of a guide
talking in a loud voice. Certain muscums
have pactially solved this problem by sup-
plying citl;yr portable tape-recorders or
small transistor radios, so that visitors can
follow a recorded desceintion of the exhi-
bition without disturbing others.

An exhibition is primarily a visyal ex-
perience and the spoken or written word
must remain secondary. Itis thereforealways
advisable to set up a stand for the sale of
postcards, photographs, reproductions, etc.,
and also exhibition posters without text
which can be kept as visual reminders. The
exhibition will then not make a solitary
impression but will be a lasting memory, of
permanent satisfaction and enduring spiri-
tual value.

ASSEMBLING AN EXHIBITION

In general, an exhibition stands or falls by
its chosen theme. It is therefore of the highest
importance to consider the choice of subject
well i advance and the possibilities it offers
for exposition. Here we may safely leave out
of account large-scale international exhibi-
tions organized by governments. These are
planned by committces of cxperts who
usually have gencrous funds at their disposal
for carrying out plans in a spectacular and
brilliant fashion.
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Themes for small or
needinn-siged musenms

For 4 small or medium-sized museum the
choice of a theme B a very important deci-
swn, Colleagues frum other musecums have
often approached. me with ambitious .plans
which were not only a priori impossible to
exccute, but were conceived on far too gran-
diose a scale for the‘setting in which the
exhibition was to be held. Why should ¢he
smiall town where a great painter was bérn
fome centuries ago noursh the ambition of
celebratin s his centenary with a large exhibi-
tion of his works, most of which have to be
brought from abroad, when an vutstanding
selection is on permancnt display in the
muscum of the capital city? An exhibition
of this kind creates unly a local sensatiun,
and the duficulties and the cost involved will
never be in proportion to the intellectual
and aesthetic benefits to the community. The
same holds true when the municipal autho-
rities of a small town, once the theatre of
sume great historical event, feel bound to
collect all the documents and literature con-
nected with that event. In itself, the organi-
zation of exhibitions dealing with a historical
event or celebrating the birth of an artist is
petfectly jusufied. But one must keep a serse
of propurtion and not go beyond the bounds
of common sense out of local ambition and
prde. An exhibition may be highly suc-
cessful although it contains only a singlc
vnginal ur very few, irovidcd their signi-
ficance is brought out by a supporting col-
lection of well-chosen reprodactions.

It is quite right, then, to start with the
idea of offering the local community exhibi-
tions on themes connected with its history
and which will therefore find a sympathetic
echu amongst the pupulation. The probable
reaction is ltkely to be very casy tq gauge,
particularly in smaller communities, and if
the organizer is convinced in advance of the
Jesirabihity and appeal of his exhibit.on he
should not allov. himself to be deterred b
pessimstic forecasts. The exhibition itself
will almost surely cvoke a positive response.

in most tustorical museums and art gal-
lenies it 1s goud practice to link cxhibitions
with luc events and tradition. The choice
of subjects should not be confined merely to
sucit uccasions 45 birthdays of distinguished

’

sons of the commaunity, but should include,
for example, a celebration of the centenary
of the introduction of local street lighting,
showing the completely new view of the
town at night this gave to its painters; or the
jubilee of a particular craft which traces its
‘centurics-old tradition to the present,

-
4

) -
Local arts and crafts .- -

Exhibitions dealing \\‘/ith crafts such as
weaving, shoemaking, boukbinding, pottery
(the list could be much longer) have one
particular advantage $they not only draw the
attention of visitors to objects of daily use
but help to maintain high standards of
workmanshzf). Moreoyer (especially when
accompanied by practical demonstrations of
the craftsmen), they help to increase respect
for the crafts which, even in the present
machine age, still retain their worthand their
raison &étre. This type of exhibition is fairly
easy to arrange because examples of tradi-
tional craftwork are still to ig: found in
almost every community, usually in the
homes of private collectors. Even the or-
ganizer of the exhibition may be amazed, on
seeing them together for the first time, to
realize how well they complement each other
and what a strong impressjon they make. It
is usually not difficult to borrow similar
items from neighbouring centres also, so as
to bring out the often remarkable contrast

. between local styles, thereby adding to the

interest of the exhibition.

Local history

It is rather more difficult to bring to lifc a
particular historical event such as the grant
of a municipal charter, the siege of a town,
or the cunclusion of a truce or peace, A
thorough historical studg should first be
made to discover what problems are involved
and to decide which aspects of past events
will strike modern visitors most strongly.
Logically the key cxhibits will be those
likely to have greatest cmotional significance
for the Hublic. Various other points also
merit full attention. In an exhibition com-
memorating the grant of a borough charter,
for example, the following questions should

AL .
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be answered. What is a borough charter?
What events led up to its being granted to
the town concerned ? Whatdid the town look
like at the time? What effect did the charter
have on the prosperity of the community?
In this case, objects such as the charter itself,
the town seal and a contemporary sKetch of
the town should be the key exhibits around
which the rest of the material should be
grouped, e.g., photégraphic enlargements;
transcriptions and trpnslations, facsimiles of
any documents that 3re not available—all of
which shouid help to make the, purport of
r-the exhibition clearer. In any event, the focal
Fo'm‘t of the exhibition ought to consist of a
ew original historical objects which, by the
mere fact of their authenticity, should stimu-
late the visigor’s imagination and powers of
visualization. The physicai presence of such
pieces gives the exhibition its chafacter as 2
visual expericnce, and thus differendates it
from the book on the subject which may be
published on the same occasion. Apart from
the few archivists who want it for their col-
lections, most people will soon have for-
otten the book, but the exhibition will have
eft its mark in the memory df cach visitor
and contributed to the develepment of his
imagination and his community con-
SGC1ousncss. ’ )
The commemoration of a truce or peace
should be handled in much the same way.
_The documents and signatures should form
the nucleus of an exhibition answering the
following questions. Which war did the
truce bring to an end ? How were the coun-
tries invoﬁ'ed affected ? Why was the truce
concluded at this particular place? What did
the town look like at the time? What were
the consequences for the town itself? An
exhibition of this type (the exhibition com-
memorating the Peace of Miinster, held in
Delft and Munster in 1948, might-serve as
an example) also affords the ogﬁortupity to
add yet another facet to the exhibition, the
human touch which is imparted the moment
one is confronted with portraits vividly
illustrating the personalitics involved, their
costumes and their times.

Biographical exchibitions

A similar human relationship can be cvoked
tk\rough the cxhibition of portraits in bio-
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graphical exhibitions based, for example, on
the life of a distinguished historical person-
ality of the town. Such exhibitions enable
people to visualize thegman and his times
more clearly than any written biography.
Books can unfold the life story of a writer,
a statesman or a scientist chronologically
and gradually, punctuating it with references
to important events, but a visual exhibition
does not possess the Zarrative and historical
means to suggest thi§ gradual development. s
Its story is told not in chronological sequenc
but through parallel presentation of events,
comparing and sometimes djirectly con-
trasung them.

For example, an exhibition devoted to a
poet’s life and work would provide an
opportunity of comparing portraits taken
at various times in his life with manuscripts
of works written at the same periods. A few

ieces of furniture, some contemporary
drawings, Eaintings or photographs of the
town in which he lived, or a single suit of
clothes canjoften evoke the atmosphere in
which his g(life was spent and his work
created better than any literary portrait or
many pages of description. No doubt, a
poet’s work carinot be fll’xlly appreciated atan
exhibition, for it must be read, butan exhibi-
tion can trace. The growth of a short poem,
often from the first rough draft down to the
last corrected proof and its first appearance
cannot give the visitor 4 full knowledge of
the poct’s work, but secing the original
manuscripts, gaining an insight into the
development of the poems (the feeling that

‘he has been able to watch the poet aghvork)

will enable him to form an idea of the poet’s
wotk and personality. Exhibitions of this
kind are thus fully worth the trouble, but
one should guard against trying to make
them too complete.

An exhibition cannot show everything at
once, but it must be made a real exé)ericncc
for the visitor through onc outstanding ob-
ject which will bring its theme into focus.
The choice of that fpasticular object is the
most difficult task hich faces the organizer
—another essertial difference between the
exhibition and the book. Books tend to be
complete and to encompass all the available
material. The task of an cxhibition is to
strike the characteristic note by means of a
limited sclection. The principle pars pro foto
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a?plies to a very ﬁrcat degree to the assem-
bling of any exhibition.

Selection of matprial

Remarkably enough, the question of repre-
sentative selection causes the greatest diffi-
culties in art exhibitions, in choosing, for
example, from the work of a single artist, of
a local school, or of a group in a particular
locality. At ﬁrstl(sight, it might be assumed
that there is not i’ng easier than to assemble
an exhibition of/this tf*pc. The materials,
i.c., the paintirlgs, sculptures, pictures or
pottery, are .ready for show. All that has
to be done is to assemble them, with due
care, from the different collections in which
they are to be found.

*.  However, exhibitions that have_pcome

about in this way Aand which thérefore
resemble the mixed bag of a day’s hunting)
are usually,doomed to railure from the start.
Only rarely, through skilful arrangement,
can a convincing whole result from the

chaotic jumblc uf works culiccted, for exhi-,

bitions of this kind bring into opposition
two conflicting responsibilities of the mu-
seum curator. As a specialist his aim is to
collect as much material as possible for a
thorough study of a particular master. On
Lthe other hand, in his capacity as exhibition
organizer, he must try t0 conjure in the
visitor the clearest possible picture of the
artist, using the minimum of material. The
conflict between these two goals is usually
resolved in favour of the former and, there-
fore, often to the detriment of the exhibition.
Only where an exhibition organizer succeeds
in suburdinating his professional interest
in a2 master or trend to his educational
task, will his exhibition have a chance of
success, that is to say, of leaving a lasting
impression. - ,

n the shoutt ume at his disposal, the visitor
cannot be expected to sort and classify all
the material exhibited and weld it into a
coherent whole for himself. Therefure, the
first requisite for every exhibition is a clear
visual conception of the subject. Taking this
as the point of departure, one can give a
grasp olf) the underlying theme and perhaps
evoke a critical attitude which may lead to
new understanding. The vision of an artist’s

4

work (which can only,be arrived at through
lon% and thorou{f;h study) must therefore %e
the foundation of any exhibition which seeks
to offer something more than a bewilderin
profusion of works of art, however beautiful,
It is hoped that the practice of starting such
essential studies only just before the exhibi-
tion is to take place will die out. Unfortu-
nately, this will not be possible unless the
institutions responsible tor the budgets of
most exhibitions realize that the funds for
these studies must beallotted wellin advance,
and that they are at léast as necessary for the
suceess of an exhibition as the money spent
on insurance and transport.

The difference between exhibitions and
books has been epeatedly stressed in order
to bring out more clearly the essential
chamcteristics of the former. One might
also ask what the essential differences are
between temporary exhibitions and more or
less permangnt museum collections. The per-
manent museam collection deals with a
variety of themes and is upen to the public
throughout the year, whereas the temporary
exhibition is Tonfined to a single clearly
defined theme and is open to the public for
only 2 few weeks or at the most three or
four months. The average visitor spends not
more than an hour or two at the exhibition
arid only a few. come a second time. The
temporary exhibition, therefore, shuuld offer
a thorough treatment of the subject and at
the same time should be easy to grasp. The
visitor may also be given a deeper insight
into fields :that come to his notice only
incidentally during visits to the permanent
cullection. Exhibits from the museum store-
rooms, from other museums and from
private collgctions will supply the additiunal
materal desired, but care should be taken
to use them as a means of deepening rather
than broadening the impression. It is also
important to choose exhibits with sufficient
iadividuality to make a strong impression,
rather than mere patallels of maierial already
on hand. The cssential difference between
temporary exhibitions and permianent collec-
tions, however, lies in the presentation and
arrangement of the exhibits.




PRINCIPLES OF DISPLAY

Space requirements

Anyonc who has seen the same exhibition
shown at two different places will appreciat
the difficulty of giving advice on displa
techniques. The exhibition sometimes looks,
so different in its new setting that only
someone thorqughly familiar with the
.material can recognize itas the same. Numer-
ous factors suchas the style ofthe building,
the size of the gallery, the lighting will affect
the disply, and often the technical style
developed by the staff of a p:micuia‘r
museum gives an additional element of
individuality (Plates 784, b, ¢ and 4).

Each exhibition requires its own method
of display, dot as an end in itself but as a
means of showing exhibits to the best ad-
vantage. Techniques, therefore, must always
be subordinated to the works of art or
documents on show. In the post-war years,
many exhibitions have been held (and
received fubliaity in the specialist press) in
which the gencral reaction was more or less
concentrated upon the techniques used to
the neglect of the objects shown. Such
exhibitions, at least in my opinion, did more
harm than good to the cause of visual cdu-
cation because the means became an end. In
spite of several successful experiments and
a number of attractive interior architectural
designs it has produced, this virtuoso exhi-
biton technique is exactly the opposite of
what 1s desirable, Of the countless ways in
which to exhibit a given object or a col-
lection, the least striking, the simplest and
the least artful is always the best becausc it
concentrates attention on the cxhibits them-
sclves.

The organizer has various means at his
command, but he must also be able to deal
with a_number of difficulties. In the first
place, fe will not have unlimited space; a
number of corridors or gallerics which are
more or less suitable for his exhibition may
be available, or he may be given a large,
undivided space which he can divide as he
wishes by means of partitions and screens.
In either event, there is the risk that his
exhibition will be either too large or too
small for the space available. In the first
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case, he will be wise to cut out part of it
resolutely so as to allow sufficient space for
the rest. In the second, it is preferable to
leave part of his allotted space unused, for
an exhibition should display the objects
according to a strict thythm rather than
spread them out mercly fpr the sake of
using the avzilable space.

Obviously, not all rooms and galleries
offer the lighting conditions and light and
shade effects which the designer wants. In a
large undivided space which he can partition
himself he may solve the problem in several
ways. And, like his colleague who has to
make do with a number of set rooms, he
must try to usc his sfpnce to the best effect for
the requirements of the traffic pattern to be
followed by the visitors, and of good lighting
and a harmonious relation between the size
of the rooms and the contents of his exhibi-
tion. If he is fortunate cnough to avoid
monotony and create a sequence of spacious
units integrated with the rhythm of his
exhibition his arrangement will scarcely be
noticed, and thercfore neither mentioned nor

praised by the visitors. This he may accept

as the highest compliment.

Circnlation of visitors

The first of the almost scientific problems an
exhitition designer must solve is that of
circulation, a matter in which he is largely
dependent on cstablished practices in the
country concerned. The designer should be
fully conversant with the habitual patterns
of movement in the country, which may beé
influenced by .whether the language is
written from left to right or vice versa, and
on which side of the road traffic travels, etc.
The dircction taken by visitors in different
countries when visiting an art gallery or
museum is often dictated by such customs.
The planning of good circulation patterns
alsq calls for simplicity and logic and a great
deal of thought and imagination. The de-
signer must realise that the visitor will quite
justifiably be dissatisfied if his movements
are too strictly controlled. The golden mean
must be found between control that is too
strict and such latitude that the visitor is
faced with the material without being helped
in any way to gain an appreciation of it. Once
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the way round the exhibition has been
planned so as to bring out clearly and logi-
cally the message of the exhibitionitis well to

rovide for sume shourt cuts. These should

¢ unobtrusive, for example, a plan may be
~ su placed that the visitur realizes a short cut
can be made but i$hot strongly tempted to
tahe it. Ia any event, he must feel that his
tour of the cxhibition --with or without
short cuts —will cnable him to grasp its
essential message.

While the organizer should be guided by
aesthetic and psychological considerations,
he must also aim at avoiding congestion at
the key points of the exhibition and see to it
that visiturs are able to examine the exhibits
from the correct distance (roughly arm’s
length for drawings, and often from more
than five yards for larger paintings). As far
as possible he must also prevent visitors
from hindering others while on their round
through the exhibition. All these ficturs
must be burne in mind in making the
plans and this can rarely be dune only un
paper. A thorough krnowledge of the
material is necassary and thcjun of the
premuses should be counsulted counstantly
Jduring the preliminary stage of organi-
zation i.e,, when the exhibition is being
assembled. *

Accents in an exhibition R
The itinerary shoufd take intv account the
particular stresses the arranger desires to
place in his visual narrative. It is important
that the beginning and the end of the exhibi
tion shuuld make a special impression. In the
very first room, ur even in the lobby, visiters
should be brought into immegliate contact

, with the eahibitiun’s theme (in the musical
scnse of the term), and the one ot two leit-
muotivs of the exhubitivn should also be made
clearly recognizable at the vutset. At the end
it is desirable tu restate the theme with the
Areatest ciarity, this time a sort of climax tu
the exhibivun, Visiturs will then feel the
have grasped its meaning and will leave wit
the satisfaction of having recapitulated what
they have ubserved and discuvered (Plates
13a, b and ¢). Exhibitions which Lick this
clusing nute (whichneed nut be accutnpanied

38 by any flourish vt fanfare) will leave the

visitor unsatisfied and with a fecling that the
exhibition was incomplete.

The threat of monotony can be overcome
by varying the arrangement in the different
rooms by the use uf cuntrast, suspense and
emphuasis. A great deal depends on the space
available. A row of absolutely uniform gal-
leries or a long corridor ugbroken by any
articulation is a threat to success. But even
such premises as these can be made more
.attractive by lowering the ceiling in one
room and varying the level of the floorin the
corridor to avoid monotony.

Small altcrations of the kind suggested
here are usually casy to make with the
assistance available on the spot and may
very often work wonders.

The layout

Once the urganizer has adapted the preraises
to suit his purposc, he will be in a position
to distribute his material and to arrange the

general layout of his exhibition. This he”

must do with due regard to the space avail-
able and the way it is proportioned, and
partticularly, to the p acin%‘ of special
emphasis. For special reasons he may some-
times show his smallest exhibits in a room
other than that most appropriate to their
size. On the other hand, large exhibits
requiring plenty of slpncc usually have to be
accommodated in a larger gallery, although
tu avoid monutony exceptions may be made
to this rule. For example, in a row of gal-
leries containing only small exhibits, one
at least might be reserved for a single large
wortk which dramatically breaks the uniform
thytbm of the little rooms and contributes
an clement of surprise. This large work
should nut, of course, be chosen at random
and merely for the sake of variety, but should
cume at the right point in the deveiupment
of the exhibition’s theme and fit in with the
cxhibits in the preceding and following gal-
leries. Oulierwise, the variation in the rhythm
of the exhibition will be a source of confusion
tu the visitor rather than an clement of
surprise. :

The principle of variation to break muao-
tony should aiso be applied in the Jarge
ruums. Nevertheless, the exhibition must
have unity —tou frequent changes in presen-




tation destroy the general impression and

compel the visitor to switch his interest too

often, with resultant fatigue and boredom.

On the other hand, visitors cannot look at.

the same type of object for too long without ,

becoming tired and strained. Very slight

rthythmical changes can relieve such monoi\
_tony. For example, if paintings of about the
same sizc are hung at regular intervals on a
wall some twenty yasds in length.the visitor’s
eyes may be so fatigued that his attcmic‘)({
will wander long before he has seached the
end. But if the same paintings are rhythmi-
cally arranged as a group (on a chronolo-
gical or any other rational basis) the effect
will be less tiring.

The organizer has several difficulties to
overcome in applying the principle of
rhythm. In the first place, since cvery gallery
or room is characterized for the visitor by
the impression he receives on entering,
he should be confronted directly with a
striking exhibit which ateracts his attention
and sets the charcteristic note for that parti-
cular room (Plates 794 and b). Once: the
gallery bas thus been characterized, of
course, the organizer’s hands are sumewhat’
tied in his subsequent arrangements. How-
ever, if he wishes full latitude in qrmngin% a
particular room to prevent the keynote of a
gallery being sensed in advance, he may
screen the entrance so that the visitor
experiences a surprisc on sugdenly finding
himself in 2 new room.

. 1 have noticed, however (and I am not
alone in this), that exhibition organizers.
despite their complete freedom, often tic
themselves down to an external and formal-
istic principle which has nothing to do with
the logical and psychological -arrangement
of the exhibits. For cxnmg}c, sometimes the
hanging arrangements exhibitions of
paintings are based on symmetry, with the
result thattwo paintings which ought tohave
been placed next to one another, either be-
cause of their chronological relationship or
their artistic 2ffinity, arc hung sume dozens
of yards aparc. Such concessions to external
anci formalistic aesthetics considerably
weaken the exhibition. In deciding where to
hang paintings or place exhibits, the organ-
izer should be gu:gcd only by their inherent
. characteristics and not by extcrnal features

such as the shape or the frame. When two
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exhibits ‘thyme’ together by reason of their
artistic affinity, the organizer is frec to make
use of the fact. He should not let himself be
teapped into producing mere visual thythms
through fortuitous similaritics in such mat-
ters as format or framing which give a false
impression of relationship. »

Arranging the order of objects on display y,

The display of the paintings of a master
should be arranged in chronological order.
An cxhibition arranged according to this
principle automatically brings out the rela-
tionship ofeach pzinting to the artist’s devel-
opmept, for the wdrks of an artist follow
onedaipon the other like the links of a chain,
and ‘their order cannot be changed arbitra-
rily. It is the organic evolution of a master’s
work which gives coherence to the cxhibi-
tion. However, exceptions should sometimes
be made to this thoroughly sound principle
so as to break the monotony with an element
of surprise and give fresh stimulation to the
visitors. For example, two versions of the
same subject (to be found in the work of
almost every painter, sometimes painted
years apart) can be hung next to one another,
irrespective of chronological order. This will
encourage the visitor to compare the two
and call to mind some cf the other paintings
he has already seen. There are various other
means of breaking monotony, but the paint-
ings or exhibits not included in the thematic
development of an exhibition should always
be macﬁ-. clearly recognizable as a kind ofli gi\t
relief. This need not be difficult: the use-of
a different background on the wall (or
stretch of wall) on which the interloper is
hung, or another method of display, e.g.,
on an easel instead of on the wall itself, will
be sufficient to make the viewer realize that
the works in question are displayed, as it
were, parenthetically,

The organizer can introduce varicty and
differentiate between various groups of
works in 2 number of ways. The space should
not be considered only in terms of the
available wall area. For example, in an exhi-
bition of a contemporary painter whose
work includes gouaches, drawing, and paint-
ings, if the organizer wishes to do justice to
all three types of work but does not wish te
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~
mix them, he can exhibit each in a way appro-

priate tu the technique used. The paintings
o .
can be hung on the wall,_the drawings

cxposed on stands at an angle t tfewall 7

(so that the visitor views them from about
the same angle as he would if he were hold-
ing them in his hand), while the gouaches
and shetches, which are fur the most part un
larger sheets, .nay lie flat on trestle tables, the
\‘:ijitor examining them justras though he
were leafing through them in the artist’s
studio (sce Plate 204). By placing accents
skilfully, using his space to show off his
exhibits in thé best possible way, the or-
ganizer can give life to an exhibition #hd
turn evenan undistinguished series of objects
into‘ an exciting expeticnce (Plate 205).

'\I'E(.ll.\l(.:\l. AND PRACTICAL PROBLEMS

A variety of practical technical aids exist
such as partitiuns, screens, showcases (buth
ree-standing and fitted to the wall) trestle
ables, stands and the like. The larger
Zuropean and American museums possess
extensivr stucks uf technical 4ids of this kind
and asc prepared in sume cases to send part
of the necessary teckaical equipment dlong
with any exhibition azsembled by them.
Smaller museums often du not have « per-
manent supply, and cecasivnally find them.
selves iu dificulties. However, must of these
technical aids are su simple in design and
constructiun that there should be no diik-
culty in finding a reasonable means of pro-
ducing them with the help of local labour.
The same princirlc applics ko technical aids
as to the general sctuing: they should be as
unubtrusive as pussible and nut vvershadow
the works of art which age the raison d%étre
of the exhibition. The two most important
ualitics uf these technical dids wre maximum
gcxibilit;, i.c., suitabilit, fur morc than one
purpose, and lack of an; marked individual-

ity.

Wall space

While .4l space is available in cvery build-
ing used fur exhibitiuns, it often presents
problems when it comes tu hanging pictures
or other works, or it may be awkwardly

n
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proportioned. These ditficulties can both be
overcome, A wall which cannot be used for
hanging (leithcr because it is made of stone
or is sp plastered that no nails may be ham-
mcrcc&mo it) can be adapted by fixing a
wooden rail at the top against the ceiling by
means of a row of Rawlplags or screws, or
else by covering the wall with a light wooden
lattice and stretching jutc over it (Plates 274
and b). While the former method 1s casy and
cheap, it means that every picture has to be
suspended by cord ar wire. The latter,
although more expensive and intricate,
makes it possible to attach pictures or other
exhibits to auy part of the wooden lattice

through the jute covering,.

If the walls themselvesare ill-proportioned

or of proportions which are not in harmeny-

with the works to be exhibited, the desired
scale for display can be obgained by applying
bands of otEcr material. Jute, obtainable in
various widtls a..d colours, is most useful,
but strong «farning should be given against
the use of vivid colours (at least in art exhi-
bitions) sir€e they usually clash with the
coluurs of the exhibits and thus become a
positive factor in an exhibition for which
they are intended merely as an aid. In smaller
eshibitions corrugated cardboard or grass
or reed matting can serve this purposc.
Indged, the problem presents opportunities
for gving free play to the iinagination and
for using materials (sometimes locally pro-
duced and often custing very little) which
provide an eacellent background for exhibits.

Panels or partitions ’

Where there is qu wall space at all, or very
little, the organizer must build walls if he
intends to exhibit his material on a vertical
planc. This can be done b, means of par-
titions which can be distributed as desired
vver the available space, or by a system of
uprights with panels set between them. All
partitions of whatever type must be com-

letely stable and adaptable to various uses,
1.e., adjustable, portable, offering the possi-
bility of-fastening exhibits at any height, or
of being painted in another colour without
difficulty, ctc. The examples described here
satisfy all these requirements particularly
well.

.
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The system of uprights with vertical
pancls set between them leads itself well to
the display of large numbers of lightweight
objects, i.c., drawings, sketches, etc. In the
United States, this system has been brought
to a high degree of perfection at museums
and trade fairs; it is known as the ‘pogo-
stick’ system. The uprights arc held fast to
the floor and ceiling by powerful springs,
and panels of hardboard or a similar material
are cli}p cd to them (Fig. 4, Plates 2z and &
and Zg Any museum can construct a
cheaper version of this panelling by using
piping of about 3/s in. diameter sawn off in
tit desired lerpths. These can then be firmly
attached to the Boor by means of a rubber
stop or a cork, and-the stop ends attached
by wires to the walls of the room. It is easier
to have wooden rails running between the
uprights than to clip on panels. The rails can
rest on nails inserted in holes bored in the
piping at the required height. Between the
top and-bottom rails cither board or plate
Elass may be inscrted, together with the ex-

ibits, The principal advantage of this
method is that here and there the space be-
tweep the rails may be left blank to form a
kind of window 1n which an exhibit can hang
free (Plate 32).

Showeases

Lightweight shallow showecases for the dis-
Elay of three-dimensional objects may also
e attached between the rails. Like other
technical aids, showcases must be ‘incon-
§Iggcuous and adaptable to many purposes.
ereare two main types, each intended for
a particular mode of presentation: those with
only one side of glass for exhibits that can
be scen fully from one side; those with all
four sides of glass, for exhibits which should
be scen fromn every angle. The first type
should lrave a lid and shelves of varic.:s-sizes
for the display-of objects-of nitany different
dimenstons. They may be built of light wood
and esther stand on legs or be screwed to the
wall. They may also %e quite easily fixed at
an anﬁlc on metal braces. Suspension rings
should be fitted on some of the cases so that
they can be hung vertically or horizontally
(Plates 244 and b%
Most showcases constructed of glass are
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easy to dismount, or to open and close, but
they cannot be expected to be dustproof. The
only dustproof cases are bell-glasses or ce-
mented %lass cases fitted with slotted wooden
or metal frames. Recently, all-glass cases
with edges permanently cemented together
have been developed (sce Musew, 1960,

* Vol. X111, No. 1). These arc attractive and

dustproof but, unfortunately,also expensive.

Glass showcases should aiways be hand!=d
with the greatest carc and should not be
moved unless sufficient helpers are available.

Lighting

The technical aids used for light filtration
and distribution are more subtle. Generally
speaking, the question whether the light
needs to be subdued or intensified is a matter
of geographical location. To subdue light,
rice-paper-or cheesccloth scréens on thin
wooden frames or a sheet of bunting-under
the skylight should suffice. Intensified
lighting sﬁ

should” bc reserved for special lightin
effects. Spotlights of more or less standar
design arc obtainable everywhere nowadays
and are effective and casy to usc. Used
skilfullj—and- Without too much striving
after cffect—spotlights make an exhibition
more striking and vivid and help the visitor
to find the most important objects on
display.

.

Labels

While labels should not be obtrusive, they
should nonetheless be sufficiently clear to
give the visitor the information he needs to
guide him in his tour of the cxhibition.
Naturally, they cannot give full data on a
subject or the entire scientific background,
nor is that their function. Visitors who are

articularly intcrested will consult the cata-
Foguc or specialized publications. The pur-
pose of labels is rather to scrve as pointers
within the context of the exhibition and
provide the visitor only with information
which is strictly necessary. They should not
be written in narrative style, but in the form
of short statements similar to chapter
headings or sub-titles, i.c., type of object,
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date, urigin, etc. The best way of prey enting
notices frum disturbing the eye 1s tu muahe
them unifurm. Labels may be printed on
Bristol buard, preferably uf the same colour
s the wall or background. Typewriters now
exist which give almost as goud results as
printing and can be cquipped with type of

different sizes and styles. The letters should
be large enough for a visitor standing in
front of a painting ur uther eahibit to be
able to rc‘ur them without having to come
too close or change his glasses.

Labels should be placed at a unifurm height
near the object they Jdescribe, thus avoiding
the distraction caused by an irregular array
of small cards. This has the advantage, tou,
that the visitor knows immediately where to
luok for them, e.g., tu the right of the object
displayed. Eyc-level is the best height, fur
the visitor should not be obliged to bend in
order * + read. For larger explanatory texts
scrving as an introduction to the exhibition
larger print m‘lj be necessary. For this pur-
puse preformed plastic letters are practical
to muunt and are available in 4 wide variety
of sizes and styles. Photographic enlarge-
ments of typed labels offer another pussi-
bility.,

We canaot discuss here all the technical
4ids required to publicize an exhibition and
attract_ as many people as possible, for
cxamrle, posters, circulars, folders, direc-
tional arrows, ctc. Every exhibition shuuld
however, receive the necessary publicity,
either through technical aids or through
contact with the press. The Internativnal
Association of Art Critics is prepared ..
ffer assistance in such matters.

PRECAUTIOND TO KEEP IN MIND

Any guide to the organization and arrange-
ment of exhibitions in art galleries and
historical museums vught to contain 4 chap-
ter drawing attention to the danger of
omissions and errors. Pussibly the reader
may prefit more frum advance warnings
than from following positive instructions.
Knowledge, huwever, is gained by per
sonal experience -and this often  means
through one’s vwn mistakes. For the most
part the mistakes made in exhibitions can be
traced to a wrong attitude, that is, to lack of

respect either for the work of art ot for the
visttor, Howerer unaware the organizer of
an cexhibition is of committing this fault,
lack of respect always brings its own retri-
bution. :

Now and then at exhibitions one can see
that the orgamzers have not shown full
respect for t%c worhs they particularly wish
the public to notice. This is evident, for
example, from the arbitrary way in which
the pictures are hung with an cye solely to
cffect: the paintings have beeri so decora-
tively arranged on a wall or panel that the
general impression is colourgll and attrac-
tive, but one hardly sees anything of the
individual works of art themselyes. Every
worh of art displayed is entitled to receive
adividual attention from the visitor; there-
fore if it is not cunsidered good enough it
should not be hung,

Another mark of lack ofrconsideration for
visiturs is the urganization of ‘monster ex-
hibitions” in which the individual weorks are
inevitably swallowed up by theSurfuunding
mass. This type of exhigition undefestim..es
the visitor, Neither his stamin nor his
fecling for nuances are properly frespected,
Yet, time and again the average visitor, cven
at overcrowded exhibitions, shows that he
knuws how to find thuse works which are
worth the trouble (and, in this connexion,
the word ‘trouble’ is particularly apt).

Monotony at an exhibition is basically
nothing more than lack of consideration for
the visitor, the average man whose visual
education is entrusted to the exhibition
organizer, The attempt to adapt various
cheap tricks used in advertising in the hope
of getting the visitor to ‘swallow the pill’
more casily is also a form of contempt,
Whether he does so or not is of no impor-
tance; but it is important that he should go
home with a deeper understanding andga
wider outlock than he had when he came.
This dues not mean that the whole object is
to impart a few facts, for spiritual enrich-
ment may consist simply in learning to look
at things and to ask questions and ponder
about ﬁ]ings rather than merely acceptin
them at face value. The average visitor wi
be perfectly capable of secing through a
shallow exhibition. It also shows lack of
respect to treat him ... though he had
nuthing clse to do but visit exhibitions and
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is prepared to wander through the galleries
for hours on end without sitting down, has
no need fora cup of coffee or a cigarette for
the duration of his visit, and does not shrink

from walking through stuffy rooms over
hard floors for long hours. The warming
n%ainst overlooking the physical well-being
of the visitor cannot be too strong.

One of the commonest errors is to display
the exhibits at the wrong height. The correct
eve-level may vary from one country to the
next (and even from one district to the next)
but this the organizer must know, for he
cannot expect the visitor to stand on tiptoe
constantly or go round the entire exhibition

-bending down.

CONCLUSION

The effect of exhibitions 1s totally different
from that of a book or lecture. Moreover.
the purpose of‘an exhibition is not so much
to enrich the visitor's knowledge as to
enrich his spiritual experience by showing
him the originals, some of the master works
of the human spirit.
Whatever ﬂcfd of the humanities it deals
with, an exhibition is not intended to in-
crease factual knowlédge but to enrich human
culture, to develop what the writers of early
nineteenth-century Germany liked to ca
Bildung. Tt is this purposc that lends such
great importance to cxhibitions in our day,
and places such a burden of responsibility

Q
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" of respect for purity

on those entrusted with their organization.
I say ‘in our day’, because the development
and education of man (and not merely of the
young and the studious) is tending to s lit
up into 2 multiplicity of specialized fie ds.
And in the process of fragmentation of
knowledge, Bildung, the general broadenin
of the human mind, is tending more ang
more to go by the board. .

The exhibition is one of the few means
available to the modern educator (in the
broadest and most specialized sense of the
term) of drawing modern man out of his
compartmentalized knowledge and confront-
ing him with values which make demands
not on his knowledge but on his gift of
wonder, so that new horizons may be opened
up to him which factual data alone could
never offer him.

An exhibition gives the visitor an ex-
perience which will influence him lon%cr and
more profoundly than anything he has
merely learned by reading. His mind can
betzer retain the purity; sincerity and reality
of something he has seen. .

This, too, places an enormous responsibil-
ity on the organizer. The impression he
gives the visitor will be lasting and any lack
will emerge, If the
organizer is to live up to his responsibility,
he must realize that his work can never be
an objective in itself but is always only a
means—a means of instilling respect for art*
and history, and therefore for human
dignity.

P
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CHAPTER III

EXHIBITIONS IN THE :

TECHNICALLY UNDERDEVELOPED
COUNTRIES
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by Hiroshi Darruku
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INTRODUCTION £

Id

Temporary and travelling exhibitiogs have
been a major factor in increasing the impor-
tance of museums as caltural and educational
institutions. This is undoubtedly an improve-
ment over the former static congitions
which still prevail in some museums where
exhibitions remain ufichanged for decades,
in open storage as it were. But although
temporary and travelling exhibitions are
important, museums cannot neglect their
traditional responsibilities —research, the
accumulation oF collections, and the preser-
vation and care of objects placed in their
trust —without demgralizing the curatorial
staff and weakening the institution.

If they are to play a vital role in the cul-
tural life of peoples (and, museums today are
increasingly dependent upon public support)
it is essential that their programmes be well
rounded.

In all parts of the world the decades
following the secund world war have scen
an unprecedented series of rapid social and
cultural changes. Museums cannot fail tu be
affected by these changes alsu. The challenge
is greatest in those countrics which have
recently acquired political independence and
where cducational standards have been
lowest. If these countrics did not have the
example of museums in the technically devel-
oped countries to follow, they would prob-
ably be forced to create similar institutions
as a record and a means of preserving their

traditional cultures. This nced is so vital

that, in spitc of the cunflicting demands of
ecunomic Jdevelopment, a ldﬁge number of
such States are establishing! national mu-
seums. In sume instances existing museums

are being enlarged and in others new ones
are being set up. -

Most of them are faced with the urgent
problem of building up representative collec-
tiuns of material produced by the peoples of
their country before the old patterns of
living, worship, gtc. break down or disap-
pear. In these f}&ntrics, too, the require-
ments of educatidnal programmes (in whi¢h
Yemporary and travelling exhibitions will
Elay the chief part) are bound to be much

igher than in countries which are not
undergoing such revolutionary changes.
Hence temporary exhibitions dealing with
a single central theme will be more neces-
sary there than in more stable environments.

The methods developed in older museums,
such as the use of more theatrical effects for
temporary cxhibitions, provision of more
cxplanatory material in the form of labels or
by means of diagrams without text, should
prove extremely useful to museums in the
technically underdeveloped countries. The
Eublic in such countries has not formed the

abit of visiting museums, so that even in
permanent cxhigitions the techniques devel-
oped for temporary exhibitions can be used
more often than is customary in Europe or
North America.

THE VISITING PUBLIC

A number uf analyses have been made of the
background of visitors to museums in North
America and Europe (Daifuku, 1960). It was
found that the adult visitors were not repre-
sentative of the general Eo ulation, indeed,
in most instances about a& the visitors had
college degrees. Rather naturally then, the
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organizers of exhibitions, without cor-
sciously taking this factor into account,
presuppose a faitly high level of knowledge
among their public. Museums have not yet
taken up seriously the problem of preparing
exhibitions for a more heterogeneous public.
The inadequacy of present grogmmmes was
shown when a major publicity campaign
was launched to attract a large number of
visitors to an exhibition of Japanese art. This
exhibition had previously been shown in
other cities, where it had been well received.
But the very success of the campaign, which
resulted in attracting a wide range of visitors
unacquainted with art and who normally

».did not visit exhibitions, resulted in disap-

pointment because there was no interpretive
material designed for such groups (Bigman,
1956).

In)the technically underdeveloped coun-
tries the gap betwcen the curator’s standard
of education and that of the visiting public
is much greater, and in many cases, for the
general public, museums are merely popular
places- to visit. In _tropical Africa, for
example, 2 majority of museum visitors may
be illiterate, possess different tribal back-
grounds and speak unrelated langu?}es. A
recent study undertaken in the Uganda
Museum at Kampala, revealed that the level
of comprehension of most of the visitors,
particularly those from the surrounding
countryside, was much lower than the
museum staff had expected (Vowles, 1963).
The museum had uses many of theexhibition
techniques developedin Euro eandattem%—
ed to produce exhibitions which would be
of interest to the local population. The\
study showed, however, that much more

would have to be done in order to bridge \

the gap in comprehension. The experience
i lgampala probably holds true elsewhere,
and should be borne in mind by all curators
in charge of exhibitions. ‘
It is perhaps a commonplace that visual
experience can be more easily remembered
than a written or verbal description. Even
here, however, a word of waming is needed,
for much of what we accept may depend
upon the conventional forms developed in
our own society and may not be understood
or appreciated by someone from another
culture. A visitor to a motor show in a
mator Buropea city, for example; may have
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akeen appreciation of the mechanical features
of a car which differentiate it from others,
and may admire the talent of the designer.
The same visitor, on seeing a Japanese sumi
or black ink brush painting, may be com-
glctely unappreciative the oPlong tradition

ehind the work of the artist, the relation-
ship with calligraphy, the discipline demand-
ed 1n the use of the brush, wherea line once
drawn cannot be modified or overpainted
as is done with oils. Similarly, we have
become accustomed to black-and-white
photographs and are aware that they re-
present, in varying shades of grey, difterent
colour tones.” Someone from a tropical
region may, however, com letely misinter-
pret a black-and-white photograph of a
scene from a temperate area or of rug
designs which he is accustomed to seeing in
colour.

Muscum staffs from industrialized coun-
tries have a difficult problem of communi-
cation in preparing programmes for a
%ublic with a non-industrial background.

urthermore, even, in the countries in
process of development, there may be a very
wide cultural gap between the urban popula-
tion, which is gmiliar with industrial pro-
ducts and has been educated in leaSing
schools, and the rural population which has
notbeen affected by industrialization. Hence,
in pre arini a temporary exhibition, it is
valuable to hold a {)revicw or trial view for
a sample of the public who can be questioned
on their reactions. Before opening the ex-
hibition to the public explanatory material
can then be prepared for exhibits which
were not understood.

bRQGRAMMES FOR TEMPORARY AND
TRAVELLING EXHIBITIONS

Ethnographic and historic exhibitions

These have the advantage of dealing with
material which is already more or less
familiar to the visitors of the region (Plate
26). Nevertheless it should be kept in mind
that the average visitor may have a some-
what ambivalent attitude towards the objects
on disglay, considering them ‘primitive’
relics of the past. He may also feel that ex-
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hibitions showing such material will not
help him either to understand the present or
to acquire information which would be
useful tu him in, adapting himself to future
requirements, particularly the acquisition of
new techniques based on  contemporary
industrial technolugy. On the other hand hiy
interest in the achievements of the past and
their relationship tu the present may, at
times, lead him to make naive claims of great
originality for the local crafts, The museum
can do a real service by showing both their
distinctive characteristics and features they
possess in common with the products of
other cultural areas.

A most successful programme of this hind
has been carried out by the upen-air museum
in Niamey (Niger), showing the types of
houses and the characteristic furniturc used
by the different peoples of the Republic. The
trtal number of visitors per annum eaceeded
the population of the city, an indication that
many returned for a seccond visit, and in
addition many came from the surrounding
countryside. The exhibition is semi-permu-
nent, many of the houses being built of
carth or straw, and the exhibits also include
tents of nomadic peoples.

A conscious effort is also being made, in
sgecial rogrammes, to show schoulchildren
the different cultural traditions and ways of
life which are fast disappearing. Temporary
exhibitions in this ﬁelcf: lasting from one to
four or five months, attract large numbers
of visiturs. The presentation of an artifact
in such a way that its acsthetic and even its
technical value can be appreciated, gives
those who may be familiar with an object in
ordinary use an opportunity to scc it in a
new perspective. (I)’}ten, indeed, the neglect
caused by uver-familiarity can be uvercome
by the appreciation of ‘foreigners’. Curators
may work towards the same effect.

Lxbibitions on cnltnral probloms

The preparation of exhibitions dealing
with cultural problems offers possibly the
greatest challenge to musecums. The be-
haviour of all peuples, what they desirc and

expect in life, are based upon cultural

patterns. To a considerable degree the
systems of values which motivate an indi-

vy

G

vidual within a given society are held
unconsciously, i.c., they arc unreasoned and
arc absurbed as a result of variops influences

. such as traditional beliefs, goals acquired as

o

4 child, scenes frum the cinema, publications
of varivus kinds, etc. .\ considerable number
of these beliefs will be shared in common by
a given group of people. If the curator is a
member of the same group he has the ad-
vantage of sharing these assumptions, but
at the same time it is difficult for him to see
them in their proper perspective. On the
other hand, a curator having a different
cultural background may prepare exhibitions
which compfctcly miss tﬁcir point because
he is ignorant of the values held by the
local peuple. In the former case the curator
must, because of his opportunity for gaining
specializeds hnowledge, attempt to set aside
lus own prejudices; in the latter, he must
acquire understanding of the local system of
values, if he is to prepare exhibitions which
will enable the visitor tu sce things in their
proper perspective,

or cxamplc, among peoples in theindus-
trialized sucicties of the West, many would
refuse to be seated at a table with thirtcen
people present or accept a room in a hotel on
the thirteenth floor, cte. This, in spite of
long expusure to conditions where material
progress has been cffected through the
development of modern technology, in
which numerology plays no part. Beliefs
which are non-logical and not based upon
known scientific principles are much more
widely held in environments where the
gffects of scientific development are less
cvident, A great deal of practical work, in
agriculture, for example, is based upon the
pragmatic experience of generations. Never-
theless, should a crop fall, or should there
be increasing dessication of pastures owing
to population increase and consequent
deforestation, over-utilization: of the grass-
lands, ctc., the difficulties-are frequently
ascribed to witchcraft, improper observation
of religious rituals, etc., rather than to their
true cause,

Such analugous problems as the causes of
illness and iualnutrition due to improper
dict {(which may alsu be ascribed to super-
natural causes) are also proper subjects for
cxhibitions. By bringing to visual focus the

real causes of problems apd ways of .meeting
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them, the visitor will be encouraged to work
towards realistic soluiions nncf; helped to
understand the relationship between cause
and effect. All types of exhibition, whatever
their subject, can broaden the mental hori-
zons of the visitor, help him to overcome an
ethnocentric attitude, and gain an appre-
ciation of the cultural and scientific achieve-
ments of all mankind.

Industrial and technological exhibitions

Industria! fatrs at which manufacturers from
. several different countries show their wares
are becoming increasingly common. They
have a legittmate place n view of the pro-
grammes of industrialization now being
carried on throughout Africa, Asia, Latin
America, and other areas. Nevertheless, the
atticles shown are the end products of a
E‘ymmidal system behind which lie research
boratories, mines, processing plants, per-
haps the assembled products of a dozen
different manufacturers, etc. In an industrial-
1zed society, the man Who uses a tractor is
more or less consciously aware of the com-
lex which lies behind his machine and
Enows something of the historical transition
from the simple hand- or animal-powered
implement to the highly efficient machine of
today (Plates 274, band ?. He is also aware
of the great social problems and conflicts
occasioned by society’s adaptation to mass
production and consumption and which
continue today, though in less acute form.
But in many countries where an abrupt
change is taking place from a Neolithic
peasant economy to the use of the finished
product of the latrer part of the twentieth
century this is by no means true. The
museum cxhibition can help the visitor to
bridge this gap and to understand the back-
ground of contemporary industrialized so-
cietics. Too often expectations are pitched
too high and the stresses expericnced by
industrialized countrics during the nine-
teenth and early twentieth centurics are not
understood. W¥\ilc there is no need for the
countrics now acquiring industry to repeat
either the social conflicts or the scientific
studies of the past, an understanding of this
background could ease transition from the
present t the foresecable future.

ERIC
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Exchibitions on health problems

Exhibitions on heaith problems for a largely
non-literate public which is not accustomed
to using the findings of modern science
require special preparation. The stresses im-

osed by acculturation have often led to an
increase in tensions, with resultant fear of
witcheraft, and an increase in psychosomatic
illnesses, such as hysterical seizures, unex-
plained aches and pains, ctc. Rational explana-
tion through exhibitions is not the com-
plete answer, for in industrialized socictics
where knowledge of science is much more
widespread, psychosomatic illnesses are still
common. Nevertheless, a significant per-
centage remains unaffected and the percen-
tage will increase if people learn to under-
stand the forces at work.

Mus&um cxhibitions dealing with discases
caused by micro-organisms can give a much
more straightforward message, and are used
to supplement school and public health pro-
grammes (Plates 284, b, ¢ and d). (Biological
supply houses make available material
suitable for exhibition purposes which can
be adapted for local use.) A compulsory
vaccination programme may, for example,
arrest the spread of a given discase, but
unless an exhibition is prepared to explain
how the vaccine functions, its effect will be
accepted as ‘miraculous’ and the local popu-
lation will gain no new knowledge or
understanding.

”~

Natural history exhibitions

Almost all species of farm animal used today
were originally domesticated during the
Neolithic period. With the exception of these
few species which man adapted to suit his
cconomic needs and which have thus sur-
vived, man has been responsible for the
extinction rather than the survival of the
different species. The record has been par-
ticularly bgck during the pastcentury among
the industrialized peoples and unfortunately
the same crror is being repeated by the
peoples who are now becoming industrial-
1zed (Plates 294, b and ¢).

The animals domesticated by man have
shown, under his husbandry, amazin
adaptability to a wide range of ccologica

4

o

47




48

ERIC

“

. - _

cunditions. Ncvertheless the, are not always
the best suited tu a particul. . environment
and, 45 in the African grasslands, they may
be a major factor in upsectting ecolugical
balance with ultimate loss of productivity.
A bare beginning is now being made in the
taming, and perhaps ultimately. the domesti-
cation, of some of the herd animals of Africa
which are better suited to the maintenance of
pasture lands in that region. The control of
game as an cconumic resource is also of
growing importance.

These programmes have frequently en-
countcredp Lfccp—sc.ued prejudices.  The
science of cculugy is itself relatively new and
understanding of the intricate checks and
balances found in nature is not easy tu
impart. Conservation programmes may,
after all, meet counsiderable resistance even
among peouple in the highly industrialized
countties, the more so among peuples having
entirely different cultural values.

To help root out such prejudices the
American Muscum of Natural History has
prepared a series of instrucuve exhibits on
the despoliation cf land in New York State,
contrasting the sylvan conditions of the
sixteenth century with the agricultural ex-
ploitation of the nineteenth century and the
eventual progress to modern farming
methods (lglatcs 304 and b). Exhibitions of
this type which can encompass several cen-
turies would undoubtedly be most useful in
countries faced with the problem of intro-
ducing modern agricultural methods. The
work of field zgents from government ser-
vices who give instruction by direct demon-
stration or on pilot farms can also be
furthered through the use. of such visual
aids (Plates 374 and b).

It would seem, for example, that a ‘logical’
explanation should be sufficient ty persuade
a people tu cu-operate in reducing stock
when pasture lands are being overgrazed.
However, a number of well-documented
cases demonstrate that such programmes,
when imposed by fiat, frequently meet
strong resistance. The people concerned
may tclicvc that this is a mecans of im-

overishing them, or, rather than valuing
Evcstock as a source of mecat, they may
attach greater im}f)ortnncc to length or shape
,f horns, size of herds, etc. The didactic
exhibition demunsuating cause and-cffect

correlations may supplement a programme
designed tu chunge the value system and
bring about the_.u?uptiun of a system under
which greater prestige and profits result
from efficient use of tﬁc land and stuck.

PREPARING TEMPORARY OR TRAVEL-
LING EXHIBITIONS

The ﬁ)repnrhtiun of modest temporary or
travelling exhibitions need not take a great
deal of umenbut great care must be wken
that the informatiun on which it is based is
correct. Many museums devote one or two
cases, sometimes in the lobby, to a small
exhibition un a specific topic, perhaps
showing the latest gift received, tﬁe mu-
,seum’s most recent acquisition or certain
aspects of rescarch in progress. These tend
tu focus interest and tu encourage repeated
visits. Similarly, small travelling exhibitions,
such as those prepared in sclf-contained

ortable units such as the ‘suitcase’ exhibit
Plates 324, b and ¢) require little time to
set up.

More important tcm}»orary exhibitions
do require a goud deal of preparatory work
and rescarch, and if the collection shown is
to be representative it may be necessary to
arrange for loans. If mac.rial is to be ob-
tained from institutions in uther countries
such probiems as shipping, insurance,
clearance through customs, will require long
and careful negotiations and a series of

pregautions.

}\Z:ny types of exhibition furniture such as
panels, stands and cases can be used over
and over again, but for important or
unusually shaped objects, special cases ma
have to be designed. In some countries, suc
as the United States, prefabricated units are
manufactured which can be assembled and
dismantled ecasily (Plates 24 and b, 334
and b). Quick-drying, water-soluble paints,
such as the latex emulsion paints, are
widely available and have provcg a boon in
the preparation of tem urarf' exhibitions.
A new coat can simply be rolled on panels
and case interiors to suit the requirements of
a new cxhibition or to freshen the back-
ground.

In a number of countries (Poland, France
andthe United States) mubile units have been
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constructed using cither a modified bus or a
truck or tractop-drawn. trailer. Mobile
museums (Plates 344, b and ¢) or similar
units, .will probably be constructed in the
underdeveloped countries as highways im-
prove and the need for didactic exhibitions
in rural areas becomes more evident. The
mobile unit has the advantage over the
ordinary travelling exhibition of being ¢ *-
contained, thus climinating the problem of
adapting an exhibition to fitinto rooms of a
different size and presenting different light-
ing problems. The risk of theft, firc or
vandalisnm: is also less.

EDUCATIONAL PROGRAMMES

If a muscum is called upon to produce a
sertes of temporary exhibitions, particularly
it they are to be carried out systematically in
co-operation With schools or community
programmes, it is advisable to employ a
Full-timc education specialist. The specialist
works in co-operation with the curator and
the exhibition specialist in preparing ex-
hibitions, and particularly in advising on the
preparation of labels and other information
media. He also provides the chicf liaison
between the museum and the other insti-
tutions and takes charge of the circulation
of travelling exhibitions.

In some coungries, e.g., Latin America,
the curator may speak only one language
(Spanish or Portuguese) and may not know
any of the languages of the original inhab-
itants which are still used in the country
districts. The problem of communication
and of using guides conversant with rwo or
more languages will have to be dealt with.
In West Africa several unrelated languages
may be spoken within a single country and,
more frequently than not, the only common
means pf communication is the European
language introduced by the former colonial
administrators. There arc a number of
possible alternatives, all rcquirin%ﬂbudgets:
(a) printing labels in two 6r more languages;
(b) arranging guided tours in several lan-

uages; (c) supplying recordings in scveral
an%u_agcs. .

1t illiteracy is a {)roblcm, some form of
vided tour is indispensable and visitors
should be allowed to ask questions and be
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encouraged to scek more information. For
this reason the most successful programmes
of this kind use specially traineg guides. (In
some American museums, university stu-
dents who have specialized in the museum’s
field of study are crigaged as guides or
‘docents’. They thus gain experience and
earn 2 small stipend.) Teachers in school
systems which make regular use of the
collections of a particular muscum may also
be given some special instruction by the
museum staff concerning the contents of the
collections and the background of the
material shown (ICOM, 1956). In some
countries a week <f instruction in the use of
muscums is given in teachers’ colleges.

Intcrcstcd%ocs‘ prople and museum guards
sometimes make quite successful guides,
patticularly for foik cor ethnographical ma-
terial. At the Uganda Museum in Kampala,
for example, the guards are skilled musicians
and cach day give ethno-music concerts
playing the instruments shown in the mu-
scum. Similarly, local farmers may be able
to give demonstrations and discuss the use
of cutmoded implements or show urban
visitors the typical ways of doing things in
the country. It is obvious, however, that for
exhibitions on the fine arts, cultural valucs,
science, ctc., there are limits to the uscfulness
of persons who lack specialized academic
training. They can be given information and
helped in preparing talks covering the ex-
hibition in sufficient detail for the average
visitor, but the curator should always
exercise caution in sclecting such pcoglc as
guides (including those who are
cducated but lack the necessary specialized
background). No misinformation which
would weaken the exhibition must be
allowed to creep in.

Recorded talks by a curator or specialist
in the field offer other possibilitics. The
least expensive method is to record them on
disc or tape to be played at fifteen-minute
intervals, and if necessary in scveral lan-
guages  consecutively. More expensive
alternatives would include: (a) short-range
broadcasts on three or four different chan-
nels to which the visitor can listen in the
language of his choice by means of small
transistor radios equippea with carphones;
(b) portable tape-recorders equipped with
carphones. These alternatives entail fairly
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high maintenance custs and replacement of
parts may be difficult.

Push-button-operated daylight 16 mm.
ciné or 35 mm. slide projectors with sound
are another device for giving background
information on the exhibit in one or more
languages. Such units may be placed in the
lubby ur at the entrance so that the visitor is
introduced to the subject before secing the
exhibitiun. Here again problems of main
tenance may arisc but they are less difficult
than the maintenance of radios and tape
recorders.

Few muscums are able to consider the use
of such elaborate systems for they requirg
a fair-sized technica{ staff and an active pro-
gramme of exhibitions. Nevertheless, some
of the larger muscums in the countries now
in the process of development will be able
to use such equipment in the near future.

GENERAL DISCUSSION

An active museum programme should
include, in addition to its traditional tasks of

collection and study, an cxhibition pro- |

gramme designed to encourage regular
visits. This means showing the ‘permanent’
collectiun, which usually includes the most
important or significant items, and arranging
also a series of temﬁorary exhibitions on
different subjects or themes.

The word ‘cducation’ (Latin eduecere, ‘to
lead forth’) means to draw forth, to train or
to cultivate. Museum exhibitions, at theit
best, attempt to live up to this definition.
And since an exhibition shows things, mu-
seums can be classified as institutions which,
as part of their activities, carry on specialized
programmes of visual cdfication (perhaps
also audio-visual, if talks, lectures, guided
visits, ctc., are taken into account}: Never-
theless the muscum exhibition should not
be confused with other types of audio-
visual aids,each une of which has a particular
contribution to make. The distinguishing

L2l
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feature of the muscum exhibition is its
}(nphasis on original objects, or the re-
enactment of an original expetience (or, in
the case of technolugy muscums, experiment)
and the re-creation of the past using original
historical and prehistoric material.

The p\rffmratiun of any good museum ex-
hibition demands a staf which includes
specialists \in. its particular field. It is this
emphasis oy reocarch and the need to be as
exact as_possible which accounts for the
length of time, required for the preparation
of muscum exhibitions. It is this quality
which has won £or musecums 2 hard-earned
reputation for religbility which should not
be sacrificed by shallow or repetitive tem-
porary exhibitionc. Nor should muscums
undertake uver-ambitjous exhibition pro-
grammes which demang so much from the
curatorial staff that their basic work of
research suffers in conseqyence.

The curatorial staff will nevertheless be
called upon to devote an increased share of
their time to ‘applied muscography’. The
need for cxhibitions which can enlighten
and educate and at the same time offer the
visitor an enjoyable experience is becuming
increasingly urgent, particulatly in museums
of countrics undergoing rapid cultural,
cconomic and sucial changes —in some cases
ani almost abrupt transition from mediacval
or even Neolithic conditions to thosc of the
modern state.

On the whole cxhibitions on subjects
about which the public has some background
knowledge are relatively simple to prepare.
However, even on familiar subjects a num-
ber of misconceptions may be held which
exhibitions can help tu correct. For example,
overgrazing and resultant erosion may be
blamed on causes other than the truc.ones,
conservation cf wild life may be opposed
although it would mean economic gain.
Exhibitions using actual material can clearly
demonstrate the bencficial effects of re-
ducingherdsand planting cover. Sucial prob-
lems may be similarly treated.
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"The Manual of Travelling E xhsbstions, published

by Unesco in English and French in 1953,

proved so useful that it was out of print

a few years after its appearance. It is now

resssucd in a revised version as one section

of this book. Its guidance on oiiqnizing,
xhi

acking and handling travelling exhibitions
is thus supplemented by advice and infox-
mation on the installation of temporary
exhibitions.

The original text ecmphasized care, safety
and accepted procedures for handling exhi-
bitions o?nrt, with thenotation that the same
techniques were applicable to all museum
objects of whatever charactet—for example,
in the ficlds of history, anthropology,
archacology and the natural nn(F exact
sciences, when their fragility and value place
them in the same category as art. Travelling
art cxhibitions have a longer history an
pose more complex problems of packing and
care than any other type of material. In the
United States, the expericnce acquired in
this field has been particularly comprehensive
and valuable. This is largely ducto thg work
done by the Museum of Modern Art in
spreading knowledge of modera art, in the
varied forms of fine arts, architccture and
applied and industrial arts, across a very
large country from the carly 1930s, and the
later development of circuinting exhibition
services (notably thosec of the American
Federation of Arts of New York and of the
Smithsonian Institution of Washington).
Mrs. Osborn’s text of 1953 summarized this
expertence and based on it reccommendations
for those intcrested in undertaking similar
programmes. She drew on muscum leaders
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and muscums in many parts of the world for
examples, suggestions, information concern-
ing specific conditions and illustrations of
outstanding cxhibitions as shown by the list
she gives in her acknowledgements scction.
This revised edition modifics and completes
her text by reference to developments of
recent years, thus giving a degree of fulfil-
ment to her expressed hope that the Manual
would become a rallying point for additional
information and recommendations based on
the cxpericnce and suggestions of others
already actively associated with circulating
exhibitions or undertaking them and using
the Manual as a guide.

Her text is brought up to date in this revi-
sion, and some ndgitions have been made to
it. The illustrations accompanying it have
been reviewed; those which continue to-fur-
nish uscful examples of techniques have been
retained, and new cxamples have beenadded,
in the form of drawings and diagramsas well
as photographic views. It should be noted
that the fashion of design and of presen-
tation of material tends to change from year
to year, often influenced by fashion trends
developed in commercial” display. Thus,
while basic principles of exhibition remain
constant, appearance in colour, design, detail
and proportion vary. Purely technical mat-
ters of packing and handling are fundamental
and, eacept asnew ﬁroducts becomeavailable
and prove uscful, they change only as refine-
ments and variations arc introduced. This
distinction between the basic principles of
handling muscum objccts and trends of
fashion in presenting such objects in cxhibi-
tions should be kept clearly in mind.
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Travelling exhibitions have already demon
strated their uscfulness in many parts of the
world. They bring to remotc places the
possibility uf knowledge and enjuyment of
the arts, sciences and tistury provided fur
Large centres of population by great muscums
and exhibiting organizativns. Guing frum
country to country, they furnish an intel
lectual and cultural interchange of great
value and broad influence. They can be used
very profitably to enrich education at all
levels and in afl fields, and wan be .nd.\ptcd as
nceded to «mpart information, to give in-
struction and to offer pleasure.

It is nut surprisiag therefure that Unesco's

advisers fur muscums and exhibiduns, frum,

the early histury of the Organization, utged
international exchange of exhibitions as une
effective way of contributing toward its
general purposes. They were not unaware of
the frequent intcrnational exchanges of cxhi-
bitions, especially of art, already taking
piace. However, they noted that :his
exchange uperated primarily for very Luge,
very impurtant exhibitions, among  fairly
limited number of the great cities of the
world.  They .uhoc.xtcﬁ increasing  this
activity su s tu establish & networh of intet-
national cxchanges of udditicnal exhibi
tions —nut necessarily large, bue represent-
ative and diversified —which would serve in
interpreting une people tuanvther and we ald
g0 to the more remote regivns of a country
as well as to its great centres. Delegates tu
General Conferences have repeatedly agreed
with their recommendations, and an inter
national exchange of exhibitiuns prugrammc
has finally been launched under Unescu's
direction.

The gencral recognition of the merit of a

'

project is, hywever, far from susficient to -

assure its suc ssful development. As soon
as ways to cfiect international exchange of
cxhibitivns were considered it became evi-
dent that practical technical guidance. was
greatly nceded. Some countries had lung
aud varied experience in urganizing, prepar-
ing and packing exhibitions of different
kinds for traveland for the repeated showings
in different places under varying conditions
that the Unesco programme sought tu bring
abont. Many countries had very liittlc exper-
ience or none at all. No general guide on
the subject existed. In this manual Unesco
pravides such a guide, as the indispensable
first step in helping all its Member States to
participate in its exchange of exhibitions
programme if they desire to do so.

The vast distances of the United States,
the extremely varied conditions for exhibi-
tiun there, as well as its extensive use of the
travelling exhibition in all fields, prompted
sccking one of its experts in the subject
as author of the guide. On the advice of the
American Federation of Arts—at that time
the leading agency of the country for circu-
lating exhibitions —Elodic Courter Osborn
was invited to undertake the task of writing
the manual. It was to be based on experience
and practicc in the United States, augmen.ed
by information frum other sources.

The choice of Mrs. Osborn was fortunate.,
Fur many years she was head of the circu-
Lating exhibition department of New York's
Muscum of Mudern Art, at the time of its
rreatest activity in circulating exhibitions.
t'h et her direction, exhibitions of ever
type, size and complexity were nsscmblcdy,
boxed skilfully for easc and safety of frequent
unpaching and rcpnckinﬁircqutc(l ack

ok
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and forth across the continent for one or
several years at a time, and even sent outside
the country.

The muscum’s techniques for handling
travelling exhibitions are generally recog-
nized 1 the United States as outstanding in
their care for the safety of the objects and
in their regard for the convenience of the
exhibitor. %\s these exhibitions included, in
addition to painting, sculpture and the
graphuc arts, industrial and applied arts and
architectural models, Mrs. Osborn met
and solved in her work almost every con-
cetvable problem of assuring safety and easc
of handling for material in travelling exhi-
bitions. .

She has added to her personal knowledge

J

comment and suggestions. It supplics, how-
ever, a thoroughly practica guide far
travelling exhibitions in general, with t

special attention to their international moye-
ment that Unesco’s concern with the prob-
lems of crossing fronticrs prompts. Though
the majority of examples used arc drawn
from the ficld of the arts, the principles, as
Mrs. Osborn herself states, are apﬁlicablc
to all objects that can be used in eshibitions.
Their success for the safe and efficient hand-
ling of art objects, generally likely to be
fragile and of great value, assures their use-
fulness for other ficlds where loss or damage
is perhaps not as tragic but is equally to %c
avoided. This manual, therefore, will greatly
help all those who organize exhibitions of

and expertence and to theadvice of American__any kind. Muscum experts who already arc

colleagues as much information on the sub-
ject as she and the officials of Unesco’s
Division of Museums and Historic Monu-
ments could gather from other souites
throughout the world. This manual is,
thercfore, the most complete survey of all

aspects of travelling exhibitions yet made,

though Mrs. Osborn has emphasized that
1t 15 to be considered only a first statement
which should be augmented and supplemen-
ted as others provide additional information,

familiar with most or all of the techniques
described have reason to rejoice that the
benefits of travelling cxhibitions, within
fronticrs as well as across them, will become
more accessible to their colleagues every-
where under this practical guidance. Every-
one, indced, conccrned with exhibitions
will be grateful to Unesco for making gener-
ally available the best information on the
subject by producing this publication.
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INTRODUCTION

We tend to think of muscums solely as
repositories for objects, principally thouse
of the past, and yet today many of these
institutions, buth large and small, share their
eollections with uther mascums, art galleries,
public libraries, universities and schools.
Nour du they reston theit Laurels by displaying
permancat collectiuns alone, but uften intro-
duce Into their galleries travelling exhibi-
tivns which bring their vwn activiues into
cluser contact  with their communities.
Exhibitions which travel have become more
and mote pupular, particularly since the
cuse of the war. For some time now the
arts, especially, have provided material for
travelling exhibitions uf great variety in all
countries. Trayelling exhioitions in the fields
of science and histury, generally of mure
recent origin, are less numerous, theugi as
means of general information and education
thcy arc receiving  increasing  attention.
Uncsco, in particular, has made great use of
cshibitivns of informative panels, supple-
mented in sume cases by three-dimensional
material (ubjects, modcls, scientific_appa-
m.xs? 0 spread knuwledge of scientfic
problems und of its programmes and pro-
jects in the sciences,

While the great develupment of trar clling
artexhibitions is recent, theideais uveracen-
tury old, its uriginatorbeing uneof theleading
muscums of England, the Victoria and Al
bert Museum In London. Similar activity
dutes 1n Canada from the carly 1920s, travel-
ling exhibitions have been employed in
the United States for the past tlirty years
and they have become generally adopted in
Suvuth Africa and Australia within the last

/

twenty-five years. Museums in the following
countries all make use of travelling exhibi-
tions and the majority can report some
exchange of material as well. Australia,
Austria, Brazil, Canada, Czechoslovakia,
Denmark, France, India, Isracl, Italy, Japan,
Lebanon, Mexico, the Netherlands, Norway,
Pakistan, Polan:, the Republic of South
Africa, Sweden, Switzerland, the United
Kingdom and the United States of America.

The prototype in England was launched
in 1850 with loans of works of art from the,
original Victoria and Albert Muscum to thé
Central School of Design at Somerset
House, and during the following two years
the exhibition was successively shown at
various provincial schools, From 1852
vnwards these loan activities were directed
by a separate circulation department. Its first
efforts were concerned with the preparation
of a comprcheasive circulating museum
comprising nearly 600 objects which toured
for more than four years and was seen by no
fewer than 307,000 people. After 2 second
similar circulating museum was started on
an even larger scale, the work of the depart-
ment was concentrated on serving the needs
of art students rather than the general public.
Luans were made primarily to provincial art
schools but the general demand for expan-
sion of this service soon led the dep.rtment
to undertake again loans to museums and
art galleries, The principle of lending a part
of its treasures to the provinces has per-
sisted ever since and today the Victoria and
Albert Museum boasts the most comprehen-
sive facilitics for this purpose. Morcover,
no imitation of value, fragility or rarity is

. placed upon the vbjects which arecirculated,

only thuse items which are defined as “strictly
. »
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unique and of international importance’ are
excluded from the loan collections. Such an
example on the part of one of the principal
museums of the world is an inspiration to
other institutions to create educational pro-
grammes of similar merit.

It is somewhat ironic that the war years
produced the most vigorous cxchange of

- cultural materials between countries. Surely

a decper understanding between peoples
should assist in lessening tensions which
ultimately flarc into international conflicts.
Presentation of the visual arts, the handi-
crafts, architecture, civic planning, scientific
discoveries and achievements and thie history
of different countries cfers a means of
understanding more fully the aspirations,
customs and character of different peoples.
Moreover, the diffusion of knqwledge for
educational purposes in all figlds (natural
science, history, health, sciente, ar, ctc.)
can be accomplished cfectively through
exhibitions. Visual presentation offers an
nternational means of communication in
which language barriers begin to disappear.
Information can be exchanged, problems and
subjects common to several nations can be
studicd and through such exhibitions can
gain wide public attention.

One important development which has
taken plce since the muscum loan service
was introduced a hundred years ago is the
completely ‘packaged” travelling 3 ibition.
This type of cxhibition arrives with its own
installation units ready to set up, its labels
properly attached and its component ?arts
so arranged as to be easily removable from
their packing cascs by the host muscum
staff. The sugdcn expansion of this type of
service during the war, particularly through
government agencies, and, since the war,
to an increasing extent through cultural
agencies operated abroad by many Iéo"cm'
ments (United States Information Service,
British Council, ctc.) points to siacere
interest in exchange programmes, and many
methods of achieving first-ratc exhibitions
without the use of valuable, rare or fragile
articles have been devised. Such shows now
originatc in muscums, in art galleries, art
schools, universitics, clubs, and in industrial
organizations and government agencies,
They are often assembled by offices whose
sole purpose is to collect material, prepare
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it for display and pack it for safe shipment.
A large number of commercial firms have
recently come into existence in many coun-
tries, which specialize in the preparation of
exhibitions for muscums, for cducational
institutions and for their national govern-
ments. These exhibitions are used in the
country itself, or are sent abroad to fairs and
exhibitions and to organizations represent-
ing governments abroad, or to museums
and galleries in other countries.

Since the war there has been an increased
awareness of the necessity and the moral
obligation to cxtend cducational opportu-
nities and to make cultural values more
readily accessible to all, without regard to
social distinction or geographic isolation.
There have been efforts to provide in newer
countries which lack great accumulations of
art and other cultural treasures, even for
theit outlying areas, the advantages which
centres of older civilizations enjoy.

One example of the value of travelling
exhibitions to countries lacking large art
collections is supplied by the report of the
dircctor of the National Art Gallery of
New South Wales, Sydney, who writes that
since 1944 pioncer efforts in Australia have
been made with government support to
bring cxhibitions to remote country centres,
‘to diffusc a knowledge of, and an interest in,
the visual arts, and more particularly the
Australian arts as they affect our people’.
During the first three years, exhibitions had
to be accommodated in town halls, school
assembly rooms, churches, stores, barber’s
shops, restaurants and other available spaces.
After five years of this service, however, 2
aumber of the centzes now plan to build art
galleries to accommodate travelling exhibi-
tions. The government plans also to rovide
railway carriages, stripped of their furnish-
ings, to be used as travelling gallerics to
serve centres economically.

The possibility of even more widespread
use of the travelling cxhibition as 2 medium
for the dissemination of information has

rorapted the publication of this book.
While it is confined to methods of displaying
objects safly and cffectively in travelling
exhibitions, ¥nd to the systems which have
proved succdssful to date of packing works
of art or othek material held by art muscums,
the principles may nevertheless apply to
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institutions pnd organizations whusecollee-
tions co»cri uther fields such as history,
science or natural science.

The m.ucz‘i—;d contained in ihe following
pages is perhaps not representative of prac-
tices in use in all museums or circulating
agencies, for it was negcssar{ to rel, upon

* the information which could be assciabled

from sources which commented upon the
Mannal when it first appeared in 1953 and
additional information’ that has been sup-
lied since that time by various experts and
rom cxhibitions exemplifying new tech-
niques. Itis ¢t le hopccrthnt publication uf
this material will encourage others whosc
experience has revealed equally effective and
satisfactory methods tu send information to
Unesco Headquarters in Paris as a basis
for further, more complete and more inclu-

sive studies in the same field. 4

THE ORIGINS OF 'RAVELLING
EXHIBITIONS

The circulating exhibition has come into
being for two principal reasons. the useful-
ness of temporary exhibitions to muscums,
and the cducational opportunitics offered
by a concentrated collection of material on
one or more related subjects. The value of
loan collections for smaller museums has
been widely proclimed. They overcome
the problems of limited space, funds and
staff which make it difficult for such insti-
tutions to prepare a serics of temporary
exhibitions. The continuous flow of first-ratc
material (whether of history, science or art)
through their galleries provides a far richer
and more varied programme than any that
could be drawn frem their own collections.
Even the larger museums with access to

. almost unlimited sources have difficultics

in presenting temporary exhibitions. Their
staffs, concentrating prinéipally on rescarch
and on the work of preservation, may lack
the time or interest required to prepare
serics of temporary exhibitions, which de-
mand considerable rescarch, documentatior.
and publicity in addition to the physical work
of sctting up the objects f(){ display. Further,
muscums have various srecia ities and onc
muscum cannot cover all subjects. Conse-
quently the travelling exhibition organized

by a number of participating muscums, ac-
cording tu their individual specializations,
permits the more efficient use of scholarship
and skills for the benefit of all. The intro-
duction of temporary exhibitions into the
programmes of muscums may also create,
among the staff as well as the public, a more
lively ‘interest in the relationship between
various cultures both past and present.

SOULRUES O TRAVELLING EXHIBITIONS

1. The richly endowed museum,overflowing
with material, may wish to send out a
series of travelling cxhibitions which
utilize a larger proportion of its perma-
uent collections than can be displayed in
its own galleries. Such exhibitions thus

1ovide an active educational programme
For the muscum’s own staff-and at the
saine time enrich the provincial museum
or other organization to which they are
dispatched. In other words, both institu-
tions offer a community service which is
also to their mutual advantage.

- A group of muscums may co-operate in
ugganiziag an exhibition to be circulated
to cach iv, turn. Often this type of co-
operation is prompted by the difficulty of
financing a iirge loan collection assem-
bled from ma: y distant points.

The participating museums share the
benefits of assembling a unique collection
and divide the custs of travel, rescarch,
transport, packing, insurance, catalogues
or other incidental expenses between
them. The economy in costs can lead to
higher quality, wider scope and more
thorvugh documentation in the exhibi-

19

tions themselves. These co-oierativc,

cxhibitions are wusually undertaken by
faicly large muscums which normally
have adequate staff ca able of handling
own galleries, and therefore no packin
or installation of the eastly re-usable kin
is employed. This kind of co-operative
lanning allows the smaller muscums
uth toextend their services and to organ-
ize more important exhibitions.
3. Sometimes the interest aroused in a large
and important collection {)rompts a mu-
seum to prepare fur circulation a similar
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exhtbiion composed of reproductions
of the original material. Such exhibitions
make fuller use of the research required
for the original collections and are often
rented by institutions other than mu-
seums. Schools and calleges in particular
can thus supplement gheir courscs, or tic
the exhibitions in with special lectures or
other events, without incurring the risks
involved in exhibiting and handling valu-
able objects and works of art; for the
stimulating experience of sceing first-rate
works, even in reproduction, is always
educationally worth while.

. Travelling exhibitions may be organized

and circulated by an agency or muscum
specializing in this service. There are
several such agencies in the United States
of America: t%c American Federation of
Arts, the Western Association of Art
Muscum Dircctors and the Museum of
Modern Art, among others. In England,
the Arts Council and the British Council,
which receive government support, carry
out a similar service abroad. Many mu-
scums in various countrics including Aus-
tralia, Brazil, Canada, France, Isracl,
Mexico, Pakistan, Poland, Sweden, the
United Kingdom and the United States
prepare C:{hi%nitions for national or region-
al circulation,

The provision of travelling exhibitions
which maintain the standards set b
museums and allow of installation with
the least cffort on the part of the sub-
scribing institution demands careful pre-
paration on the part of the agency. Such
agendies, which are usually not able to
call upon the services of a curatorial staff,
or to take advantage of the research done
for 2 museum cxhibition, often employ
experts to assemble, document and design
their travelling exhibitions. In such cascs,
costs may run higher than for a similar
show prepared by a muscum whose
staff can contribute time which would
otherwise be costly. To avoid the costs
thus incurred, agencies often take over
an exhibition assembled by a muscum,
reorganize it and circulate it. Or, an
agency may commission a museum to
prepare an_cxhibition which it thinks
would be widely used by other museums
and like organizations.

ERIC

Aruitoxt provided by Eic:

5.

Certain museums maintain a dcpartfncnt
of education whose staff is employed to
assemble all types of materials for usc by
schools, clubs or other organizations.
Interpretative cxhibitions, often based
upon objects in the museum collection
may be shown in the museum itsclf.
Travelling exhibitions, lectures, publi-
cations, slide-talks, filmstrips, motion
pictures, radio and tclevision pro(%mmmcs
are prepared to permit the widest pos-
sible usec of the cducational material
(Plate 35).

COSTS

The costs of preparing and circulating trav-
clling cxhibitions may be divided among
participating cxhibitors in different ways.
“The most frequent methods are:

1.

»

If an institution has developed a pro-
gramme of circulating cxhibitions as a
part of its educational activities, the costs
of curatorial and administrative time are
not usually reflected in the renual fees
charged to subscribers. Sometimes mu-
scums are cven able to absorb costs of
preparation as well. In such instances,
costs of transport and insurance are
usually the only expenses assumed by the
borrowing institutions. In order to keep
these down to 2 minimum, the exhibition
must be cfficiently routed between exhi-
bitors. Exhibitors may sometimes have
to accept second or third choice of exhibi-
tion dates in order to enable the most
cconomical tour to be arranged.

If an institution or agency’s scrvice of
travelling exhibitions is organized on a
sclf-supporting basis, all costs must be
lumped together and a renal fee arrived
at by dividing the number of possible
showings into the total sum. An exhibi-
tion composed of photographs or other
reproductions  which have been pur-
chased, ratherthanof originalson loan, can
be extended over a lpnger period than is
possible in the case pf borrowed works,
or advi in the cse of originals which
might suffer frormAhe hazards of travel.
Thus costs to subscribers may be sub-
stantially reduced.

09
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CIRCULATING AN EXHIBITION

In addition to finding a basis for loan fees,
it is necessary to ostablish a schedule of
exhibition dates well in advance of o tour in
order to offer exhibiturs maximum service,
Announcement by letter tu probable exhibi-
tors is the most frequent method of arrang-
ing 2 ’serics of successive showings. It is
well to have in mind approximate dates and
to ask exhibitors to make several choices in
order toarrange an efficient schedule. Gener-
ally speaking, it is unwise to send a col-
lection of valuable works of art or of
historic ubjects ur even of scientific specic
mens on tour for moure than six successive
showings without having the exhibition re-
turned to its source for thurough checking
of the contents and, if necessary, fot repairs
and repacking. This applies, of course, unly
t fragile or valuable materials. The period
of the tour can be extended when materials
can withstand continual shipping, ur when
arrangements can be made for thorough
checking and reconditioning at a rcliable
institution on the schedule,

Normally, museums wish to schedule
exhibitiuns for one munth, But thcyc—riud of
time required tu serve the public adequately
depends on the size of the city and un the
kind of public which the muscum habit-
ually attracts, as well as on what the burrow-
ing institution can afford to pay for an
exhibition, Each institution and cach coun-
try must therefure expect to work out the
best exhibition period according to local
conditions and needs. Sufficient time shuuld
be allowed between scheduled shuwings for

acking, transport, unpacking and re instal-
Eltiun of collections. racturs which should
be iaken intu account in determining the
interval between showings are. size of the
cullection, complexitics of installation, staff
available for handling, unpacking and in-
stallation and gevgraphical location uf show -
ings schcdulcﬁ.

Organizations offering numerous collec-
tions for tour usually issuc an annual cata
logue describing the exhibitions, Subjects
are discussed, contents vutlined, space and
installation requirciments listed, weight of
packed show given, terms of rental and
costs stated, etc. Frum this descriptive ma-
terial an exhibitor can usually judge the

value of a collection for his own use. Fuller
information, including photographs, is often
available frum the circulating agency. Sume
muscums are able to exhibit their circulating
cullectivns during the summer months, allow-
ing subscribers tu register their chuice of
exhibitions and dates at that time.

SUPERVISION OF TOUR

Since the principal problems in connexion
with circulating cxgibitiuns are packing,
safe transport, the guarantee of arrival dates
and assurance of practical and attractive
installation under diverse conditions, con-
stant assistance and supervision on the part
of the circulating agency is required, The
extent of this depends upun several factors:
the staff available for this supervision, the
value and rarity of the works of art on tour,
the type of material to be displayed and the
means of installation employed.

If the sponsoring institution has no staff
member available “to supervise the col-
lection un tour, the exhibition may be turned
over to an agency specializing in circulation
problems.

Must subscribing institutiuns would prefer
to have sumeune arrive with a loan cdllec-
tion, unpack and install it with a minimum of
disturbance tu their uwn routine, Such serv-
icc is, huwever, not always feasible, although
it is general practice among many museums
in Europe and in Great Britain. Where
distances between cities and towns are great,
as in the United States, few museums can
afford this procedure, In some countries

overnment support supplies this service

y paying the salaries and custs of travel for
muscum staff tu accompany exhibitions un
tour, Certain art museums arc not only able
to send a member of their staff with a collec-
tion, but also maintain trucks which carry
the collection frum place to place on tht
circuit, Large vans have been equipped also
with lighting and permancnt display cases so
that the means of transport becomes the
exhibition hall itsclf (Plates 344 and ). The
advantages are numerous. The tour can go
tu any area without fear of encountering
staffs inexperienced in handling valuable
wourks of art, the material itself has to be
installed unly unce, the organizing institu-
tivn is able tu maintain 4 cunstant check on
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the condition of the material. The show is
necessarily limited in scope, for the space
inside a van is less than that offered by most
galleries and the cost of. equipping several
such mobile galleries is considerable.

When it is impossible to send somecone
with the cxhibition, the circulating agency
should furnish the cxhibition with detailed
instructions, forms,and other information,
so that a minimum of work is required of
the host museum staff. This is necessary not
only to allow the tour to run smoothly but
also to provide the circulating agency with
a compﬁtc record of the location, the con-
dition and the use to which the material is
being put. At each unpacking or repacking
of the material a thorough check of the con-
dition of cach object should be made and 2
report made to the agency, advising it that
the schedule is being cither adhered to or
modified.

.. - chnew date on the tour approaches,
the circulatng agencr may inform the gal-
lery in which the collection is to be shown

of the number of boxes to expect, the approx-
imate date of arrival, the method o? ship-
ment. A thoroughly detailed list of contents
as well as full instructions for hanging or
other installation_should be given wcﬁ in
advance of a scheduled date in order to
prepare the participating institution for spe-
cific or unusual requirements. Photographs
of the exhibition installed in other galleries
are often helpful to exhibitord in planning
spaces and methods of display for the
travelling coflection in their own institution.
Suggesti given should be sufficiently
flexible fo allow the host museum staff to
exercise its own judgement in arranging
the display.

Schedule sheet )

To keep all such details in order a schedule
sheet f%r each exhibition may be found
valuable and could be used for an{ type of
exhibition. A sample form is given below.

NAME OF EXHIBITION

Total value for insurance ..
Valuation per box for shipping purposcs
Number of boxes in shipment .
Weight of exhibition

Fee for exhibi(ion Ce
Period of rental e e e e e
Number of items included

Space required . . . -

e e e $50,000
. $50

8

1,200 Ib.

e e e $150
e e e e 4 weceks
. e 35 pictures
200 lincar feet

Showing Contract Form 1 Reccipt Publicity Foun I Shipmeat
scheduled signed sent received seat sent made
Muscumof ’ {,« .
Finc Arts, 8 photos {
Virginia  20ct.1952  22Nov. 5Dcc.  30caulogues 4 Jan. 14 Jan.
10 Dec. to 7 Dec. )
12 Jan. 1953
With this information at hand, the circu-  permanent file or index of the exhibition,
lating agency can keep a record of cach ste number of catalogues sold, ctc., for future
of the work as it comes up. When an exhibi-  reference.

tion is dismantled, such a sheet offers a
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Exhibition contract

A contract is useful to bind agreements be-
tween the sponsoring 1nstitution or circula-
ting agency and the exhibitor and to discour-
age last-minute cancellation of schedule
dates. Exhibitors will not alter plans
without consulting the agency il they are
bound to pay for an exhibition whether or
not it is sﬁown. The contract protects the
circulating agency from loss of funds; fees
are calculated to pay the cost of assembling
_and circulating an exhibition. It is some-
times difficult or impossible to fill a can-
celled engagement for an exhibition if the
cancellation 1s not well in advance of the
scheduled showing,

Mailing forms and instructions

‘The mailing form reproduced in Appendix I
represents a basic formula for trave ling ex-
hibitions as used, with individual variations,
by museums and by organizations which
circulate exhibitions. It obviates the
necessity for a long letter describing the
contents in detail and gives the exhibitor a
ready comprehension of the various lists
enclosed.

A similar form should be sent prior to
shipment of the exhibition to the next ex-
hibitor and gives the institution which will
ship the exhibition advance information
about packing, addressing the boxes and
arrangements to be made for transport.

Samples of other types of enclosures are
al:o reproduced in Appendix I, and their
uses described. .

Supplementary information

Lubels. Various types of label available for
travclling shuws can be used w replace
cxpensise catalogues, Picture labids or labels
for small ubjects are usually merely identifi-
cation tigs. They may be quite cuncise,
iving valy indispensable data, for caample
or an art exhibition. artist, dates, country of
origin, title of work, medium and lender, or,
for an eshibition of natural science speci-
mens. scientific (.md!pussibl) popular) name,
provenance and lender.
Longer Libdds are needed to eapliin the
muaning ot cducativnal intention of an -

hibition, and may contain biographical in-
formation, historical data or explanatory
descriptions of material. For exhibitions of
art, natural science, applied science, etc.,
consisting of separate works, specimens or
picces of scientific apparatus, to be shown
cither individually or in various groups, the
labels are mounted ready to be placed on the
wall in the proper sequence. If the exhibition
is composed of ‘Jhotographic or other flat
matcri:H mounted on large panels, the labels
may be incorporated in the panels along
with the items to which*they refer.

Primary considerations are clarity of pres-
entation (typewritten labels can be photo-
graphed anc cnlar%cd ortyped on poster-size
typewriters with large characters); accnracy
of information; and sufficient excplanatory data
to supplement the visual material in the ex-
hibition. Sponsoring institutions should
realize that exhibitors who may be unfamiliar
with the subjects treated in the travelling
exhibition will appreciate the fullest infor-
mation for usc in publicity, for gallery
lectures and for student visitors. Most circu-
lating agencies request that their labels be
hung with the exhibits as specified.

1f labels are mounted on lightweight card-
board and provided with metal rings in the
mounts for hanging, they can be used by
each exhibitor throughout the tour without
having to be rcplaccﬁ:

Publicity. In additon to sending exhibitors
suggested forms for newspaper release 1t is
often helpful to have other material on hand.
Photugraphs of items included in an exhibi-
tion add interest to storics issued to news-
papers and periodicals. Photographs can be
taken by the circulating agency at the time
the collection is assem lcg, the cost being
included in the rental fee as an exhibition
expense. If an exhibitor wishes a particular
ubject to be photugraphed, however, such
pictures are usually taken during his ovn
showing. The usctulness of the particular
picture may offset the additional expense
mvolved. Many circulating agendies require
that permission be requested before any
ubject is Ehutugmphcd y exhibitors.

Tou make the greatest possible use of an
exhibition, other means of publicity can be
devised. The exhibitor may arrange a formal
opening cvent for his uwn showing, plan-
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ning it a3 a social occasion to bring in
members of his own organization, or to
increase the attendance at his muscum by
extending the invitation to other groups. He
may plan a lecture related to the exhibition
with slides which explain more fully the
value of the material on exhibition. Many
circulating agencies keep a file of slides to
rent to subscribers, and often the agency can
supply or suggest to lecturers motion pic-
tures for special occasions.

Large posters or placards specially
designed for the travelling exhibition may be
placed outside the museum or gallery where
the exhibition is to be held. If funds permit,
smaller posters or handbills advertising the
exhibition can be printed and distributed in
the locality before the opening date.

Catalogues. 1f catalugues have been published
for the original showing, at least one copy
should be mailed to cach subscribing institu-
tion to help the exhibitur with his publicity
or his labels. Sume agendies send more than
one copy.

In countries where printing costs are high,
the practice of preparing special catalogues
for travelling cxhibitions 1s less common.
When 4 large loan collection is brought to-
gether, catalogues are usually published and
the museum sending the exhibition on tour
may offer the bouk to subscribing institu-
tions un a consignment basis, the subscrib-
ing institution paying only for the copies
suld. Any unsold copies that remain at the
cluse of the exhibition can l¢ returned fur
credit to the originating institution.

If the exhibition is not large, it is often
preferable to document it sufficiently with
wall labels su that the visitur need not buy a
catalogue in order to identity wbjects or
understand the message of the exhibition.

When an exhibition is prepared jointly
by several institutions and then circulated
among them, catalogues may be imprinted
in advance with the names of the co-
sponsors. If the order can be placed in
advance of publication, each subscribin
institution may have its own edition printed.

Aruitoxt provided by Eic:

ASSEMBLY AND DISPLAY

There are more steps in preparing an ex-
hibition which will tour several cities than

there are in assembling a collection for a -

single showing. Furthermore, the circulat-
ing agency is held re. onsible not only for
the character of the ¢ wllection on tour, but
for the clarity of presentation and the safety
of the contents. Individual subscribers may
augment the original collection for aesthetic
or cducational reasons, or to relate the ex-
hibition to their own or local collections, but
the basic quality is established by the original
institution. This institution has a responsi-
bility to itsclf and also to those lending
material for the travelling exhibition. It is
also responsible for quality and presentation
to those who subscribe to the exhibition
without first examining its contents. As an
expression of this sensc of responsibility, the
Victoria and Alkert Mdseum, the first insti-
tutton to provide travelling exhibitions,
states that its circulation collection in no
way represents ‘throw-outs, discarded as
being unworthy of exhibition in London, or
even secund-class examples of lesser mone-
tary value’.t

The collections from the Victoria and
Albert Museum are nurmally circulated only
in England and installed by their own staff
in the provinces (Plates 442 to ¢). Limi-
tattons may be imposed un material which is
to be shipped uverseas, or which has to be
entrusted to less experienced hands. In such
cases the principle is maintained that it is
bettez to substitute a photographic repro-
duction of a first-rate work of art than to
assemble collections of second-class material
for tour. Many exhibitions of unusual merit
and interest have been presented in photo-
graphic reproductions so that they could be
shipped tu institutions whete expert and
experienced staff were lacking,

Most agencies citculating art exhibitions
divide their collections for tour into several
groups. Exhibitors must comply with
certain regulitions to ‘obtain collections in
cach class. On= group may contain works of
art of special value, for which exhibitors

1. P;t;:;—lz'loud, “The Circulation Department
of the Victoria and Albert Muscum’, Musenn,
1950, Vol. I, No. 4, p. 300.

3
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must guarantee particular care in handliag.
A second group, containing less valuable
original works, may be made available to
schools, universitics, libraries, ctc., where in
the absence of trained personnel, responsible
supervision will ensure the neccssaré care in

handling. Other groups will probably con-
tain prints, photographs or other repro-
ductions—replaceable materials —which may
be offered to institutions with less experience
in handling works of art. In other museum
fields than art therc are few specialized
circulating agencies and such differentiation
of exhibitions would hardly be found. How-
ever, in all types of museums, small exhibi-
tions of less valuable material available for
educational loans can often be found.

Travelling exhibitions generally have to
be unpncke§ and installed within a few days
by persons unfamiliar with the contents, and
then repacked and made ready for shipment
in the same time at the close of a showing.
Methuds of preseacation may vary con-
siderably according to the contents of the
exhibition and according to the circum-
stances in which it is to be shown. The most
uscful kind of installation for travelling
exhibitions is therefore the prcfabricntes
type, adaptable to different spaces and
lighting conditions. Weight, which adds to
shipping costs, places a limitation on the
amount of Supgk:memar) material to accom-
Emy the exhibits themselves. Also, not all

ackground features can be planned in ad-
vance. Lighting fixtures, for instance, are
difficult to provide because of the variety of
conditions (type of current, voltage, ampe-
rage, outlets, fittings, etc.) likely to be cn-
countered in the arcas where an exhibition
may be scheduled. It is often necessary,
therefore, to omit such fixtures and trust
that the subscribing exhibitor will see that
proper illumination is provided. If the type
of clectrical service available for an entire
tour can be ascertained in advance, however,
it is more cffective when designing the ex-
hibition to incorporate fixtures in the units
where they are needed (Fig. 6).

Numerous solutions have been found for
problems connected with the assembly and
display of travelling exhibitions. Some of
these, classified according to the type of
exhibit, will be refered to in the fol{owing

pages.

Extremely fragile glass, porcelain, pottery,
old paintings (%:spccially thuse on wood
pancls), old textiles, antique plaster and gilt
picture frames, delicate biological specimzns
and scientific apparatus, fragile and irre-
placeable historical objects and such com-
parable items, whatever the field represented,
are_usually excluded from traveliing ex-
hibitions because of the risk of damage from
repeated handling or shipnient,

Paintings

Puintings arc usually framed for exhibition,
and it has been found that they are safest in
shil)ment when some type of frame is provi-
ded. The frames must have simple mould-
ings and be made of wood. The frame must
project out frum the surface of the canvas on
all sides, and on the back as well if no
stretcher is provided.

It is never advisable to send any type of
moulded plaster frame on tour. Such frames
are too easily broken and may endanger the
canvases if pieces becume loosened in transit.
If a valuable frame mus. accompany a pic-
ture, it should be packed separately or be
double-boxed (sce packing instructions for
paintings, Appendix I, and Fig. 18¢).

Frequently, special frames are substituted
for the permanent frames during the tour.
These should be of simple but good design,
strongly made, and should fit casily into slots
built into the packing cases. They often add
greatly to the appearance of the exhibition
as a whole and becausc of their uniformity
do not distract attention from the pictures
themselves.

Watercubonrs, drawing, print., photographs
or other works on paper

If such works are framed, the simplest
narrow mouldings (15 in. to 1 in.) ruund or
flat wood, strong enough to withstand re-
gcatcd packing and shipping, should be used.

acking is 5rcatly facilitated if uniform sizes
of mats and frames are used. Oversize pic-
tures should be framed in heavier mouldings.
When exhibited, framed works are usually
hung on walls or screens as in exhibitions of
painting. Screens are necessary in many
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muscums where plaster walls, not cquif)pcd
with picture rails, do not permit the direet
application of picture hovks or nails to
walls or mouldings.

Matting can be used to save the expense
of wooden frames and transport costs. ltems
may be matted individually or in groups,
depending on their size and the character of
the exhibition. Even fragile and rare items
may be treated in this way and, in fact, are
o{tcn safer than when framed with breakable
glass,

Unmounied material. If the work is unmount-
ud, place the watercolour, rint or Jrawing
ona large sheet of cardboard. The cardboar
mount should extend at least 4 in. beyond
the cdge of the work on paper (Fig. 7).
Fasten the watercolour to the c.lrdtu.\rd
backing by attaching a fibrous paper such 4o
Chinese rice paper to the top corners of the
back of the watercolour. The rice paper tabs
should be affixed with an adhesive which
will not stain through; library flour-paste
appears to be the most satisfactory. Fasten
the rice paper tabs to the backing mount
with the paste. This is done so that the
watercolour or drawings will not slip away
from the backing mount. (If such matérials
cannot be used, this step may be omitted
altogether because the covering mat tends to
hoki; the work in place sufficiently.) Then
cut a transparent sheet of clear cellulose
acetate or a plastic such as polycthylene,
shightly larger (not more than 1 in.) than the
drawing and attach this protective covering
to the cardboard mount by means of cellu-
lose masking tape (this is a tape, manufac-
tured in various widths, covered with a nun-
water soluble adhesive of great strength).
A paper tape is cheaper, although adhesive
tape used in medical dressings will also serve
the purpose. Cut a mat with a window in it
the size of the watercolour and large enough
to extend to the edges of the cardboard
packing mount. Affix the window mat to the
backing mount with paste so that the edges
of the watercolour will be ‘sandwiched” in
between the covering mat and the cardbuard
backing, and the surface covered with the
transparent sheet.

“The teansparent sheet must be rigid (thick)
enough not to tear casily. Theyonly disad-
vantage of this type of materiaf is that some

.
Kinds are not’abs\)lutclr clear and a slight
discoloration toward yellow orﬁrcy is notice-
able against the work of art. Better quality
materials will not noticeably affect the colour
of the paper and the advantage of havisg the
work ‘scaled’ into place for the duration of
the tour may offset any slight discoloration.

When the work returns from the tour, the
mat can be cut apart and the drawing re-
moved without injuring or soiling its sur-
face. The usc of thin rice paper tabs to affix
the drawings to the backing mount makes it
vossible to lift the wateréolour or drawing
&rum the wount without tearing the paper
on which it is painted. Tiny ﬁ%)rcs of the
ricc paper may adhcre to the back of the
watercolour paper, but no harm is done to
the work itsclf. This type of mounting,
recommended by museum print depart-
ments, requires skilled technicians to cut the
mats cleanly and to mount the work of art
carefully. It is not advisable to entrust this
work to inexperienced hands.

“Labels can often be incorporated at the
lower left-hand corner or along the bottom
of these mats, giving the show a necat
appearance and avoiding the necessity of
matching and hanging scparate labels.

Protecting matted prints. A similar method has
been devised for mats which are white or
light in colour and which might be soiled by
handling. The transparent sheet is~placed
over the entire surface, covcring mat as Well
as the watercolour, the latter being mounted
on a backing shecet amd covered with a
window mat as described above. The sheet
is fixed to the covering mat by means of a
linen, plastic or other adhesive tape which
binds ail three surfaces together around the
cdges. The work of art is again scaled in 2
dust-proof ‘sandwich’.

If a clear plastic is not available glass may
be used, but great care must be taken to
fasten it into place thoroughg around the
cdges with ‘the binding tape. Otherwise it is
safer to return to the conventional method
of framing wirth narrow wooden mouldings.
If bindings arc used around the edges, som
means of hanging the mounted works musE
be provided. Metal ‘gtommets’ (small meta
eyclets or rings) can be punched through the
surface of the mats. Tacks, nails, picture
wire or cord can then be passed through the
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holes without da...ge to the mats. If such
fasteniers are not avaidable, linen tabs may be
made by glung together several sheets of
linen (ur any doscly woven fabric) and
cutting them 1ntu strips. The strips are then
slued to the upper cutners of the mats, pre-
ferably so that they du not shuw abuve the
curners, These strps may be tlat for use s o
tackhing surface, ur luoped for hunging with
picture wire ur cord. They are less durable
than metal grommets and nuy pull louse
from the back of the mat if they are not
handled with care. But they serve the pur-
pose if no betrzr means is available and they
can be repliced easily.

Mounting several tprint; on a mat. I several
worhs of art of different sizes are w be
mouunted tugether, the methud described
abuve for uamounted material can also be
used cfectively (Plues 17, 284, b and o).
Labels can be mounted directdy upon the
mat surfuce. The use of painied paper ut
cluth letters for titles adds to the clarity of
the prescutetion. Numerous small items can
thus be grouped together fur more cffective
display and mure cificient paching,

Sealed airtight mounting. .\ variation of this
List method is to use sheets of heavy trans
parent plastic (which is sold under varying
trade names, lucite, perspes, plesigliss, etc.,
in different countricy). The waterculour in
its mat 1s pliced between two rigid clear
plastic sheets which project beyond the vut-
side edge of the mat un all sides. .\ plastic
filler strip 34 1. wide and the cxact thickiicss
of the mat, watcrcolour and bachbuard is
inserted un 4l four sides. This assembly
must be carried out in a rvom in which the
redative hunudity 15 not less than 20 and not
more than 68 per cent. The filler strip is
then cemented to the front and back plastic
sheets making o cumpletely sealed [‘)ll.mic
casing impervious to dust, water and hunii-
dity (Plate 36), which is almoust indestructible
cven when subjected o exceptionally
violent handling.

Mounting photographs. Enlarged photographs,
muade frum negatives which arc still available,
need less protection. Photugraphs may be
mounted directly, cther individually or in
groups, un heavy cardBoard, woud, compu-

sition board or other rigid panels. If an
enlargement is tu be mounted individually,
it 1s often advisable to extend the photo-
graphic paper un which it is printed beyond
the edge of the mount, wrapping it around
the edges and fastening it to the back of the
mount. This will prevent the edges of the
Fhutugmph from lifting or_teanng louse
rum the buacking mount. Rounding the
curners of mounts ur panels to which
phutugraphs are fined will reduce the rish of
damage in handling and packing,.

Seulptnre .
The travelling exhibitiun of sculpture always
presents problems of display because the
exhibitor must have un hand envugh pe-
destuls the right size and height tu show the
picces to advantage; if not, the circulating
agency must provide them. The latter alter-
native is not always practicable and may be
cxpensive unless means can be found to
transport the eahibition by van. Collapsible
pedestls made of plywoud have been de-
signed butjeven these are expensive to con-
struct and ship (Fig. 8). Lighter weight
materials wre unsatisfactury as they are apta
tu bend ur buckle with successive handling
and packing, Eshibitors themselves have
built simple pedestals made of inexpensive
light-weight wood frames tu which card-
buard can be nailed, but they must be made
sturdily tu suppurt the sculptures. These,
huwever, are nut suitable for travelling ex-
hibitiuns unless the sculpture included is
limited to very light-weight materials such
as holluw clay, plaster casts, papier-maché or
some of the less dense woods.

Easily-packed collapsible metal stands,
such as the tripuds used by photugraphers,
might be experimented with for touring
cullectivns such as educativnal exhibits in
which unly replaceable items of np great
value are used. They are not to be recom-
mended, howevet, for sculpture of any great
weight, rarity or fragility, because of the
risk of their tipping over or being knocked
into by visitors.

Very small sculptures may be mounted
upun small blucks of woud which are then
fastened tu a wall panel, but such installativns
invulve risks tu which the uwners must




-

]

2 3| |
1 :
]

4 —i—>

cmsnd

»
)
.
1
]
[
)
»
.
.
.
]
)
[}
v
»
-
1

-

R

amsesessnwwme
mrmam memEm e -

R TR

aew oy

i
X
i
'

i

r
/
5

Fig. 7. Matting a watercolour with ccllulose acctate or plastic covering sheet.

A. Fasten the watercolour (1) to the backing mount with tabs made from rice paper (2).

B. Cut cellulose acetate or plastic sheer (3) slightly larger than watercolour (4).

C. Attach transparent sheet to mount with masking tape (5).

D. Cut covening mat (6) the stze of the watercolour and paste to baching mount, add label (7)
and metal rings or grommets (8).
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. inch plywood

Fig. 8. Demountable pedestal made of plywood for sculpture. -

A. Four pancls 3, b, ¢, d, laid out flat, and metal hinges (1) screwed into place,

B. Tup view of the four panels shuwing the besvelled bluck of wood to hold the top picce in
place (see also D, which shows the method of mounting).

C. Top piece to be set uver the fout panels whenassembled (the prece s made of
}r:!uuné():d un bevelled wuuden bluchs so that 1t fies securely in place when the panels are tightly

inged).

D. End view of onc pancl made of 3g inch plywood., .

E. View of pedestal showing final assembly with the hinges to be screwed into place.

F. Assembled pedestal showing the final screws in place.
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Fig. 9. Suggested methods of displaying textiles.

A. 1, wire; 2, pole or dowel; 3, textile; 4, dowel; 5, tape loop; 6, sewing; 7, textile.

B. 8, dowel or strip of wood; 9, textile looped on to dowels or strips; 10, label.

C. 11, i wire through celluloid; 12, sewing; 13, two sheets of celluloid; 14, textile.
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agree before lending. The sculpture should
be pachad scparately, the block installed vn

4 wall pascd or screen by serens attached

through the back of the pand. The sculpture
should be wired to the bluck so that there is
no danger of its being removed during ex-
hibition.
Small pieces of sculpture can be further
Emtccxcdp in this manner by attaching a
eavy plastic ‘vitrine” (a transparent case) to
the surface of the pancl. Alternatively, the
pancl can be converted intu a wall-case,
with a plastic or glass face, the sculptures
being ntmc(bed to the back of the case.

Textiles and costumes

Many means have becn devised for exhibut-
ing textiles, but itis always ditficult to show
such exhibits to real advantage. Fortunately
fabrics arc faicly adaptable to different forms
of presentativn and they can also be shipped
casily if they are nut in any way fragile.

Large pieces —rugs, bed coverings, table
linens or wall hangings -may be mounted
on long wouden pules ot buards whech can
then be hung frum ceilings or walls by
means of picture wire. .\n impurtant puint
t0 note is that such teatiles should always be
mounted on the poles or wooden strips by
sewing luups ot tape at clusc intervals on the
back of the teatile through which the wuod
picce may be slipped. Smaller preces may be
similacly fined to dowels or sticks attached
to buth tup and buttom edges to hold the
fabric flat (Fig. 2). If buth sides of a fibric
arc to be shuwn, the piecc may be moaaied
between two narrow woud frames and the
frames hung frum the ceiling or pliced on
simple wood stands like screens.

vstumes are usually best displaved to
show the way 1n which they are worn.
Simple outline figures may be made of
demuuntable picces so that they can be
packed flat. Often, however, to faalitate
paching, costumes arc sumply displayed un
walls or attached to panels (Pﬁtcs 37a
and b).

Fragile, rare or unique items should be
treated like paintings or Jrawings, mountel
under glass, rigid plastic sheets or heavy
cellulose acetate in frames or mats. An
attractive method of mounting very smui

«

and rare ot fragile items, such as examples of
ancient weaving from Egypt or Peru, is to
plice them between two transparent sheets
which are stitched tugether at intervals
around the textile samples (Fig. 9¢).

Three-dimensional objects

This category includes small items such as
tableware, stlver, pottery, smali carvings,
decurative ubjects, toys, jewellery, ivorics,
industrial design, scientibic specimens and
apparatus, etc.

= Such items can be well displayed in many
ways, depending upon their size, value and
fragilicy.

Wall panels. Some items can be mounted
directly on pancls which are hung like pic-
tures trom a wall (Fig. 704 and Plate 245).
If valuable itcms are mounted un the f ncl,
they may be wired to the surface, and pro-
tected by attaching a sheet of heavy plastic
(pleniglass o1 lucite) of equal size two or
tﬁrcc inches away from he surface of the
Fancl. The protective sheet is bulted to the
our corners of the panel with metal posts.
The pancl affords the protection of 2 wall-
casc, 1s simpler to construct and is lighter in
weight.

To accommodate three-dimensional ob-
jects, hinged sheives can be attached to
panel su that they fold flat for shigping.

Another variation is a pancl which has a
protecting frame fastened on a slant so that
at the top it is perhaps 1in. deep and at the
buttom.? or 8 in. deep, forming space above
for flat material and, below, a shelf for
objects in the round. Such frames can be
planned so that they fit one against the other
tu make a rectangular box which fits snugly
into a shipping casc (Figs. 704, #%nd d).

Demonntable tables. Objects may be affixed to
the tble tops or E.nckcd separately and
placed thereon by eachexhibitor. The method
depends upon the size and nature of the
ob]cctsf(lec 38a).

Demountable vase, ur wall-cases. This method
is best for vbjects which must be protected
by glass or heavy plastic covering. Such
cases are usually small for case of handling
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S Fig. 10. Wall-case for displaying three-
dimensional objects.

A. Frame showing objects on base; label, letters

POTTERY and flat ob;cctgonlback of casc.

B. Similar type of casc of different proportions.

C. Such cases may also be placed on a table or
a stand.

D. Two cases placed together for packing.
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Fig. /1. Table-case with removable glass cover.

A. 1, top of frame; 2, projecting edge of frame to hold glass; 3, glass.
B. 4, glass; 5, profile of side of case; 6, bottom panel.
C. 7, three-quarter view of table-case.
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and for safety 1n shipment. The table-cases
are usually made of light-weight woods, the
surface on which the objects are displayed
being polished, covered with a fabric or

inted—whatever best sets off the items
exhibited. If the specimens need to be pro-
tected by glass covering during exhibition
only, a sheet of glass, shipped separately,
can be setinto a recessed edge formed by the
sides of the case (Fig. /7).

Demountable installation tmts. The manufac-
ture of unit systems of posts, shelves, panels
or table surfaces which can be asscmbled by
each exhibitor intoa completely free-stand-
ing structure will be more furly discussed
under ‘Panels and free-standing display
units’ (page 76). Excellent organization of
an cxhibition can be effected %) ; means of
such units, lighting incorporated, so that an
entire room seems to be created quite inde-
pendently of the space i which it exists.

Attention is called to' this type of display
for small objects because it permits maximum
flexibility and combines the advantages of
tables and wall panels (Plate 385).

Glass cases. When trucking is available for
transport, glass cases or ‘vitrines' may be
safely used for travelling collections. Hand-
some cases, casy to install, have been devel-
oped for small objects by numerous agen-
cies, ecspecially in Europe and in Great
Britain where motor transportis widely used.

Books

Depending upon their rarity value, books
may be treated like small objects—mounted
upon rig:d panels, placed on demountable
table or in wall-cases, or framed like pictures
under glass.

If it is possible to display unbound pages
of a book, these pages may be treated ltke
watercolours or other works on paper, and
framed with glass or mounted with celluloid
coverings in mats. An cffective method of
displaying a series of pages from a single
book is to mount each page aganst a card-
board background, cover it with a trans-
parent sheet and bind the edges together
with adhesive tape. Cor ecutive mounts can
then be glued togethe at one edge with

Q

heavy canvas tape hinges and displayed like
an accordion .‘ordcr on a shelf. -

Bindings should be exhibited in table-
cases. Small containers of water should be
placed inside cach case to ensure sufficient
moisture content so that bindings will not
crack or flake from drying out.

Posters

Four methods have been found equally
satisfactory for displaying posters. The
choice is again made according to the value
of the work. Mcans of exhibiting and weight
of shipment are also factors to be considered.

Unique and valuable examples of l])omr art.
A poster may be framed under glass as if it
were a(}minting. A smaller size of glass is
required if the poster is mounted without a
mat, as is usually the case.

« To decicase the weight of a shipment and
avoid the hazard of using glass, the poster
may be covered with a sheet of clear cellulose
acetate or plastic. The poster is placed on a
sheet of cardboard of cqual size and the
entire surface covered with the transparent
sheet, the edges being bound with strong
adhesive tape. Linen tabs or metal rings may
be affixed to the back of the mounted poster
for hanging. This method is not suitable for
mounting very large posters because the
sheet is apt to buckle and pull away from the
binding tape around the cdges. Posters more
than 3 ft. X 4 ft. in dimensions are better
mounted by one of the methods mentioned
below.

Replaceable contemporary posters. A simple and
economical method is to mount the poster
on heavy cardboard or composition board.
Metal grommets or rings placed in the cor-
ners cnable exhibitors to hang them ecasily
from picturc mouldings or tack them to the
walls. Sometimes collapsible framing systems
arc sent with posters in order to display
them independently of wall surfaces.

In ordet to decrease the weight and bulk
of a shipment of posters, they may be mount-
cd on heavy linen or canvas. Theedge of the
cloth should project an inch or more at top
and bottom to permit insertiog of the
hangers without damaging the poster itself.
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“The use of cloth backing permits the puster
to be rolled for shipment so that only a
small packing case is required. The pusters
can be tacked to wulls, Lung from picturc
wire or attached tu frec-standing framing
systems with cord louped through the metal
rings and pulled taut so that the poster
remains flac (Fig. 72).

Furniture

In general, furniture has to be treated like
sculpture, mounted by each successive ex-
hibitor on platforms, pedestals or directly
on the floor. Light-weight modern chairs of
a durable character can sumetimes be mount-
ed directly on wall pancls to call attention
to some special construction feature.

More often, cxhibitions of furniture
design are composed of enlarged photo-
graphs, supplemented by only one or a few
small picces of furniture neither too fragile
nor too bulky for casy shipping. When
motor transport is used, large picces which
do not require buxing can be included,
but for shipments by rail, boat or air such
picces are usually eliminated.

Model rooms have been devised with
miniature pieces of furniture exemplifying
the character of a given period of design.
Such collections arc often fragile and some-
one is needed to accompany the exhibition
to mahe repairs, to supcrvisc all packing and
handling and to install the model roums.
These cxhibitiuns have been remarhably
successful, however, and the additional cost
of preparation and maintenance can be at
least partly offset by ¢ntrance fees paid by
visitors.

Architecture and civie planning

Carcful reproductions of buildings un a
small scale are often used fur exhiBigjon pur-
poses in the same way that model rodngs are
used to give an idea of the architectural $tyle
of a puriod. As such models arc usually
fragile and difficult to repair, their use in
travelling exhibitions is restricted.

Pedestals on which models can be shown
must be devised by cach exhibitor. Scaffold
frames may be constructed and cuvered with
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cardbuard, paper or cloth. Sume circulating
agencies suggest the use of packing-cases
and include a cloth cuvering éur us¢ when
the models are displayed. The disadvantage
of this method is that the model rarely stands
at the proper eye level from which a building
should be scen.

Small, light-weight models can be shown
on shelves fixed by braces to a wall. Shelves
and braces may be shipped in the case with
the model. Frcc-smncﬁng display methods
arc usually preferable, however, because
many muscums cannot nail braces against
their walls (Plates 394, b, ¢, d, ¢).

Sumetimes it is necessary to protect the
model from curious fingers by covenng 1t
with a glass or heavy plastic “vitrinc’ or box.
Again, it is wificult to ship such items by
rail and they are not usually included unless
shipment can be made by van,

chhitcctuml exhibitions may also be
cumpused of enlarged photographs, labels,
maps, ctc. Small sections of buildmgfs, struc-

" tural features or samples of materials can be

mounted directly on wall pancls. Civic plan-
ning can be demonstrated with small block
units resembling various types of buildings.
Educational displays of this kind containing
photographs and diagrams as well can be
cunveniently packed In boxes with shelves,
which open liEc closets (Plate 39/).

Large models used to represent whole
areas, such as civic planning exhibitions, are
often made in sections fur case in shipping.
They can be assembled as a mural display,
the sections being hung against or mounted
un a wall panel, or shown flat on a table base
or on the floor.

Panels and free-standing
display 1nits

Like architectyre, many subjects for display
can be treated in photographs, colour repro-
Jductions or Smnl[)thrce-dimcnsionﬂl objects
mounted directly on panels. Because so
many muscums were built to house only
permanent collections, little thouﬁht being
givgn by their builders to providing con-
tinuous wall space for the temporary presen-
tation of two-dimensional material on loan,
they find Qv difficult tu take advantage of
travelling exhibitiuns. The general need for
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Fig. 12. Mcthods of a.*aching linen-backed posters to frame.

A. Detail showing poster attached to support at top. 1, vertical support; 2, cord; 3, metal ring or
grommet; 4, linen mount; 5, poster.

B. Detail showing poster attached to supgon at side and top uf free-standing frame; linen mount

8ro;ccts at side and top of poster: 6, horizontal support, 7, linen mount; 8, vertical support;
, cord; 10, metal ring or grommet; 11, poster.
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Fig. /3. ‘Struc-Tubl’, a demountable frameworh designed by George Nelson and manufactured

by Aftiliated Machine and Tool Company, New York.
A. Plan of base.
B. Vertical section. Hollow tube fits over centre post attached to base.
C. Section of centre post showing how horizontal tubes are joined 10 post.
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*Fig. 14, Juines used in box cunstruction. From Iefe to aghe, Lindernean joint, ship lap jont, bute

joint, tongue and groove joint.
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systems of disFlaying material which are
independent of the spaces available has
prompted a series of ingentous solutions,
rimartly designed by architects. All are
ascd upon methods of creating free-
standing walls, cases, pedestals, panels,
shelves or tables on which exhibitions may
be presented. .
While panels can, of course, be hung like
ictures agamst a wall, it is often difficult
For an institution to provide sufficient un-
broken wall space to allow for the proper
circulation of visitors from the beginning to
the end of an exhibition, especially when a
particular sequence of panels must be main-
taned. For such exhibitions, panels mounted
on vertical supports which can be sct up in
open spaces are more useful. The exhibitor
can place the exhibition so that some flexibil-
uty is allowed in the sequence of pancls to
accommodate entrances, exits, patrols of
guards and to create open spaces in which
groups may gather for talks or lectures on
the materials displayed (Plates 3, 23, 284, b
and ¢, and 3%4). :

Important considerations in the design of
portable 1nstallation units are case of packing
and lightness for shipping, speed of assem-
bling and dismanding, and easc of main-
tenance. But as an architect has pointed out,
most exhibition units are “designed primarily
from the standpoint of the materials to be

xhibited and not from the conditions under
vhich they are to be shown’ (Joseg_h

rreiro, Willlam Daley, Charles Quillan on
“Flexible Display’). Architects have there-
fore given particular thought to designing
umt structures which will be Cnpnlﬁc of
presenting a variety of cxhibitions under a

Q
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variable number of physical conditions. A
number of these solutions are discussed
below. Some of these systems are now being
manufactured in the United States so that
units can be purchased by an exhibitor or
circulating agency and put together in
whatever groupings the exhibitor ‘needs to
accommodate his display. Morcover they
can be used in different’ combinations for
variov s exhibitions so that a set of units may
serve for successive exhibitions sent out over
a period of years (Fig. 73 and Plates 24 and
b, 12, 24b and 33b).

Panels are usually made of plywood,

ressed woud, composition board or other
Eght-wcight material painted in attractive
colours, perforated or covered with cloth.
Exhibitors can di?alay pictures, photographs,
pusters or other flat materials on the panels.
Architectural models, sculpture, books or
other three-dimensional objects of various
kinds can be packed separately and hooked
on to panels, or they may be shipped as an
integral part of the panel'if their nature and
condition permit. .

Certain imagihative designers have com-
bined units manufactured for entirely differ-
ent purposes into display systems for
cxhibitions at very moderate cost. The
success of such efforts and, the fact that
structural units for display purposes are now
being manufactured marks a'step in advance
towad easc in assembling and packing both
travelling installation and the-objects them-
selves. It is possible that in the future many
more exhibitions will be organized by mu-
seums for circulation if such materials can be ©
miade available at reasonable cost (Plates 764
and b, 33aand b, 394, b and rl)
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CHAPTER V

PRINCIPLES OF PACKING

INTRODUCTION

Because the protection of each work of art
presents a different problem, it is impuossible
to st out rules which cardfibe followed with
complete success in cvery instance. There
are, however, certain general principles
which apply- to packing all materials for
travel and which cxgcrienccd packers have
agreed are essential, But only experience and
knowledge of guod packing can guarantee
results. ‘Thus, a general programme of
training for muscum(rcrsunncl n the prob-
lems o% ;fmcking, handling and transporting
works of art can nccomp%ish far more than
any manual of instruction, huowever detailed
and complete. The printed word cannot take
the place of experience.

Since the objects will be unpacked,
handled, and repacked by persons not familiar
with them, it is best to use standard methods
where possible. The outline of packing pro-
cedures given here is based on an article
entitled ‘Packing Problems and Procedures’
by Robert G. Rosegrant, which appeared in
the January 1942 issue of Technical Studies in
the Field of the Fine .Arts, now nu longer
issued, but formerly published by the Fogg
Art Museum, Harvard University, Com-
bridge (Mass.), United States of America.
Another excellent work on the subject is
entitled Safegnarding Works (f/ -4r# by Robert
P. Sugden of the Metropolitan Muscum of
Art, New York (sce also Appendix I1).

So as to clssify packing procedures
according to practices already in use in a
number of muscums, the seven classifications
set out in the twa_publications mentioned
are being followed, The procedures have,
however, been modified to apply more

sgcciﬁcnlly to travelling exhibitions than to
shipments of single works of art on loan,
going to and from a single destination.
Objects in each clussification require a some-
what different packing procedure, but the
following general rules apply.

GENERAL RULES

The form for the outline of general rules has
been taken from a report prepared by a
committee of the American Association of
Museums on the pact'ng and handling of
objects. Technicn{) information. on con-
struction of cuntainiers has been further
amplified by dawa supplied by the United
States Department of Commerce in their
publication Modern Export Packing.

Cases

Construction. Seasoned (air-dried) wood, aged
to a state of maximum stability, /s in. to
1in. in thickness, free of bad cross-grain or
knots, is recommended for the construction
of shipping cuntainers. to travel by rail or
boat. (gpcncmtcs.uc never used forshipping
works of art. Containers must be Ysolidly
constructed, lumber should be tongued and
grooved or otherwise matched (Fig, 74).
Interior dimensions should be from 4 in.
to 6 in. larger than packaged contents to
provide space for resilient padding. The
exteriur uf the case should be_reinforced by
cleats and riding battens (Fig. 75). Cement-
cvated nails should be used since they have
a greater resistance to withdrawal from
wood than untreated nails. Wood may be
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coated with parafin to prevent muisture
escaping when hunudity Llll-kﬂgcb tahe place.

Small cases for lightweight ubjects may
be made of Y4 in. to Yy in. plywood rein-
forced with heavier lumber, particularly on
the ends (Fig. 76). Unless exhibits are heavy,
such boxes are usually used for transport by
air.

Cover attament. Screws should be used for
cover attachment where cascs are construc-
ted for only a few trips; bolts are preferable
when successive shipments are foreseen.
Nails must never be used to attaly covers of cases

Sor travelling exhibitions. Successive nailings

tend to split the wood and weaken the con-
struction of the packing case. For shipment
overseas, some type of lock may be used,
and metal strap sealing is advisable in order
to hold the case firmly together.and help'to
distribute shock which would otherwise be
absorbed at the puint of impact (Fig. 77).

Waterproofing. Containers should be lined
with ‘waterproof paper, tacked or stapled
down, and with overlaps sealed into place
with gummed tape. Side and end papers
shoult%bc long enough to fold over to form
a cover for contents.

Interior {artmons. Sepatatiun battens should
be used when mote than une object is
packed in a single bux. They may be made vt
corrugated board ur heavy lumber, depend-
ing upon the weight and shape of the
ubjects. These battens pruvide interior
reinforcement and a partial flour vr wall for
the different objects so that they cannot shift
when the container is moved (Fig. 184).

Board battens should have cleatsgfPached
to them at each end. The cleat furnishes a
means of attaching the batten tu the vuter
container withuut nailing it directly to the
wall of the packing case, thus distributing
any shock (Fig. 180).

If used to held paintings in place, battens
should be pnddcf with excelsior pads and
not nailed or otherwise directly attached to
the picture frames, When board battens are
used to support paintings, heavy corrugated
board of tgc same dimiensions as the interior
of the case should be placed cither uver ur
under the battens. A separator shéet should
also be placed beneath the first object

(Figs. 784 and ¢). When used to support
heavy objects (sculpture, furniture, etc.) the
batten should be padded with excelsior
padding, foam rubber or felt, wherever it
comes 1n contact with the object.

Size. Risks increase in proportion to the
number of objects in each case. Boxes should
not be heavier than one man can lift, unless
the circulating agency hnows that each ex-
tubitur has suffictent staff or equipment to
handle heavier cases. Cases must be stron
envugh, huweyver, to carry the loads intcndcg
for them. Tt is better to make additional
cases than tu overload those available. For
safety and convenience, handles should be
of metal or strong rope. .

Padding and wrapping

A rule of first importance, and one to which
all museums an Pncking experts agree, is
that objects must ‘foat’ in the packing case
and be free of contact with the walls or with
other objects in the case. This is to prevent
the transmission of vibration or shock from
the outside container to the ‘gmcked object.
For this reason, battens or braces to hold
ubjects in place must not be dircctly attached
to any item, but separated from it by some
shock-absurbent such as excelsior padding,
foam rubber, felt or other resilient lining
such as some of the new plastic foams. The
padding should always be firmly affixed. If
tachs are used, they must be long enough so
that they will not work loose during ship-
ment. It is better to attach pads with ad-
hesive tape or to staple them, than to risk
using tacks that might become loosened. In
cases constructed for repeated shipment of a
specific object, the padding can usually be
sccurely built in; it should be from 4 to 6 in.
thick between the objects and the wall of
the packing case and packed in tightly
enough tu prevent scttling toward one side
of the case.

All padding material should be wrapped
and sealed in self-contained units. The use of
loo.e excelsior, cotton or other padding is

crmissible only when objects are already
oncd or wrapped in heavy paper or cloth.

The padding material must be resilient.

packed and vver the List vne in the case. For single shipments shredded newsprint or
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iig. 15. Typical box constraction.

. y
A. Top view, casc open. Metal plate (1) screwed
into side. Hole in centre to reccive bolt
attached through the cover plate. Batten (2).
. Top view, cover in place. Batten (3). Metal
plates (4) to fasten cover.
. Three-quarter view of case showing siding
battens and reinforcing battens.

Fig. 17. Mcthods of applying metal straps.

A. One strap: place at centre of length.

B. Two straps: place one-sixth of length from
cach end.

C. Three straps: place centre strap cqual distance
from two end straps, latter placed one-sixth
of length from cnds. :

D. Metal straps placed over battens.

Metal bindings act perpendicularly to the grain

inthesides, top and gottom ofacase. Theyshould

be placed tightly enough to cut into the wood so
they will not loosen if the box shrinks.

U 1
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Fig. 16. Three types of plywood cases with reinforcing battens of heavier lumber.
1, 2, plywood; 3, heavy lumber batten.
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Fig. 18. Interiur partitions. =

A. Corrugated board batten. Box cut away to
show corrugated board barttens (1) between
pictures.

B. Top view, box open. Lumber batten or brace
(2) screwed to cleat (3). Clearscrewed to wall
of box. -

C. Side view showingfragile frame and painting
ininnerbox (4) ‘floated’ iécxcclsior (5). Outer
box (6). Batten (7), Cleat screwed to box (8).
Frame sceewed to cleat (9).

>}




Iig. 79. Metal straps and plates.
A. Metal strap, actual size.

B. Picturc wire plate, actual size.
C. Straps and plates in place.
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waxed paper may be used, but these materials
are oot recommended for travelling exhibi-
tivns because they tend to absorb moisture
and to mat, losing their resilicncy after
several trips. Straw and sawdust alsu absorb
moisture casily, indeed their presence in
packing containers is forbidden at ports of
cntry to many countries. Excelsior scenus to
be the most satisfactory for general use, it is
the least expensive, stands up tu continued
use over a long period and retains its re-
silieney. It should be fresh, however, at the
start of a tour su that its resilience is at a
maximum and care should always be taken
to seal it Off from contuct with objects
packed, for fragments tend to work their
way under the frames and glass of prints and
into crevices of other objects.

Artificial fuam made of cellulose, plastic ur
rubber has been effectively used for paddiug
but often needs a protective covering of
muslin or sume uther inexpensive cloth. If
foam rubber is allowed to come into direct
contact with certain polished metals its
sulphur content may causc stains which are
duficult to remove. Foam rubber may some-
times stick to 4 Jdelicately encrusted surface,
for caample, Old glass, removing small par-
tides and cawsing injury to the surface,
Unless used in great qugniity, synthetic
foams are nut satisfactory for beavy items
fur a shock against the vutside container will
be transmitted directly to a heavy object.
Their use without cxeelsiur should thereforc
Lo carefully considered in gelation to the
weight of the ubjects packed. They also
cost more than acclsior, although the ex-
pense may  be justified by repeatsd use,
chicfly as p.nldi\hg un brates for paintings,
sculpture ur uther heavy objects. The brace
fuactions as the support, and the foam holds
-n suspension the objects packed within the
container.

All fragile surfaces, such as varnish, paint,
cte, should be protected agdinst contact
with any lvose-padding material and-paper-
wrapped pads are equally injurivus to such
surbaces, An interior pachage, dust-tight,
moisturc-resistant, rigid and free of fragile
surfaces should be made for any ubject uf
this kind.

Only tissuc paper, wancd paper, mulberry
paper or suft cloth should be used to waip
delicate objects such as je@ellery, old glass,

ivorics, painted putterics, ¢te. Cotton batting ~

is apt to adhere tu a delicate surface and may
damuge the ubject when it is removed. Once
protected with onc of the smooth papers,
such objects may be wrapped in cotton
hatting for further protection before being
placed in the packing container.

Mineral woul, a non-combustible material
made of asbestus ur gypsum, though less
frequently used, is also entirely satisfactory
for this purpose.

Puctures covered with glass, If glass must be left
on pastels, drawings, prints, watercolours or
other works on paper, it should be protected
by affixing strips of masking tape to the
surface in a criss-cruss pattern or, better, in
horizontal strips 1] in. apart. The strips are
applicd to hold /small tragments of glass
together should any breakage occur in trans-
it. Paper or cloth glued to the glass has
proved unsatisfactory because many packers
are carcless m removing it with water.
Moisture penctrating ungcr the glass can
cause serious and sometimes irreparable
damage to a drawing or watercolour. The
advantage of the masking tape is that it can
be removed casily by merely pulling onc end
away from the surface to which it is attached,
and it can be ased over again. Fresh masking
tape leaves no mark on a glass surface, nor
dues it dry out or come loose from the glass.

Glass measuring more than 24x30 in.
should always be removed and packed sep-
arately in a compartment at the bottom or
side of the continer; or alternatively, the
picture can be removed and packed sep-
arately, the glass being taped and packed
within the picture frame. For travelling ex-
hibitions it is always preferable to ship
pictures without glass covering,

Condition of objects

Puintings and other highly valuable works
of art in"poor-condition should not'be sub-
jected tu the hazards of shipment. All works
should be carefully examined prior to ship-
ment and a record made of thei condition.
If pussible, phutographs should Le taken fur
‘before and after” comparison should any
quostion of damage arise. Such photographs
are invaluable when a clum for insurance is
necessary.,
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Marking cases

All shipping cases should be clearly marked
in stencilled letters at least 2 in> high in
black indelible ink to assure careful handling
and indicate shipping destinations during a
tour. Words such as Fragile, Handle with
Care, should be painted on the outside of the
box 1n bold letters. An international symbol
for a work of art (e.g., an artist’s palettc)
might be agreed upon to be stencilled on
every case containing a valuable work of art.
Shippers remark that the goblet, used to
signify fragile materials such as glass or
china, is now recognizable to all who handle
packing cases. The symbol for a work of art
would also in time become universally rec-
ognized and would ensure more than the
customary caution in the handling of large
boxes. Often language difficulties make the
printed words uscless, but until an inter-
national symbol is adopted, itis wisc to print
on the box in large letters Works of Art, ot
Pamnting or Sculpture, in whatever langua-
ges may be necessary.

A meeting of govermental experts from
fifty-two Member States was held in Geneva
in 1957 concerning the Unesco Agreement
an the Importation of Educational, Scientific
ond Cultural Matecials. The meet’ .g decided
that: ‘Every possible facility is to be given to
the importation of educational, scientific and
cultural materials for showing at anapproved
public exhibition and for subscquent re-ex-

ortation. These facilities include exemption
rom customs duties and certain other charges
and the granting of the necessary import li-
cences. In addition, it is recommended that,
both ‘upon exportation and importation, the
customs inspection should occur at the
museum or place of exhibition, in the pres-
ence of a muscunycurator and his special-
ized staff.

“The 1957 .nceting, p-ting that most cx-
hibitions entitled to ﬁwsc facilities have been
- held under the sponsorship- of--the Imer-

national Council oFMuscums, recommended
that cxhibitions certified by that organization
should be granted the privileges of Article
I1I. The International Council of Muscums,
with the approval of the 1957 meeting, has
esteblished a label for that purpose.

‘The label, reproduced overleaf, calls at-
tention to art shipments and ensures proper

Q

care and, under Unesco’s gencral pro-
gramme for facilitating passage of cduca-
tional and cultural materials across frontiers,
it is designed to cxpedite and simplify
customs procedures.

The §drews or bolts which should be re-
moved 0 open the case and saved for use in
reshipment should be clezrly so marked on
the box, together with the indication Open
Here. To facilitate better handling of ma-
terial which should remain in onc position,
the box should also bear the message This
Side Up. Sometimes exhibitors place ‘fins’
on all sides except the bottom, so that the
case will remain stable only in the correct
position (Plate 40).

Replacing packing materials

The general rule that louse packing material
should be avoided in packing travelling ex-
hibitions deserves to be stressed. If excelsior
or cotton padding is absolutely necessary, as
in the case of some sculptures or small
fragile objects, the packing and unpackin
instructions should indicate in bold paimeﬁ
letters on the inside of the packing case that
these materials are to be saved for use in
repacking, and that any damage to this
padding during th. tour must, at once, be
reported to the circulating agency. The
padding should then be replaced cither by
theagency or the exhibitor.

SPECIAL INSTRUCTIONS
Paintings

Oils, temperas, ete. The weighe of the pictures
to be placed in one packing casc should nos
cxccc(i) the weight one man can handle. This
stipulation is repeated because most damage
to pictures occurs when cases are too heavy
10 %e casily managed by those who must
move them in and out of galleries, storage
rooms, uif »railwa{ platforms or wagons.
Sometimes scveral large pictures must be
packed toether to save costs of labour and
materials in boxing; exhibitors should then
be warned in advance that two or more men
will be needed to move the boses. The use
of ‘dollies’ (fat platforms on casters) also
cnables one man to move large cases more
casily and safely.
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"The stze of pictures included in travelling
exhibitions should be linuted to what one
man can carry safely. If larger paintings are
included, exhubitors should be informed in
advance so that two men will be available
for unpacking.

Paintings protected by glass present a
special problem which we have dealt with
above. Arrangements for their shipment
should be made only with the consent of the
owner. (For ocean voyages, it is not wise to
remove glass from a canvas; the change in
humidity may causc damage to the paint
surface.) The substitution of heavy, rigid
plasqg for the breakable glas. may reduce
tne risk of damage in transit.

Shadpw boxes should be climinated, if
possible, from travelling cxhibitions. Glass
placed away from a backing, as it is in a
shadow box, is mote easily broken than
glass backed against a rigid support. If
shadow boxes must be included, they should
be packed separately from other pictures in
a special case, -

crew cyes should not be left on frames

- while in transit for they are apt to come loose

and the pointed end may damage frames or

ictures. Instead, small metal plates can be
fastened tghtly, into picture frames with
saall screws (Big. 19).P1'hcrc is little risk of

such plates coming loose because the stress

from the picture wire 1s on the opening in

the metal plate, not on the screws. .

Canvases mounted on stretchers, and panel
Famtin s, should be firmly fixed in their
rames before packing. Nails are not satisfac-
tory for this purpose. The stretchers should
be attached to the frames by means of inctal
plates or straps screwed into place (Fig. 719).

There are several satisfactory methods of
packing paintings. The choice of method
depends upon the material available, the
cost and the risk involved.

Pa”s and separation sheets. The simplest meth-
od of packing picturcs is one which has
been accepted as standard for single ship-
ments for some time. It 15 #0f recommended,
however, for travelling_exhibitions unless
an exhibitor cannot arrghge for ;iacking in
any other way. It is comparatively safe for
single shipments and return from one mu-
seum to another. For successive shipments,
however, the risk of damage caused by pads

breaking open after they have been used

several times, or coming loose from the

corners of the frames, is too grcat.

1. Group together pictures of cqual size and

lace hem face to face and back to back.

2. Tack, staple or fasten with adhesive, exg,
cclsior pads on to the corners of cach
frame. (Excelsior pads are made by taking
strong, heavy wrapping paper, placing
excelsior across the centre of the sheet
and rolling the sheet of paper to enclose
the excelsior. The open ends should be
folded back and fastened together with
gummed paper so that no cxcelsior will
escape during transit.) These rolls act as
cushions on the corners of the frames
against shocks to the outer container
(Fig. 20a).

3. Place between each picture separation
sheets of corrugated board or heavy card-
board, cut to the dimensions of the inside
of the packing case,

4. Place padded braces where needed to
separate paintings of different sizes so
that they will ride firmly in the box
during transit (Plate 47).

5. Linc up pictures based on pads set at one
side of the case, ﬁllin%‘in spaces left at the
opposite side and at the top with 4 in. ex-
celsior pads (Fig. 208).

Pakages. This method is suitable for packin
small pictures, cithcr unframed or framed,
and also for pancls or works on paper.
1. Wrap the picture in waxed or tissuc paper.
2. Protect both the back and the front of the
wrapped picture with corrugared or coin-
position board of slightly larger dimen-
sions, so that the cotners of the picture
will be fully protected. Fasten the %oards
in place with twine not pulled tight
enough to come in contact with 'the
ricturc, or with gummed paper strips,
ikewisc avoiding contact with the tissuc
aper SFig. 21).
3. Scveral small pictures can be packed
together in this manner, cach being
wrapped first and protected as above with
corrugated or composition board (or any
rigid material which will not puncture or
bend casily). The pictures are packed face
to face and then bound together with
heavy wrappinﬁ paper. Un?mmcd pic-
tures may also be packed together if the

e
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Fig. 20. Excelsior pads.
A Front of picture, excchior pads in place,

B. Back of picture, excelsior pads in place.
C. Box showing pictures pachud with exccisor pads (&) and costupared buard separation sheets.

Batten or brace (1).




" ¢ SMA FuText Provided by ERIC
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Fig. 21. Paintings wrapped for shipment.
2, wrapping paper, 3, gummed tapc. Heavy composition board

A. 1, hcavy composition boards,
The painting is wrapped first in tissuc. The boards are held in

predents puncrures M transte,

place with tape or twine.

B. 4, corrugated voard, 3, ussuc-wrapped pictures, 6, gammed tape, 7, wrapping paper. Framed
or unfraw.~ prctures of the same size wrapped together for shipment. Each picture is wrapped
tirst wich tissuc or waxed paper, then separated from the others with sheets of corrugated board.

The packages arc then ‘floated” in cxcelsior in the packing case.

Fig. 2. Envelopes or mner ¢1ses.
A. Cardboard envelope for framed picture. Canvas tape on cardboard (1).
B. Plywood envelupe for unframed picturcs, The picture must be wrapped before placing in

envelope. Plrwood (2); 7/s inch lumber (3).

ERIC 89




j
EE

]

T

92
O

ERIC

T

| nasases I

SR

Lo mem——

/

Fig, 23. Packing casc with fitted grooves for paintings.

A. ‘Top exterior, cut dway to show rack adjustment.
B. Scction of scparate rack (half-seale).

Side exterior,

C.

D. Front exterior (removable). Standard bolt and washers hardware (1).

E. Interior with front removed. Standard metal plates (2). Packing shown in place (3). One rack
shown in place (4) Watcrproof paper covering entire inside of box (5).

I. Inside of front panel. Instruction label (packing and unpacking) (6). (Se¢ Appendix I)
Felt cushion (7). Foam rubber cushion (8).

/ Fig. 24. Cross-section of interlocking frames,

I A. First frame.

B. Sccond frame.
1, 2, Panel.

Sy




painted surfaces are smooth and in good
condition.

Envelopes or inner cuses. Used for small pic-
rtures, framed or unframed, but of approni-
mately the same size. (If they differ greatly in
size, the package method described above is
preferable.)

1. A small box or ‘envelope’ of cardboard
or composition board, cut to the dimen-
sions of the picture, is constructed with
one end left open, and the edges taped
together with heavy canvas. The picture
is first wrapped in tissuc or waxed paper
and then slipped into this envelope.
Framed watercolours, drawings or prints
do not need to be \vrappcs in tissue
(Fig. 22).

2. The shipping box to contain the enve-
lopes should be lined with thick pads of
foam to prevent shocks sustained during
travels being transmitted to the inner
cases and thus to glass or paint surfaces.
Envelopes can be held in place by a sheet
of heavy composition board ‘'aced over
the sponge pads so that ti  .nvelopes
ride together on one cushioned surface,
thus distributing their totl weight. If
different-sized cnvelopes are shipped in
the same case, spaces at the sides and top
should be filled in with thick excelsior
pads, picces of artificial sponge or several
sheets of corrugated board taped to-
gether (Plate 42).

a

Cases with fitted grooves for pictures. This
method has proved successful in the United
States where it has been widely used over
the past thirty years. It was arrived at after
several related experiments to avoid sending
any loose packing material with travelling
exhibitions. The problem was to construct 4
shipping box which would fully protect the
pictures from shock and yet enable exhibi-
_tors to remove and replace the pictures in
their shipping containers with a minimum of
cffort. Furthermore, there was an evident
nced fo a foolproof method—a way of

acking which would permit no alterations
in the box or packing method during a tour.
1f a case could be designed which would hold
various pictures in only one way, inex-

cr:icncc(.{7 packers could not repack the box
incorrectly.

Aruitoxt provided by Eic:

The solution found was to construct
cases with individual grooves so that cach
picture slides into its own compartment,
clearly marked for it at the open end. This
method is expensive because it involves a
great deal of labour to fit the pictures care-
fully intu their grooves. It has proved its
worth, however, for pictures scem to be able
to travel indefinitely in this manner without
sustaining damage, and many steps in
packing and handling arc climinated. It
requires less well-trained labour since there
is little risk in sliding pictures in and out of
padded grooves.

1. Construct a wooden rack slightdy larger
than the framed picture (Fig. 23 and
Plate 43). Linc the rack with felt at the
sides which will cover the edges of the
frame. At the bottom, place a piece of
thick plastic, cellulose or foam rubber so
that the picture will be properly cushioned
in transit. <

2. Place the rack, padded with foam at all
critical points of contact, into a groove
made of boards nailed into the side of

the {mckin g case.

3. Add pads of foam across the lid of the
case 0 that the frames will touch the pads
here or at the bottom of the rack while ir
transit.

4, Fasten cover in place by sinking 3 inch
bolts into holes provided in square metal
plates, which are in turn screwed into the
sides of the box with 4 inch screws (Plate
40).

The principle of this method is again to

‘float’ the picture in the packing cases so

that wherever cither picture or brace come

in contact with the walls ¢f the case, they are
cushioned against shock with foan.

{
;rzgy: |
A similar arrangement has been worked out
with a serics o tmi's. "The packing box is
built to contain the largest picture, which is
fitted with padding on all four sides. Smaller
pictures are held in a series of trays or racks
which are designed to rest in the box. The
bed of each tray is padded with felt to avoid
the necessity of wrapping (Plate 47).
Although the photograph does not show
this, sheets of corrugated board are placed in
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the tray and, once the picture is in place,
over the back of the canvas, adding fuller
protection should any vbjiet, such as a2 wood
splinter, become detached during transit,

Framed watercolours, drawings, prints,

photographs

In general, works in these media are treated
in the same way as paintings and pached
according tu une of tﬁc methouds described
above, the choice being based upon the size
of the picture and the cost invuK ed.

1, All pictures covered with glass must be
protected against breakage of gliss in
transit (see ‘General Rules’, p. 83?. The
best method, as already described, is to
strip gummed tape which is not water-
soluble at intervals of 17 inch horizontally
across the entire surface of glass.

Heavy wrapping paper or inexpensive
cloth can be pasted on glass, if possible
with a rubber-based adhesive, but this
method is not recommended unless no
other can be found. Paste or other water-
soluble adhesives involve the risk of
water running to the edge of the gliss and
penetrating beneath, causing serivus dam-
age to the picture surface. If their use
is unavoidable, the paste should be
applied leaving at least an inch of glass
frec of paste at the edges and the paper or
‘cloth sEould be cut Jarger than the pic-
ture frame. This provides loose edges
which can be grasped easily for pnlling
away from the glass. The glued portion
must first be dampened with a wet cloth
or sponge but exhibitors should be
clearly warned ne -er to soak the paper or
allow water to fun ..cruss the surface of
the glass.

2. Pack the picture by one of the methods
described under the heading of vils, For
travelling exhibitions the most efficient
method is to use envelopes or inner cases
(Plate 42) which protect each individual
picture.

If none of the methods described can be

used, it is advisable to remove frames and

glass before the exhibition is sent 02 tour.

The pictures can be matted, the surfaces

cuvered with heavy, clear plastic sheets (see

mounting methods for watercolours, Fig. 7,

and Plates 36). They can then be shipped
in inner cases, wrapped packages or
‘sulander’ buaes. The latter are the stiff-sided
buaes in which standard-sized matted prints
are generally stored. The cover is hinged
into place and drops over all four sides of
the container. Solander boxes should be
wrapped in paper before being placed in
packing cases.

Oriental scroll watercolours should be
rolled in tissuc or wased paper. Tradition-
ally such roulls are kept in squares of fine
silkh in which they are placed diagonally and
then rolled before being placed in metal
tubes ur wouden boaes. Metal tubes are, of
course, a modern device. If scrolls are to
remain packed for any length of time, air-
tight enclosure should be avoided.

Pastels

L. Do not remove glass or fiame from

astels,

2. Protect the picture by affising strips of
gummed tape to the glass. Follow

acking instructions under ‘Oils’ above
or pictures covered with glass,

3. As pastels arc particularly subject to dam-
age in transit because the surface i 50
delicate, they are generally climinated
from travelling cx‘}}i itions.

Miniatures: ivories, woods, efe.

1. Do nut remove from frame or mount.
2. Coer with tissue, then wrap in cottun,
3. Uouble boy, first inCardboard container,
then in water wooden case. Use generous
amounts of dry excelsior padding be-
tween inner and outer boxes to absorb
shock.
Outer packing cases for all pictures should
be cunstructed of strung matched lumber
according to specifications  given  under
‘General Rules’. All boxes should be lined
with waterproof paper.

Small fragile oF)ccts

This cl.nséiﬁc.ntion includes ceramics, terra-
cutta, glass, ivory, jewellery and small sculp-
e

e




tures of wood, metal or stune (Plates 44 4
to ¢).

Protect the surfaces;

1. In preparation {or packing, completely
cover the surface of the delicate object
with tissue, muslin or cheesecloth.

2. Wrap any projecting part such us 2
nandle, arm, etc., carefully and indépend
ently of the body of the picce so that it
is protected from shock, then wrap the
entire object so that the projecting part
becomes an inegral part of the whole.
Tissue or shredded waxed paper are
acceptable materials for wrapping pro-
jecting parts.

Protect the entire object :

1. Place wrapped objects in small cardboard
boxes. Surround object with sufficient
tissue, cotton, or shredded paper so that
no part of an object is without shock-
absorbent support.

2. When placed in packing boxes, the inner
boxes ¢f cardboard should also be
‘floated’ in packing material such as ex-
celsior, but packed firmly cnough so that
they cannot shift posizion in transit.

Swiall won-fragile objects

Objects in this class include small sculptures
in marble, stone or bronze, silverware, coins,
gems, ctc. (Plates 44 a to o).

Packing:

1. Treat such works as if they were small
fragile objects. In general, however, less
surface protection will be required. The
same amount of ‘floating’ material will be
nceded to prevent shock within the ship-
ping container. Heavy picces should be

acked in plywood, rather than cardboard
inner boxes (Plate 45). Certain objects
normally élassed as non-fragile have to
be packed as fragile objects if they have
been restored or if their surface condi-
tions have deteriorated or there is any
structural weakness.

2. Objects in this classification can be
packed in separate cardboard or plywood
containers or in compartments construct-
ed inside the packing case. Each com-
partment is built to fit the individual

object, then filled with excelsior or lined
with plastic foam or like padding suffi-
ciently thick to cushion the object against
shock (Plate 39¢). Plate 46 shows a com-
bination of these methods. The interior
béxes are lined with cloth-covered artifi-
cial sponge or foam fitted to the objects;
the boxes are fixud in excelsior within the
shipping container. Exhibitors have also
recommended the use of bed ticking
(heavy canvas) to line packing cases con-
taining such objects. The canvas is nailed
over excelsior padding to line the com-
partments inside the case. Instead of
wrapping ix}dividunl objects, small draw-
string bags'of quilted cotton-filled cloth
are made for each object. This arrange-
ment is uscful for travelling exhibitions
because it ecliminates loosc packing
material which may not be repacked with
objects each time they arc shipped.
Marked individual containers are always
safer; the packer learns to look for a par-
ticular compartment or case for cach
object before packing it.

Works on paper

Objects in this category include prints,
drawings, posters, manuscripts, pages from
books, photographs, ctc.

Surface protection :

1. Place such works in window mats with
clear cellulose acetate or plastic covers
if they are to be shipped unframed (see
“Watercolours, drawings, prints...”, p.
66).

2. Works of art not so protected can be
shipped with glassine 2r pure mulberry
gﬂpcr covering the decorated surface.

ized paper should not be used and
printed matter or poor-quality papers
should not be placed in direct contact
with works in this group. This method is
not suitable for travelling exhibitions
because the surface of the work is not
fully protected at all times, the work will
be subject to continued handling, and
there is risk of successive exhibitors
losing protective papers and mats be-
coming soiled and damaged by constant
handling. It is m. 1tioned here only for
those who must avoid the added expense
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of encasing wurks in transparent covers
and who are willing to risk this method
for several shipments. Valuable works on
paper shuuld never be sent on tour unless
they can be adequately protected.

Outer lbra!em'on :

1, Solander be ses—made for stur.nfc of

standard-size muts —are recommended s
the best type of inner packing box,
especially when works are matted without
a protective plastic sheet covering the
surface. (If exhibitors adopted the use of
standard-size mats and solander boxes for
storage of prints and drawings, both
shipping and display would be greatly
facilitated. Museums could stock stand-
ard-size frames so that unframed works
could be easily framed on arrival for ex-
hibition.)
Six to twelve items may be wrapped
together with corrugated board, cut to
siz¢, placed at top and bottom of the
group to prevent bending. Use strong
wrapping paper to bind the group to-
gether.
Sometimes these works are covered with
glass, backed with heavy cardboard and
sealed into place with adhesive tape
around the edges. Works mounted in this
manner may be slipped into narrow card-
board envelopes, or wrapped together
(not more than six at a time) with corru-
gated board sheets between vach item. If
ound in this manner, it is not usually
necessary to tape the glasses before
acking (Fig. 27).
?’ostcrs can be rolled and shipped in a
cardboard or lightweight metal tube, or
wooden box. They should be protected
with sheets of tissue between each poster,
The outer box should be constructed of
wood, either plywood or 7/s inch boards,
depending on the weight of the items,
It should be lined with waterproof paper,
scaled into place. Foam or excelsior-
filled pads should be used to line outer
cases to protect, the solander boxes or
wrapped packages from shock in transit.

1
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Books

Valuable bindings :
1. Books for which individual cover boxes
are available should be placed in their

2. Bouks without cover boaes should be

W mpg:cd in tissue, then in corragated

Loard. Inkid or jewelled bindings should
be treated as small fragiles.

3. For travelling exhibitions of valuable
bindings, exhibitors may provide glass or
plastic cases. For transit the bindings and
cases should alway s be packed separately.

Oither : -

1. Books of the same size may be wrapped
together in tissue, then in heavy brown
ﬁnpcr, and finally in corrugated card-

oard. Books wrapped in paper only must
not be tied tightly with twine, which will
mar the bindings; gummed tape is prefer-
able for sealing wrapped books.

2. Double packing cnsures greater protec-
tion for all bindings and helps to prevent
shifting in the outer packing buxes, The
packages of bocks should be ‘floated) in,
excelsior to prevent damage in transizand
then outerboxes should be waterproofed.

Texctiles

The fragility of textiles is not apparent on
casual cxamination; accordingly, damage
from creasing is a constant Ii:mznrd. The
entire thread structure may be endangered
by improper folding.

Surface protection :
1. Clean hands are essential when workin
with textiles. It has been found practica
to send along with a textile cxhigitionm
least two pairs of white cotton gloves
requesting thuse who will handle the
textiles to wear them,

Fabric must be so mepcd that dust is
excluded. Lay pieces of tissuc on the
surface of the cloth and roll the textile on
to a drum, cardboard tube or round
wooden pole. This method prevents
creasing.

2. If tcxtiﬁ:s must be folded to fit a package
or container (custumes, bags, ctc.) several
layers of tissue should be placed in the
folds to reduce creasing.

-

Outer protection. For textiles mounted in
frames, or fixed on stretcher. or on wall
panels:

boaes, then wrapped with brown paper.




1. Use corrugated ur compusition buard,
cut to size, at front and back of cach
frame to stifien the backing gluth to
which the textile is attached 1n vrder to
reduce vibration. Scveral framed textilcs
of the same size can be wrapped together
in a single package. If the textile is framed
with glass, treat as a picture, stripping the
glass with masking tape at intervals of
1/, inch, If it is matred only, treat as a print
or drawing, wrapping scveral together in
a package. '

If textiles are mounted on frames, un-

%‘\ covered, wrap the surface of the textile in
tissuc, affixing the paper to the backing.
board with masking tape before packing
the frames in the outer case. Be carcful
not to allow the masking tape to touch
the surface of the textile usclg

2. Placc wrapped packages in wooden
boxes lnr%}c cnough to allow for resilient
padding between inner and outer con-
tainers. Cases should be lined with
waterproof paper.

For unmounted textiles:

1. After placing tissue in the folds, wrap
the textile in tissue, then in brown

- paper (or, as above, place the tissue on

the surface and roll the testile on w0 a
round support). Wrap the exposed outer

surface, first in tissue, then in brown
aper.

. Yf folded flat, pack with tissuc in a card-
board carton just tight cnough to prevent
movement in transit. The packed cartons
are then placed in wooden shipping
boxes.

3. Wrapped packages or cardboard buxes
should be cushioned with excelsior pads
between cach package when placed in the
outer packing case.

Moths and other insccts siould be guarded

against at all times, If textiles show cvidence

o% insect attack, they should be fumigated

before packing.

Large objects

This classification includes heavy sculpture,
furniture, woodwork, etc. The danger in
moving and packing any valuable object is
increased by unusual size or weight. Each
large object is a special problem in itself,

Q

i

requiring extra care in handling and packing.
Exhibitors should be so warned prior to
arrival of an cxhibition so that sufficient
staff is in attendance to assist in unpacking
and handling,.

Sculpture. Each picce of sculpture must be

carefully studied and the method of packing

chosen ™ will depend upon the medium,
weight, fragility and the way the object is

Fm together. Braces should not be attached,

or instance, if therc is danger of placing

stress on a joint. Three methods have been
worked out for safe shipment:

1. The first step i$ to protect the surface of
the object. \VrEp it in flannel or other
soft cloth. The $implest method, used for
non-fragile picces which are not heavy, is
to place the wrapped sculpture in a
bedding of excelsicr so that it will ‘float’
in its container. ‘Sufficient excelsior must
be used to prevept any possibility of the
sculpture cominE in contact with the
walls of the packing case. It is advisable
to place pads at al} projecting points, and
to. wrap pads at points of stress hefore

lacing the object in excelsior. For
urther protccctioxi use double boxing,
placing excelsior again between inner and
outer containers. Curators or conserva-
tors must take the decisions with regard
to boxing, and responsibility for hand-
ling and packing tEis type of material
should never be delegated to packers
alone, ‘ 4

2. If there is any question about the con-
dition of a picce of sculpture, or if it is
very fragile or extemgly heavy, it should
be firted with pnddcct brac®s to reduce

i

shock in transit (Plates 47 4, b). If it is
not heavy, but is fragile, it is wise to usc
double boxing. Bracesishould be padded
with firmly attached hc&vy excelsior pads,
or better, with heavy felt or foam rubber

ads covered with muslin or some other
incxpensive cloth. ‘This prevents the
foam rubber from tearing apart, and clim-
inates any risk of staining the polished
metal surface. ‘ -

3. If the picce is large and theavy, a special
casc should be constfucted. Again the
surface is usually protected by a cloth
wmppinﬁ, and ’padded braces should .be
fitted to hold the sculpture in place in the

9 0
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packing cuntainer (Plates 484 tu o). The
contalier may be built in pyramid form
to ensure that it will be placed in the
currect pusition during transit, or fins
may be fitted un the vutside of the case
<ur the same purpuse. The fins are large
bars uf woud, rounded at the ends, fised
at the centre of cach side of the bua and
on the top. The box will not ride steadily
unless itis correctly placed un its flat basc.
It should, of cuurse, be marked Top,
Bottoms, This Side Up, Fragile, ctc. A
rectangular box is more cunvenient fur
shippers, althuugh in certuin instances a
pyramid may be necessary, fur examnple,
when a sculpture must always be held in
a certain position.

Furniture :

1. For small tables, benches, chairs, desks
and similar items which have been
weakened by age, hard wear, dry rot or
insects, it is essential to ‘float’ the object
in its container. As for sculpture, large
heavy pieces of furniture must be braced
in their shinin{; containers to prevent
damage to lightly attached or weakened

arts.

gmccs must be piaced so as to bear the

main weight of the picce without

endangering its weak parts or decorative
clements. Both the picce of furnsture and
the braces should be heavily padded and
the wider the brace, the less shock will
be transmitt «a directly to any one part.

. As a general rule, objects for which

bracing is required should be double-
- boxed. In this way the ‘flotation’ material
packed between inner and outer cop-
tainers will reduce bracing shock to a

minimum. y
4, The fabric covering on upholstety 1s
) frequently old and worn; it must be
v covered with muslin or wrapping paper.
Arms and legs of chairs shouﬂ) be padded
with packing cotton, fabric-covered foam
rubber, felt or shredded paper. Kraft-type
wrapping paper should not be used,
especially on curved parts, for when
creased it is sharp cnough to scratch

varnish.

to
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Architectural models, stage sestings, ete. No sus-
face protection should be provided for
93 moudels. Many parts arc extremely fragile,
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and it is usually advisable tu allow the model
tu ride without any paching material touch-
ing its surface. It shoufd, however, be
Frotcctcd from shuck by thick pieces of
vam or large excelsior pads placed around
the base, against the sides of the s).lcking box
and beneath the model. Moudels are often
fitted intv foam-lined grouves, leaving air
space above and below.

Unless mudels are ver; sturdily construct-
ed, they do not travel well, They should be
made of wood, not cardboard, and shouid
be in goud condition befoge shipment.
Usually unly expert modél-makers can make
repairs, and these take considerable time and
are costly.,

Panels

The least expensive method of packin
pancls is to place them face to face and back
to back with sheets of ‘corrugated board
between, then wrap in heavy paper and seal.
This method can Ec used successfully pro-
vided there are no projecting items mounted
onthepanels. Pancrs containing photographs
and labels only can be packed in this manner,
but there should be a frame which projects
slightly all around the edge of the panel to
protect the surface of the mounts from being
rubbed in transit. Foam rubber or other
synthetic foam or excelsior pads should be
placed between the wrapped pancls and the
alls of the packing case to cushion the
edges in transit (Plate 43).

The slotted ?ox oﬂ'crls) a better mcdlxod oj
shipping pancls whereby they are slippe
ihtggcltgofrubbcr-lincd g);oovg,s built ogehc
sides of the packing case. Enough space is
left between grooves 2o ensure that no object
mounted on a panel will touch another
object or panel during transit.

If fragile-items are displayed on panels, it
is wise to remove these and pack them separ-
ately in another container for shipment.

As an aid to packing, frames of pancls are
sometimes moulded so as to nest one within
the other, in this way protecting shallow
objects fixed to the surface of the panels and
forming a solid mass of six to eight framed
pancls which caunot shift (Fig. 2#). The
group of pancls is then slipped as a single
unit into a packing case. This method climi-
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“nates the need for slots.and grooves for

individual panels and requires only the
simpliest kind of padding i the cases. Ex-
celsior or foam pads cushion the group of
panels in transit, ) ’

Musenm exhibitions other than art

The gencrgll instructions for packing cases,
padding and wrapping apply to museum
objects of all kings to %e prepared for
repeated unpacking and repacking and ship-
ment. Fragile specimens and objects of all
kinds should be treated like comparable
items of art. Large natural history speci-
mens may be packed in the same way as
large sculptures, particular attention being
[ .«

O

%;ivcn to appropriate measures of protection
or fur and other surfaces. (See sections on

< “Textiles’ and anr%c Objects’, p. 96-98

for surac Suggestions.) Glass used in scienti-
fic instruments- must also ber Eroperly pro-
tected. Heavy items and machinery should
be packed according to current industrial
and commercial, methods. Packing instruc-
tions are not, of course, a substitute for
expetience ia the actual handling and pro-
tection of objects..However, care in studying
instruc jons and an effort to understand the
nature Of a given object and the dangers to
which transport will expose it, and ingenui.y
in finding methods to guard against these
dangers can lead to the.discovery of sound

‘Fnckinﬁ techniques, and these can be per-

ected by experience. .

9
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CHAPTER VI

~ TRANSPORTATION

N

SHIPMENTS BY TRUCK

Some muscums and circuliting agencics
have their own truck or lorry for, the trans-
port of their travelling exhibitions, for
example in the United Kingdom, the Vic-
toria and Albert Museum and the Arts
Council. This system is practical, especially
in countries wherepoints of exhibition are
apt to be no great distance apart, and it has
the advantage that staff members can
accompany shipments so that packing for
transit is reduced to a minimum (Plates
44 atoe).

Genenally spcakiﬁg, however, museums
do not find it cconomically sound to ope.ate
their own truck unless this offers a far more
cfficient'means of transport” than any other
system available or unlesg?the volume of
loans to be transported is particularly heavy
and justifics the cost of maintenunce. In
addition to the original cost of equipment,
upkeep; allowance for depreciation, insur-
ance, the operator’s and other staff salaries
must be taken into account in comparing the
cost with other means of transport. In order

" tofix transport rates to be charged to borrow-

ing institutions, accurate records must be
kept of all expenses incurred, including man-
hour charges. Sometimes, of course, traus-
pott costs are borne by the museum which
offers the lending service.

More often, museums employ truckin
firms whose business is the transport of all
types of objects. In shipment by truck it is
usually necessary to box works of art, fragile
historical and sgientific specimens, and
apparatus and machinery designed for ex-
hibitions with the same care as for shipment
by rail. Truck .operators are usually co-

operative in cairying out instructions fot the -

protection of the exhibition material, but
they cannot be expected to exercise the same
care as well-trained muscum staff. They must
be given specific rules to make certain that
safety precautions are taken, and if the ex-
‘hibition is to be shipped to more than one
destination, full protection must be provided
for the objects by the organizing institution
and the packing instructions which apply to
shipment by rail or boat should be foﬁow,ed.
The only exception to this rule is the éase
swhere 2 museum can_spare onc or more
trained staff to accompany the exhibition and
to supervise all handling operations. Uader
these circumstances, provided the truck
carrics exhibition material only, crates may”
rovide sufficient protection and it may not

.be nccessary to double-box fragile igems or

to cnclose paintings or sculptures in-heavy
wooden cascs.

Weight is an important factor also, since *

loading limits must be observed, and for
very heavy cases additibnal workers will be
nceded. Consideration should ajso be given
‘to convenience of handling and the physical
safgty of the workers; stze and weight per
ugit must be limited and hand grips should
be provided wherever possible. Such warn-
ings as This Side Up, Fragile, Handle with Care,
etc., should be clearly marked and boxes
which must travel in one position should
not only-be so marked but constructed s3
that the corrgct position is assured.

Some trucking “firms pack an entirc shi
ment in a single large dnit, which can be
transferred for further shipment by nail or
boat, then delivered t0 the final destination
by truck. The advantage of this method is
that the large single units are moved by

Aruitoxt provided by Eic:
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machine ard there is little risk of their being
roughly handled or dropped. All the mu-,
seums on the circuit must, of course, have

1 space enoughfito receive a unit of this size

so that unpacking can be done on the pre-
mises ; inquiries concerning this should be
made in advance.

Because it is not general practice to use
trucks for shipping exhibitions intehded to
cover a lengthy circuit, detailed instructions
for handling unboxed museum objects ha
not been given here.  However, museum
practice should be followed for the shipment
of unboxed material by truck, preterably
under the supervision of a member of the
muscum, staff (for general handling instrucs
tions, see Appendix II). The Victoria and

Albert Museum in the United Kingdom, and ~

the American Federation of Arts in the
United ,States of America, have great éx-
perience in such .matters and might be
consulted for advice.

SHIPMENTS BY RAIL

In many countries there are two methods of
shipment by rail: by express or fast freight
agencies which have members of their own
staff stationed at all leading and many minor
oints of embarkgtion; and by ordinary zail
reight which is ¢arried by the railway and
handled by its st&ff only. If the shipment is
made’ by rail freight, museums must not-
mally arrange to pick it up at the railway’}

, freight office and transport it by truck to the

destination. Express companies, however,
often_provide trucking services from rail
station to point of destination in addition
to handling the shipment by rail.

It is generally agreed that far greater risks

&arc involved in the handling of rail freight

shipments than sh;pments by express, and
sthat although rail freight is slower and the
rates much lower, express is preferable foz
shipping works of art or other fragile or
valuable materials.. Furthermore, speed is an
advzantage for travelling exhibitions which
must meet specific dates.

Oa the Igonh American continent, the
Railway Express Company offers a Fine Arts
Bill of Lading which implies a measure of
sgccinl handling for the consignment. Goods
thus consigned are shipped under the com-,

Q
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Pnny’s Uniform Special Contract for the
transportation of paintings, carvings;-glass-
ware, sculpture, etc., of a value over $550°,
For shipments Jof ten or more cases on
special contract the company usually pro-
vides dircct transit from museum door to

® Erqi%ht car, thereby eliminating unnccessary

handling at intermediate collection depots.
Armng‘gmems for this service should be

made in advance with the local express
. ¢

¢ Railway Express Agency’s basic
shipplag rate (during 1950) included a
inimum insurance of $50 per box or
ts per pound for shipments weighing
gte than 180 pounds; without additional
arge..Above this minimum, charges for
additional coverage were.computed accord- .
ing to a sliding scale on a weight-plus-
uation basis. If the exhibition was already
ithsured in transit as well as on exhibition,

e use of the Uniform Special Contract
involved paying further insurance based on
a valuation of $550 per case. This was not
warranted except for extremely valuable
material when it was considered. that the
sgccial handling guaranteed by the Relévay

xpress Confract might minimize damages™
in transit. In recent years it has become
standard practice in the United States for art
museums to declare the §550 valuation per
cas¢ for all shipments. Many art muséums
demand declaration in excess of this amount
for all loans made by them; some also make
other protective services offered by the
carrier opligatory.

The Railway .Express Agency operates
services within the l?nited States and to and
from Alaska, Canada, and Hawaii, and a
similar company offers the same scrvices in
Canada. Elsewhere, shipping services,, rules
and documents vary considerably and mu-
scums in each country will naturally use the
transport services available to them accord-
ing to their requirements. International ship-
ment, however, should usually be planned
with the advice of the muscum authori-
tics in the countrics to which the shipment
is to b;: sent. The Ame’ican Express Com-
pany, Wwhich has offices in some 150 citics in |
thirty-three countries, offers internation:1
service and provides information about rail
service and rules.in many countries; it will
also act as an agent for the shipper, co-

. .
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.o ordinating arrangements with the various
carricrs which will transport the exhibition
to its ultimate destination. Most countries
have one or more packing and shippin%
organizations experiencéd in internationa
. shipping. Muscums should investigate all
the services dvailable and make their decision
according to cqavenienct; rates and local
. conditions. Consulates are usually able to
provide 3dditional information. '

v ”

OCEAN TRAN. PORT .

Since shipment by “hort involves greater
hazards than shipmentb  rail, cases must be
strongly constructed to withstand repeated
handling at points of embarkation and arriv-
+al, the {;rcssurcs to which they are subject
during loading from dock to ship, and the’
rolling apd pitching of the ship when storms
are cncountered. The interior packing must
hold the contents firmly in place and unless
proper precautions are taken to” climinate
salt air and resist temperature changes, the
contents may suffer scrious damagé. Safe
shipment overseas requires very special attention
Yo packing~ procedures. The circulating agency
showld also” make shecial arrangenfents f?r
customs examinatign at the place of destination;
boxces will othersise be opened on the docks and
re ackrt,l for delivery to tlf: museum with less care
than is custoriary in a musenrn;.
Import and export regulations frequently
tend to obstruct rather than €ncourage the .
.movement of cultural material from one
country to another. At present difficultics
arisc not only from tariff barriers and re-
strictive interpretations of these, laws but
also from a general lack of information about
customs regulations on the part of indtitu-_
tions and their agents. Under the Teadershi
. of Unesco, some progress is being made
toward breaking down trade barriers and
. *fostering  the exchange of ecducational,
scientific and cultural materials. In Novem-
ber 1948 the Agreement for Facilitating the
International Circulation of Visual and Au-
ditory Materials afan Educational, Scientific
and Cultural Character, designed to refnove
dutics, quotas, licences and other obstacles
to exchange, was introduced at the General
Conference and is open for acceptance by
all Member States of Unesco or tﬁc United

g
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Nations. A second Agreement on the Impor- 4
tation of Educational, Scientific and Cultural
Materials! has been ratified by 2 considcral’)?c
number gt Member States. This agreement
will grank duty-free entry to'a Vide-range of
commodities including works. of art, visual
and audftory materials crossing Yheir bot- *
ders. (For the present rules governing im-
port and export regulations in different
countries, sce the index by countries provj
ded in Trade Barriers to Knowledge, Uncscoy
Paris, 1951, revised 1955.) -
Indticutions shipping cxhibitidns for in-
ternational tenrs must be familiar  with
import and export regulations in order to
issuc proper instructions to their agents.
Such documents as consular invoices, cer-
tificates of originality, proofs of antiquity
and other essentials are required by many
countries for certain kinds of shipment. The.
circulating agency should_include in ship-
ping_instructions a list of the documents
required’ by foreign countries of exit and
entry well in. gdvance of shipping dates so
that the exhibitor will have time to obtain
import and, cxport licences if required. |
Shipments will not be accepted at certain
ports if contents are packed with hay orl
straw instead of excelsior or shredded paper
(sec“General Handling Rules’, Appendix fl)
Customs brpkers or Eorwarcﬁng agents
are usually familiar with «the procedures
necessary for ciearing imports and exports
through customs, arfd generally speakin
the charge for their service is reasonable, 1%
account is taken of«the time it would take
for importers and exporters to clear ship-
ments through customs without professional
help. These agents can work much more
cfficiently, however, if they reccive specific
instructions from importers as to how they
wish to have their shipments handled and
arc authotized to sign bills of lading, affi-
davits, bonds and other customs documents.

. BY issning proper instructions. to foreign

and domestic agents, muscums also facili-

tate the work of the customs officials., )
Documents required for ocean voyages

usually include.some or all of the following:

¥

1. Copies of these Agreements may be obtained

from the United Nations Headquarters iny
New York, or from Unesco, Paris.
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" Bills of lading. Showing names and addresses

of shippets and corsignees, marks andjor
numbers of cases being shipped, weights,
size and general description of contents.
Unless the -carrier requires a full value
declaration, a nominal value, or the value
for which no additional charge is made
(usually 8500), is shown on the bill of

: lading. !

Export licence. Declarations or licences as
required by various countries for exports.

Dock receips. For carrier employed to deliver
shipment to pier,

Delivery order. For cartier employed to
collect shipment from pier.

Import Jicences. As requifed by countries of
destination. .

Other docsiments. Consular or commercial
invdices listing each item with its value
and showing names and addresses of can-
signors and consigneces, certificates of

¢ originality, authenticity, antiquity, etc.,
as required by countries of destination.
The shipper or circulating agency should
always gequest the latest regulations from
the proper consulate or other informed
authority. Shipments sent without pfoper
gapers often wait months for clearance at
ocks or other storage houses with the
consequent risks of handling and exposure.

Many of the large steamships are equipped

with strong-rooms for storing ‘valudble
merchandise; this special storage should
always be requested ll;)r shipments of works
of art. Though certain steamship comparies
require a declaration of a value over $500,
and charge an increased freight rate for this
preferred placement, this is not general
. practice. "~

» /

AIR TRANSPORT

+ The most rapid method of transporting
works of art often requires the least effort.
It is reputed to be smoother than any sur-
face. shipping and therefore requires no
additionalp precautions. Becausé the ship-
ments are handled a numper of times after
atrival at points of destination, however,-it
is wise to pack materials according to the
standards set for rail shipment. If it is known
that a cargo will be carried directly from

. airport to museum by truck, lighter packing

o )
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cases may be used, built of plywood or rigid
tough composition board reinforced by
heavy limber cleats. Cardboard or corru-
gated board .cartons are not safe because
there is considerable risk of puncture during
loading and*unloading operations. In the
new pressurized cabins, boxes are subject to

little or nq change of humidity or air pres- .

sure and therefore travel in relative safe?
while in the air. For)long hauls overland,
since air transport idvolves less handling,
the risk of damage by shock is reduced.

For individu’afob'ect& great value and
fragility and of .moderatd weight, air trans-
Pnrt; which is quicker and safer, is pre-
erred by many museums. Ipsurance rates
are often lower, and some art spuseums in
the United States insist on shipment by air
express of by air freight for all loans-made
even to other museums in the country. -

Exhibitors should check on whether de-
livery service is provided by the airline;
if not, arrangements should be made in ad-
vance “tlya private trucking company to
collect the shipment at the airport and de-
liver it. s '

The principal disadvantage of air ship-
ment is that exhibitions are exposed to risk
of total loss should an air accident occur,
whereas with surface shipment some salvage
is usuallyeffected. .

Although little has yet been’ done tc

. develop new containers for she air transport

of works of art, light strong containers
made of metal, fibre or plastic and scientif-
ially designed for this purpose will even-
‘thally 'be produced with built-in shock
absorption so that double-boxing would be
necessary only for the most jtnglle,-delicate
and valuable items. New fitéthods will also
be required- for the protection of objects
against rapidly changing relative humidity.

Boxés removed from pressurized cabins may - °

be exposed to cxtremexchanges in tempera-
ture and humidity and means must be found
of sjowing down the penetration of heat and
humidity to the packed object. Precise coi-
trol may chntuaﬁy be achieved by the use of
chemical compounds to produce the desired
conditions, and, in such cases, exhibits
which are not normally made airtight will

* be carefully sealed. |

" - a0

Silica gel, a chemical which'gbsorbs and.

holds moisture, is usetl by many cpmpanies
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which export materials oversezs; it dehy-
drates the -ajr inside moisture-proof or
reasonably moisture-proof containers and
\thus maintains air humidity below the point
at, which corrosivé/action or mildew can
take place. The apgécation of such methods
to shipments of works of art and othér
valuable and fragile museum objects will
require further testing. ; :

New materials for the prevention of rust,
corrosion and mildew have recently been
made available and may prove to be of great
value for ocean and air transport. Trans-

rent plasti sheets such as those made
s2sis_polyvinyl chloride are impervious to
water and moisture vapour which can pene-

- trate ordinary waterproof papers. Liquid

—~ *

plastic sprays (copolymers of vinyl chloride
and vinyl acetate and copolymers of vinyli-
dene chloride and afylonitrile) have been
employed to seal containers for transit or for
storage (‘cocooning’) for scientific equip-

ment,“notors, etc., and might also be used .

for works of art.
Most commercial airlines issuc booklets

containing rates, documentary requirements, .

rulés and regulations applicable for th’-
ments bétween international airports. As
documentary requirements for various coun-
tries are subject to change, it is necessary to
check all such information with the proper
consular offices, the appropriate national ~
§overnment department or the Office of
nternational Trade.
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The preparation of travelling exhibitions,
whether of original works of art, reproduc-
tions or other materials, involves.a number
of risks which can usually be covered by
insurance. The principal risi 6f damage to
.cart objects is' In moving them. As one
*curator puts it, ‘Insurance policies are taken
» Out to cover every stage in the operations,
an indication that accidents may occur from

the: moment a picture is taken down’. For °

this reason, most insurance policies for
exhibitions on tour cover all items against
,all risks from ‘wall to wall’ (an object is
thus insured from the moment it leaves its
owner until it is returned), Arrangements
fot insurance depend of course upon the
nature of the material to be insured, ‘the
reputation of the institution or museum and
the extent of responsibility it assumes. the
method of shipment and, finally, the under-
writers. L. K-
Consequently, ‘no set dles or other in-
structions car be given. Certain facts relating
to all shipments may be mesitioned, however,
to assist those who must take the necessary
decisions. Although procedures  differ
. slightly from country to country, the basic
provisions for protection are the same
everywhere.*Specific clauses applying to one
_type of material and to special conditions
can be added. * N
. The description of insurafice’ provisions
" given below 1s based on policies commonly
written for fine arts insurance in European
countries and in the United States. Fine
arts”insurance is taken as the example, as,
Fenémllgv speaking, itis the most complicated
orml of insurance coverage owing to_ the
high values involved, measured in irre-
“placcability as well as money, and the. fra-

’

Aruitoxt provided by Eic:

r

: CHAPTER VII

INSURANCE

. . -

J -

iilify of the objects which it must cover (sce
ppendix III).

o

TYPE OF POLICY

Most ‘museums carry insurance covering
progqrty on loan to them in the same way
as they insure their own collections against
loss or damage by theft, vandalism, careless-
ness in handling, accidents, etc., with certain
exceptions listed by the insurers. When
borrowing an object for tour, it is advisable
to inquire from the owner what coverage is
to be carried, the valuations listed and the
method of shipping to be employed. If an
owner prefers to extend his own policy to
cover the object during thgtour, theborrow-
ing museum usually pays the premium for
the period of the loan. For a large collec-
tion, however, it is preferableto include all
item$ under one “all-risk’ pol?&y; values are
then listed and reports of damages made
monthly, and at the same time items returned
to owners may be cancelled from the policy.
Some policies automatically cover a shig-
ments involving the responsibility of the
museum whether or not the insuerance com-
pany has been notified. This type of policy,

lled 2 ‘Fine Arts Floater’, is written under
the' so-called inland marine policy form
which was devised to provide coverage for
trapsport risks, not principally water-borne;
it has been expanded over the years to cover
numerous types of exposure. Policies insur-
ing a_ collection during oceast transit are
usually drawn up separately, or coverage is
added to the ‘foater’ policy in an endorse-
ment- made at the time of shipment by
boat. \ .
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Exhibitors of travelling exhibitions usually
0 havelit*le to'do withinsurancearrangements,
sitdcé it is more efficient fog the sponsorin
institution or circulating agdney to handle all
arran%cmc‘ms and ‘make all clims rather
. ‘than divide these responsibilitics. The rental
fec lﬁmid by each exhibitor covers hissshare
int 1¢ cgst of the dinsurance, but his respon-
sibility “to the circulating institution and
ultimately to the original lenders is none
he less real. The acceptance of the exhi-
bition for showing in his gallerics carrics
with it an obligation to both sponsoring
institution and lendeys to exercise the great-
est possible care.in handling the material on
. loan. Becafise this responsibility is not.al-
ways automatically assumed, clauses protee-
ting the sponsoring institution or circula-
ting agency arc often written into exhibition
contracts, ,to the effect that ‘exhibitors will
be held responsible for losses or damages due
to carclesshess’, - .
A similar responsibility must be assumed
. by organizations which borrow works of art
for circulation; They myst guarantee the
lender-adequate protectién for his loan, by
. ensuting safe packing and issuing instruc-
tions to those who will handlé the objects;
they must request that cxhibitions be
uarded atall times; tHat'no repairs be made
y cxhibitors; that all damages or losses
arc reportedat once. A reduction in insurance
premiums for travelling exhibitions is some-
times;granted if these measurcs are taken and
- few losses or damages occur, Converscly,
insurance may be cancelled if the institution
circulating the collection is guilty of misre-
resentation, negligencc or carelessness, or
if the borrowing institution fails to carry out
instructipns issued to exhibitors.

-

»

BAILEE’ LIABILITY INSURANCE

a loan, the museum organizing the exhibi-
tion often takes out ‘bailce’ liability insur-
ance to cover itself should -the owner’s
insurers make a claim against it..This type of
coverage may be added to a ‘floater’ policy
in the form of an annual endorsement; single
claims are usually limited to a specified
maximum, for example, by a clause stating
that the company is ‘not liable for more
than SlO0,00(?for any onc casualty’,

If an owner maintains his own insurance on .

__ESTABLISHING VALUES AND
SETTLEMENTS

When an object is borrowed for a ;mvelling

exhibition, the owrter is usually asked to*

sign a form of agreement stating.fie type of
coverage provided by his insurance policy
and giving his valuation in case of total loss.
The insurance company. holds the muscur.
responsible for the fairness of such valua-
Mions. Since it is extremely difficult to deter-
mine the market value of,a work of art
except by sale or auction, the means of
arriving at the figure for insurance should
first be agreed upon by thé insurers, the
borrowing institution and the lender. Such
agreements avoid difficulty in settling claims
should loss or damage occur. If disagree-
ments take place, settlement is usually made
by calling fp
usually a recognized expert in the marketirig
of works of art. ™.,
Similar difficulties may arise in settling
the cost of tepairs or depreciation to an ob-
ject damaged on tour. Again, the insurers
depend largely upon the museum staff to
iuggc the fairness of the owner’s claim. The

cost of minor repairs, sometimes made by’

a muscum staff, are often assumed by the
borrowing institution, so that ‘nuisance’
clims nced not be reported to insurers. If
no claims of this. kind are made, lower pre-
mium rates are often granted., Extreme
caution smust, however, be eéxércised in
making repairs, and. no regairs Mhatsoever
should be undertaken without/the written
ermission of the lender. Any répair involv-
ing technical skill should be undertaken
only by cxperienced technicians. In facta
most standard ‘floater’ policics specifically
state: ‘Does not insure against loss or dam=
age occasioned by: wear and tear, gradual
deterioration, moths; vermin, inherent Vvice
or damage sustained due to and resulting
from any repairing, restoration or retouch-
ing process’. ) .

DECLARED VALUATIONS

In g‘gneml practice, a collection is fully in-
sured during a tour by a ‘foater’ policy.
During transit, the exhibitor must declare a
nominal valuation on each casc and the ¢ar-
rier is then liable up to this amount. The

7
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or the decision of a third ‘party, _
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declared valuation is usually carried free of
charge. Higher valuations are sometimes
permitted with the result that gr. ucer care s
taken in handling. : .

. ?
CARRIER INSURANCE .

The carrier assumes a certain amount of
. responsibility for the safety: of exhibitions

in transit. His own insurancé rarely covers

the full value of the-exhibition and is-usually
limited to the declared value of cach case, tﬁt\
bill of lading or the amount of coverage
under the conditions laid down by his com-
any, which usually limit his flin{ility to a
raction of the value of works of art, cven
though additional "charges may have been
paid for a highet valuation.
Consequently, the owner, or the organi-
zation responsible for the safety of. the ob-
. jects on tour, rarely relics upon the carrier’s
insurance to cover the shipment in transit.
To recover a loss in full, exhibitors must
make specific arrangements with the carrier
at“the timeé shipment is made to’ provide
full insurance during transit, *

Additional difficultics are cncountered in
using,_ carrier insurance exclusively. The
settlement of claims madg against a carrier -
usually requifes more time than similar
claiims against a shipper’s pwn instrers.
Moreover,i such claims -are unusual and if
he is not }amjliar with the kind of article
insured, the carrier may require more de=
tailed proof cf the causc and extent of the
loss. Settlements of this kind often take more .
time than they are worth, .

In general, the standard ‘floater’ polic
. relicves the shipper of certain responsibil-
ities in dealing with carrers. Provided the
exhibitor declares a proper valuation so as to
ensure careful handling, the insurers assume .
responsibility for coll%:cting claims against
the carrier for damage during ¢ransit. Fur-
thermore, most ‘floater” policies automatic-»
ally cover’ shipments regardless of means
. of transport. The fullest protection is thus
afforded by a single policy covering all risks
of iplnnd transport, whether by rail, truck
| orair

-
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\\ REPORTS TO INSURERS

. Most policies require that a repozt of loss.or
damage be made within a limited period in

ERIC

Aruitoxt provided by Eic: "

)

<

order to place a cliim. If a collection is on
tour, the claim may be postponed until an
item "123'been returned to its owner at the
end of the tour, but-the cause and extent of
damage must be established when it occurs;

circulating ag€hcics depend upon cxhibitors

to report such conditioris immediately. Ex-
hibitors often ‘provide ‘condition’ sheets on
which such reports can be made easily; the
sponsoring institution uses this sheet to
record the condition of the object at the
time' of departure, and exhibitors arc asked
to check questionable items against this
record and to make additional repoits as
necessary. The sheets ar¢not only a con-
venience to exhibitors but a forceful re-
minder that reports' must be -made. As a file
on damages they are an important record for

the circulating agency (sce sample sheet,_ .

Appendix I).

AIR FREIGHT INSURANCE

. -
P

ThHe standard ‘floater’ policy usually covers
air shipment, unless specifically excluded by
the contract..In view of the growing imgor-
tance of air freight transport, any stan a/ré
policY held to” cover loans or shipments -
should include air coverage. Some con-
tracts, while they do not entirely eliminate
air coverage, limit it to 50 per cent of the
top valuagion insured for rail.or truck ship-
ments. Valuatiuns, to the limits specified in
the policy, can be covered by endorsement..
Moreover, the usual breakagé clause in
insurance contracts remains valid for air
transport. ) T

3
* .

OCEAN FREIGHT INSURANCE .

Standard “floater’” policies do sor- afford
coverage during ocean transit ubless this is
specifically provided for. Asin inland insur-
ance, the ‘open cargo’ or ‘floater’ policy
form is the most satisfactory because it auto-
matically coyers shipments, whether, or not
the shipping datc js known t the exhibitor.
Détails must be £eported as soon .as they
are known, but the insuranceis valid during
the interim. Coverage usually goes into
force from the time the property leaves the
point of shipment and remains in force until

N
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_ .provided aboard have consi

its delivery at the final point of destination.
This s called ‘warchouse to Warchouse’
coverage. . .
Valuations miust be declared prior to ship:
ment, and both shipper and insurer must
- agrec to third party arbjtration shoyld.any
» dispute arise oyer them, The waluation -de-
clared to the shipper and the type of stowage
erable bearing
omrthe rate of premium charged. Most ocean
bills of lading limit the carrier’s liability to

is declared, for which.an increased freight
charge is made. Preferred stowage can
usually be obtained for shipments og works
of art without any inczeasc in fréight rate and
many insurers insist that shippers request
this preferred stowage and handling for such
shipments. Shippers should ascertaitrin ad-
vance whether or not the steamship com-
pany will issuc preferred stowage without
the declaration of excess value, The saving
in insurance presmiums effected by obtaining
this special ﬁandling and stowage may in
any case offsct the_cxtra freight charges so
incurred. '

The insurance contract should not con-
tain clauscs specifying special towage, spe-
cial handling or the packing and unpacking
of goods by competent packers, All shippers
should be able to guarantee such conditions,
otherwise their insurance is.not valid.

Because the first insurance on property’in
transit was written to protect against loss
through ‘perils of the sea’, marine insurance
has acquired considerable weight of prece-
dent. ’%hus “we find that occan marine con-
tracts arc more restrictive as to assumption
of risk'and less amenable to chdng». It is
wise, therefore, to consider carcﬁxlly all
¢tlauses in a marine jnsurance-contract to
make certain’that all coverage necessary is
included afd that no responsibilitics “are
placed upon thg palicy-holder that he can-
not fulfil. These policies may include cover-
age against many kinds of damage; the
more hazards covered, the higher the pre-
mium rate. Commoditics of low value and
those less susceptiblesto damage may be in-
sured. ith limited coverage; works of art,
however, require the maximum protection
of an ‘All-Risk’| insurance. Because partie-
ular conditfons pertain to each collection
shipped overseas, many myseums  write

~

$500 Yer (;linc ing case unless a higher value
cls >

. ' KX

Lo

specific policics for each exhibition s ther
than covering these risks in endorsements

to their regular ‘floater’ policy. [

»

EXCLUSIONS FROM (‘;ENBRAL )
‘FLOATER’ POLICY ~

The normal all-risk fine arts ‘foater’ policy
does not cover objedts,loaned to exhibitions
‘on faitgrounds or cxpositions. Arrangements
for insurance urider these conditions must
be made separately because the legal com-
plications of suit againsta gavernment, State
or municipality are such that special clauscs.
must be inserted in standard policies.
Similar specialarmangeme *smust be made
to cover objects against nisk of ‘war, in-
vasion, hostilities, rebellieq, insurrection,
seizure or destruction under quarantine or
customs regulations, confiscation by order
; of any government or r’ublic authority, or
risks of contraband or illegal transportation
\ andfortrade’. This clause forms partof stand-
ard inland marine policy forms. Insurance
against strikes, riots and civil commotions
can be effected under a separate endorsement _
or rider, but actual war risk can be obtained
only during the time a shipment is water-
borne. Such coverage is primarily against
risks resulting from the presence of mines or
submarines. Wat risk coverage on land can-
pot be obtained unless 2 government makes
provision for it.

Since there is relatively Little fine arts in- . .

surance, many agents, brokers, claim adjust-
crs and insurance companics are not- fully
familiar with the sibject, and it is therefore
wise to sclect an agent or broker who is ,
experienced in handling and placingfir.e arts
coverage. In most countries with active art
muscums certain firms or brokers special
in fine arts insurance (see sample insurance
policy for fine asts coverage, Appendix I1I).
Muscur~ material- other than works of art-
rarcly has such high intripsic and monetary-
values, Whenitis comparably valuable, cover-
age equivalent to that of finc arts policies is
“recommended. Otherwise ordinary insu-
ance, coverage, commercially avaifable ac-
cording to local conditions, should suffice.
However, exceptions normally made should
be noted. They include thdse mentioned
abeve for the hyne arts “floater’ policy, and

'
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others, such as ‘damages tesulting ffom use
of objects or apparatus’, ‘damages and losses
resulting from or during experimentd and
demonstrations’, and ‘glass scientific instru-
ments’. For__thjxs,xe.@%l it is reccommended
thac all details of the standard: policy form
in cach country, as well as the provision for
special protectite coverage of any kind, be
examined with great care to censure that all
risks under the specific conditions prevailing
are covered. .
* Some muscums do not insure their collec-
tions when cn permanent exhibition in their*
own galleries. This is tfue particularly of
large valuable collections which, once in-
stalled, are rarclt; changed, and of many
muscums owned by governments. Museums
with less rich collections, and especially
privately-ownéd- museums and those Which
change even theirpermanent collections from
time to time, or ho}d loan and temporary

o .

1

O
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exhibitions, combine with their ‘loater’ po-
licy for temporary exhibitions, a provision
for coverage of at least a patt of their per-
manent coﬁcction, even when it is installed
in their own galleries or stored in their awn
storage-areas. . . .
The extent and kind of insuranr ¢ coverage
must always be determined in relation to
local conditions and needs, as well as costs.
{t should not be overlooked that for travel-
ling exhibitions the most generous coverage
must always be forescen because of the
increased hazards, not only of shipment,
packing and unpacking, but of handling by
crsons unfamiliar with the specific objects.
¢ cost of the insurance premium is a
legitimate: exhibition charge and should be
rovided fqr in"the budget of every travel-
Eng cxhibition, no matter what precautions
for safety have been taken.
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~ * .1: EXAMPLES OF FORMS SENT OUT
' WITH TRAVELLING EXHIBITIONS .

& :
~ , i ] ! .
i " )
Y 4 * &,-'.' /" ‘
» '.\"‘t.."\ ¢ o
Ve . - ’

. I
Typical examples of forms usually sent out with 3. CHECK LIST .
travelling exchibitions are shown.on the following >

1

pages,’ An itemized list of the contents of an €xhibi- .
: . tion gives the exhibitor 4 guide by which he .
. YL can easily and swiftly assemble the collection
1. OTIFICATION FORM T in the order of-presentation. ) S i
» 3
. B PAEEN ] . ) X . .

2. PACKING AND UNPACKING 4 RECEIPT CARD

INSTRUCTIONS

The prompt returyy of this card to the circu-

lating agency informs,it of the safe arrival -, - T
of the ¢xhibitionat its intended destination.
It is issued to allow the exhibitor a quick

() Printed card enclosed with the instruc-
tions for unpacking. This is also printed

ona gummed label in red ink and appears L1 “Githout the necessigy of full corre: Al
on the cover of each packing case to call d s .
p : : spondence. . .
’ attenzzm to the packing and unpacking - Sz
instg, tions. . * . J 2 . o
o . . Y ;- & . b
(&) Special instructions re ardmgxﬁhﬁe\d\ 5. CONDITION REPORT . b
tape ‘are enclosed with all exhibitions_ ,: ) . . T
including pictures with glass. This form was arrived at after considerable
' ch L ] ~ experience. It wasfound that exhibitors, be-
.(¢) Unpacking instructions also appear on  cause of the pressure of their other duties, o

the cover of each case but a copy is sent  often delayed writing in detail about
to each exhibition with the first form  damages until it was too late to make repairs
letter so that any unusual caution*will be  or claims to-ingurers before the next ship- -«
. understood’by t%eperson in charge of the _ mefit had to be‘made._ Such practice leads to o
. exhibition and directions fto those who™ further damage and an inability to trace con-
will' handle unpacking can be issued in  ditions which. {have causedy damage to
advance, \ occur. The exhibition contfact specifies that
- Packing instructions are incorporated this form be filled out promptly and re-
on the same page with unpacking in- tutned ¢o the circulating agency. When this .
structions so that exhibitors will -note * agency csrries insurance on all items con-
how the material removed is to be- i:_ainec{ in iin exhibition, this form permits an-.
replaced in the case. These instructions instant report to the insurers. Having one

are also attached to -the cover of each policy and a record &f conditions when.the

case— . exhibition starts on tour, it is a simple matter
. - " to check the condition of the material against
- this record at each stop and to ascertainwhen
. and how damage may have occurred. 1M1

° .
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-> THE MUSEUM OF MODERN ART e 5

]

* 11 Wese 55rd Street, New York 19, N.Y. .
Department  of Circulating Exhibitions

) - Form 1
EXHIBITION: - 1 . - » .
ENGAGED FOR:
WILL BE.SHIRPED TO YOU FROM: - . )
OoN: . BY: . / .
w_z-:xdn"r: - . ; ) AP?ROXIMATE TRANSPORTATION CHARGE:
ENCLOSED ARE ITEMS CHECKED: - e /

/'/Unpa:king Instructions. Please follow with care.
< Packing Instrugtions. Please follow with care. ?

. Check List. Check cach item against this when unpagking.

Installation List. Follow this order as closely as feastble in your space.

.

Publicity Reltase. A suggested form. Please note contract conditions for publicity.
Rezeip? Card. To be filled out and returned promptly to the Museum of Modern Art.
Condition Sheet. To be filled out and returned promptly to the Museum of Modern Art.

!.
PUBLICITY PHOTOGRAPHS: + »

Available on request for items checked in red on Chieck or Installation List. (Any returned in

good condition will be credited.)
Price:

3
INSTALLATION PHOTOGRAPHS:
Available on, request.

CATALOG: . 4 -
Availzble on request.
Price:~ . M

SPECIAL {INSTRUCTIONS !

J

1. If you do not receive this shipment within 7. . of your opening, please wire us. .
2. Shipping addtess will be sent shortly before your closing date; please hold exhibition for

notification from us. .

- X




I e

3 -

22). PACKING-AND UNPACKING INSTRUCTIONS

-f

IMPORTANT‘—NOTE CAREEULLY

« Before you take out, the contents ofthis casc pleasc take a good lock at the way it is packcd Observe

x&} \

E

especially the éxact position of any batgens :md[or protective pads. This packing has bccn carcfully
rdcsxgncd to give the greatest possible protection to the contents of the case.

When you r{:—pzck the material 1o return it to us, please do itin exactly t}ic same way.

If 2 wo-k of art tctumcd tQ ‘us is received in damaged condition, but is found to have-been
packed as it was when sent out, the responsibility will rest with the transportation company.
If, bowerer, it ::: xot so parked the granting of future loans by us will be jmpard:zed

CITY ART MUSEUM OF 9r. LOUIS

s ° .- Y
2(b).. PACKING AND U.\'p‘Acxl‘:\{G INSTRUCTIONS

PLEASE NOTE’

- .

IMPORTANT xNSTRUCTIONS REGXRDING GUMMED
TAPE ON PICTURES COVERED WITH GLASS

4 ¢t

LT

1. Every picture covered with glass should be taped with strips of gummed tape ot moruban lIz in,
apart. - LT
When pictutes start on tour $0m the pMuscum of Modern Art thcy are s0 (apcd—wnh the

particular kind of tape that does not require Hater. -
The co-operation-of-all-cxhibitors-is rdquested in sccing ‘to it (ha( tape requiring waler is never
wsed as a substitute. This is to guard agai ny possible watgr damage to a picture, |
2. In order to preserve tape for use in rep kmgg—wmg a sheet qf glass, ot other slick surface (any other
surface will adhere to the tape and make'jt unusable), pile strips of tapc belonging to each plcmrc
on top of cach other swoothly with the numbered piece on fop.
‘ th:ap irl paper so that tape will be kept clean and not dry out during th¢ showing of the
exhibition. <.
3. M tapeis roodry for re-use, please regriest a fresh mpp{y well in adwm of par}:mg date from:

he'd

Dcpartment of Circulating Exhibitions,

] ’ . Mus¢um of Modern Art,
. ) ‘ 11 West 53rd Strect,
DO NOT PUYT TAPE OVER LABEL OR FRAME Nc\fr-York 19, N.Y.
e .

RIC N
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/\:‘fxmc INSTRUCTIONS '
t . ) .
¥
% Box No.1.°1 stone sculpture 50.921 Salerno: Horse & Clogn, - .
o

*
i

Lo

N
¥

) PACKING AND UNPACKING INSTRUCTIONS

~

~

CARVERS, MODELERS AND WELDERS, 1950-52

< An exhibition circnlated by
the {1[11:31(/11 of Modern Art, New York,

gt -

> .
N.Y

- UNPACKING msrnutijs; ) ’
f’ * s
Box~No. 1. 1 sténe sculpture 50.921 Salerno: Herse & Clown.

Wood base for 50.921

—

.

1. Lift out package containing wood block base for sculpture.
2. Unbolt Brace No. 1 and Brace No. 2 from outside of box. Lift out braces. Replace short bolts in

braces. L “ .
3. Life wrapped sculpture from box, Cantion: sculpture weighs 124 posnds. Two men should bandle the
v piece. )

4. Replace 2 corrugated boards and wrapping paper from: package,

2 braces with bolts in ends, cloib, in box
and put on lid m:((ing sure all bolts are saved. .

.

Wood base for 50.921 .

Caution: Seulpture weighs 124 pounds, Handle with care. Two men should handle Diece.

o
.

1. Wrap sculprure in cloth marked with same number. Tie sccurcly. . -
2. Place curved short side of sculpture against wide pads at right side of box. ,
3. Sct Brace No. 1 pad agains sguiturc in knarked spot in box. Bolt in place from outside of box. -
4. Set Brace No. 2 pad against sculpture ingfnarked spot in box. Bolt  in place from optside of box.
5. Wrap wood base for 50.921 berween 2 sheets of corrugated board. \Ymp in heavy paper and
scal. Slidg package into marked space at top of box. 3
6. Bolt lid on kox securely. ) N
- Ny
) \

. . . . ‘
——— ! . .

1
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3. CHECK LIST

.
. . - <

CHAIM SOUTINE 1951-52 °

An exhibition circulated by
the Museum of Modern Art,"New York, N.Y.

.
CHECK LIST:

-

|
\
i .
o 1 tide poster 18%25
l ] /m;&hu%r; labels } Box No. 3

"19 paintings

ya -
L Museum qumber - Tide 2nd medium Framed size Box No.
,((_ 51.628 Still Life with Soup Tureen, ¢.1916. Oil on canvas 30, x 3534 x1 2
51.62% Vi/age Square, ¢1920, Oil on ganvas 36%x 40141 1

. [

J - A ’ ¢ T
‘4. RECEIPT CARD 4 . *
- H » .
. N | -
t 4 -

THE MU SEUM .OF MODERN ART

11 West 53rd Street, New York 19, N.Y.

.

. L]
EXHIBITION: . .
* .
“ NO. OF BOXES RECEIVED......... [0 I
+  If unpacked and in good condition, check here.vvv'u.n.n, ’

If damaged, please fill out detajled report on Condition Form provided for the purpose.

'l .

Q
* ERIC :

e e e i e w3 L e e P e - -

If to be unpacked later, give approximate date we may expect your report on condition .

RECEIPT T

’ (Signature)

©

I
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5. CONDITION REPORT ) T

* - B S
\ .« * THE-MUSEUM OF MOPERN ART
g ) -, " 11 West 53rd Street, New York 19, N.Y.
. - \]
- - A ]
. REPORT ON THE CONDITION OF THE CIRCULATING EXHIBITION . ¢ ¢\ \uuuttunnneiseereeannnnnnns
UPON ITS RECEIPT IN.....ovevun.... FOR BOOKING ..ttt vene et sennrninenennennnannss
. Pleasc check the material in the exhibition against the check list provided and hist below all damages
_and omissions fronithe list. )
Pleasc note whether in your opinion damage occurred in transit or while in your possesston.
Describé condition of item in detail.
S Lt LR LRI LRI PORPRPPIPS
.................... JRRALITETITIL R TP RR PR PPRPRY B AU ARARELE
| \ Muscum number Atrtict Tit’lc and mc‘diuxp . Description of aat(ugc
; A
f | ' -
3
] N -
A\ 3
N\ . e
\ - . ¢ “ =
R ‘ ~ i 1
7 Box condition. If necessary, please request new bults and washers from the Museuth.of Modern Are.
| / ¢
|

~a

4
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Robert P. Sﬁ{;dcn, General Scrvices Mana-
ger, Metropolitan Museum of Artyfor their
gublication Care and Handling o[{ %Iy’ett:.

ermission has been granted by thesauthor
.to.repr?\t\hese instructions from the guide-
book. ;

'

1. No one shall handle, move or carty
morc than one painting at a time. Carry
it with onc hand bed&th and the other
at the side of the picture, both at points
where the frame is solid. Never catry

.a

-

painting by the top of the frame or b
the stretcher. -

2. Large paintings must be moved by no
fewer than two men, onc of whom i€
experienced in correct handling of pnir\%
mgs. (By ‘larﬁe’ is meant latge enougl
to be awkward for one man. It does nog
mean that it is all right.fér onc man to

move anything he’happens to 'be strong
\cnough M 7 P
3. Do not stack paintings—one leaning
afainst another-~unless it is absolutely
tinavoidable, arid then only with per-
mission of the curator or othegirespon-
sible person in charge.
4, Separate paintings with composition
sheets (corrugated cardboard, compo
board, ectc.), if stacking is absolutely
necessary. Stack the largest painting
first, fol{ wed by-smaller ones in order,
with no more than five paintings in any
. one stack. Eacl composition sheet must
completely cover the larger of the two
_paintings it scparates.
5. ‘Paintings stafiding op the floor must
g | fest on pads or padded wodden strips.
< . i ,
ERIC- ’ :
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These instructions | were prepared by
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. Separate paintings on side trucks with'
compgsition . etsy, There must never
. be so many painting? on a trutk thit the
outside painting or its frame extends
beyond the edge of the truck. Pad'the
Joor of the truck to prevent damage to
frames. ’ N
. Do not move large heavy paintipgs ont
side trucks unless the truck’s supporting
framework is high cnough, that is, at
least two-thirds of the height of the
picture. The weight must be borne by
the frame resting against the truck sulg-,
port; it should never be borne by the
* stretchef alone. . L
. Lash the painting in place before the
truck is moved. Two men must accom-'
any cach loadéd moving truck. At
. . leastogeof them mus;;«be an experienced
_“man. - *

~a

L -
ADDED PROTECTION FOR CANVASES
AND FRAMES

9. When dismantling an exhibitiom;remove
screw eyes, wires, hooks, ctc., from the
frames as soon as they come from the
walls so that neither pictures nor frames-
will be harmed in transit or.in Storage.

10. Avoid direct contact with painted sur-
)ccs at all times. Do not aﬁcmpt to
remove, slight scratches, rubbed spots,

or dif"marks with your hand, a cloth,

or by any oth¢f means. Where: varnish

is if,poor-condition, even gentle pressure
< wi cav‘f} mark which may call' for
treathdentoL the ertire surface.
white cotton gloves to avoid
damaging fingerryarks. ‘when working

II. GENERAL RULES FOR HANDLI
TRAVELLING EXHIBITIONS -

N

5
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—
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with light-coloured, matt finish or.gilded
frames. Clean hands are not enough in
this case, as perspiration spots so easily
spoil the frames’ appearance.

REPORT ALL DAMAGE

12. Report any damage which appears to be
of recent origin, no matter how slight
it seems to be. Get in the habit of "

" examining paintings to determine con-
difion. by

13. If paint flakes or frame parts become

detached, save all the pieces. Repairs arcn

N much'easier if all the parts are available.

1 4

CARE AND HANDLING OF SMALL b

- OBJECTS »

!

Geramics, enamels,.glass, efc.

1."Never hgndle ahy object ufinccessarily.
Work with proper supervision.

2. Move only one object at a time and
carry it with one hand underneath. Un-

-pack 2rays over padded tables so that

* detached parts will not be lost or
damaged. ’ .

3. Do St lift small, fragile objects by
handle§}rims, or other projections, for
these parts may have been broken andy
repaired. Hold the body of the piece
gently but firmly. Check each object
in and out of the tray when it is com-
posed of more than one part. Pack each

' part separately within the tfay.

4. -Always ase padded trays for moving
small objects, Do not move them b
hand except for placement in trays. Usc
sufficient cotton or padding within the
tray to preyent contact with other ob-
jects. Whenever possible, objects shooﬁl

.be so placed that they do not projdét
above the top of the tray.

5. Make surc that hands are clean, Use

r gloves or tissue when handling objécts “-

with glazed, golished‘ metal, or othér
highly finished surfaces. (All such ma-
terial shows fingermarks, which are
difficult to remove.) Apply this rule to
matt finishes and painted decorations
as wely Smocth-surfaced objects are
hard to handle wifh gloves or “tissue;
with them, cxtra care is necessary.

4 X

- 6. Do not move trays by hand from one
part of the building to another. Use the
trucks provided for the purpose. Speed +
and jarring in thotion should be strictly
avoided. Take time to do the job
-properly. .

‘ * R \

Small sculptures .

.

7. To avoid\ chipping and scratching in
transit, small, heavy objects should al-
ways be set on pads and carefully sup~
ported so that the weight is even?y
distributed. i

-

Tvories and wood carvings

8. Ivories and small wood carvings are
affected by sudden changes of atmos-
phere. Do not leave such pieces near
open windows or doors partciila

- during the winter months._

-

5 ir J~ !

Arms and armos N “ﬁ‘,z
9. Amms and clements of armour dtgssub-

jectto damage i many waysSuch mate-

rial should not be” handled by the

inexperienced except under competerft >
" ditection. Always handle with gloves al

fingermatks cause rust. Any exposure t '

dampness should be _avoide?.

PN

3
Jewellery P - )
» 10. Never plage cottonin direct cofftact with
jewellery. It will catch on delicate parts,
'may loosen scttings, and thus cause loss
of stones. Wrap jeweliery in tissue +first
and then in cotton if added protection
is needed. (Ivories, enamels, and old
glass should be treated in the same v@ \
that is, wiapp¥d in tissue first, sthen in
cotton,) Staff supervision is necessary
when working with jewelled objects.

Examine objects to determine condition,
then  handl cordingily. Report every -
damage no mitigRhgw.slight. Save all parts
which become detached,” Avoid haste in
handling objects, Avaid speed with loaded

trucks.
4
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k Il’/oodu;or@: and furpiture

* CARE AND HANDLING OF LARGE

OBJECTS N

» - ' ) ‘

Sculpture .

1. Moving large sculp-ture is a technical

Froblcm. Do not attempt it with too
ittle hélp or without competent direc-
tion. Haste in handling may result in

injuty to the handlers or damage to the,

objects. .
0 not carry heavy sculpture by hand,

_evdn if you are able to lift itz It should
always be moved on padded trucks,

orted and, if necessary, tied to pre-
\g_nt armful movement while the truck
ifin motion. .

. Examination of the object before hand-

ling ;i Warticularly recommended for
sculptural'material. Knowing the points
of/weakness in advance is important to
the safe movement of the piece. When
there is any doubt about whether or not
it is strong enough to withstand the
strain of transft, get the advice of the per-
sorl in-charge.

!

‘o

Always move weodwork-or furniture on
trucks or trolleys (dojlies). Never slide
or push such objects along the floor, for
legs and bases are/usually in a weakened
condition owing té age or previous
damage. ’

/
. Always lift chairs under the sseat rail,

never by the backs or arms. Carry-tablés
and other fugniture by the solid parts of
their frameywork, not the ornamentation.

. Cover upholstered furniture in transit, as

delicate fabrics are difficult to clean, Do
not touch the _ufpholstery on the arms,
seats, or backs of chairs or sofas.

. Do not overload flat-bed trucks. Placing

chairs, etc., on top of tables or other ob-
jects is a_dangerous ﬁracdce. Separate
picces of furniture with pads to Cf)revent
contact if mare than one'is placed on the

fruck at the same.time. Do not allow ob-

jects to extend beyond the edge of the
truck, Unlocked drawers and cabinet
doors as Wwell as folding table tops, mov-
able parts, etc., must be held in place

s
(tfed if necessary) to prevent damage in
transit.

8. Remove marble tops for transit and
transport them in a vertical position on
- side trucks. Do not éarrz them horizon-

tally as they may break of their own
weight, . oa

9. Wood panelling is seldom as. strong as
it looks. Movement of it should never
be undertaken without .sufficient help
and proper supervision, As moulding
and trim are lightly attached, do not try
to lift or move woodwork by projecting
parts. ' . .

Report every damage which agpears to be

new. Preserve all Tragménts whichsmay be-

comé detached.

’
¢

CARE AND HANDLING OF TEXTILES

Tapestries and rugs

1. Never lift mounted textiles so that all
the wéight is borne by the Fabric lone.
Use the supporting bar, roller or stretch-
er for lifting and ‘handling textiles.

2. Avoid stretching, tugging, and pulling
Textiles which seem to be sturdy-ar
frequently’old, worn or repaired. The
teat casily. - :

3. Remove screw eyes, wires, or other
projections .before rolling textiles on

supporting.bars. In storage such-projec~

tions wear ulfh and injure fabrics
permanently. ®oll tapestries and rugs

evenly, avoididg wrinkling and creasing.
Roll lined matetial face out.

4. Rugs and tapestries on rollers shoyld
not bg picked up by one man jor

grasped at the middle of the bar.
two men, one supporting each en
-greater protection of this type
rial in transitg .

5. Do not pile rolled or folded textiles one
. on top of another unless it is absolutely

for
ate-

necessary. This practice results in broken

threads which are virtually impossible
to repair. ’

6. Observe safety rules when removing
rugs and tapestries from -exhibition.
There should be 2 man at the foot of

s+ ¢ach ladder in use to steady it.

o 47
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proper supervisjon.

Costumes and small textiles

1.
7. Handle mounted textiles by the stretcher

or frame. Even slight pressureon tightly
stretched fabrics causes seriou§ damage.
8. Avcid folding textiles, laces, ég.stumes,
etc,, wherever possible. If it is ntcessary
to fold them, tissuc paper should be
placed in the folds to prevent creasing.
9. Clean hands are essential in working
with textiles. Many fabrics are so fragile
that cleaning i§ impossible.
10. Cover costumed manikins in transit and
in tffnporary storage. ‘They should be
lifted by the framework when moved,
to avoid soiling or tearirig the costumes,
11, After removing textiles, costumes, etc.,
from exhibition, begsure that all pins
are removed to prevent rust stains and
blood stains from scratched fingers. |
Work on textiles should be done under staff
supervision. Report any damage which
appears to be new.

Y .
CARE AND HANDLING OF WORKS
ON PAPER. ’

Works in this group are among the most
fragile and easily da

Treat them with the consideration they
deserve. They are not to be handled uritess
it is your job to do so and then orily under

-~

s - v
Drawings, watercolours, prints,
.« %
rsntaltiires, els.

1. Handle as little as possible and only with
clean hands. Never touch material of this
kind with wet, sticky or dirty haiids,

2. When moving unmounted material, lift
cach sheet by the upEcr corr.ers so that
it hangs free without buckling. Use great

a -

\\‘ ‘ » \"q

a

|"__=&

aged in the muscum!’

carc o avoid .pending, cracking and

tearing, Supporf such works on clean
cardboard when carrying them by hand.
3. Never stack prints, drawings, etc., one
on top of another unless they are matted
or arc separated by cellophane, glassine
or tissue paper. Do not allow newsprint,
printed matter or other paper of poor
ctxalit to come into direct contact with
the o{;jects. Cover wotks awaiting in-
stallation or transportation with tissue
y g\pcr to exclude dust and dirt.

0 not permit works on paper to be
shuffled or rubbed against each other.
Difficult and expensive retouching is the
only way in" which damage done in this
manncrgan be repaired. :

5.,Do not expose prints, drawings, water-
colours, and illuminated manuscripts to
direct sunlicht whether on exhibition,
awaiting installation, or in storage.

Rare books

6. Many bindings which appear 'to be in

+ good condition arc extremely ~fragile.

ather bindings are easily stained. Do

ot handle rare books -unless it is neces-
saty for'youtodoso.

7. Turn the pages from thé upper, outer cor-

ners when it 1s necessary to open books.

. Moistened fingers are exgremely harmful
to paper. -

, 8. Open books-gently so as not to crack the

‘birrdings—that is, never try to make an

open ‘book lie flat. Never stack open

* books one on'top of another. Do not -

place open books face down. Do not

stand books on their front edges, whether

on tables, trucks or shelves.
Reporteevery new damage no matter how
slight. Save all fragments .which become
detached.

M
@)
A3
~




- - 5

III“SAMPLE INSURANCE POLICY

“FOR FINE ARTS COVERAGE -

1. This Policy attaches on the st Day of
November 1951, at noon Standard Time
at.place of issuance and is decemed to be
continuous and expires when cancelled.

2, To cover on Paintings, Books, Manu-
scripts, . Pictures, Prints, Etchings, Draw-
-ings (including frames and glass and
‘brackets), Tapestrics, Bronzes, Statuary,
Potteries, Porcelains, Glassware, Marbfc
and similar objects of Art held. by the

Assured in trust or fgr which they may

have assumed liability or:which "they
+  may be_instructed to insure, to attach at
the time theyproperty becomes at the
risk of the Assured. ’

3. This Policy is to cover the property in-

-

sured hercunder against all risks of loss,

or .damage to such property (except
hercinaftgr excluded):

() while on exhibition by members of
the Western Association of Art
Muscum Directors or other exhibit-

+ ing %alleries while under the spon-
sorship of the Western Association
‘of Art Museum Directors;

() while ir #ransit by railroad, express
andfor Motor Truck andfor other
form of Jand conveyance within the
limits of the United States or
Canada; '

' (c) while in transit by air service of the
© -~ — . Railvay, E&:}Drn: Ageney Inc. andfor
by approvea 'amraﬁ; -meaning, .any

Civil Aircraft of the United|States
(kcluding Alaska) operated by any

American Flag Scheduled Air Car- |

rier holding a” Certificite of Public

ERIC ’

IToxt Provided by ERI

Convenience and Necessity issued
by the Civil Acronautics Board, or
+Scheduled Air Carriets (civilian)
bearing a valid airworthiness certifi-
cate issued by the charr,mcnt of
Transportation of Canada.

4. It is understood and agreed that ‘the
same coverage as granttd to. shows
sponsored by the Western Association
of Art Muscum Directors Is available to
active members and to associate mem-
bers of the Association, to cover fine
arts or other si?ilar»Qatérials they own,
loan or rent to othefs, or which they
may borrow from others. To avail
themselves of this coverage, active
members or associate members imust
notify the Executive Secretary of the
Association or the ]J. Glen Liston In-
" surance Agency; the Company’s agent
" at Seattle, Washington, on or before the
attathment of tisk. The policy does not

r provide automatic coverage on perma-

nent materialgowned. by members, but
coverage' on such *permancnt material-
owned by members may be granted at
‘rates to be arranged for each individual
gallery or muscum, .

5. The amount of insurance provided for
hercunder is provisional; it being the
intent of this insurance to insure here-
under the value of the property described
herein at the agreed get value between |
the owner and the Assured. oo

6. It is -understood and agreed that the -
limits of liability of this Company-shall.
be as follows:

119
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. / .
~ )Limit_'of/lialiiliry S s
. . . . (in'dgllars) _
Location . ) L/
. “Any Muscum, Art Gallcry or othér location ) .~ 100 000
Motor vebicle o . ‘.
On any one motor vehicle or trailer on shipments N '
of 150 miles or lessi Coe e .o .. 1.50000 .
On any onc motor vchicle or trailer on shipments . ot AN
.. of over 150 rhiles .; .o 25000 N
o Aircraft ‘ ) “u
On any one aircraft ac'any one timc/ e L. R 25.000
Other carriers .. . ... . . . .o 150 000
It js further.understood and agreed that  10. In the cvent of the discover{ of, con- .
th?limits of liability of this Company in cealed ‘loss "or dimage following a
. an

Ay

. onc loss, disaster or casualty;
ether for partial or total loss or sal-
vage char%es or expenses or all com-
binéd shall not exceed Six Hundred
Thousand and No[100 dollars ($600,000).

7. The Assured heréby agrees to report to

this Company through its agent, . .
. . . . .notlater than twenty days
(20) after the first day of each month
following *the date of inception of this
policy the total daily average of such
property insured heteunder during the
preceding month.

8. The Assured agrees to pay premiums

monthly 4t rate of . . per $100
based on the mopthly report as required

creunder. Shipments by aircraft are’to
be reported at the following rate:

At and From Points andfor Places
within the Continental United States
to Pointsand/or Places within the Contin-
ental United States 10 cents per $100.

9.°Tift named’ Assured will make every

effort to sce that: . .
(a) On shipments via railroad freight a
valuation of not less than 50 cents
ifty cents) per pound shall be de<¥
ared to the carrier.
On shipments via Railway Express
Agency Inc. a lot value of 8550 or
a value of $550 per box shall be de-
clared to the carrier on all ¢xpress
shipments.

11.

12,

transit risk of propefty insured here-
under, the time and place of said loss or

" damage not being determined whether

it be (f)rior or subscquent to the incep-
tion date or subsequent to cancellation
date of this Policy, the liability of this
Company shall be limited to that pro-
portion of any such loss or damage that
the number of days of this Company’s
coverage of the risk in transit prior to
the discovery of said. loss of damage
shall bear to thic total number of days.
clapsed in transit.

This Policy is cxtended to cover pro-
perty on cxhibition at fairgrounds up to
an amount not exceeding Twenty-Five
Thousand and No/100 dollars ($25,000).

The Assured agrees to report such
values separately and to pay an addition-
al gremium of 1% dollars (3.004) pér
$100 per day in addition to usual
premium required by paragraph cight of
this rider form.

It is understood and agreed that in the

event of the total loss of any article or
articles which arc a part of a set, this
Company agrees to pay the Assured the
ull amount of the value of such set and
the Assured agrees to surrender the
remaining article or articles-of the set to
this Company.

. This Policy docs not insure against:

(2) Loss or damage occasioned by wear
and tear, gradual deterioration,

o

(c). Due diligehceis used in pac)(/ing and
o —__unpacking -the ~property/~insured- moth, vermin, inherent vice or dam-
/ age sustained due to and resylting
£ -
4L s ..

/
/
/° o
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from any repairing, restoration Or Clause in basic policy reading:

%) Anv ar. emplovin nalitems, butin no event for more.than 25
@ atozn;::,c'm ;‘i‘ogf \g:r, ra d:%nztiv% = per cent of the total amqunt of the'Policy

force whether in_ time,of peace exclysive of thf provision,’
or war; has bean deleted as superseded.

(3) Insurrection, rebellion, revolu- . . . .
tion; civil war, usurped power, , Clause in Basic policy reading:

14, Other terms and cohditions femaining presentative mailed or deiivered as afore-

unchanged. ‘Attached’ to and forming said shall be a_sufficient tender of any
part of Policy No. : . . . . ofthe refund of premium due to the Assured.’
. has been deleted‘as superseded.
.t o oo o o . . Company of : . S
Glause (c) in basic policy reading:
e+« + + + + s« <+ o+ ‘Loss or damage occasioned by breakage
,-of statuary, marbles, glassware, bric-a-
Insured:. . . . . . . .t L brac porcelains, and similar fragile
{ articles, unless caused by G-¢, lightning,
— . Agent aircraft, theft andfor -atterapte thegt,

. cyclone, tornado,windstorm, sirthaaake,

collision, derailment or overturn, of ¢\ -
veyance, unless endorsed hercon.’

s been deleted.

~ Cleuse in-basic policy reading:

‘It is agreed by the Assured that the pro- ‘hn
perty insured Hereunder will be packed .
and unpacked by competent packers.” , .

hds been deleted as superseded. .
Q [ Y b sa

retouching process; . ‘In consideration of the agreement by the
_(b) Loss or damage caused by or result- Assured to rebort additional items of a
ing from: . ) . nature usually covered underea Fine Arts
(1) Hostile ot warlike action intime = policy, acquired subsequent to attachment
of peace or war; inclidingaction date of this policy, within ninety (90) days

in l;ﬁndcring, combating or de- from the date acquited and to pay full
fending against an actual, im- premium thereon trom the date acquired
ending or,_expected attack; at pro rata of the policy rate, this

E’\) by any govermént or. policy also covers such additional
sovereign powes (de jure or de - items but Shall cease to cover such addi-
factd), ot by any authority main- tional items if they are not reported to this
taining or using military, naval Company within the said, ninety (90?'_day

or dir forces; or (b) by military, period. This Company shall be liable
naval or air forces; or (c) by an under this‘provision in respect to any ofie
agent of any such government, loss, disaster or casualty, for not exceed-
power, authority or forces; * ing the dctual cash value of such additio-

‘ or action taken by governmental ~ ‘If thé Assured cancels, éarned premiums
authority in hindering, combat- shall be computed in accordance with the
ing or defending against-such - customa?:roshort fate table and procedure,
an occutrence, seizure or de- If the Company cancels, earned pre-
struction under quarantine or miums shall be computed pro rata. Pre-

‘ customs regulations, confisca- mium adjustment may be made at'the time
tion by order of any government cancellation j¢ effected and, if not then
or public authority, or risks of ~ made, shalll‘ﬁude as soon as practicdble
contrabandf{ or illegal: transpor- after cancclltlon becomes effective. “The
tation or.trade. . Company’s check or the check ofits re-

NOTEr . * flood, explosion, malicious «. .iage or *
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1. Scale models Gsed in the planning of the Hall
. of Oil Geology, 2 semi-permanent exhibit, at>
! the American Muscum of Natural History, 1954,
" (I;hoto: Standard Oil Compaqy of New ']crscyz

| : iz - . ’
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2a, 2b. The Manuscript Room at the Inter-
church Center, New York,aises a compression
pole system. The fleaibility of cases, which can
be atached in cither horizontalsor vertical
positions, is one of the system’s greatest merits.
The poles have an equal-armed cross-section,
permitting attachment of cases on all faces. The
flexible grid pattern of polés makes various
combinations of layout possible. .

The lighting arrangement is also extremely
flexible. Individual Tight units can be moved by
sliding them to any position on_the trac or, .

they can be removed altogether (Seealso Fig. 1.
“‘Exhibit systc%ffdcsrgh&oslk by Witteborg agd

Gardiner, 1960. {Fhotos: Lte Roltin)

¢

-

-
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3. Bower Birds of New Guinea,
a temporary exhibic at the Ame-
ricanr Muscum of Natural History,
1957, An imtimate exhibit was
created for the cases inside by the
use of Hat “wallbaard’® construce-
tion on wouoden uprights inte-
grated with dramatie colour and
hghung, (Photo: "American Mu-
seum of Natural History, New

Yorh)

4. Part of an exhibit onbirds atthe
Anierican Museum of  Narturat
History instailed i 1939, Labels,
art-w F and photopraphs repro-.
duced on  photographic  paper,
then mounted on masonite. The
eegs, bird study skins, and acces-
sories are mounied on the photo-
graphie pancls. Large letters are
dic-cut cork, which can be ob-
tuned commerciafly, The small
pancls are beld away from the
large background pancl by heyhole
blocks. (Photo:  American My-
sweom of Nawral Tistory, New
York)

ERIC
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5.'Part_of an cxhibit “on_birds at the o
: American Muscum of Naturat-Histor
¢ o installed in 1959, Silk-screen labels an
. art-work on large panel. Birds and theic-
nests were wired to the background panel.
« ' (Photo: American Muscum of Natural
. History, New York) 7

-

~—

Fair held in New York in 1957. Hefe
again, simple wood construction plus
panels (to hide the light source) is used
most eficctively. (Photo: Lothar P. Wit-
5 teborg)

.
.
.
*
13
.
4
.

7. Jdpanesce€xhibit ar the World Trade »

*

oK

8. German pavilion at the Brussels World p
*  Fair 1958." A square twbular exhjbit
system, bolted together, serfed as the
. * major pancl-holding unit in the pavilion.
The system also contained light units
which™ were -quite unobtrusive. Plants
were added as a foil to the rigid structural
system. (Photo: Lothar P. Wittcborg)

. l

. [ S

6. Irtish exhibit at the"World Trade Fair

held i New York in 1957. This exhibit
illussrates the effective ude of raw wood '
as an exhibit structure, (Photo:“Lothar

P. Wittcborg) iy :

1120










9. Swiss pavilion at the Brusscls World
Fair 1958. In one arca of the Swiss pavil-
ion cnlarged photographs were used ¢o
convey many of the cultural activitics of
the country. The stark simplicity of this
setting‘helped to convey the message and
labels were kept at, 2 minimum. Thé
struceural system is quite simplc, using
standard plumbing pipe, braced _intet-
nally to the photographic panels. (Photo: »
Lothar P. Wittcborg)

e

11. An exhibition of sculpture, some of B -
which were skown in the open air and
others  sheltered  within  the  gallery.
(Photo: Rhodes National Gallery, Salis-
bury, Southern Rhodesia)

: 12. A simple wooden panel system p
designed at the Americann Museum of
Natural History, New York, was used
for many. temporary cxhibit, ¢g,
‘A Fossil Comes to Lif<’. (Photg; J#6thar
P. Wittcborg)

i

N\

10. Tralian pavilion at the Brussels World
Fair 1958. A rather bold mounting
technique of pancls, exhibit cases, etc.,
was used in this exhibit. In this illustra-
tion black strap iron was used to good
cffect in showing an cnlarged photo-
mural of an antique map. Wrought iron, .
welded together and mounted in front
and away from the map surface clearly
pointed out how the shape of Italy had
changed with the use of medern sur-
veying methods. (Photo: Lothar P.

2 \) A Wittcborg)
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13a, 13D, 13c. Haniwa, Japanese Burial Mound
Figures. An exhibition shown in the National
Gallery of Art, Smithsoniaf Tifstittition, jn 1960.
(2) The canted black partitions lcad the cye
towards a single Haniwa figure mounted on
a pedestal protected with glass. (5) Haniwa
figures were mounted on circular platforms of
varying: height sct on *an island, 16x40 ft.,
containing cgg-sized river dpcbblcs. Note the
concciled spotlights focused on the platforms.
Mahogany pedestals were set along the wall
containing ccramic figures and cxamples of
Jomon and® Dogu pottery. (c) The end of the
exhibition was marked by two large pedestals
showing cxamples 6f Jomon carthenware vessels
and figurines with a hedge of live bambbo set
behind them. (Designers: R. B. Widder and
B. W. Lawless, Smithsonian Institution, Wash-
ington, D.C.; photos: SmitHsonian Exhibits
Laboratory) *

13b
. »
. »
13¢ °
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. North-W'cst Coast Indian Art, a loan cxhi-*

bit at the University Muscum, Florida State
University, 1951, Natural weathered planks pro-
vided the entrance and title pancls for this
exhibit. (Photo: Lothar P, Wittehborg)

15, Bitsburgh Portrait, a temporary cxhibition
at the Carnegic Muscum, DPittsburgh, 1959,
A flat pancl arrangcment \,vg? used with

‘goosencck’ lighting. Effective eifargements of

photographs accompanied by simple charts and
graphs make a straightforward exhibition of the
beautification process taking place in Pittsburgh.
. {Photo: Carnegic Muscum, Pittsburgh) o~
-]
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4 . v LDuicd s Seercs cultunad historead
e Lo, Dk oo, P90, dosfonad by
Watchors and ooy Gradier The

nuu structur o sustean usod an thas ovbabp W

tstructurad stedd Tmagon’s saattoldme, ababae

pandks of bracad mdsomie ward hung on the

weadeddinr Byostap non hooks, Most o the
1]

hebiug & o conccdaed bohad the pandds ton
Jdowdwad illamimaaon, Platdorms wore made
by placsie hotgoiitad puds to the honzontal
mictbors of the soatloldie stucmng, thaac-
drvonstond atorals could thon be dlccandy
oshibircd Phorgs Hony Guadiner *

17 *To Make to know How?™, a temporary
eahibie ar the American Museum ol Natuoral
Histors, 1957, The same sgactural mason’s
seaffolding was used here s o the lyane

. : exhbibat(Plates foq and 2), with long panels hupg
' dircedy on the \C.llfuldlhg. Fhe lighting system
whs hung on seandard  plumber’s pipe and
. ’ condutt channel. (Photo: Amertcan Museum
. of \aeural History, New York)
o LY
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ING, Iy, 1N I8 An Gshiibinon ot the
worhs ot vesund Braush soulptess shos i toar
ditforent caens danogser e the Jdificrences
whitch rosadt trom thio\bldiigs, shugge ot the
sallores, avalable heknng  condinens, ot
(At Gallery o Toronto, 1936, 06 Ans
Club, Chicaze, 1935, ., Chadsach-Ticchans
1 siubinon in the Wyner Sceenton, 1936 57,
rdr Nemee Biennade 1956, Bnush Pavalion,
{Photon: Fhe Brash Council)
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19a, 19b. The Honolulu Academy of Arts and
the Bishop Muscum of Honolulu co-operated
in preparing this exhibition which shows the
indigenous art of Hawaii, su splemented by
paintings and ph’oto;ﬁmphs, an
a

illustrate$ life
under the Kamehameha dynasty. The exhibition
was circulated in several cities in Japan during
the autumn of 1959 under the spansorship of
the Tokyo National Muscum, the. Yomiuri
newspaper companies and the United States
Embassy. (2) Entrance to the sxhibition shown

in the Shirokiya department store of-Tokyo (2s
a public service many large department stords
show imporéant exhibitions which arc organized
by muscums in_Japan). The objects shown near
the entry and in the introductory hall set the
theme of the exhibition. (b) A central island
showing examples of ancicnt religious sculpture
with a wall-casc and a frec-standing casc in the
background which illustrate the theme of the
exhibitiod. (Photos: Yomiuri Shimbun)




g, 20b, Wlusisaung  the use of varying
micans of presuitation to acceNtuage of differen-
tate between ditforent objects on display.
1y Graphic matertal has been mounted onvere WA A
ticak pancds supportad by poles hung from wires e,‘,,“*,
strung fron: wa o wally on platforms and o a8 AAL 4000

. pancls sct ac an angle agamst the wall. (Photo: . i
The Munmcipal Museums  of  Amsterdam)
b African beadwork mounted horizonually on
4 table and atan angle on the pyramudal ¢ tre-
prece. The entire unie revolves slowly o aerace
mterest and vary lighung, (Phuto. Rhodes
Navonal Gallery, Salisbury, Southern Rho-
desia)
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2la, 21b. (a) An cxhibjtion of prints of
flowering plants. They are mounted on black
flock-covered paper which simulates z backe
ground of black velvet. The old-fashioncd
walls and ceilings of the hall have been masked
with bleached jute so that they do not conflict
with thg exhibition, These temporary coverings
are inexpensive and simple toinstall 6r dismount,

(b) The Evolution of Vertcbrates and the
Origin of Man cxhibition, May 1958, .at the
Muséum d’Histoire Naturelic,. Paris. Schematic
drawings ard black-and-white photographs
are_used to explin the fossils on exhibition
while the aceual fossils are shown in cases in‘the
foreground. Similar use js made of bleached
jute to cover the walls of the hall, (Photos:
Muséum d’Histoire Naturelle, Paris)



22, ‘Pago-stick’ pancls developed by the Yale
Art Gallery. The pancls have spring-supported
posts, so that they arc held m place by tension
between the floor and ceiling. They can be
readily dismounted and mouved fornew exhibi-
tions. (Museum, Unesco, 1956, Vol. IX, No. 2)

23. An inexpensive system for sctting up ver-
tical panels. The upright rods or piping are held
in place by a wire strung across the cciling and
the bases may be sct in rubber or cork. Lateral
rigidity is assured by horizontal bars. (Photo:
The Municipal Muscums of Amsterdam)




24a, 24b. A temporary exhibition on Iranian
art shown in Rome by ISMEO (Istituto Medio
Estremo Oricnte) in the Palizzo Branceto,
1957. (a}) A Y-shaped case. (b) A serics of

pancls and showeases. The framework consists
of channel iron and angle iron, moundng wirc,
screen panels. Analogous systems could be
prepared using wood or other inexpensive
material. (Designer: F. Minissi; Photos: Vasari,
Rome) -




E

25. Low stands shuwing an eshibition of con-

.temporary houschold avares. They ape simple

to build, can be casidly arranged ifi different
combinations, and repanted m varying colours
for new cxhibitions using moudern lates pants
applicd withrollers. {Phouto. The Municipal Mu-
scums of Amsterdam)

26. ..nexhibition of the nomadic peoples found!
indthe Sahara. Exhibitions of this typc can bg
used to show the people of a couniry the
manner of dress, habitation, and material tech;
nology of other peoples who may live within
the same political boundaries, but who may have
a different cconomy, language or tradition.
(Photo: Ethnographic Muscum of Neuchatel,
Switzerland,'1957) !
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27a, 27b, 27¢. (af}An exhibition on the evo-
lution of agricultural n{::lchincry and techniques.
.. The ‘island’ in the fo}q round shows simple
hand tools and ani nl-(f;Q\vn implements. In
the background, abole the diornmns, wrought-
—iron figures show techniques~used in Ancient
Egypt as depicted in tomb paintings. The
dioramas demonstrate the evolution of imple-
ments and techniques, While this is a permanent
cxhibition, similar ones could be prepared for
temporary cxhibitions. () A diorama showing
ploughing tcchnicﬁucs current in Western Europe
during the Middle Ages (fourtcenth century),
(¢) A diorama showing contemporary machin-
cry using scale modcls, many of which can be
purchased from specialized manufacturers,
(Photos: The Science Muscum, South Ken-
sington, London) - . e .
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28a, 28b, 28¢, 28d. (a) (b) {c) A wavelling
exhibition ‘prcpnrcd by the German Health
Muscum of Cologne. ‘All the units were de-

signed to fitinto a small van and to be set up n
schoolrooms, gymnasiums, and similar loca-
tions, The basic unit is a simple metal whbular
system W hich is clamped and screwed together.




28¢

{d) A scction of a large exhi._.tiun on the theme

“The mystery of arthritis and rheumatism’.

Ldge-lighted plastic carvings illustrate and

interpret X-ray phutographs shown below. The

stands may be used for other exhibitions as the

pancls can be changed casihv. (Photo. Cleveland
’

Health Muscum, Cleveland, Ohio)
. {
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29. A temporary exhibition on the theme
Man againse Nature, (a) The result of im-
proper agricultural practiceand overpopulation.
(b) Efforts at conservation through the cstab.
lishment of national parks and reserves.
(¢) Species of animals which have become
extince during the historic period. (Photos:
Muséum d’Histoire Naturelle, Paris)
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Pog, S, 0 N sares of ountatue diotanus
sl the sequeated of avones sl alcanad
thic acodosy ot aovadio i Now Yol St The
tarst shoss s tie prmicval fonast wals just o
dettings apancd by dhic Tndianis the second,
i of the Luropoan saiders, than the
gradial over asplotaugn of the Lind.aad i
cvantadd roeovery tollowing modom conser
vation mcthods, e Dol shiowang the obb’
i sedement whore mach of the hind was
crodady op sonl Jost, ad the abandonmone o
margmnal Linds by scutdors moving to the Wt
AL and the Tand,  Amancan Mascum, ot
Nampral History, New Yorh,  Sce Mo,
{932, Vol V', \o. 2
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34, 3b. (a) An exhibition showing soil pro-
files found in different sections of New York
State, Left: stratified sands and clays deposited
by water; centre: glacial till; righe: alluvial soil.
Photographs show soil conservation practices
such as strip cropping and contour ploughing,.
Samples of rocks which form the soil are shown
togethitr with different types of soil. (b)) An
exhibition demonstrating the use of different
types of fertitizer, The red clover plant is taken
as an example of the usc of plants which harbour
nitrogen-fixing bactera, photographs explan
the scquence of events, In the }:)rcgroun( the
difference between untreated plants and plants
which receiv e furtalicer is clearly demonstrated.
(Photos: American Muscum of Natural His-
tory; New York)” . .




324, 32b, 3. Three cxamples of ‘suitcase’
cxhibits. (@) Palacolithic and Neolithic cul-
tural periods in Wales, The linged covers peo-
tect the glass front of the case and hasce been
used to mount lustratiuns shuwing the use uf
the flintand stunc implements. [b, The manufac-
ture of puttery using the wheel. Note a model of
the whad (lower left) and a fullsice glazed
pitcher (fight). (4, The pares of the wheat grain,
common uses of wheat and a model of an
entarged gram. In the forcground, the sequence
in the preparation of the models (Phutos. Mu-
scums Schuols Scrvice of the Natonal Muscum
of Wales, CardifT) .
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33a, 33b. (a) Framework of a wall-case made

of prefabricated parts. The frame is easil

t assembled and.dismandzd; it is equipped wit

patented nues which are held in place with

. springs so *%iat the bolts can be easily inserted
and tighteaed, (Photo: Unistrue Products,

Wayne, Michigan) (5) Light industrial scaf-

ERIC

Aruitoxt provided by Eic:

folding was used w prepare this exhibition.
Pancls are set_in place for the exhibiton of

photographs of African fauna. The scaffolding,

and panels can be used again for other exhibi-
tions, (Photo: Muséum d’Hiswire Naturelle,
Paris) R
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34a, 34b, 34 Tralcr-type mobile muscums.
(a; Mobile unit developed for the Nauonal
Muscum 1in Warsaw. This circulated the exhibi-
tion of Mickiewicz-Pushhin, 1949, The top of
the traler 1s designed to admit natural lighe,
(b) Trailer unit of the Virginia Muscum of
I'ne Ars, Richmond, Virginm, Note the use of
verucal pancls set dongside the trailer with
caplanatory material, sheltered by a plastic
awning. (¢) Interior view of the Richmond
tratler unit. Exhibiion of paintings_in which
c.mli.rl artificial hight from cciling fixtures is
used.




3 -y .
: » 33, Types of7cducationnl material prepared and
) . circulated by the Muscum of Modern Art, New
PLASTIC AIRSEALED - York. Slide projector; sct of slides and printed

talks, portfolio of photographic cnlargemceits;

FRAME classroom booklet of instructon, How to Make
. . Pottery and Ceramic Sculpture, exhibition of
* A enlarged photographs of pottery forms, sct
o AT containing slides, lecture on a record with playcr
) /"“& . and loudspeaker.
ol - )

CNTOTHINN CARDBLASTED

T N

PROCTING
Ci0TH ENVEL0PE

ST .
SHOWING HOLES . . .

o OEs 6. A moulded plastic fram. designed at the
Cr HANGING . Walker Art Centre, Minneapolis, to enclose
watercolours in air-sealed ‘envelopes’ for a
travelling exhibition sent.to South America.

.
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37a, 37b. (aj Small cut-out forms simulatc New York) (5) Display cases andStands for
figures and shuw how the material was worn.  the Suphic Fedurovitch Memorial Exhibition,
Pancls heip to unify the display of avaricty of 1955, (Phuto. Vacturia and Albert Muscum,
small objects, (Photo: Muscum of Modern Art,  London)




h

384, 38b. fu) A trav MHing cahibiuon of house-
hold ubjicts (‘Uscful Objects’) prepared by the
Muscum of Muodern Art, New Yorh, The tables
and suppurung frames are standardized to
facilitare  paching, assembly and disassembly,
(b, An uhibitivn fur schools, Machine Art,
prepared by the Lducational Program of the
Muscum of Modern Art, New York. Some
objects are fiscd to the background panel,
others may be remuved for Sipping. The
transparent covering ts made of plasuc (plexi-
glass) which can bu wastly inserted or removed
thruugh grooves at the sides of the case.

B 15




39a, 39b, 39, 39d, 39, 39fn Sclf-conuuned
travelling exhibtiions. () An cxhibtiion or-
ganized for the symposium on and zones fickd
at Unesco during May 1960. The hghe angled
tubes forming the support are inexpensive to
manufacture and can be casily stored or
shipped. (Photo. Unesco) (b) Man Measuring
the World, a science eshibion prepared by
Unesco and circulated among a number of
countries. The bent tube frameworh supports
vertcal explanatory  pancls, nstruments are
shown on a bench. (Photo: Unesco)

.
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{¢) A cardboard carton lined w 1th plstic fuam
in which glass articls can be nested. Sej eral
cartons arc then pliced in shaved packing
cases made of woud. (Phuto. Cornmg Museum
of Glass, Corning Glass Cunter, Corning, New
York) (d) Pyrantidal cases made of plastic can
be joined tagether in a serics of difforent com-
binations. A rear vivw of an assembled unit

being loaded on 4 truch. (Photo. Corming

Muscum of Glass) .
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{e), A fully stalled display. Lach pyramidal
unit 15 independentfand has 1ts own fluorescent
hghung system and a label printed in white
fetters on a black bachground. (Photu. Curning
Museum of Glass) 7f) A Neighbourhood

Planning Teaching Model. The case contains a
number of units for working out problems ang
solutions as well as texts and other illustrative
material. (Photo: Muscum of Modern Art, New
York)
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40, Case containing sculpture. Note ‘fins’
placed on the top and the sides of the case so
that packers haveto Elncc it upright. The photo-

graph also shows the metal platesoto receive
bolts when the case is closed for Ahipping.
(Photo: Muscum of Modern Art, Ne: ork)

%

41, Packing box designed by the Addison
Gallery of American Are, Andover, Massa-
cHusetts. Paintings fit into individual ttays
or racks which have been padded with felt.
This eliminates the need for removable packing
material.




42, Casc for umformly framed and
matted watercolours which have
been placed in envelopes ur inner
cases (see Fig. 22). IFrames, cases
and boxes can often be re-used
for other similar exhibitions pre-
pared for tours. Smaller pictures
are fitted into the case by filling in
open spaces with excelsior pads
wrapped with paper. Large pads,
shown on the botom, are placed
on top of the open-ended inner
case to prevent them from slip-
ping duning transit. (Museum of
Modern Art, New York)

43, A shipping case designed to
carry paintings which could be*
fitted in only one way, by sliding
them into appropriate grooves
padded with foam rubber (see also
ig. 23). (Muscum of Modern Are,
b ork) ‘
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dHa, 44b, 44, 44d, 44e. Preparations for a
travelling (vhabitiop, Lnglish Silver 1660-1910,
at the Victoria and Albere Muscum, London.
{a) Packing matcrial is bung rolled mnto-wads
made of sheets of small hand paper faced with
tissuc, (b) The larger picces have been placed
in the bottum of the case and smaller ubjects
arc now being nested in the larger ones. Note

also the padded ‘wased, paper limng the con-
tainer, \
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o

(¢) Dismanting one of the cases used for
travelling exhibitions. This case packs into cight
scparate flat picces. (d) Loading the packing
cases.into one of the two vans of the muscum.
(¢} Assembling the exhibition. The case shown
is complote except for the final side-pancl of
glass. Within the case a scparate compartment
has been set into place to show off the picces
effectively. The entire exhibition included six of
these units. (Photos: Crown Copyright, 1961)
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45, The small picce of sculpture shown on the
N left is to be put in the inner wooden box and
held in place by two padded braces. It,will then
bé placed in its own excelsior padded compart-
ment. The sculpture at the right is shown in
its bed of excelsior. When packed for shipment
it would be wrapped in the cluth case prior to
being placed in the excelsior, (Photo. Muscum .
of Modern Art, New York)

.

46. A large crate containing seweral inner boxes
of wood. The small boxes are lined with foam -
rubber pads and braces have been fitted to hold
the sculpture in place. The inner boxes are then
‘floated” in tightly packed excelsior. Lxhibitors
are requested not to remove the inner cases from
) the packing box. (Photo. Muscum of Mudern
‘ ‘ Art, New Yorky
)
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74y 47 1w Note how the wooden braces
it around the ul)]LC(. Fhie braces arc attachad
the walls of the pachmg case by serews through
right-angle metal plates. Directiotis to pachers
are written on the braces with mdelible ink.
1b) Container for a large bronge figure: Fehe
pads hne all braces wherever they come into

contact with the scalpture and are also placed .

at the top and the base. Nute markings on bus
to gunde shippars and pachers and the fins placad
vn the sides and cover. The bults enaircled
mh at the sides are those v.hich fasten the
braces holding the tigure to the sides of the
case. (Photos: Museum of Modern Art, New
York)
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48a

l‘_‘).

48a, 48b, 48¢. A large sculpture by Henry
Moore being packed for overseas shipment.
{a) Padded cross-bars hold the figure firmly in
plncc; note that all braces.are bolted, not nailed,
into place. (b) Detail showing padding on the
blocks which havebeenboltedinto placcto brace
the clbow of the reclining figure. (¢) Method
of framing and bracing for the entire case. The
waterproof lining has been torn away to show
the details of the cioss-bracing used in the
casc. (Photos: San Francisco Museum of Art,
San Francisco)
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#9. Package of pancls of cnlarged phoutugraphs
3 which have been wrapped tc gether and sealed
. ; i . with gummed tape. The blocks placed at nter-
: S A AN % vals around the package arc cloth-wrapped
pads of foam to cushion the package whale it 1s
in transit, (Photo: Muscum of Modein Art,
New York)
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