
REGENERATING A MUSEUM: REGENERATING A CITY 

Glasgow is a city of 600,000 on the West 
Coast of Scotland, named in The Lone!J 
Planet Guide for 2009 as one of the top ten 
tourist cities in the world. Part of its appeal 
is Kelvingrove Art Gallery and Museum, 
which reopened in 2006 after a [30 million 
refurbishment, and which was the subject 
of a presentation to museum professionals 
at a conference in Bucharest in 2008. One 
of the reactions to the presentation was 
that Glasgow's experience was nota realistic 
model for Romanian museums, which do 
not have access to such fund s and where 
tourism is not as developed as in the K 
Glasgow, however, hares the experience of 
a great many cities worldwide, an experience 
of industrial expansion in the 19"' century 
and collapse in the 20'11

• ln fact the decline 
in Gla gow was amongst the most extreme 
anywhere, so that by the 1980s the city 
had changed from being one of the great 
industrial centres of the British E mpire, to 
being one of the poorest, most unhealthy 
and derelict cities in E urope - and, dcspite 
great improvements, it still suffers severe 
problems. There was a period in the 1960s 
and 1970s when it was assumed that the 
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task of the City ouncil was to manage the 
decline of the city, as more and more people 
Ieft for other citie in Britain or to move 
overseas. H owever, Glasgow City Council 
decided to flght back - one book about this 
period is called The Ciţy That Refused to Die. 
(K eating 1988). Part of this refu sal was a 
decision to reinvent itself as a cultural tourist 
destination - an ambition mocked by many 
cultu ral commentators at the rime. There 
are stiJl many problems to be overcome, 
but the accolade of The Lone!J Planet guide 
reA.ects the huge progress macle in scarcely 
25 years. (O ne of the lessons of G lasgow 
is that these changes take a long rime - but 
not forever). Much of this regeneration bas 
been driven by culture and by museums in 
particular - the city's Victorian co llections 
were one of its resources and mobilizing 
them to beneflt the present was a key 
strategy. The vision of museums in G lasgow 
is one where there is no necessary conflict 
between cultural, educational , economic 
and tourist objectives - arguments that 
museum are 'really' about one or other 
aspect of their complex roles are pointless. 
T hope this accou nt of how one museum 
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service engages with its city proves relevant 
to museum coUeagues in Romania1

• It aims 
to show that museums can engage - and in a 
democra tic society must engage - with all of 
these agendas. We can do so with integri ty, 
as long as we focu s on the human sto ries 
embedded in the objects and crea te displays 
wl-Uch are welcon-tlng, and which respond to 
the deepes t human needs for meaning and 
belonging. 

So what 1s a museum? The ICO 1 
definition of a museum states that it is "a 
non-profit, permanent in titution in the 
s rvice o f society and its development, open 
to the public, which acquires, conserves, 
researches, communicates and exl-Ubits the 
tangible and intangible heritage o f humanity 
and its environment for the purposes o f 
education, study and enj oyment." 

This is a completely circular definiti on, 
typical of professional, internally focused 
accounts of the roles of social institutions. 
If you don't know what a mu seum îs or 
what it is fo r it, the ICOM defit-Uti on tells 
you nothing. What kind o f education? 
What kind o f enj oyment? Wh at kind of 
study? What kind f service - and in the 
support o f what kind of society? And what 
consti tutes heritage is an quaUy opaque 
question, especially now that it in cludes the 
tangible, as well a the in tangible. Bas ically 
the d fi r-U tion says that a museum îs an 
organization which carries ou t museum 
fu nctions. 

One o f the a sumptio ns o f the ICOM 
definition îs that museums can somehow 
avoid politics, by being bland and neutral. 
H owever, museum s are not neutral 
organizatio ns; they exis t for politica! 
reasons - just like schools, hospitals and 
universitie . They exis t in order to pursue 
an ideal o f a specific type of society. This 
ideal, these politics can be oppressive and 
impoveri sl-tlng, or th ey can be liberating 
and enriching. This does no t mean that the 
knowledge they produce in their researches 
should no t a pire to scientific standards 
o f accuracy, but that their social role îs 
defin ed not by objectivity but by values, 
which can be authoritarian or democratic. 
The opposite o f a politicised museum in a 
dictatorship i no t a neutral museum, but 
a one which is an active agent in creating a 
democratic society. 

As museums struggle in the competition 
for resources we o ften focus too much on 
the lack o f money to car ry out the basic 
functions o f preserva tion, much less to 
deploy the wonderful modern technology 
to bring the objects to life. In other 
words we focus o n our organizational and 
professio nal objectives and what we think 
we need to achieve them. The assumptio n, 
embodied in the ICOM definition, that 
everybody knows the value o f museums 
is no t only na'lve and demonstrably wrong, 
but is the single grea test obstacle to enabling 
museums to Aourish. In this case study o f 
one mu um 111 Glasgow, I want to argue 
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that the future of museums is not primarily 
about money, or about technology, it is 
about articulating a vision of how museums 
contribute to society, and developing a 
detailed, practicai plan which demonstrates 
how that contribution can be macle. Only 
then can museums make a case for the 
money needed for research, conservation, 
display and education. To get beyond the 
false choice between investing in a museum 
or a hospital, a museum or a chool, we have 
to demonstrate that society needs museums 
as much as they need schools and hospitals 
- and make the case i.n the terms of society 
as a whole, not i.n terms of the professional, 
technical requirements of museums. 

The renewal began in 1983 with the 
opening of the Burrell Collection - based 
on the art collection of one man, Sir 
William Burrell, which he gifted to the city 
i.n 1944. Many argued that it was wrong to 
spend l22 million on a new art gallery in 
such a poor city, and that Glasgow's airn 
of attracting tourists was, at best, nai've. 
During that decade the city's brownstone 
buildings were cleaned - reveali.ng the best 
preserved Victorian city i.n Britain. In 1990, 
against al! expectations, Glasgow won the 
title of European City of ulture - against 
competition for established 'cultural' cities 
like Edinburgh - and used it successfully to 
change or simply establish its international 
identity. The city - with typical energy and 

ambition - was the first ho lder of the ECC 
title to run a 365 day festival, and the first 
to usc it consciously to rebrand itself on the 
global stage. 

The city continued to build on its cultural 
assets, refurbishing old and creating new 
museums which served local people, but 
were of a quality which also attracted 
tourists2

. These deep local roots meant that 
they were not generic visitor attractions, but 
reflected the character of Glasgow, and were 
not seasonal , but part of the year-round life 
of the city. Thus, Glasgow created the first 
museum of world religions in the Ul in 
1993, drawing on its historic collection to 
create a tourist visitor attraction which also 
reflected the newly diverse communities i.n 
the city. In 1996 the Gallery of Modern 
Art opened. Si.nce 2005 GOMA has 
achieved an international reputation for its 
biennial Human Rights and Contemporary 

rt programme. This comprise a major 
international exhibition and a city-wide 
programme of community engagement. 
The themes so far hav~ been Asylum 
Seekers (2003), Violence Against Women 
(2005) Sectarian conflict between Catholics 
and Protestants (2007) and Lesbian and 
Gay culture (2009). These themes show 
that, as lasgow works to secure its 
international reputation as a cultural centre, 
it is not sanitizi.ng its history or denyi.ng its 
current problems and complex identities; 

2Por mor.e in fo rmation on Glasgow's family of museums see www.glasgowmuseums.com 
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it is trying to respond creatively, using the 
talent and collection in the city. Today 
Glasgow remains the poorest city in the Ul , 
though much social regeneration bas taken 
place. And it is also the third most visited 
tourist centre in Britain (after London and 
E dinburgh). 

Kelvingrove Art Gallery 
and Museum 
Kelvingrove was the last and greatest 

achievement of the Victorian civic museum 
movement in Britain; it opened in 1901, 
and aimed to encompass the worl ls of art, 
history and nature under o ne roof. Before 
it closed for refurbishment in 2002 it was 
the most visited museum i.n Britain outside 
London, with over 1,000,000 visits a year. 
About 30% of these were local people, 
reflecting a strong local tradition of museum 
visiting, and a sense of public owner hip 
of museums amongst a wide range of 
social groups. 'Respectable' working class 
people as well as the middle classes felt that 
I clvingrove was their. This tradition dated 
back to the Victorian origins of the museum, 
a cime when those museums which took 
their civic educational role seriously were 
amongst the most democratic institu tions 
in society. In 1901 onJ y a minori ty of men 
and no women had the vote, free education 
finished at the end of primary school, but 
all were welcomed into l elvingrove. ot 
spoi.ling the local sense of ownership this 
was a key ai.m of the refurbishment. 
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By 1990 Kelvingrove was looking 
sad and tir d - one local paper called it 
'Kelvingrave'. The roof leaked, the electric 
wiring hadn't been renewed since 1898, and 
the heating ystem fai.led frequently, creating 
temperature fluctuations which endangered 
the objects. Our first ever visitor research 
showed that even people who loved the 
museum thought that the displays needed 
to change, whi.le tourists and young people 
thought that it needed a major overhaul. 
The displays were no t only old-fashionecl 
and, having changed haphazardly over the 
years were incoherent, ancl, in th e words 
of one visitor 'actually macle it difficult to 
learn'. Access for disablecl people was totally 
inadequate, and shops, toilets and catering 
were, well, Victorian. 

The Problem of Scale 
Kelvingrove has 22 main galleries, over 

8,000 square metre ancl showecl over 4,000 
objects, including Dutch ancl Italian Old 
Masters, French Impressioni ts ancl Post 
Im pre ionist , Scottish Fine ancl D ecorative 
Art (including Charles Rennie Mackintosh), 
Scottish ancl Mediterranean archaeology, 
fl ora and fau na of Scotlancl, anthropology 
of cultures from A frica, Americas ancl A ia. 
This great variety was one of the most 
appealing aspects of Kelvingrove, but it also 
createcl the single greatest challenge - how 
to modernize the museum and ensure that 
it was meaningful for 21" century audiences. 
This wasn't macle any easier by the fact that 
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we also had 1.4 million objects in store from 
which we could choose - though, typically, 
these were poorly documented, researched 
and stored3. 

Basic Assumptions 
An Object Base Museum 
The essence of museums is that they 

inspire appreciation and learning through 
real things. We wanted to introduce the 
best modern display methods - but not at 
the expense of objects. This is the basis of 
our commitment to double the number on 
display to more than 8,000. 

A Visitor Centred Museum 
Extensive consultation with visitors and 

non-visitors, as well as the !atest psychology 
of communication and learning, inform the 
displays (Economou 2004). The explosion 
of knowledge in the 20th century meant 
that there was no such thing as 'common 
knowledge'. Combined with the vast range 
of material on display, this led us to the 
fust principie we established for the new 
displays - that we would not assume any 
prior knowledge on the part of visitors. 
The museum aims to welcome every visitor 
no matter what their background and to 
provide a way in to understanding the 

wonderful objects on display. Individual 
visitors might be knowledgeable about a 
few aspects of the collection, but very few 
would be familiar with the entire range. 
The art aficionado might not need basic 
information about a painting, but she would 
for the geology display. The biologist might 
beat home in the wildlife gallery, but might 
need an introduction to the decorative art 
gallery. The labels provide a point of entry; 
many other means - books, website -
provide additional information. The displays 
therefore had to provide a point of entry 
for people who were complete novices. 

A Cultural Institution for 
the 2151 Century 
In the 21 " century there is no single 

definition of culture. For the Victorian cots 
- to oversimplify greatly - being cultured 
meant having a grasp of the histories and 
literatures of Greece, Rome and the Italian 
Renaissance and some knowledge of classical 
music, overlain with a Protestant ethos and a 
sense of British Imperial superiority. Today, 
Glasgow has citizen whose background 
was in other ancient civilizations - those of 
India or China for example, and for whom 
culture is jazz, or world music, or rock, or 
folk music. It was also impossible to using 
Victorian anthropological perspectives, of 
'scientific' Europeans studying the quaint 
lives of 'primitive' peoples. The history 
of 'scientific' complicity in racism and 
oppression reinforces the point that the key 
vector of museum engagement with society 
is its values. (See, for example, Gould). 

A Flexible Museum 
We also wanted the museum to be 

flexible. Once a new display opens, it starts 
going out of date. After fifteen or twenty 

3Part of the Kelvmgrove project nor covered by this arucle was the removal of I 00,000 objects from 
the basemcnt to a new storc in a onc of the poorcst parts of the c1ry. This helped generate 2,000 
additional square metres of public space in the museurn. On the ba is that tlus would be open to the 
public eveo days a wcek, so that people could see their collections tl1c city paici for a ncw building. 

29 T he second phase of tllis is due to open in 2009, making a total of 18,000 square metres of publicly 
accessible museum torage. 
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years it îs seriously dated - it can often 
take decades before the huge sums can be 
raised to renew entire galleries, or entire 
museums. Changing ections of galleries 
may be possible, but the new elements often 
clash with the older displays. We wanted an 
approach that would enable the museum 
to evolve over cime, making small changes 
which would enable it to remain up to date 
and r spond to new discoveries and public 
interests. 

A Storytelling Museum 
Rather than summarise subjects (like 

Art History, Archaeology or Geology), the 
museum would tell th e mast interesting 
stories about the mast interesting objects. 
By focu sing o n the strengths of the 
collection, we don't have to fill 'gaps' with 
graphics, computers or 'books on the wall'. 

As individual stories could be 
reinterpreted or replaced without disrupting 
Jarge gallery sequences, this gave us the 
Aexibility we were seeking. Changing one 
story would be many times cheaper than 
changing an entire gallery. 

• As the stories were self-contained and 
based on our collection there would no 'gap
fi lling' required, and we cou ld concentrate 
on those objects we did have. 

• While entire disciplines would nat be 
su mmarized, we could go in to specific 
stories in more depth. 

• lt brings a ut best in collection, as we can 
focus only o n the mast interesting obj cts, 
rather than having to show material to follow 
a chronology or represent a discipl.in 

• It builds on one of the main attractions 
of l elvingrove - the variety of objects 
display. 

• It can reflect inter sts and learning 
apr roaches of diverse public, within and 
between stories 
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By using narrative rather than the truc ture 
o f subj ects, the displays are able to function 
at many different levels - accessible to the 
novice, but resonant for the knowledgeable 
visitor. There were other advantages to th 
tory approach. 
To create memorable experiences we need 

to engage people's imaginations as well as 
their intellects. Above all storytelling works 
with people's imagination and inherent 
meaning-making capacity. Storytelling is 
how peoples' minds work, it is how we 
engage with the most basic questions of 
life and death, of individual identity and 
group belonging. Each of us is engaged in 
a constant process of telling and retelling 
aur own story as we try to assimilate new 
experiences to previous versions of who 
we are and how the world works. At a 
cultural leve! this capacity for meaning 
making through narrative is what underlies 
the great myths and fairy tales, which often 
embody profound psychological truths as 
well as human fears and aspirations. If we 
want visitors to be stimulated by objects to 
imagine the past, to think abo ut i sues, to 
ernpathise with people who are different 
frorn them cu lturally or in terrns of abili ty 
or disability, we have to tell the stories which 
the objects carry. K elvingrove itself is a 
story Victorian Glasgow told itself abo ut its 
place in the world. H ow were we to retell 
Glasgow's story for the 21" century? 

One of the key advantages of the Story 
approach is that it enables us to cope with 
the reality of the diversity of people. The 
single insight which would rnost transform 
museum is if staff realized that o ther 
people are different - from each o ther, and 
above all from you. Most people assume 
unconsciously that most people's minds 
work the sam way theirs does. People 
whose minds work differently appear 
contrary or stupid or are simply invisibl : 
we usually find reasons nat to take them 
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into account. For far too many museums 
the imagined vis itor in the minds of the 
taff is a simplified, idealized figure, on a 

solitary vis it with no family o r friends and 
with a cultural background similar to their 
own. In fact people differ profoundly in 
how they see and understand the world. 
There are various theories about how 
people learn which can help museums 
think about how people differ, such as 
Kolb 's learning styles or Howard Gardner's 
ideas of multiple intelligence (Kolb 1984, 
Gardner 1983). Though these have been 
cricicised as lacking a sound empirica! basis 
(see e.g. Coffield et al 2004), their practicai 
ucili ty is that they enabled museum staff to 
empathise with people who see the world 
differently - especially people who are not 
academics. 

In order to create accessible displays 
we need to take into account not just this 
diversity of mental funccioning, but the 
other ways in which our visitors vary - age, 
gender, cultural and ethnic background, 
sexual orientacion, ability or disability, level 
of educacion and prior knowledge about 
the subject. The only way of coping with 
this complexity is to tell stories. Good 
stories can fu nccion at different levels for 
different people. Good stories engage 
the imagination, intellect, memories and 
emocions of vis itors. Because of their 
psychological fit with the human mind, they 
can have rich resonances without requiring 
more detail than is possible in a museum. 
Stories inspire visitors to bring far more 
of their own meaning- making capacity to 
the museum objects and this makes our 
task easier. In fact it is only this capacity 
of visitors that makes our task possible at 
ali; we need to work with it rather at cross
purposes to it. 

Another major advantage of storytelling is 
that it creates dialogue within the museum, 

by bringing content and communicacion 
experts in to communication with each 
o ther and with the public. The task of this 
new type of museum is to select the most 
interescing story arising out of the objects. 
The Victorians thought they could select the 
mosc in teresting story for ali cime. Recent 
new museums, such as acional Museum of 
Scotland (1999) the Islamic Galieries in the 
V &A (2007), think that their s tory will las t for 
25 or more years. T he longer the shelf life, 
the more bland and unfocused the story, the 
more remote it is from any clearly imagined 
group of vis itors. D ifferent generacions 
have different quescions; research reveals 
new histories, ~o a Aexible display system is 
crucial. Such a system enables the seleccion 
of the most interesting story for people now. 
This requires two forms of interdisciplinary 
working. First, content experts need 
to work together to establish the links 
between colleccions. This does not require 
curators to be experts across a whole range 
of disciplines. But they do need to know 
where their specialism fits in to the overali 
field of knowledge and to share authority 
with others who have different expercise. 
Second the expertise of the educacion and 
access curators and the learning we derive 
from visitor studies needs to be brought to 

bear. The staff who knows most about the 
objects may not be able to see, amidst the 
closely packed trees of their knowledge, the 
particular path through it which will engage 
the public's interest, the particular question 
which the public are most interested in. 
We have invested hugely in educacion and 
access curators not just to provide better 
services to schools and communities, but 
because their expercise is essential to the 
intellectual role of the 21 " century museum. 
To tell a story effectively, we have to have 
as rigorous a knowledge of our audience a 
we do about the objects and above ali these 
forms of knowl dge have to be in constant 
dialogue. 
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Storytelling and Museum 
Research 

to rytelling enables us to improve the 
quali ty of history in the displays. The use o f 
the worcl 's to ry' may saunei as if it involves 
an oversimpli fication , a recluction to the 
bare rnjnirnurn , with chiJclren in minei . ln 
fact storytelling is probably the only way that 
museum s can communicate intellectually 
rigorous, analytical history. Most mu seum 
displays embocly very poor quality hjstory 
- no t the histo ry in the curators' heads, o r 
even in the labels, but the hjstory phys ically 
representecl by the traditional groupings 
of objects in museums. The traditionaJ 
taxonomy makes it virtua ll y impossible 
to say anything intelligent about the pas t. 
David Hackett Fisher,in ru s book Historian's 
FaJJacies, iclentifies severa! hunclred of the 
mast common mistakes macle by members 
of the profession. The two most common 
errors perpetratecl by museums are what 
he calls the Fallacy o f Tunnel History 
and the Fallacy o f ldentity. The Fallacy 
of Tunnel History is the assumption that 
a meaningful representation of the pas t 
can be crcatecl by using only one type o f 
eviclence, clespite it usually having been 
preser ved by a 'riclicuJously adven titious 
set of circumstances'. The rows of 
vehicles of the same type in mu seums of 
transport are perfec t exarnples of this; you 
can't say ve ry little meaningful about the 
history of locomotives by showing o nly 
locomo ti ves. The Fallacy of ldenti ty is 
a closely relatecl error. It as umes that 'a 
cause mu st somehow resemble its effect'. 
The onl y real way of avoiding the Fallacy of 
Tunnel history and the Fallacy of Identi ty 
is to clevise interdisciplinary interpretations, 
where a wicle enough range o f evidence is 
clrawn upon to say sometlung meaningful 
about the pas t. Drawing on different 
collections ancl types of exper tise is more 
complex than tunnel histo ry ancl rec1uires a 
strong sto ry to create coherence. 
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Storytelling Generates 
Knowledge 
Stories are important because they force 

museums to create djsplays which in effect 
answer specific questio ns which ari se out of 
the objects. The mu seum traditio n of blanc! 
summaries o f th e available information 
about an object or categor y of objects is the 
u]timate intellectual cleaclener in museum 
displays. Sto rytelling stimulates questions 
wruch go beyoncl information to generate 
knowledge. 

The tradjtional museum approach 
reAects an ideal o f comprehensiveness 
which is closely related to the kind o f 
obsess ional co llecting which can't accept 
a representative sample, ancl must always 
try to have the complete set. For some 
reason most museum s are reluctant to 

answer the most basic ques tion: Why is t!Us 
object significant? The justification for not 
answering questions like these is that t!Us 
wouJd involve an element of subjectivity, 
a value juclgment. But if the obj ect is o n 
display, th en presumably somebody must 
have already macle a juclgment that it is 
important eno ugh to be rescued from 
death, preserved for al! time in public 
fund ed space a11cl presented to the public 
for their atte11tio11. lf the answer about why 
the obj ect is significant is that it is 11umber 
479 out of a se t of 1,000, ancl perhaps hac! 
a stro 11g inAuence 0 11 the shape of 11umber 
o f 480, the vis itor is more Likely to feel pity 
than curiosity. The criteria of significa11ce 
11eed to draw 0 11 a range of subjects outsicle 
the specialist tu1111e1. Luckliy most objects 
are linkecl i.n complex ways with individuals 
and ociety a11d have far more intere ting 
stories to tel! - far more tha11 ca11 be tolei 
at any one time. Mu eums neecl to take 
responsibility for electi ng wruch tory is 
the most impor tant for the present - the 
Aexjble sys tem allows us to change it in the 
fu ture. 
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Research based history can only be 
created by asking questions of the evidence 
that survives from the past. The sample of 
evidence required depends on the question. 
Without a question to being asked and 
answered a clisplay may give information, 
but it does not communicate knowledge or 
encourage visitors to create knowledge for 
themselves from the clisplay. Good questions 
are a great way of engaging the public's 
interest and curiosity. And storytelling 
enables the museum to answer questions 
in an open-ended rather than a closed way. 
The use of stories moved us away from the 
traclitional approach, which would have been 
to allocate galle ries (after a lengthy tug of 
war) to the traclitional subjects: archaeology, 
art history, anthropology, natural history, 
arms and armour, and decorative arts. 

This was not an ideology of change for its 
own sake - if the categories macle sense to 
visitors, we retained them. Thus the clisplays 
are a combination of existing subjects 
(French Art, Du tch Art, Scottish Wildlife) 
and new themes, which represent groups of 
stories in the collection (Cultural urvival, 
Conflict and Consequences). Aiming 
instead only to show 'the most interescing 
stories about the most interesting objects' 
freed us from the oppressive ideal of 

comprehensiveness. This enabled us to work 
across the traclicional museum taxonomies, 
or if those categories no longer macle sense, 
to abandon them 

Some museum staff and critics sneer at 
the visitor-centred storytelling approach 
as 'dumbing down'. In fact it is far more 
intellectually demancling (and enriching) for 
staff than the traclicional approach. lt is 
very easy to stick to derivative taxonomies, 
issue some basic information and ignore 
the auclience as complex human beings. 
lt is far, far more cliff1cu1t to work across 
content and communication cli sciplines, to 
make decisions about the most significant 
stories inherent the objects and to engage the 
whole range of citizens who are po tencially 
interested in the collections which we look 
after and cli splay on their behalf. An obj ect
based, visitor-centred, interclisciplinary 
storytelling approach will help us not only 
to improve the accessibility of our museums 
but also to improve the intellectual quality 
of our clisplays and enable museums to 
be centres of public knowledge rather 
than warehouses of objects and hoards of 
in for mation. 

Discovery Centres 
In addi tion to the story clisplays, there are 

three Discovery Centres, one each for Art, 
History and Science. These involve intensive 
interactive approaches to clisplay, especially 
suited to school and family learning. This 
is a well established as a way of improving 
understancling of science (e.g. The atural 
History Mtiseum in London) and history 
(e.g. The Smithsonian Institution's H ands 
on History centre and the Royal Ontario 

fuseum Discovery Centre, and the Speed 
Museum in Louisville Kentucky's Art 
Discovery Centre. 
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Architectural Strategy 
The architectural strategy for Kelvingrove 

was simple: to restare it to its Victo rian 
condicion, while moderni zing aJJ the services 
fo r 21" century visitors, and 21" century 
technology. Over the years various galJeries 
hac! been parcicioned off to create o ffices, 
meecing rooms and eclucacion spaces. T hese 
funcci ons wer moved to new public areas 
crea teci in what had been the basement store 
and these accretions removecl , so that th e 
original vistas and circulation patterns of 
the building were restorecl. These changes 
aJJowecl more daylight into the building, 
ancl a new lighting scheme was instaUed to 
highlight the architectural features. The 
most striking change however was achieved 
by cleaning the beaucifuJ blond sand stone, 
so that the building's original colour scheme 
can now be appreciated 

Making the Case and 
Fundraising 
K.elvingrove cou ld have been rcnewed in 

a number of phases over clecacles (though 
this woulcl have been technically difficult 
with issucs like rewiring), but we wer 
fortu nate that we were ab le to raise the 
fund s to do the work in a single project -
though it took us 16 years to do so. T his 
was clue to thc introduccion of a nacional 
Lottery which fundecl ans, heritage and 
spons projcct in the Ul in 1994 - this 
is something that Ministries of Cu lture 
should consider, as it provides an addicional 
source o~ fu nd s for projects which may 
finei tt d1fficult to compete with schools 
and hospitals for public money. Securing 
a grant from the Heritage Lottery Fund 
was no t casy however. Our fir t applicacion 
was rejec ted in 1997. This was a deva tating 
blow, not least because it came in the micldle 
of a funding crisis for the city. Changcs in 
G lasgow's bou~daries meant that the city 
los t a thJrd of Jts popu lation - ancl a thi rd 
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of its tax base. As a consequence, between 
1995 ancl 1997, G lasgow museums ]ost a 
thircl o f our staff and a third of o ur budget. 
Rebuild.ing the ervice took from 1998 to 
2001 - when we finaJJ y got a grant o f [12.8 
million from the HLF. 

We realised that the city couJd not find the 
rest of the fu nd s required, so we needed a 
radical new strategy. H aving stud.ied how 
American fundrai sing works, we established 
a separate Charity, with it own boarei, which 
was chaired by a Conservative member of 
the H ouse o f Lords. This was a radical tep, 
in a ci ty where 69 o f the 75 Councillors 
were from the Labour Party. H owever, the 
focus o n I elvingrove, the ci ty's best loved 
building and favourite museum - which 
everyone agreed needed to be renewed 
- meant that cross-party co-operacion 
began to work. Just as in the Victo rian 
period, leading businessmen and women 
in the city contributed funds for public 
institutions, while Trusts and Foundations 
were given confidence by the un.i ty of the 
city in working to restore its museum. For 
the first cime we employed a professional 
fundraisi ng team, paying market rates for 
faur staff, with the D evelopment Manager 
being a mernber of the en.ior Ianagernent 
Team. They ensur d that the fundraising 
aspects of the rnuseum project were carried 
out at the sarne levei of professionali m 
as the conservacion, res arch and display. 
The Kelvingrove Refu rbishrnent appeal 
raised about .l13 million, l9 mill.ion from 
wealthy individuals ancl compan.ies, and the 
remainder frorn Trusts and Foundations. 

D espite thi levei of fi nancial inves tment 
- and the g reat affeccion local people ~ lt 
for the mu eu m - we did not take the 
support fo r Kelvingrove for g ranted. 
ln the five or so y ars up to reopening, 
staff worki ng on the project spoke to every 
group and organ.izacion in and around the 
city. We spent many cole! winter eveninas 
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lugging projectors (this was în the days of 
35mm slide ) to church and community 
haJJ s, peaking to women's gu ilds, m thers 
and toddlers g r ups, pensioners clubs, local 
hi tory and archaeology societies, busines 
associations. Wc briefed local and national 
politicians at every conceivable opportunity. 
Once the building work had sta rted, we 
took potential arnbassadors for the project 
behind the scene , to generate interes t and 
support. \ e ensured that the press had a 
regular supply of human interest sto ries 
and felt part of the project. By the cime 
I elvingr ve opened, t11 ere was huge public 
interest and expectation, as well as an 
understancling of the radical approach we 
were taking to the redisplay. 

Project Management 
Each of the 8,000 objects had to be 

cleaned and if necessary restored, each had 
to have a new display mount designed ancl 
macle. Keeping track of the objects as they 
were processed and then installcd was in 
itself a mammoth task . Each object for ms 
part of a story which needcd to be written 
to rigorous standards of research and 
accessibi.liry - the displays involve a total of 
nearly 150,000 words. To put the objects 
in their cultural or natural contexts nearly 
10,000 photographs were selected and 
ordered from museums and libraries all over 
the world. o single display method was 
chosen-every story used thecommunication 
mcthod which worked bcst for its content 
and its envisioned audience. Perhaps the 
greatest challenge was organi zi ng the vast 
range of material and display approaches 
into a coherent whole, to ensure that the 
museum while celebrati ng the diversity of 
material and approaches, the museum had a 
sense of unit)' and implemented the agreed 
principles in a coherent fashion. 

This task was aUocated ro a core Project 
Team, madc up of a project manager, 

a senio r curator, des igner, conservator, 
educato r and research manager. This group, 
with the support o f the museum director, 
macle aJJ the key decisions - no t the heads 
of traditional mu seum departrnents. This 
meant that, as weU as coordinating the 
work of the archi tects, builders, external 
cl esigners and many speciali st consu ltants 
with the input of Council staff, they were 
able to ensure that every dimension of the 
new cli splays reAectecl the overall vision for 
I elvingrove. \Xfhil e some staff found this 
difficult and a challenge to their profess io nal 
sta tus, it was essential both to ensure the 
delivery o f the vision, but also to produce 
a res to red building and new displays o n 
what was effec tively an industrial scale. 
The large commercial contracts meant 
that venerable museum traclitio ns such as 
missing deadlines, changes of mind about 
objects being included, and posrponi ng 
final decisio ns, had to be abolished, as they 
cost money. Ultimately the project came in 
on rime and o n budget. 

Conclusion 
ln its first year after opening, l elvingrove 

received 3.2 millio n visits - between 
20,000 and 25,000 a day for the first two 
monrhs. Over 50% of the cit)"s population 
visitecl on average 3.8 times. Over 100,000 
schoolchilclren receivecl for mal workshops
about 50% from the cit)•, ancl 50% from the 
rest of Scotland. ln 2007 Kelvingrove was 
the I 4th most visited museum in the world, 
su rpass ing thc I lermitage in St Petersburg 
ancl U ffi%i in rlorence. 

We worked clo ely wit11 the agency 
responsible for G lasgow's tourism, ancl 
about 1 million of the ,•isitors were from 
ourside cotland. Though they of cou rse 
contributed to the cities ancl the nation's 
economy, this is nor how we thought of 
them in the museum - they were human 
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beings, with the same complexity, c.Li ve rsity 
anc.l emotional anc.l intdlectu al ri chness o f 
resp nsc as loca l people. 

Kelvingrove is no t a museu m in the mode 
of thc l COJ\f c.l e finiti o n. We do no t carry o ut 
our professional fu nctio ns and assume it will 
benefit society. \'(le accep t the requirement 
that we have to explain anc.l justi fy o urse lves 
in thc pubuc sphere. We have a \'Îsio n of 

. . . 
museu ms as an active agent, msp1nng an 
increasing ly c.l emocra ti c, th o ug htful , crea tive 
and inclu sive society thro ugh the aesthetic 
and intellectual power of object .We work 
with our audiences as they realJ y are, insteac.I 
o f p rojecting an ideaused image o f how 
objec ts sho ulc.I be displayed, so that o ur 
vision co nstantl y undergoes reaLity tes ting. 
We wish to attract to uris t but do no t rega rc.I 
them as mere economic units, but as gues ts 

o f the community w ho have as needs and 
interes ts as rich and complex as those o f 
local people. l t combines grand ambiti o ns 
to change p eople's Lives4 

- often in ways 
which are unmeasurable anc.I di fficu lt even 
to arti culate - with constant reaLi ty tes ting 
to ensure it is connecting with people's 
uves. We see museu m s as publicly funded 
institutio ns whi ch c.l o not create unnecessary 
bo undaries between c.li ffere n t kinds of 
social va lue, but con fi dently generate the 
maximum benefit fo r their communities. 
This includes economi c as well as cul tural, 
social anc.I ec.lucatio nal value. 2 1" century 
museums need to be effici ent and effective 
in deploying their resources, and above aU 
focus o n the humanity o f visitors o f all typ es 
and o n th e human meanings embedded in 
objects. 

4
For thc bcst - objec tive - resea.rch on the impact of museum visiting see .Bygren et al (2009) i(on.laan 

36 (2004) Hyyppa (2005) and Khawaja (2007) 
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