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ABSTRACT  

 

At present time, when marketing becomes indispensable tool for communication and 

outreach of public not-for-profit institutions such as museums, where it implies many 

different segments of operation – from market and visitor research to audience development, 

and when the concept of museum’s mission is being changed from object-based to audience-

based (marketing-driven), Serbian museums have found themselves in the need for a change. 

The process of museums’ reform in Serbia, which started in 2001 when some innovative 

concepts, programmes and ideas begun to develop and adapt to new management (and 

marketing) “styles”, has nevertheless shown to be very slow and inconclusive due to 

unsystematic approach and non-existence of adequate cultural policy framework for museum 

field, which makes difficult to design strategies of organizational development, among which 

also marketing strategy. This, however, is not the only problem. It can be argued that 

museums in Serbia are still predominantly of traditional orientation, not so much “open” to 

apply new means of audience development, while still perceiving marketing not as an 

investment but as an (unnecessary) expense. They have small (and undiversified) audience, 

and have a prevailing image of “conservative, unattractive and closed” institutions. It is also 

argued that marketing is only superficially understood and employed in Serbian museums, 

that there are no formulated marketing or audience development strategies, as well as that 

museums’ educational role is mostly neglected. 

Serbian museums should embrace innovative management practices, marketing strategies and 

tools, because current situation is unsustainable. They must improve and expand their offer 

and activities, attract new audience and create new image, as they do have capacities and 

potentials to do so. Thus, our paper intends to give an answer to the question “How to make 

museums in Serbia attractive, innovative and progressive cultural centres?” and “How would 

introduction of marketing-based strategies help Serbian museums to attract audience?” 

The research was approached on the basis of the theory and practice of marketing of non-

profit cultural institutions, theories of museology and of organizational development, as well 

as on the interviews conducted with the directors and PR managers of several Belgrade 

museums. 

The main research question includes the identity and state of art of Serbian, notably Belgrade 

museums, on one side, and European, particularly French, models of museum management 

and marketing as positive case studies, on the other. The study aims to identify requirements 

of museum marketing and how they can be approached in Serbian cases. It should examine 
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and evaluate the existent marketing practices, determine main problems and potentials, and 

give recommendations for improvement of Serbian museums in this sense.  

Final chapters confirmed the previously held hypotheses while analysing and summarizing 

the findings, as well as introduced proposals and suggestions in relation to identified 

problems, based on the theory of museum marketing and organizational development as well 

as leading tendencies and ongoing practices of European museums. 

 

Key words: museum, marketing, strategic planning, image, identity, audience, 

product/service offer, mission, vision. 
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Résumé   

 

Aujourd’hui, alors que le marketing représente un outil de communication indispensable et 

touche les institutions à but non lucratives comme les musées, ce qui comprend plusieurs 

ségments de l’opération – de la recherche du marché et des visiteurs au développement du 

public, et lorsque le concept de la mission du musée se transforme de celui qui est orienté 

vers l’objet à celui qui est orienté vers le public (poussé par le marketing), on peut constater 

un grand besoin de changement dans les musées en Serbie. 

Le processus de la réforme des musées en Serbie, qui a débuté en 2001 lorsque de nouveaux 

concepts, programmes et idées innovatrices ont commencé à se développer et se sont adaptés 

aux nouveaux “styles” du management (et du marketing) s’est pourtant montré très lent et 

sans solutions faute du manque d’approche systématique et d’encadrement de politique 

culturelle adéquate dans le domaine des musées, ce qui rend difficile de créer des stratégies 

de développement organisationnel, de même que stratégie de marketing. Ceci n’est pourtant 

pas le seul problème. Il reste à discuter du fait que les musées en Serbie sont toujours orientés 

vers le traditionnel ce qui les empêche d’être “partants ” pour de nouveaux moyens de 

développement du public, et aussi, on y perçoit le marketing pas comme un investissement 

mais comme une dépense (pas nécessaire). Le public n’y est pas très nombreux (ni varié), et 

l’image des institutions est “conservatrice, déplaisante et fermée” qui a du mal à rester 

actuelle parmi l’offre culturelle contemporaine. Il reste aussi à discuter que le marketing n’est 

appliqué et considéré que d’une façon superficielle dans les musées serbes et qu’il n’y ait pas 

de formules stratégiques de développement de marketing et de public, ce qui explique la 

raison de la faible connaissance des collections diverses et abondantes de valeurs culturelles 

et historiques auprès du grand public. Le rôle éducatif des musées en tant qu’institutions qui 

communiquent le savoir à travers des projets interactifs qui répondent bien, a l’air d’être 

complètement négligé dans la majorité des cas analysés en Serbie, pendant que l'on se 

focalise que sur la “protection, interprétation et la présentation” des collections muséales qui 

sont considérées comme des missions désuètes d’expositions.  

Au cours de ces dernières décades, les musées dans le monde entier ont subi un changement 

en passant de la forme traditionnelle de présentation à une présentation plus accessible et 

interactive.  Les aspects traditionaux des musées tels que l’acquisition, la conservation, la 

préservation etc, sont devenus, selon les facettes du musée moderne: la communication, 

l’animation, la médiation, l’interaction, l’interprétation et le spectacle, pendant que 

l’éducation y joue le rôle central.  
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Il est typique que les musées traditionaux aient investi très peu ou même pas du tout dans la 

promotion et le marketing, ce qui n’est pas le cas avec les musées modernes, qui insistent sur 

de différents “segments” du marketing : l’image et la création de la marque, le 

positionnement, le développement du public, la recherche du marché et des visiteurs, le mix 

marketing, les campagnes publicitaires pour les événements et les institutions, la publicité, les 

relations publiques, le fundraising, les partenariats et les évaluations des 

programmes/services. Ensemble avec la promotion de la collection, ils représentent les outils 

les plus importants dans la création de la visibilité considérable des musées, de leur image 

ostensible et d’un taux de fréquentation enviable.    

Comment peut-on convertir un musée traditionnel, conservateur et “introverti” en musée 

“extraverti” et communicatif – celui qui répondra aux besoins de la société moderne?  La 

réponse se trouve dans le développement des outils de marketing et des stratégies qui 

créeraient une nouvelle image, un nouveau public et de nouveaux partenariats, et qui 

acquerraient le soutien  général du public. C’est-à-dire, le changement du model actuel dans 

les musées serbes n’est possible que si la focalisation de leurs activité passe à la 

communication avec le public. 

Ce mémoire tâche de rechercher – à travers la théorie et la pratique – de différents potentiels 

du marketing et de différentes pratiques qui ont été appliqués avec succès dans les musées 

mondiaux les plus connus, afin d’explorer ces possibilités et d’appliquer les expériences 

positives dans les cas des musées serbes. Cette recherche traite l’identité et l’état de l’art en 

Serbie, notamment dans les musées de Belgrade, d’un côté, et des modèles européens du 

management des musées, particulièrement français, de l’autre côté. Cette étude a pour but 

d’identifier les besoins généraux du marketing de la gestion des musées et l’approche pour les 

intégrer dans les musées serbes.  

Donc les questions principales auxquelles ce mémoire essaiera de répondre sont les suivantes:  

- Comment transformer les musées en Serbie en centres culturels progressifs, attractifs 

et  innovateurs ? 

- Comment l’intégration des stratégies de marketing pourraient-elles attirer le public 

aux musées serbes ?et 

- Quelles seraient les solutions possibles dans le domaine du marketing et les 

suggestions éventuelles concernant les musées serbes ? 

La recherche a été faite selon la théorie et la pratique du marketing des institutions culturelles 

à but non lucratif, et la théorie de la muséologie et du développement organisationnel. Les 

stratégies proposées, nécessaires pour la réforme des musées en Serbie, sont liées au 
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développement et à la diversification du public et des programmes des musées, aux 

ressources financières et humaines, aux partenariats et à la gestion de réseau. L’application de 

ces stratégies devrait régler la quantité du programme, la visibilité des musées, les relations 

publiques, et rendre possible la création d’une novelle identité et image, ainsi qu’une 

nouvelle vision des musées en Serbie.  

Pendant la recherche, quelques éléments-clés – indicateurs – ont été pris en considération, ce 

qui à aider à déterminer la place qu’occupe le marketing dans les musées serbes et de quelle 

façon il est perçu : la mission et la vision; le positionnement; le personnel en charge du 

marketing et la structure organisationnelle ; la mise en place d’un plan stratégique ; les 

établissements de musées ; la programmation ; les services auxiliaires ; la segmentation du 

public existant et potentiel ; le nombre de visiteur ; les outils de développement du public ; 

les pratiques de sondage des visiteurs, l’évaluation du programme et des services ; les outils 

de promotion utilisés ; le fundraising ; l’abonnement et la politique de tarification; la 

pertinence des partenariats et la gestion de réseau. Beaucoup d'exemples de marketing de 

musées, d'offres de marques et de programmes/services ont été présentés, ce qui a permit 

d'obtenir un aperçu des côtés positifs et négatifs de différentes approches qui provoquèrent 

une série d'effets sur ceux qui fréquentent les musées et sur ceux qui n'en n'ont pas l'habitude.  

Le premier chapitre explique la notion et le rôle du marketing dans les musées ainsi que les 

modifications que ce rôle a subi à travers l'histoire. Ensuite suit l'analyse descriptive de 

plusieurs études de cas des bonnes pratiques de marketing dans les musées de la capitale 

française – le Musée d’Orsay, le Centre Georges Pompidou et le Musée du Quai Branly, ainsi 

que dans d'autres musées à travers le monde. L'approche choisie envers ces études de cas fut 

comme une approche prise envers des "homologues" potentiels des musées de Belgrade pour 

ce qui est de leur structure organisationnelle et du caractère des collections qu'ils possèdent.  

Par conséquent, une description détaillée des outils de marketing, y compris une stratégie du 

marketing "d'un musée moderne", est présentée.  

La partie empirique de la recherche s'est basée sur les méthodes d'entrevues et de 

rassemblement de données, développées sous formes d'observation des pratiques de 

marketing dans les musées, de services et d'offres, tout en menant des entrevues bien 

élaborées avec les directeurs de plusieurs musées de Belgrade ainsi qu'avec leurs 

responsables pour les relations publiques: le Musée national, le Musée d'art contemporain, le 

Musée des arts décoratifs, le Musée d'art africaine et le Musée de la ville de Belgrade. Il faut 

remarquer que les premiers trois musées sont considérés comme étant nationaux et soutenus 

par le Ministère de la culture du gouvernement Serbe, tandis que les deux derniers sont vus 
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comme des musées de la ville qui se développent sous les auspices de l'administration de la 

ville. Quelques musées et galeries d'art situés en dehors de la capitale de la Serbie ont aussi 

été pris en considération mais d'une façon plus générale. L'accent a donc été mis sur les 

musées d'art de Belgrade considérés comme un exemple représentatif pour tout le pays et qui 

possèdent le potentiel nécessaire pour s'emparer d'un rôle central et prépondérant dans le 

domaine de la gestion des musées dans les Balkans.  

L'analyse comparative des musées serbes nous a permis de tirer des conclusions qui on trait 

aux problèmes et aux opportunités que ces musées partagent, tandis que les études de cas des 

musées français et européens nous ont servi de points de référence pour comparer les 

pratiques serbes et européennes établies dans ce domaine. 

Le chapitre final porte sur l'analyse et le résumé des constatations et présente des propositions 

et des suggestions – soit des modèles de plusieurs stratégies orientées sur le marketing qui 

pourraient s'appliquer en générale sur les musées d'art serbes – qui sont fondées sur la théorie 

du marketing dans les musées, sur le développement organisationnel ainsi que sur les 

tendances dominantes au sein des musées européens. 

Certaines solutions qui pourraient se réaliser sont présentées dans le dernier chapitre en 

mettant l'emphase sur le partenariat et la gestion de réseau à développer dans plusieurs sens et 

à différents niveaux. Les efforts conjoints aboutiraient à beaucoup d'avantages qui 

découleraient tout aussi bien de la diversification et du développement des programmes que 

de l'expansion du public, et auraient un lien avec un travail de recherche centré sur le 

marketing et le public ainsi q'avec les campagnes promotionnels de marketing (portant sur 

des événements et sur l'institution) qui seraient menées en même temps par plusieurs musées.  

L'état actuel des connaissances des musées serbes nous parait tout à fait compréhensible étant 

donnée le contexte complexe de la société Serbe, soumis à des changements dramatiques, et 

les explosions politiques et culturelles dans lesquelles les musées comme des institutions 

publiques y sont profondément enracinés. La logique du projet est apparemment une bonne 

méthodologie transitionnelle qui aurait donné de très bons résultants dans les musées 

français. Cette approche se développe aussi dans les musées serbes mais lentement. 

Cependant, malgré la dominance d'une image "peu constructive" certains exemples "brillants" 

ont été présentés comme des moyens utilisés pour répondre aux besoins du public, tels que 

l'inclusion d'oeuvres accomplies d'art contemporain dans des expositions habituels des 

musées (ex. le Musée nationale à Belgrade, le Musée d'art africain) ou les développements de 

service d'offres (ex. le Musée d'arts décoratifs à Belgrade). Néanmoins il s'est avéré que de 

telles initiatives sont rares et insuffisantes.  
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La recherche a confirmé que les concepts de la planification et du marketing stratégique sont 

soit inconnus dans les musées serbe soit au tout début de leur développement. Les entrevues 

qui ont été menées dans les musées de Belgrade ont montré que les sujets tels que le 

marketing et le fundraising sont toujours assez "délicats" dont on ne discute pas avec aisance. 

La comparaison des résultats des recherches entre les musées serbes et les modèles européens 

illustre le fait que le marketing est compris et appliqué dans les cas serbes d'une façon très 

restreinte, qu'il est en majeure partie réduit à des activités de relation publique et relation avec 

les médias (qui sont d'ailleurs sous-développées) sans qu'il y ait des moyens qui permettraient 

l'expansion du public et une recherche centré sur le marché et le public. La valorisation et 

l'évaluation sont pratiquement inconnues ou on y a recours très rarement, de même que la 

planification stratégique qui est aussi presque inconnu dans le domaine des musées. En plus 

de ça, les musées sont définis comme des institutions introverties et centrées sur les objets, et 

offrent des programmes qui vont satisfaire tout d'abord (seulement) les besoins de cercles 

professionnels assez restreints. Les méthodes de présentation des collections des musées sont 

périmées et plutôt traditionnelles, à cause d'un manque de fonds et d'espace adéquat 

disponible, mais aussi à cause d'une compréhension conservatrice de la part des employés de 

ce qu'un musée devrait être. Cela veut dire que les missions et les visions des musées serbes 

centrées sur des objets devraient être révisées et redéfinies, surtout quant on sait que les 

musées et le gouvernement ont déjà investi des efforts et se sont engagés dans des activités de 

renouvellement des musées (telles que la reconstruction des bâtiments ou le développement 

de partenariats internationaux). 

Cette recherche a réussi à démontrer, malgré de nombreux défauts, que les musées serbes font 

preuve d'une énergie positive pour mettre en avant leurs accomplissements et pour accepter le 

nouveau rôle des musées du vingt et unième siècle tout en suivant une nouvelle direction qui 

est orientée sur le public et non plus sur les objets. Néanmoins, même si cette motivation est 

présente parmi les employés (il faut le noter – parmi la minorité des employés) ils ne sont 

toujours pas prêts à mettre en œuvre les changements nécessaires, à cause des problèmes qui 

ne sont toujours pas réglés et qui portent sur les politiques culturelles de base dans le domaine 

des musées (tels que l'établissement de la nouvelle stratégie nationale et la remontée 

culturelle, surtout par rapport à la muséologie) sans le soutien des structures administratives 

nationales et des institutions gouvernementales.  

Il faut croire que les musées d'art serbes, notamment les musées au sein de la capitale, 

possèdent des potentiels inutilisés qui pourraient les mener à devenir des institutions 

pertinentes dans la région, voire même en Europe, tout en développant une réputation de 
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centres contemporains culturels d'éducation et de loisirs, de communication et de 

socialisation, de recueil et de contemplent ion. C'est une vision optimiste, dont la mise en 

œuvre exige à repenser profondément et incessamment la mission des musées ainsi que les 

objectifs à court et long terme, qui doit s'évertuer sans cesse à répondre aux besoins du public 

des musées qui évolue constamment.   

 

Les mots clés: le musée, le marketing, la planification stratégique, la réputation, l'identité, le 

public, le produit/l'offre de service, la mission, la vision. 
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1. INTRODUCTION AND CONTEXT  
 

“Museums are an international growth industry. Not only are 
they increasing in numbers, but they are acquiring new 
functions in the organization of cultural activities. It is through 
museums that societies represent their relationship to their own 
history and to that of other cultures and peoples. Today, there 
are great differences and conflicts both inside and outside 
museums about how this should best be done, leading those 
concerned with running them to question the traditional 
concepts of what a museum is, what it can offer its public, and 
how history is conceived and presented”.1 

 
 
1.1 Introduction 

 

After decades of negligence and carelessness, museums in Serbia have found themselves in a 

very tough state. These important cultural institutions of every society were in Serbia 

seriously affected by a political, economic, social and cultural crisis that prevailed for almost 

two decades, when cultural values, criteria and parameters were entirely distorted, even lost. 

Museum activities – exhibitions, researches, publishing, etc – have become severely reduced, 

while attendance significantly decreased. Museums have lost their connection with the 

contemporary society and its cultural needs; they have lost their place in the city cultural 

offer. Lack of resources and motivation of museum staff for professional improvement and 

development, lack of international projects, networking, partnerships, exchange, or 

collaboration with art centres and artists from abroad, complete isolation from contemporary 

museology practices, have left Serbian museums out of the line of advance and progress. 

Having become unattractive and conservative cultural spaces, museums have come to the 

point when it is necessary to change the path, to apply fresh management practices, new 

strategies, that will attract (new and young) audience, while becoming gladly visited places –  

educational and amusement, places of social prestige. Since 2001, some positive changes 

occurred (e.g. development of international cooperation programmes, commencement of 

renovation of several Belgrade museums etc.), but conservative way of thinking, regarding 

management and marketing practices, still prevails.  

Perhaps because of their role in preserving artefacts, museums are more reluctant to change 

than other institutions, and often seem to assume that overall philosophical objectives can be 

                                                 
1 Robert Lumley, The Museum Time-machine: Putting Cultures on Display, London: Routledge, 1988, pp. 2. 
 



14 
 

preserved in the same way as artefacts. Many are still trapped in a 19th century mode, 

carrying out 19th century intellectual projects. Rather than face change, many museums 

withdraw as far as possible from the present, and cases of arrested development are still too 

plentiful.2 

How to convert a traditional, conservative, “introverted” museum into an “extroverted” and 

communicative one – the one that will fulfil the cultural needs and wants of the modern 

society? The answer lies in development of marketing tolls and strategies that will bring a 

new image to our museums, a fresh audience and new partnerships, and general support of 

the public. 

One of the earliest references to museum marketing is contained in Kotler and Levy, 

mentioning the example of Metropolitan museum in New York whose director decided “to 

broaden the museum’s appeal through sponsoring contemporary art shows and 

‘happenings’”, while this “marketing philosophy of museum management led to sustained 

increases in the Met’s attendance”.3 However, the concepts and techniques of marketing in 

general, developed in the commercial world, are not entirely appropriate to the concept of 

museum marketing in particular, developed in a non-profit making museum environment, 

even though the later is drawn from the former.4  In the public non-profit sector, marketing 

functions in relation to communication, institutional development, audience development, 

cultural projects, visitor services, fundraising etc, and it is developed in collaboration with 

several museum departments.5  

According to Neil and Philip Kotler, museum marketing involves the process of identifying 

the needs and wants of the public and delivering benefits that will satisfy or enhance 

their experience.6 All marketing and management theorists agree that museum is successful 

only if it has successfully communicated with its public (and this communication implies 

different elements – from museum’s visual and graphic identity to relations with the media), 

as well as that there is no better evidence of museum’s success and programme quality, than 

the large audience, regular or at least repeated.7 In other words, museum exists as much as it 

is present in the public. Robert Lumley argues that “the notion of the museum as a collection 

                                                 
2 Mark O’Neill, “Museums and their communities”, in The Manual of Museum Planning, by Gail Dexter Lord, 
Barry Lord, New York, Rowman Altamira, 2002, pp. 23. 
3 Philip Kotler, Sidney J. Levy, Broadening the concept of marketing, Journal of Marketing vol. 33 No 1, 1969. 
4 Hugh Bradford, “A New Framework for Museum Marketing” in: Museum Management, by Kevin Moore, 
London: Routledge, 1994, pp. 41-43.  
5 Curatorial departments, public service department, press department, acquisition department, Director, etc.  
6 Neil Kotler, Philip Kotler, “Can Museums Be All Things to All People? Missions, Goals and Marketing’s 
Role”, in: Reinventing the Museum, by Gail Anderson, New York: Rowman Altamira, 2004, pp.183. 
7 Irina Subotić, foreword, in Muzej i publika, Klod Žilber, (ed.), Beograd: Clio, Narodni muzej, 2005, pp.27-29. 
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for scholarly use has been largely replaced by the idea of the museum as a means of 

communication”.8 According to Fiona McLean, “communication is reflected in the entire 

experience of the museum: the museum’s core product, its exhibition together with its 

information functions, its infrastructure, and its support services, are all communicating 

message to the public”.9 Indeed, museum communicates with the visitor through presentation, 

interpretation, contextualization, creation of multimedia environment, creation of atmosphere. 

At the same time, these elements can be regarded as marketing tools themselves, as they are 

means to attract audience while entertaining and educating them. Many museum marketing 

theorists10 have dealt with an entertainment component of museum experience, as it is 

implies the “commercial” or “populist” side of museum’s programme/offer.  “Rather than 

detracting from education, entertainment can reinforce it. Are we not more likely to learn if 

we are enjoying a museum?”, writes McLean11. Introduction of “entertainment” component 

can not only reinforce educational role of museums, but also improve museum’s functioning, 

as it will influence museum’s attendance and consequently “consumption” of museum’s 

services/products. 

Over the past decades, museums have experienced a “conceptual revolution”12 – a shift from 

traditional forms of presentation to accessible and interactive displays, more interesting and 

communicative presentations, more “open” to the public and entertaining, while at the same 

time retaining their “scientific objectivity”13. This shift was largely made possible by 

museums of modern and contemporary art, which cut the boundary between “art and event” 

and introduced new aesthetics and comprehension of art.14 “Rather than existing for the 

purpose of preserving and studying collections … museums now exist more and more for the 

purpose of serving the public. This changing emphasis … has profound implications for the 

social organization of museums and for the conditions of work within them”.15 Therefore, 

interpretation of art has to be appealing and in accordance with the new context and new 

ways of approaching to museum public, in relation not only to museology but to marketing as 

well.  

                                                 
8 Robert Lumley, The Museum Time-machine: Putting Cultures on Display, London: Routledge, 1988, pp. 15. 
9 Fiona McLean, Marketing the Museum, London: Routledge, 1997, pp.129. 
10 E.g. “edutainment” concept explained by P. Kotler and S. J. Levy and Fiona McLean. 
11 Fiona McLean, Marketing the Museum, London: Routledge, 1997, pp. 27. 
12 Irina Subotić, “Stvoriti i voleti publiku”, in Muzej i publika, Klod Žilber, (ed.), Beograd: Clio, Narodni muzej, 
2005, pp.7. 
13 Ibid. 
14 Harold Rosenberg, “The Museum today”, in The Idea of the Museum. Philosophical, artistic and Political 
Questions, ed. Lars Aagaard-Mogensen, The Edwin Mellen Press, 1988, pp.127-138. 
15 Michael M. Ames, Museums, the Public, and Anthropology: A Study in the Anthropology of Anthropology, 
Bath, Somerset: Concept Publishing, 1986, pp.23. 
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Fiona McLean’s designates marketing as “a complex activity requiring extensive creativity, 

planning, organisation and problem solving, which helps maximize the museum 

performance”.16 As McLean explains, marketing planning enables museums to adopt 

organised procedures for their marketing approach. It gives the museum a long-term 

orientation, rather than a short-term response to crisis outlook, having a three- or five-year 

timescale, depending on the demands of funding bodies.17 From this long-term plan, a one-

year tactical plan can be developed.18 This planning period should be covered by marketing 

objectives, which “derive from the mission statement of the museum and may relate to the 

development of the product, development of the market or development of income”.19  

When considering future options, current performance has to be assessed in order to 

determine whether set objectives will be achievable. In relation to the positioning of a 

museum, its present state of performance, and its mission, marketing strategies are to be 

developed and determined within the structure of the marketing mix.20 

On the other hand, traditional museums typically invested little or nothing in promotion, 

advertising, public relations or marketing.21 We can describe museums in Serbia as being 

predominantly of traditional orientation. Museum leaders in Serbia consider marketing and 

advertising as an expense and not as an investment, while examples of many famous (and not 

so famous) world museums prove that „investments in image building and brand naming, 

media advertising and public relations, and marketing and communication can be highly 

productive in building audiences and revenues and cost effective in generating the ends they 

seek to accomplish“22. 

Stephen Weil arguments that the public view of the value that museums offer has evolved in 

recent years from a focus on “inputs” (collections, staff, and other resources) to a focus on 

“outputs” (frequency and scope of exhibitions, educational programmes and other offerings) 

and finally to a focus on “outcomes” (the effects if museum offering on visitors, on learning, 

and on the experiences audiences take away).23 This path, which illustrates the role museums 

had or currently have, is only to be taken by museums in Serbia. It can be argued that Serbian 

museums are currently focused either on “inputs” or (in minority of cases) “outputs”, but still 
                                                 
16 Fiona McLean, Marketing the Museum, London: Routledge, 1997, pp.195. 
17 Ibid., pp.180. 
18 Ibid. 
19 Ibid., pp.195. 
20 Ibid. 
21 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998, pp.54. 
22 Ibid. 
23Stephen E. Weil, Creampuffs and Hardball: Are You Really Worth What You Cost? In Museum News, 
September-October, 1994, pp.42-3. 
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not on the “outcomes”. The change of the model prevailing in Serbian museums is possible 

only if the focus of their activities moves on communication with the audience. 

 

1.2 The aim of the thesis 

 

The aim of this paper is to question and identify the possibilities and potentials for 

improvement of museum marketing management in Serbia and for creation of new image of 

Serbian museums, while giving recommendations and proposing adequate marketing tools 

based on examples of good arts marketing practices. The thesis intends to underline the need 

of Serbian museums to become competitive in contemporary cultural offer in Serbia, in 

becoming more communicative, open and responsive to the public. It seeks to identify 

problems and analyze current situation while researching the most representative Serbian art 

museums, namely museums in Belgrade. It intends to point out the importance of re-

establishment of museums’ position in Serbia and redefinition of their role among other 

cultural organizations and institutions, through improvement of marketing activities. While 

exploring the possibilities for museum marketing management modernization in relation to 

contemporary and up-to-date world museum models and trends, the paper should consider a 

sustainability of investment in marketing and PR activities in Serbian museums and their 

further employment as a regular and indispensable activity.  

The aims of the research will be approached through analysis of the following Belgrade 

museums: National Museum, Museum of Contemporary Art, Museum of Applied Art, 

Museum of African Art and Belgrade City Museum, the first three being examples of 

“national” museums supported by the Serbian Ministry of Culture, while the later two are 

approached as city museums under the auspices of the City Administration. Several museums 

and art galleries outside the capital of Serbia – such as National and City Museums in Novi 

Sad, Valjevo, Nis, Kragujevac and Kraljevo, Museum of Naïve Art in Jagodina, Gallery of 

Contemporary Art in Nis and Gallery of Pavle Beljanski in Novi Sad – will also be taken into 

consideration, however in more general terms. Therefore, the accent will be put on Belgrade 

art museums as the most representative examples in Serbia, bearing potentials for attaining 

the central and leading role in museum management in the Balkan region.  

The other part of the research has an aim to describe and analyse several chosen case studies 

of good arts marketing practices of museums of the French capital – Musée d’Orsay, Centre 

Georges Pompidou and Musée du Quai Branly, as well as some other world’s museums. 

These case studies were approached as potential “counterparts” to Belgrade museums 
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regarding their organizational structure and the nature of collections they house, as their 

existent marketing strategies gave many positive results. The comparative analysis of Serbian 

museums will enable us to draw conclusions on their common problems and opportunities, 

while French and other European case studies will serve as references for further comparing 

of Serbian and European practices in this domain.  

Finally, this thesis should propose models of several marketing-based strategies that could be 

generally applied on Serbian art museums. It will offer recommendations and suggest 

possible solutions for identified problems. In this way, the paper should establish theoretical 

base that could be used as a tool and a stimulus for cultural managers and museum 

professionals. The strategies will be focused on the methods of programme/service and 

audience development, as these are argued to be major problems in Serbian museums.  

Motivation and reasons for this paper can be found in the need of museums in Serbia to 

improve their image and finally open themselves for the public while bearing in mind their 

wants and interests. This study should clearly define current situation and point out the 

necessity for a change, reform and modernization (or in some cases even introduction) of 

marketing in Serbian museums.  

 

1.3 The main research questions  

 

The primary research questions of this paper are: 

1. What are existing marketing practices in Serbian museums and are they doing enough 

to attract their audience? 

2. What are the capacities of Serbian museums to change their identity and image 

through marketing? 

3. How would introduction of marketing-based strategies help Serbian museums to 

attract audience?  

4. What organizational strategies and marketing tools can be used as recommendable 

solutions for the improvement of Serbian museums, considering local, regional and 

national cultural policy? 

5. Would the marketing-based strategies enable repositioning of Serbian museums 

within national and broader cultural context?  

The research treats the existing context and conditions, and possibilities for development and 

application of marketing management practices, tools and strategies in Serbian museums, 

both national and local – art museums, historical, archaeological, applied arts and 
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ethnographic museums, as well as all other general museums whose activities include 

preservation, displaying, interpretation and communication of diverse artistic achievements. 

Hence, the main research field is museum marketing and management, and the thesis refers to 

and explores different museum marketing “segments”: image and brand building, positioning, 

audience development, visitor and market research, marketing mix, institutional and event 

campaigns, advertising, public relations, fundraising, partnerships, and programme/service 

evaluation. Together with promotion of the collection, these are the most significant tolls for 

creating museums’ considerable visibility, conspicuous image and enviable visiting rate.  

This paper examines how Serbian museums, and most of all – museums in the capital, could 

develop new approach to marketing through employment of new methods and practices, 

based on those existent in European museums. Individual and comparative analysis of 

Serbian museums will point out their common problems and deficiencies.  

Discussion will demonstrate how museums in Serbia could apply innovative management 

practices, since current situation is unsustainable. They ought to embrace new methods in 

order to improve and expand their offer and attract new audience. Namely, the identity of 

each museum lies in its history and collections, but most of all in its contemporary image.  

 

1.4 Methodology  

 

This study, belonging to the field of management and marketing of not-for-profit institutions, 

and museums in specific, as well as theories of museology, is constructed on a conceptual 

framework, based on relevant literature, which is then further built by the results of empirical 

research and comparative analysis of the key marketing issues evident in several case studies.  

The study represents an outline of contemporary state of Serbian museums, while giving the 

overview of museums’ programme/service offerings, current management and marketing 

practices, museums’ image and identity, attendance rate, and museums’ place in cultural life 

of the city/state/region, and then goes on to giving solutions and recommendations for 

identified problems. Strategies proposed by this thesis concern museum marketing and 

management and audience development, which is one of the major issues in Serbian 

museums during the past few decades, at the time when museums struggle to become modern 

institutions that fulfil the needs of demanding museum public.  

In Serbia, where museum field and museum management has been neglected for decades, the 

introduction of these strategies comes as a necessary process for museum’s renewal. The 

thesis aims to point out the positive sides of marketing processes for museums’ general 
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development, as well as to indicate the need for Serbian museums to accept these processes 

while at the same time embracing project-based model and project logic of institutional 

development as a desired model of institutional behaviour. Theoretical basis for such a model 

is found in theories of organizational development and strategic management in complex and 

“turbulent” social and political environments, proposed by Milena Dragicevic Sesic and 

Sanjin Dragojevic.24 These authors argue that both public and independent arts organizations 

need to be able to rely on strong organizational structures and sufficient management 

capacities, and that strategic planning and increased proficiency in organizational 

development and management become key factors in the countries in transition.25 The paper 

reflected this theory while proposing development strategies needed for the reform of 

museums in Serbia, related to development and diversification of museums’ audience and 

programmes, financial and human resources, partnerships and networking. Application of 

these strategies should regulate programme quality, museum visibility, public relations, and 

enable creation of the new identity and image, as well as new vision of Serbian museums. 

The main theoretical background for this thesis has been found in the theories on museum 

strategic marketing and management by Neil and Philip Kotler26, Peter J. Ames27 and Ruth 

Rentschler28, museological and museum marketing theory by Tomislav Šola29 and Fiona 

McLean30, as well as on the book Musée et service des public edited by Claude Gilbert31 

which treats the issues of museum audience development and museums’ educational role in 

the contemporary society. Therefore, this paper is positioned in the framework of specific 

museum marketing theory, organizational development, and museology, while reflecting 

cultural policy of museums and museum field in general, in relation to museum audience. 

These theoretical concepts provide the tools for context definition and for creation of 

appropriate strategies of organizational development. The recognized theoretical frame was 

integrated in practical management solutions and its audience oriented tools in the field of 

marketing. 
                                                 
24 Milena Dragićević Šešić, Sanjin Dragojević, Arts management in turbulent times: Adaptable Quality 
Management, Amsterdam : European Cultural Foundation, Boekmanstudies 2005. 
25 Ibid. 
26 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998. 
27 Peter J. Ames, Challenge to modern museum management: reconciling mission and market, Museum Studies 
Journal. 3, 2, 1988. 
28 Ruth Rentschler, Anne-Marie Hede, Museum Marketing: Competing in the global marketplace, Oxford: 
Butterworth-Heinemann, 2007. 
29 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002. 
30 Fiona McLean, Marketing the Museum, Routledge, London, 1997. Fiona McLean, Marketing the Museum, 
London: Routledge, 1997. 
31 Klod Žilber, (ed.), Muzej i publika, Beograd: Clio, Narodni muzej, 2005. 
 

http://www.amazon.com/exec/obidos/search-handle-url?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Ruth%20Rentschler
http://www.amazon.com/exec/obidos/search-handle-url?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Anne-Marie%20Hede
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The first chapter of the paper explains the notion and role of marketing in museums, as well 

as the change of this role through history. It is followed by descriptive analysis of chosen 

study cases of museums in France, i.e. their existent marketing and audience development 

strategies, market and audience research, partnerships, support services, etc. Consequently, 

detailed description of essential marketing tools comprising museum marketing strategy was 

given. 

The second part of the study examines the situation in Serbian museums, influenced by the 

overall socio-political and economic crisis that stroked Serbia in the last decade of the 20th 

century followed by a complex process of transition since the year 2001. The research 

protocol was designed to explore research issues through qualitative methods and model the 

key issues discovered. This empirical part of the research was carried out relying on the 

methods of interviewing and data collecting, developed in the form of observations of 

museum marketing practices, services and offerings, and through in-depth interviews with 

directors and PR managers of several Belgrade museums. Interviews were conducted in a 

non-directive manner to aid the generation of constructs and to add insights to the research 

issues, while discussion was centred on the experiences and opinions of directors and the 

staff. All interviews were recorded and extensive transcripts of each in-depth interview were 

prepared. Interview data were supported by analysis of annual reports, annual programmes 

and documents on museums’ philosophy and policy.  

The comparative analysis of results and descriptive interpretation of findings acquired from 

the research of chosen Belgrade museums was then introduced.  

All museums comprehended by this study are not-for-profit institutions that have a director 

on staff, and are wholly or partly funded by government. Key research findings on five not-

for-profit museums, as well as the nature and process of the managerial decision making in 

relation to the museum marketing and service offering, are discussed. In a wider study, eight 

case studies of not-for-profit museums have been compiled, including case studies of both 

Belgrade and Paris museums. The above-mentioned museums outside Belgrade were 

superficially analysed on the basis of Internet research, and are dealt with in a more general 

terms, since Belgrade museums were considered as representative examples for the whole 

Serbia.  

The final chapter is dedicated to marketing and management solutions for Serbian art 

museums, based on positive examples existing in museums of Paris and some other cases of 

world museums, while giving the answer to the question “How to redefine and 

reconceptualise the role of Serbian museums through development of marketing-based 
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strategies?” This chapter also draws attention to the need for building partnerships among 

museums and with outside cultural and educational organizations, as “means to raise 

visibility, assemble greater resources and elevate programming quality”32. In addition, this 

chapter emphasizes the importance of introduction of market and audience research as regular 

practice in (and of) museums in Serbia. As Barry Lord wrote, „museums are not dealing with 

objects, but with people“.33 Surveys represent a main tool for finding reasons why people do 

not visit museums and it is the only way to develop and advance museum services in the 

future in order to attract new visitors.34 Thus, a model of a questionnaire examining visitors’ 

opinion was introduced in the annex of the paper. 

Marketing solutions and recommendations delivered in this paper rely on both museum 

marketing theory and practice. In the end, the paper gives general conclusion encompassing 

final discussion of results and their significance. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                 
32 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998, pp. xxi. 
33 Transl. from Gerald Matt, Tomas Flac, Judita Lederer, Menadžment muzeja, Beograd: Clio 2002, pp.106. 
34 Timothy Ambrose, Crispin Paine, Museum basics: London: Routledge, 2006, pp.22. 



23 
 

2. MUSEUMS AND MARKETING 

 

2.1 The role of marketing in (art) museums / a shift from traditional to modern museum  

 

Historically, museums were seen as authoritative custodians and interpreters of culture and 

knowledge.35 Kotler and Levy comment that “most museum directors interpret their primary 

responsibility as ‘the proper presentation of an artistic heritage for prosperity’ ... and as a 

result for many people museums are cold marble mausoleums that house miles of relics that 

soon give way to yawns and tired feet”, which is why “large number of citizens are 

uninterested in museums”. Then they go on to pose the question: “Is this indifference due to 

failure in the manner of presenting what museums have to offer?”36 Accustomed to high 

standards of display and communication through exposure to television, magazines, 

commercial exhibitions and shops, the public now demand similar standards in museums. 

They want to be entertained and informed in a manner to which they have become 

accustomed, and they expect access to information to be made easy for them.37 

The value of museums has changed through time as political and cultural values have altered 

and developed. Today, collections coexist with narratives and educational programmes as 

prime museum values.38 Museum presentations today feature a variety of new elements – 

electronic and interactive media (videos, CD-ROMS, computer interactive, the Internet), 

hands-on tools and demonstrations, and storytelling, theatrical, dance and musical 

performances.39 These interactive and multimedia museum presentations reflect recently 

developed educational concepts emphasizing multiple intelligences, diverse learning styles, 

and a range of culturally defined learning modalities.40 The evolution of central museum 

concepts – from collections to information and education and from learning to experiences – 

has reflected a gradual shift from control by experts (curators, educators, scholars) to control 

by audiences.41 Hence, marketing, with its focus on the museum experience from the point of 

view of visitors and consumers, reflects the latest stage in museum evolution.42 

                                                 
35 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998, pp.15. 
36 Philip Kotler, Sidney J. Levy, Broadening the concept of marketing, Journal of Marketing vol. 33 No 1, 1969, 
pp.11-13. 
37 Kevin Moore, Museum Management, London: Routledge, 1994, pp.149. 
38 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998, pp.15. 
39 Ibid. 
40 Ibid. 
41 Ibid. 
42 Ibid., pp.16. 
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ICOM Code of Ethics for Museums defines museum as a “non-profit-making permanent 

institution in the service of society and of its development, open to the public, which acquires, 

conserves, researches, communicates and exhibits, for the purposes of study, education and 

enjoyment, the tangible and intangible evidence of people and their environment”.43   

According to the ICOM definition, museum is an institution that, among other important 

missions, also “communicates” with the society. In order to be communicative and 

participative, museum has to apply marketing strategies and tools, i.e. to be consumer-

oriented. 

One of the principles envisaged by the ICOM Code of Ethics for Museums is that “Museums 

have an important duty to develop their educational role and attract wider audiences from the 

community, locality or group they serve. Interaction with the constituent community and 

promotion of their heritage is an integral part of educational role of the museum”. Second key 

word that constitutes this important principle is “interaction” with the community. Again, in 

order to be interactive, museum has to have defined marketing principles and activities. 

Peter Lewis offers the following definition of marketing:  

“Marketing is the management process, which confirms the mission of a museum or gallery 

and is then responsible for the efficient identification, anticipation and satisfaction of the 

needs of its users. The word marketing has two separate and distinct meanings. At one level, 

it defines a philosophy [mission], at another a series of practices, which include publicity, 

advertising, public and media relations, market research, visitor surveys etc.”44 Museum 

marketing develops relationships with different constituencies including the audience, 

friends, volunteers and sponsors. It employs methods and techniques from general marketing 

to identify different market segments and to explore visitors’ interests, needs, perceptions and 

preferences. Its findings are used to inform exhibition planning and development. Yet, 

museum marketing has shown relatively little interest in visitors’ experience of exhibits and 

leaves this area of research to visitor studies.45 The mission is the reason why non-profit 

organizations exist, both from a social and a legal point of view. In the case of museums and 

cultural exhibitions, their main mission is undoubtedly to spread and foster a positive attitude 

towards culture, and favour research and the conservation of the heritage in their custody.46  

                                                 
43 ICOM Code of Ethics for Museums, 2004. www.icom.org/ethics.html  
44 Peter Lewis, “The role of marketing. Its fundamental planning function; devising a strategy”, in Forward 
Planning: A Handbook of business, corporate and development planning for museums and galleries, T. 
Ambrose, S. Runyard, London: Routledge, 1992, pp. 26. 
45 Dirk von Lehn, Embodying experience. A video-based examination of visitors’ conduct and interaction in 
museums, EJM 40, 11/12, Department of Management, King’s College, London, 2005. 
46 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998, pp.15. 

http://www.icom.org/ethics.html
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Over the past decade, the socio-cultural context in which museums operate has significantly 

changed their role on the global level. They are increasingly competing with other leisure and 

cultural institutions for visitors, while becoming more and more independent from public 

funding. Once object-centred museums concerned with the collection, conservation and 

display of objects is being transformed to a visitor-centred institution. The orientation 

towards the audience and the visitor entails a growing importance of museum marketing.47 In 

this situation, two management styles can be identified in present-day museums: the custodial 

approach and the business approach.48 The management of some museums still comes from 

an approach mainly concerned with custody, based on traditional research activities and 

collections care. This management approach is, thus, product-oriented, and related to a 

marketing strategy that focuses mainly on artistic and historic aspects. On the other hand, a 

business orientation implies the focus on audience-attraction and it characterizes management 

of more modern museums: managers concentrate on promotion of their institution via 

creative and dynamic programmes than include audiences’ participation, and they endeavour 

to generate income by encouraging donations and organizing temporary exhibitions and 

diverse, usually large-scale events. In this case, management approach is clearly related to 

marketing orientations that are concerned with audience development, attracting visitors, 

considering the needs of target markets, and satisfying them through appropriate and 

competitive offerings. These types of museums are market oriented, aiming to satisfy the 

needs and want of their consumers, while new emphasis is placed on museum-audience 

interactions and relationships.  

The change in the concept of museum has led to an increased interest in marketing in 

museums and to reassessment of their purpose, evident in the changing definition of the word 

“museum”. The transformation of the role of marketing in museums and broadening of the 

role of museums themselves, has provoked a shift in museum definitions from the 

“functional” (object based) -  according to which  museums acquire, conserve, preserve and 

exhibit art for study and education,   to the “purposive” (people-based) – which defines 

museums as places to serve society and its development by means of study, education and 

enjoyment, where the focus is on communication, interaction, and visitor services.49 Kotler 

                                                 
47 Dirk von Lehn, Embodying experience. A video-based examination of visitors’ conduct and interaction in 
museums, EJM 40, 11/12, Department of  Management, King’s College, London, 2005. 
48 Carmen Camarero Izquierdo, María José Garrido Samaniego, “How alternative marketing strategies impact 
the performance of Spanish museums”, Journal of Management Development, Vol. 26 No. 9, 2007, Emerald 
Group Publishing, Department of Business and Marketing, University of Valladolid, 2006, pp. 810. 
49 Ruth Rentschler, Anne-Marie Hede, Museum Marketing: Competing in the global marketplace, Oxford: 
Butterworth-Heinemann, 2007, pp.13. 

http://www.amazon.com/exec/obidos/search-handle-url?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Ruth%20Rentschler
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and Kotler suggest that “edutainment” represents presentation styles and designs that fulfil 

the dual goals of entertaining and educating the visitor.  

The most heated debates in museums usually concern the balance to be struck between the 

internal requirements of curating and conserving the collection and meeting the needs of the 

public, both visitors and potential visitors. These needs are to be met and satisfied via 

methods of animations and mediation, which are among most effective means of audience 

development. They imply constant interaction between the visitor and the work of art, 

through ancillary communicative tools (such as info material, video projections, sound 

effects, etc.), as well as between the visitor and museum curators – as animators and 

mediators. Without visitors, a museum is merely a collection and its preservation for some 

nominal future is meaningless. If the present in which is to be enjoyed never arrives, than 

why and for whom is it being preserved? 50 On the other hand, a museum without adequate 

collections management and research allows its objects to decay and their meaning to fade 

and disappear.  

Speaking about orientation of museums, Mark O’Neil makes difference between 

“extroverted” and “introverted” museums. These orientations are not incompatible. Few 

museums achieve a perfect balance between them, and most museums are dominated by one 

or the other. Good “introverted” museums tend to be mostly concerned with their internal 

functioning, to be object-centred in the sense that they experience the needs of their 

collections as being more real than those of the public.  They draw their strength and 

confidence from their depth of scholarship, from the good order of their stores and 

catalogues, and from shearing the pleasure of their collections with visitors.51 A director of an 

“introverted” museum is more likely to be a “custodian-manager”, as opposed to a director of 

an “extroverted” museum who is a “manager-entrepreneur”. Good “extroverted” museums 

are people-centred. They are dominated by the needs of the public, and feel that finding 

effective ways in which the later can be introduced to the collections and their meanings is 

the prime purpose of the museum. They draw their strength and confidence from sharing their 

enthusiasms with, and making their collections accessible to, visitors of little or no specialist 

knowledge.52 And, those who do not visit museums are in fact those who most need them53.  

                                                 
50 Mark O’Neill, “Museums and their communities”, The Manual of Museum Planning, by Gail Dexter Lord, 
Barry Lord, New York: Rowman Altamira, 2002, pp.22. 
51 Ibid. 
52 Ibid. 
53 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.143.  
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Changes in museum marketing reflect the changing directorial role. R. Rentschler identifies 

two types of museum director54, and each type brings a different emphasis to aspects of 

marketing and of museum service. The entrepreneur focuses on educating and entertaining 

the public  through creative programming, personally identifies and contacts major donors 

and sponsors, encourages visitors to become members and then donors, develops efficiency 

measures, uses consultants and prepares market analyses, while the funds are generated 

through changing temporary exhibitions. In contrast, the custodial manager focuses on the 

traditional activities of preservation, research and collections, being less involved in business 

activities. They do not use consultants nor prepare market analyses and survey non-visitors. 

The style of director affects the performance of the museum. A successful director should set 

equilibrium between economic approach to museum management and marketing and 

museum’s educational mission. The recognition of new roles for museum directors and the 

need to appeal to differentiated audiences has created new challenges for previously 

traditional, custodial directors.55 Traditionally, the primary function of museums has been to 

gather, preserve and study objects, and the director was perceived as the keeper of objects 

who performed the custodial role.56 Today managing museums demands and involves both 

the custodial role and the role of a marketing manager who knows how to attract visitors and 

what to offer them. As museums are part of the not-for-profit sector and depend mostly or 

entirely on the government funding, they must be seen to offer value to government by 

attracting increasing visitor numbers. Government funders are asking for greater 

accountability for money granted. Therefore, marketing approaches have been used to 

increase visitor numbers and to encourage, change and expand the museum role from one of 

custodial emphasis to one of marketing, audience attraction and increased participation. 

Hence, museums are developing marketing techniques to help them become more successful. 

Museum marketing has been conceptualised in three main periods57 : the first one is the 

foundation period (1975-1983) in which museum marketing was dominated by issues of 

educating visitors, raising staff awareness of the benefits of visitor studies, and, occasionally, 

the economic impact of the arts on the community. In the second, professionalization period 
                                                 
54 Rentschler, Ruth. (2001), “Is creativity a matter for cultural leaders?”, International Journal of Arts 
Management, Vol. 3 No. 3, pp. 13-24. 
55 Journal of Management Development 21/10, Changes in museum management. A custodial or marketing 
emphasis? Audrey Gilmore, Ruth Rentschler, pp. 745. Available on: http:// www.emeraldinsight.com/0262-
1711.htm 
56 Ruth Rentschler, Anne-Marie Hede, Museum Marketing: Competing in the global marketplace, Oxford: 
Butterworth-Heinemann, 2007, pp.15. 
57 Journal of Management Development 21/10, Changes in museum management. A custodial or marketing 
emphasis? Audrey Gilmore, Ruth Rentschler, pp. 746. Available on: http:// www.emeraldinsight.com/0262-
1711.htm 

http://www.emeraldinsight.com/0262-1711.htm
http://www.emeraldinsight.com/0262-1711.htm
http://www.amazon.com/exec/obidos/search-handle-url?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Ruth%20Rentschler
http://www.amazon.com/exec/obidos/search-handle-url?%5Fencoding=UTF8&search-type=ss&index=books&field-author=Anne-Marie%20Hede
http://www.emeraldinsight.com/0262-1711.htm
http://www.emeraldinsight.com/0262-1711.htm
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(1988-1993), cultural change occurred in museums, when they became more democratised. 

These changes forced the recognition of the applicability of marketing to non-profit arts 

organisations, and marketing departments were added to museums.58  

All of these elements empowered “a new managerial elite”, less focused on “cultural gate 

keeping” and more engaged with the “celebration of entrepreneurship”.59 Currently, 

marketing in museums is in transition, heralding the beginning of an entrepreneurial period 

(1994-present). Recently, collaborative marketing models and a new view of visitors are 

evident, which diversify revenue sources by obtaining new audiences, products, and diversity 

of services.  Relationship between the visitor, the museums and the market have are being 

redefined. These traditional changes have had an impact on organizational structure of 

museums, and they have demanded from museum directors to have the skills and knowledge 

of marketing managers, in addition to their custodial expertise. 

 

2.2 Examples of Good Practice / Audience-Based Approach 

 

At the beginning of the 21st century, museums face unprecedented changes and challenges. 

Cuts in public funding have pushed museums into the marketplace where they must compete 

for visitors, market their “product”, and generate their own income and sponsorship. 

Museums are criticized as being dull and boring compared to new heritage and leisure 

attractions, yet must also find ever-increasing resources to care for their collections. Based on 

marketing studies which usually find that the public perceive institution as static60, a 

considerable emphasis is over the past decade put on increasing the number of temporary 

exhibitions, introducing new methods of communication with the public, developing 

interactive and multidisciplinary approach, broadening the museum auxiliary services, 

finding new ways to investigate the visitors’ opinions and desires etc. Large museums that 

have had marketing departments or divisions for a few years or more usually experience 

many of the mentioned developments, which have usually led to greater vitality and visibility 

and better economic health for the institution. An effort is made at least every few years to 

stage a very large exhibition that will appeal to a broad audience. A larger percentage of 

space is being devoted to the auxiliary activities. Marketing budgets are used to profile, target 

                                                 
58 Peter Ames (1989), Marketing museums: means or master of the mission, Curator, Vol. 32 No. 1, 1989, pp. 5-
15. 
59 Michael Volkerling, “Deconstructing the difference engine: a theory of cultural policy”, The European 
Journal of Cultural Policy, Vol. 2 No. 2, 1996, pp. 189-213. 
60 Peter J. Ames, “A Challenge to Modern Museum Management: meshing mission and market”, in K. Moore, 
Museum Management, Routledge, London, 1994, pp.16. 
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and reach audiences, and often result in large increases in attendance. Not rarely, a physical 

capacity, i.e. the number of visitors the museum can effectively accommodate at a given time, 

becomes an issue. Hitherto relatively unrepresented audiences are in evidence. The revenue 

and usually the surpluses of ancillary activities such as restaurants, shops and the sale of 

space for functions grow dramatically. Significantly, market-driven income – that generated 

by admission and ancillary income – also almost always increases substantially as a 

percentage of the overall operating budget.61 

I have chosen several examples of the museums in Paris that provide successful approaches 

to different marketing methods, good strategies of promotion and audience development. The 

cases represented below are excellent examples of the practice this study stands for: 

introduction of up-to-date marketing methods and tools into museums. The criteria for their 

selection is based upon their position as eminent and respectful institutions whose 

institutional policy is guided by the desire to meet and satisfy the needs of the ever-growing 

and demanding public, as well as a possibility for their direct comparison with the museums 

in Belgrade that house collections with the same or similar profile as the ones from Paris.  

 

2.2.1 Musée d’Orsay 

 

The Musée d'Orsay, build upon a stunning Belle Époque railway station in Paris, was opened 

to the public in 1986 by François Mitterrand (even though initiated by Valéry Giscard 

d'Estaing),  “to show the great diversity of artistic creation in the western world between 1848 

and 1914”.62 The museum collection was formed from the national collections coming 

mainly from the Louvre museum, Musée du Jeu de Paume, and the National Museum of 

Modern Art (later Centre Georges Pompidou). The Musée d'Orsay is a national not-for-profit 

institution under the authority of the Ministry of Culture.63 Within the museum’s 

organizational structure, three departments specifically deal with marketing. 64  

                                                 
61 Ibid. 
62 Musée d’Orsay website: http://www.musee-orsay.fr/en/collections/history-of-the-collections/history-of-the-
collections.html  
63 The Musée d'Orsay, like the Musée Hébert, is a national museum under the authority of the Ministry of 
Culture. These two museums are managed by the  Musée d'Orsay public establishment. Museum’s 
organizational structure brings together six departments: General Administration, Curatorial Department, 
Cultural Services, Customer Services, Communications Department and The Auditorium, and has a staff of 
around 700. 
64 The first one is the Communications and Development Department, under the direct authority of the Director 
of the establishment, which brings together the following areas: public and corporate relations, press relations, 
external relations and international sponsorship, graphics and printing. Through the implementation of its 
communications strategy, it is responsible for promoting the museum, its collections and all its activities, both in 
France and abroad. It also seeks to develop financial partnerships through corporate sponsorship. The second 

http://www.musee-orsay.fr/en/collections/history-of-the-collections/history-of-the-collections.html
http://www.musee-orsay.fr/en/collections/history-of-the-collections/history-of-the-collections.html
http://www.musee-orsay.fr/en/info/musee-hebert.html
http://www.musee-orsay.fr/en/info/public-administrative-establishment/status.html
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The Musée d'Orsay has a marketing strategy incorporated in strategic plan of the institution. 

The analysis that follows illustrates the museum’s approaches to different marketing 

methods. 

Interactive and multidisciplinary programmes: Since it opened in 1986, the Musée d'Orsay 

has undergone remarkable development. It has strengthened and extended its collections, 

organized excellent exhibitions, renowned for their great popularity and scientific expertise, 

and achieved current visiting rate of more than three million per year. Museum’s annual 

reports show that frequentation of the museum in the year 2007 and 2008 is higher than ever. 

Musée d’Orsay’s offerings are directed towards different target groups – adults, families, 

students, young people, and disabled visitors. Educational projects are aimed at 

schoolchildren and students, but also teachers and artists, and they encompass a variety of 

programmes from the fields of painting, sculpture, decorative arts and photography. By 

creating an artistic and cultural context, the museum visit helps in stimulating young people's 

interest in their aesthetic heritage, and encourages an interdisciplinary approach.65 Aside from 

temporary exhibitions, Auditorium of Musée d’Orsay regularly organizes classes and 

lectures, symposia, music concerts, cinema, theatre and dance performances.  

Although being dedicated primarily to the 19th century art, the Musée d’Orsay also develops 

inventive and communicative projects which include contemporary art accomplishments into 

an historical setting of the museum’s collections. Inclusion of contemporary art in museum’s 

temporary exhibitions affirms an openness of Musée d’Orsay to respond to the needs and 

wants of his audiences. Existing in the heart of one of the world’s leading art capitals, this 

museum, so much loved by tourists and famous for its high quality exhibitions, could not 

resist the appeal and over-presence of contemporary art.66 The project called 

Correspondances (since 2004) was created with an aim to set a communication between an 

old master and a contemporary living artist. It was imagined as a series of events designed to 

present the Musée d'Orsay collections through the eyes of contemporary artists. According to 

the concept, two contemporary artists (one of whom is French) representing dissimilar styles 

                                                                                                                                                        
one is the Cultural Service Department whose aim is to study the museum-going public, its expectations and its 
behaviour, so that it may offer a range of options and cultural services adapted to different types of visitors. It 
brings together the sectors of publications, audio-visual productions, Internet and multimedia, lectures and 
symposia, educational services and documentation. The third one is a Customer Service Department, which 
incorporates development sector, sector of sales, and information and visits sector, and this department is 
responsible for audience development, market research, visitors research, information services, organisation of 
guided tours and group bookings, and the sales of tickets.  
65 Musée d’Orsay website: http://www.musee-orsay.fr/en/espace-professionnels/professionals/teachers-and-
youth-leaders/welcome.html  
66 Marijana Cvetković, Reform of Serbian museums through contemporary art projects, Master thesis, 
University of Arts, Belgrade, 2006, pp. 28. 

http://www.musee-orsay.fr/en/espace-professionnels/professionals/teachers-and-youth-leaders/welcome.html
http://www.musee-orsay.fr/en/espace-professionnels/professionals/teachers-and-youth-leaders/welcome.html
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and techniques, are invited to choose an artwork from the museum’s collections alongside 

which they will present one of their own pieces. The resulting dialogue enables works in the 

collection to be perceived in a new light and lends a fresh resonance to their lasting 

modernity. Since October 2004, there have been three Correspondence events every year, 

each of roughly three months duration. Currently, Correspondences are creating a dialogue 

between Christian Jaccard and G.H. Breitner, and Konrad Klapheck and Gustave Moreau. 

This inventive project was started as a result of intensive marketing research of the museum’s 

public. Given that visitors of Musée d’Orsay are mostly “historic art” devotees, and that, on 

the other hand, the non-public of Musée d’Orsay prefers a conceptual and postmodern 

approaches to art, the museum curators, while collaborating with museum’s marketing 

departments, have decided to make a step towards this “non-public” and to convert it into 

their regular visitors. Their attempt has been extremely successful, as shown by the statistics 

of museum attendance rate, which marks an important increase from the year 2004 when 

Correspondances were introduced. This project became a part of the regular programme and 

it is an excellent example how public’s need are efficiently met through museum’s product 

development. 

Musée d’Orsay’s rich and multi-disciplinary collections encompass painting, sculpture, 

decorative arts, architecture and photography. Its masterpieces by Monet, Renoir, Cézanne, 

Van Gogh, or Courbet, Rodin and Carpeaux, have brought it an international reputation. 

Given the “magnitude” of such art pieces, it can be said that museum’s collection has an 

extraordinary commercial potentials, exploited each year to organize blockbuster exhibitions 

attracting millions of visitors in a relatively short period of time. It is worth saying that the 

public establishment allocates at least 20% of revenue from ticket sales for the permanent 

collections and for acquiring the works of art.  

Visitors’ loyalty is developed by means of membership cards. The museum has created the 

MuséO carte, which offers a range of discounts and allows young visitors an easy access – 

without queuing and with early admission at 9 a.m. – to permanent collections, temporary 

exhibitions, lectures, courses and symposia. This initiative was introduced in order to enable 

visitors under the age of twenty-six, especially students, to easily explore a wealth of 

museum’s collections. The Carte blanche, on the other hand, is directed to the public over 

twenty-five years of age, and aside from unlimited access to all museum’s events, it also 

enables admission to several other museums in Paris during one year from the date of 
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purchase. In partnership with other cultural institutions of Paris, the campaign called Keep 

your ticket! was introduced in order to attract visitors to several Paris museums.67  

Audience research: Evaluation and audience research in Musée d’Orsay is conducted in 

different forms, and it has been regularly performed since the beginning of 2006. The 

Customer Services Department and its Sector for Audience Development are responsible for 

designing and conducting surveys. The first survey was introduced in the form of 

questionnaires distributed on the cash desks when more than 15.000 visitors were 

interviewed. This research had an aim to identify the provenance of the individual visitors, 

and it showed that around 30 % of visitors is coming from France while 70% are tourists (the 

largest percentage of tourists are Americans, Italians and Japanese).68 On the basis of this 

results, researchers have also identified which season is “favourite” for each group of foreign 

visitors. Also in 2006, the Development Sector of Musée d’Orsay has found an inventive and 

practical way to find out about museum audience’s opinion. In accordance with a specialized 

agency, a questionnaire was integrated in museum’s audio-guides. This questionnaire was 

composed  in a form of closed multiple-choice questions and it studied the interests of 

visitors, their reasons for visiting the exhibition, methods through which they were informed 

about the museum, their provenance and duration of stay in Paris etc.  

On occasion of a blockbuster exhibition Cézanne et Pissarro a research was also developed, 

and it comprised two parts: the first part was a quantitative research that had for an aim to 

study the impact of the museum’s offer to visitors, who were interviewed on the exit of the 

exposition. The second part consisted in interviewing the prescribers of the museum, with an 

aim to identify their opinion about the quality of the services (reservations and reception of 

groups, cash dispensers etc.). The research was also significant as evaluation of the efficiency 

of museum’s communication tools.  

Public relations management is organized in three directions: on the national and 

international level, and as an internal PR. Information about museum projects and 

programmes are distributed both to national and international specialized press, aside daily 

and weekly national newspapers and magazines. A revue de presse, which contains the clips 

of all articles, announces and reportages on the particular event (both from written and 

electronic press) is being distributed to Direction des musées de France, to organizers and 

supporters of the event, as well as internally. 

                                                 
67 This initiative offered visitors reduced rates when buying a ticket for the Gustave Moreau National Museum 
or the Palais Garnier, within one week following the date printed on their Musée d'Orsay entrance ticket.  
68 Annual report, Musée d’Orsay, 2006, available on www.musee-orsay.fr 

http://www.muse-orsay.fr/
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Sector for International Relations was created within the Communications Department, with 

an aim to promote Musée d’Orsay on the international level. Activities of this sector are 

intended to target new audience and to contribute to augmentation of resources of the Musée 

d’Orsay’s public establishment. In the light of international promotion of the museum, a great 

success was the launching of the first website of Musée d’Orsay in Japanese. This project was 

realized in association with the Maison des musées de France situated in Tokyo. Musée 

d’Orsay also established cooperation with Japan Airlines, who agreed to broadcast in all 

Tokyo-Paris flights a film Rendez-vous au musée d’Orsay. The film was broadcasted more 

than 180 times and it has had a great success as a museum’s informational tool.  

Promotional material is distributed both within and outside the museum, and has three main 

aims: to promote the museum, to inform the public and to give support during the visit. It 

offers all the information concerning the current programme, exhibitions, auditorium, 

educational activities, vernissages, etc. Informational material is disseminated via association 

France Brochure System at more than six hundred points throughout the city – hotels, tourist 

agencies, piers on the Seine, cultural institutions, metro, schools etc. 

Website of Musée d’Orsay is daily updated with information related to museum’s 

programmes and projects. Available in French, English, Italian and Spanish, it has more than 

4,5 millions of visitors per year, which is more than the number of actual visitors of the 

museum. This success reflected itself also on the progress of on-line distribution and sales of 

museum’s products through the boutique en ligne. Aside from all necessary information for a 

potential visitor, the museum’s website offers detailed information on the public transport to 

the museum (buses and metro, taxi stand and special vehicles) as well as access map from 

different directions. It also provides an interesting and inventive way of getting introduced 

with the museum collection before coming to the museum itself; e.g. a web presentation of 

the museum floor plan gives a possibility of searching for an artist or a work of art on that 

floor plan. By choosing the name of your favourite artist, you will get the icons of all of his 

works a museum collection contains, and you will be directed to the place where those art 

pieces are exhibited within the building. On the museum’s website, the public is invited to 

express their opinion, to give advices and critiques to the museum. This one-way 

“communication” has shown to be very useful to museum audience researchers, as they have 

found the easy way to be acquainted with the public’s opinions that are valued and taken into 

account in planning for future projects.   

Fundraising: The richness of the Musée d'Orsay collections, its dynamic programming and its 

international diversity are some of the major assets which attract potential donors, sponsors 
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and partners. Sponsors are attracted by prestige, privileged relationship and range of 

advantages museum offers to its partners.69 Companies, foundations, or private individuals 

are invited to support exhibitions, acquisitions, cultural initiatives for specific audiences, 

restorations and major museographic improvements. The directors of the sponsoring 

companies meet annually with the president of the Musée d'Orsay to hear about the latest 

initiatives, and to participate in the discussions about major strategic decisions. Within the 

museum, the Department for Communication and Development is responsible for fundraising 

and conclusion of contracts with sponsors. 

Auxiliary services in the Musée d’Orsay include the restaurant, the Café des Hauteurs, the 

libre-service on the mezzanine, and the kiosk for snacks on the front square of the museum. 

Museum is equipped with a bookshop/store, specialized for the period from 1848 to 1914, 

which can be accessed both from the outside and within the museum. Its offer includes 

books, postcards, posters, CD ROMs, jewellery, gifts, reproductions of sculptures, catalogues 

of the exhibitions, etc. In addition to the bookstore, museum has three inside “punkts” 

(message centres), two of which are specialized for selling items related to the temporary 

exhibitions, and the third one is an informational stand with audio-guides, floor plans of the 

museum, plan of the permanent exhibit, and informational charts, brochures, flyers, etc. Each 

part of the museum, both its permanent collection and spaces for temporary exhibits, as well 

as auxiliary services, are fully accessible and available to visitors with reduced mobility. It is 

important mentioning that in 2005, the French Tourism and Disability Association awarded 

the Musée d'Orsay the “Tourism and Disability” certificate, in recognition of the excellent 

facilities and specific arrangements for welcoming all visitors, individual or in groups. A 

personalised welcome can be arranged. This service enables visitors to plan their visit 

(practical information, specific mini-guide sent in advance, etc.) and to be accompanied from 

the museum entrance to the permanent collections. Concerning the opening hours, museum 

                                                 
69 By supporting a Musée d'Orsay project, a sponsor gets associated with the promotional campaigns for the 
event and benefits from high exposure through the museum's communication media: posters (campaigns in the 
Metro, in airports, stations, etc), preview invitations, press releases and press packs, web site, visitor brochures, 
etc. Musée d'Orsay sponsors are also offered a possibility to hold private events in the Museum. In addition, 
Museum gives priority passes or annual passes to the staff of a company-sponsor, its clients and partners. For an 
exceptional piece of work, designated a National Treasure, the tax relief rises to 90% of the total contribution of 
the sponsoring company. A formal ceremony is organised with the sponsor, attended by the Minister of Culture. 
A sponsorship in kind (in products) and sponsorship with skills (in expert services), becomes subjected to a tax 

reduction of 60% for the company. For any amount a company spends on sponsorship of the Musée d'Orsay, it 
benefits from a 60% tax reduction on the amount due in corporation tax, up to a limit of 0.5% of the turnover. 
http://www.musee-orsay.fr/fr/info/soutenez-le-musee/entreprises.html 

http://www.musee-orsay.fr/en/visits/services/cafe.html
http://www.musee-orsay.fr/fr/info/soutenez-le-musee/entreprises.html
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provides its visitors a free entrance every first Sunday in the month70, as well as possibility of 

a late night stay in museum, on Tuesdays.  

 

2.2.2 Musée du Quai Branly  

 

The Musée du Quai Branly was opened in 2006 as the biggest museum in Paris since the 

futuristic-looking Pompidou Centre opened 30 years ago.71 Standing in the shadow of the 

Eiffel Tower, the Quai Branly Museum is devoted to the “art and civilisation of Africa, Asia, 

Oceania and the Americas”72. Already defined as “un musée du regard sur l’Autre” (“A 

museum for viewing the Other”), the Musée du Quai Branly was born to “give arts and 

civilizations that have been neglected for far too long their rightful place”, with the aspiration 

that the museum will also become “an instrument of peace that bears witness to the equal 

dignity of all cultures and individuals”.73 The opening of the museum was of extreme media 

coverage. “Les cultures sont faites pour dialoguer” or “Where cultures meet in dialogue” 

were dynamic slogans designed for the opening campaign, which promoted the Museum built 

to promote dialogue between cultures and civilizations.  

The Musée du Quai Branly's mission is to “recognise and promote non-Western cultural 

heritage in the heart of Paris”, under the slogan “Musée du Quai Branly – Là où dialoguent 

les cultures’’, which indicates that the mission is based on principles of intercultural dialogue 

and multiculturalism, evident in Museum’s programmes. 

The unique architectural design of Jean Nouvel represents one of the “pearls” of museum 

architecture in Paris. Corresponding to the nature of the museum and the profile of its 

collection, the building resembles a long footbridge, partly covered with wood, and stretching 

into the trees. Hidden from view by thick vegetation, and protected from the noise of the 

quays by a glass palisade, the museum only reveals itself gradually, and the visitor becomes 

explorer. To reach it, he must cross an undulating garden designed to create an impression of 

remote, untamed greenery. In the building, which is perched on piles, all is curved, fluid, 

                                                 
70 This initiative includes all national museums in France. 
71 The project’s initial phase was completed in April 2000 with the opening at the Louvre of the “Pavillon des 
Sessions”, devoted to the arts of Africa, Asia, Oceania and the Americas. The new gallery comprises 120 art 
pieces selected by Jacques Kerchache, a passionate primitive arts expert who firmly believed that “no hierarchy 
exists among the arts” or cultures. In 1990, he wrote a manifesto entitled “Pour que les chefs d’œuvre du monde 
entier naissent libres et égaux” (“The world’s masterpieces are born free and equal”). Jacques Kerchache died in 
2001, five years before the inauguration of the future Musée du Quai Branly, scheduled to open in June 2006. 
The reading room has been named in his honour. 
72 The collection comprises some 300,000 artefacts, most of them coming from the Musée de l’Homme and the 
Musée national des Arts d’Afrique et d’Océanie.  
73 www.quaibranly.fr  

http://www.quaibranly.fr/
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transparent, mysterious and, above all, warmly receptive. The architectural ensemble takes in 

five levels, crowned by a wide terrace. Inside, glass walls replace windows, and their 

transparency and the natural background afforded by the trees offer no distraction from the 

artefacts themselves. Apart from the areas devoted to permanent exhibition and the more 

flexible ones reserved for international exhibitions, the building also houses major reserve 

collections open to researchers, a médiathèque, lecture rooms and classrooms, and a theatre 

which, in summer, opens onto the open-air amphitheatre in the garden.  

Contemporary artistic creation also has its place in the Musée du Quai Branly. Eight 

aboriginal artists from Australia were invited to decorate the façade and ceilings of one of the 

Museum’s edifices, spreading the spiritual heritage through a painting presenting the origins 

of the world.  

The Musée du Quai Branly is an innovative cultural institution – museum, educational and 

research centre. A policy of mutual aid and scientific cooperation has been established with 

the countries of the four continents in which artefacts originated. The permanent collections 

area exhibits 3,500 artefacts spread out over large “continental zones”: Africa, Asia, Oceania 

and the Americas, as a crossroads of many different cultural, religious and historical 

influences.  

The Museum’s offering is structured around several areas: 74 

- Protection and promotion of leading collections, in association with temporary 

exhibits, capitalizing on the museum’s diverse resources, or taken from international 

collaborations. An informational Internet portal with an interactive plan also provides 

access to all the collections; 

- Research and education, with the creation of an interdisciplinary research centre. At 

once a museum and a university campus, the Musée du Quai Branly makes the 

information resources of its multimedia library available to the public;  

- A genuine crossroads of the world’s cultures, open to the greatest number of people, 

the Musée du Quai Branly also offers a programme of living shows in its theatre – 

performing arts, theatre, dance and music – thereby creating a veritable cultural city 

featuring non-European arts; 

- The Université Populaire du Quai Branly, accessible to all, opens the debate on 

historic and contemporary challenges and encourages dialogue on issues related to the 

Other through its series of lectures. 

                                                 
74 Ibid. 



37 
 

The Musée du Quai Branly is a contemporary museum that highlights the modern nature of 

its collections and seeks to draw a link between tradition and the contemporary. With 

performance encounters, musical evenings, a cinema programme and cultural events focusing 

on exchange and practical activity, the museum lives in tune with the worlds that surround it 

and relays the contemporary creation of the four continents.  

The objects are accessible to as many people as possible thanks to contextualization 

supported by different levels of information: identification cards, texts or multimedia, 

including photographs, films and music. Musée du Quai Branly is an interactive museum 

whose collections area includes around one hundred multimedia systems connected to 

artefacts, cultures and an “immaterial heritage” (music, tattoos, dances). Sound immersion in 

musical boxes, 3D installations, holograms clothed in traditional dress: visitors call on all 

their senses when discovering the museum.75   

The museum offers a unique and original experience designed for all its visitors and specially 

adapted to handicapped persons, in the form of visits, lectures in sign language and a range of 

practical workshops. Texts in Braille, tactile bas-reliefs, and screens adapted to various 

modes of use (by the visually or hearing impaired, and by those of reduced mobility) make up 

a score of sequences giving an idea of man’s relationship with the space which surrounds him 

and with the area in which he has settled, in various different cultures.  

The Direction du développement culturel et des publics (within which the Service de la 

communication et du mécénat functions) is in charge for Museum’s marketing activities.  

In 2008, Le Journal des Arts placed the Musée du Quai Branly on the first place for “the 

quality and dynamism of audience reception and services” on the list of French museums, 

according to criteria of accessibility for all visitors, Internet site, auditorium, etc. 76  

Museum offers to visitors several options on how to make the most benefit of the time spent 

in the museum, depending of the number of hours of their availability – in the case they have 

                                                 
75 Over a hundred video screens and programmes are installed in the permanent collections area to provide 
information and understanding to the visitor along the way. Complementing and supplementing the visit, they 
offer a range of levels of responses and commentaries designed to satisfy specialists and the public alike. For the 
most part, this mosaic of screens relies on the power of visual images, which complement textual sources of 
information. These original programmes, each one specifically designed, created and produced for the Musée du 
Quai Branly from material contained in some 4000 documents, are installed at points throughout the collections 
area. The Museum has 8 high tech multimedia systems, the result of reflection upon the most effective ways to 
present such immaterial themes as music, tattooing, architecture, divinatory experience, or ritual dance. These 
systems are designed as spectacular “artefacts”, blending in perfectly with the museum premises and collections, 
and are purposely experimental in nature - projection of holograms in the midst of the visiting public (Asia), 
vibrations around the Music Tower, sound immersion in one of the two music boxes, and the ‘oceanic crystal 
ball’ at the crossroads of peoples. More than a hundred multimedia programmes help visitors, especially 
children, to understand better the artwork on display, in an interactive and enjoyable way. www.quaibranly.fr 
76 Ibid. 

http://www.quaibranly.fr/
http://www.quaibranly.fr/
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two hours, half of day or the entire day to enjoy the museum. These different offers are put on 

the Museum’s website and enable visitors to plan their visit before coming to the museum.  

The Department for cultural events and audience reception has developed numerous activities 

for schoolchildren and their teachers. Classes can discover the museum's collections during 

guided visits or workshops designed and led by specialists (dance ethnologists, artists, etc.) or 

autonomously using the route sheets. The schedule of educational activities is available in the 

schools brochure, and can be downloaded from Museum’s website at the start of each school 

year. One of the means of evaluation of museum’s offer is museum’s website where visitors 

are invited to leave their comments in the section “Vous et Nous”.77 Musée du Quai Branly 

also offers to its visitors several types of museum member benefits.78 According to annual 

reports, the number of visitors in 2008 is three times higher than in 2006 when museum was 

opened.  Each year museum attracts one million visitors more than the previous year – in 

2006 it had around one million and in 2008 more than 3 million visitors!  

The patronage and partnership policy is defined and implemented under the auspices of the 

President of the Musée du Quai Branly. The Museum seeks to forge sound partnerships with 

French and foreign companies on projects that are designed, developed and implemented 

jointly over several years.79 These operations should be innovative, playing a role in 

preserving foreign heritage (restoration of film collections, development of excavation sites, 

advisory museographic missions, etc.), producing scientific and cultural multimedia teaching 

aids and elaborating key missions for the institution in the future.  

 

 

 

                                                 
77 Some of the comments are "le musée de manière générale", "un lieu d'échanges et de respect des cultures", 
"envie de rester des jours entiers", "un pas vers l'autre", "un musée unique au monde","richesse des 
collections","scénographie majestueuse", "guide-conférenciers excellents", "visite incontournable", "mariage 
réussi entre les collections et les nouvelles technologies", "conception originale", "superbe bâtiment, bien 
intégré dans l'urbanisme", "élégance de l'architecture", "le jardin, original et imaginatif, promenade agréable", 
etc. www.quaibranly.fr/fr/musee/publics/vous-et-nous/index.html  
78 Quai Branly Pass, Quai Branly Duo Pass, Quai Branly Youth Pass, Quai Branly Teachers & Researchers Pass, 
Quai Branly Group Pass, which include free, unlimited entry to the museum (collections, theme-based 
exhibitions, anthropology exhibitions and temporary exhibitions in the Garden gallery), access to the museum 
without waiting in line, discounts on shows (theatre, dance, music) and cultural activities (guided tours and 
workshops), advance notification of the museum’s scheduled events, promotional offers from the museum’s 
cultural partners, discount on books at the bookstore-boutique, discount at the restaurant Les Ombres and the 
Café Branly etc. www.quaibranly.fr/en/musee/pass0/index.html  
79 Through partnership with the Museum, donor, sponsors and patrons become members of the Museum’s Club, 
and are invited to use many benefits, such as museum spaces’ leasing for special occasions and event, private 
parties etc, inclusion in the wall of donors and patrons, admission tickets, yearly passes, discounts, etc.  
Musée du Quai Branly, Rapport d’activité, 2006. Available on www.quaibranly.fr 

http://www.quaibranly.fr/fr/musee/publics/vous-et-nous/index.html
http://www.quaibranly.fr/en/musee/pass/quai-branly-pass/index.html
http://www.quaibranly.fr/en/musee/pass/quai-branly-duo-pass/index.html
http://www.quaibranly.fr/en/musee/pass/quai-branly-youth-pass/index.html
http://www.quaibranly.fr/en/musee/pass/teachers-and-researchers-pass/index.html
http://www.quaibranly.fr/en/musee/pass/quai-branly-group-pass/index.html
http://www.quaibranly.fr/en/musee/pass0/index.html
http://www.quaibranly.fr/
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2.2.3 Centre Georges Pompidou 

 

Centre national d'art et de culture Georges Pompidou is an original cultural institution 

completely focused on modern and contemporary creation, where the visual arts “rub 

shoulders” with theatre, music, cinema, literature and the spoken word.80 Housed in the 

centre of Paris in a building designed by Renzo Piano and Richard Rogers, whose unique 

architecture symbolises the spirit of the 20th century, the Beaubourg first opened its doors to 

the public in 1977.  

The constraint-free architecture of the building, conceived in the spirit of the 1960s, can serve 

as one of the leading examples of museum’s visual identity. The extravagant and original 

architectural project meets the criteria of interdisciplinarity, freedom of movement and flow, 

and an open approach to exhibition areas. The supporting structure and movement and flow 

systems, such as the escalators, were relegated to the outside of the building, thereby freeing 

up interior space for museum and activity areas. Colour-coded ducts are attached to the 

building's west façade, as a kind of wrapping for the structure: blue for air, green for fluids, 

yellow for electricity cables and red for movement and flow. The transparency of the west 

main façade allows people to see what is going on inside the Centre from the piazza, a vast 

esplanade that the architects conceived of as an area of continuity, linking the city and the 

Centre.81 

Around 6 million people pass through the Centre Pompidou's doors each year, a total of over 

190 million visitors in its 30 years of existence. The Centre houses one of the leading 

museums of modern and contemporary art in the world, the Musée National d’Art Moderne, 

featuring the exquisite collection of modern and contemporary art, a vast public reference 

library with facilities for over two thousand readers82, general documentation on 20th century 

art, a cinema and performance halls, a music research institute, educational activity areas, 

bookshops (specializing in art, architecture, design, photography, posters, postcards, etc.), a 

restaurant and a café. Unswerving in its interdisciplinary vocation and its core mission – “to 

spread knowledge about all creative works from the 20th century and those heralding the new 

                                                 
80 www.centrepompidou.fr/  
81 The centre quickly fell victim to the unexpected scale of its success. With some seven million visitors per 
year, the building aged prematurely and had to close in October 1997 for 27 months. During this time 70,000 m² 
were renovated and 8,000 m² added, mainly to display collections. This was possible by relocating the offices 
outside the centre. www.centrepompidou.fr/ When it reopened on 1 January 2000, the Centre was an immediate, 
overwhelming public success again, testifying to the public's inseparable attachment to the site and its spirit. 
82 Visitors are offered a free use of photocopiers, work stations linked to printer and socket outlets for plugging 
in laptops on the 3 levels of the Bpi, as well as free wifi access! All visitors with a laptop computer or a PDA are 
able to browse the web free of charge1h30 a day. 

http://www.centrepompidou.fr/
http://www.centrepompidou.fr/
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millennium” – each year the Centre Pompidou holds around thirty public exhibitions plus 

international events – cinema and documentary screenings, conferences and symposiums, 

concerts, dance and educational activities, many of which go on to other venues in both 

France and abroad.83 

Centre Georges Pompidou has a very elaborate organizational structure when it comes to 

marketing, audience service and public relations activities. The Centre encompasses seven 

departments, within which twenty sectors (!), in charge for marketing, audience and market 

research, internal and external communication, image of the Centre, promotional activities 

and campaigns, audience services, audience reception, educational projects development, 

website, animation and mediation, etc.84 Therefore, it can be concluded that all possible 

marketing and audience development methods are taken care within Centre’s departments. At 

that, marketing activities for the National Museum of Modern Art are performed on the level 

of the Centre and not separately by the constituent Museum.   

Interactive and communicative interdisciplinary projects involving modern and contemporary 

art and up-to-date methods of presentation and communication with the audience are, we can 

say, a “symbol” of Beaubourg and its National Museum of Modern Art. 

The Richard Rogers + Architects exhibition (2007/8), organized on the occasion of 

celebration of 30th years from the Centre’s founding, presents the work of a famous architect 

Richard Rogers, one of the creators of original architectural solution of the Centre, and his 

associates, from the 1960s until the present days’ accomplishments. This retrospective is also 

an occasion to retrace the design of the Centre Pompidou in the 1970s, as an interesting way 

to comprehend the history of a museum building in an interactive way. Through around fifty 

projects and creations, the aim of the Richard Rogers + Architects exhibition is to 

demonstrate the contribution and inventiveness of this production, using a thematic approach 

focusing on the key concepts of his practice: “Transparency”, “Legibility”, “Public”, 

“Systems”, “Urban”, “Environmental” and “Lightness”. Presented in the Galerie sud, free of 

partitions and glazed on three sides, in conformity with the Centre Pompidou’s basic 

principles of transparency and interpenetration, the exhibition is designed like a city within a 

                                                 
83 www.centrepompidou.fr/ 
84 1. Département du développement culturel; 2. Direction de la communication (Pôle des relations publiques, 
Pôle presse, Pôle du développement et des partenariats, Pôle communication interne, Pôle image), 3. Direction 
de l’action éducative et des publics (Service des relations avec le public, Service accueil du public, Service 
éducatif, Service programmation jeune public, Service information du public), 4. Direction des éditions 
(Publications, Internet), 5. Direction de la production, 6. Pôle services aux publics (Accueil des publics, 
Equipement & maintenance, Informatique et techniques multimédias, Études et recherches, Relations 
professionnelles internationales), 7. Pôle action culturelle et communication (Animation, Edition/diffusion, 
Presse). Centre Georges Pompidou, Rapport d’activité, 2006. Available on  www.centrepompidou.fr/ 

http://www.centrepompidou.fr/
http://www.centrepompidou.fr/
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city. Projects and completed works are assembled on tables forming irregular islets 

corresponding to the themes that become the different sectors of the city. In addition to these 

themes, supported by “iconic creations”, there is at the entrance an islet devoted to the 

architect’s beginnings, and on the periphery a sector under construction: projects currently in 

progress. In each islet, scale models and photographs have been given priority for presenting 

the practice’s work. Light fittings designed by the architect contribute additional lighting 

complementing the abundant natural light. A network of small streets and wider avenues 

enable the visitor to move from project to project and from theme to theme, while at the 

centre of the installation a piazza is left free, echoing the piazza outside, in front of the 

building, which gives breathing space to the neighbourhood. Throughout the exhibition, 

guided by the vocabulary of the Richard Rogers practice, visitors are invited to explore the 

great wealth and impact of Rogers’ work. With new keys to reading architecture now at their 

disposal, visitors can continue their visit with the on-site (re)discovery of what is, in the end, 

the exhibition’s primary exhibit on a 1:1 scale: the Centre Pompidou itself, in which the 

concept of public space is put into practice, as well as the concepts of transparency, legibility, 

systems and lightness.  

Another interactive exhibition, entitled Hitchcock et l'art: coincidences fatales /Hitchcock 

and art: Fatal coincidences (2001) is a multidisciplinary project which combines 

accomplishments on different spheres of art and puts them side by side in an interesting and 

responsive comparison, as visually complex and thematically rich cinema of Alfred 

Hitchcock has inspired numerous artists at work today.85 It is a “synapse-popping” art show, 

which imaginatively juxtaposed Hitchcock production stills, storyboards, props, film clips, 

movie posters, sound-track sequences, and set re-creations with famous and not-so-famous 

instances of modern painting, sculpture, photography, and literature. The exhibition was 

supplemented by two excellent film series, one devoted exclusively to Hitchcock's movies 

and the other to movies influenced by him. The show was arranged thematically, with 

galleries organized by topics such as voyeurism, dreams, terrors, idols, anxiety, and fetishes. 

These topics inevitably overlapped one another, and thus the experience of proceeding 

through the exhibition was one of déjà vu, or repetition with difference, for the viewer kept 

returning to the same places, figuratively speaking.86 Hitchcock and Art also included a 

chilling full-size replica of the studio set for the motel room in Psycho (with the bathroom 

shower glimpsed through the open doorway) and a sculptural re-creation of the jungle gym 
                                                 
85 The exhibition originated at the Montreal Museum of Fine Arts and travelled to the Centre Pompidou in Paris. 
86 David M. Lubin, "Hitchcock and art: Fatal coincidences": Centre Georges Pompidou, Paris, 
http://findarticles.com/  

http://findarticles.com/p/search?tb=art&qa=David+M.+Lubin
http://findarticles.com/
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on which the crows gathered in “The Birds”. Every once in a while, without warning, a fury 

of flapping wings would echo sharply through the gallery, causing visitors to “jump out of 

their skins”. The compulsion to shock, disorient, and “defamiliarize” viewers was, in fact, 

one that the filmmaker shared with other great visual modernists, and that was very 

successfully interpreted and displayed to the audience, offering them a unique experience. 

The Centre Georges Pompidou develops visitors’ loyalty through various instruments, such 

as Members and Friends programmes. The Centre Georges Pompidou Pass enables its 

members a guaranteed access on the Piazza of the Centre Pompidou, a permanent, free access 

to the Musée national d'art modern and to all temporary exhibitions, discounted tickets to 

shows and concerts staged in the Centre Pompidou and Ircam, to guided tours, to the Rendez-

vous du Musée events, to the conferences staged in connection with the exhibits etc. In 

addition, the annual programme of the Centre Pompidou is delivered to the members, they are 

entitled to special offers through the newsletter, discounted subscription rates to “Cahiers du 

Musée”, discounts in the Book Shop and the Printemps Design shop of the Centre,  as well as 

discounted subscription / membership rates to several leading cultural institutions in France 

and Europe which figurate as cultural partners of Centre Pompidou87. 

Audience development programme also encompasses three main activities: cooperation with 

local, regional and national organizations and agencies specialized for tourism 

development88; partnerships with art schools and faculties89; and guided visits through 

Museum’s exhibitions, organized for different audience segments. 

The web-site of Centre Pompidou can be mentioned as example of an excellent, 

communicative and interactive promotional tool, which offers literally all information about 

the Centre, the museum, the library, its programmes, projects, past, present and planned 

activities, etc, sorted under numerous different categories90 and many more subcategories. In 

addition, the web-site of Centre Pompidou directly diffuses diverse events taking place in the 

                                                 
87 E.g. Carré d'art de Nîmes, Centre International d'art et du paysage, Ile de Vassivière, Centre national de la 
Danse, Fondation Cartier pour l'art contemporain, Jeu de paume, La Maison rouge, Palais de Tokyo, Théâtre 
national de Chaillot, Musée d'art moderne de Céret, Festival d'automne à Paris, Artparis - Foire d'art moderne et 
contemporain, etc, as well as Castello di rivoli in Turin, Foundation Joan Miro in Barcelona and Victoria & 
Albert Museum in London. www.centrepompidou.fr/ 
88 L’Office du tourisme et des congrès, la Maison de la France et le Comité régional du tourisme. 
89 L’École supérieure d'art dramatique de Paris, l'Ecole supérieure d'architecture de Versailles, le Conservatoire 
national supérieur de musique et de danse de Paris, l'École nationale supérieure des arts décoratifs, l'Université 
de Paris III/Sorbonne nouvelle avec le Master 2 / médiation culturelle. www.centrepompidou.fr/ 
90 home, agenda, to facilitate your visit, on-line resources, publications, professional, who are we?, public 
reference, library, IRCAM, centre Pompidou-Metz, junior.centrepompidou.fr, opening times,  tickets,   laissez-
passer,   accessibility,   hall hire,  your questions,   newsletter,   webcams,  exhibitions at the centre, regional 
exhibitions & abroad, cinemas, performances · concerts, conferences · debates · meetings, guided tours, young 
public's activities, today, next 30 days, future activities, for disabled visitors, archives. 

http://www.cnac-gp.fr/Pompidou/Contacts.nsf/adherents?openform&sessionM=3.6.1&L=2
http://www.cnac-gp.fr/Pompidou/Edition.nsf/0/F685C41A9533D1EAC1256D9C0053344C?OpenDocument&sessionM=6.2&L=2
http://www.cnac-gp.fr/Pompidou/Edition.nsf/0/F685C41A9533D1EAC1256D9C0053344C?OpenDocument&sessionM=6.2&L=2
http://www.cnac-gp.fr/Pompidou/Edition.nsf/0/F685C41A9533D1EAC1256D9C0053344C?OpenDocument&sessionM=6.2&L=2
http://www.cnac-gp.fr/pompidou/Communication.nsf/0/0086B0ADEAF1F1B6C1256D970053FA6E?OpenDocument&sessionM=3.7&L=1
http://www.cnac-gp.fr/pompidou/Communication.nsf/0/0086B0ADEAF1F1B6C1256D970053FA6E?OpenDocument&sessionM=3.7&L=2
http://www.cnac-gp.fr/Pompidou/Adherents.nsf/0/CD44B9E269F27ABCC12571B50049E3F7?OpenDocument&L=2
http://www.centrepompidou.fr/
http://www.centrepompidou.fr/
http://www.centrepompidou.fr/Pompidou/Accueil.nsf/Document/HomePage?OpenDocument&L=2&sessionM=1&L=2
http://www.centrepompidou.fr/Pompidou/Manifs.nsf/Actualite?ReadForm&count=999&sessionM=2.1&L=2
http://www.centrepompidou.fr/Pompidou/Communication.nsf/0/707A249DC63ACB7AC1256D970053FA69?OpenDocument&sessionM=3.1&L=2
http://www.centrepompidou.fr/Pompidou/Pedagogie.nsf/0/766702B325C42288C1256DA400556EA9?OpenDocument&sessionM=4&L=2
http://www.centrepompidou.fr/Pompidou/Edition.nsf/LibrairieNouveautes?OpenView&count=4&sessionM=6&L=2
http://www.centrepompidou.fr/pompidou/Communication.nsf/0/B594A206EA1F02D1C1256DA300512369?OpenDocument&sessionM=8.1&L=2
http://www.centrepompidou.fr/pompidou/Communication.nsf/0/88D31BDB4FE7AB60C1256D970053FA6F?OpenDocument&sessionM=9.1&L=2
http://www.bpi.fr/
http://www.bpi.fr/
http://www.bpi.fr/
http://www.ircam.fr/
http://www.centrepompidou-metz.fr/
http://www.junior.centrepompidou.fr/
http://www.centrepompidou.fr/Pompidou/Communication.nsf/0/DF84A261C38DE79CC12570980057DBF1?OpenDocument&sessionM=3.1.1&L=2
http://www.centrepompidou.fr/Pompidou/Communication.nsf/0/3F62E280AB5FC802C1256F8F004B17CC?OpenDocument&sessionM=3.1.3&L=2
http://www.centrepompidou.fr/Pompidou/Adherents.nsf/0/D3F5FBE1F216C129C1256DA50030678B?OpenDocument&sessionM=3.5&L=2
http://www.centrepompidou.fr/Pompidou/Adherents.nsf/0/D3F5FBE1F216C129C1256DA50030678B?OpenDocument&sessionM=3.5&L=2
http://www.handicap.centrepompidou.fr/
http://www.centrepompidou.fr/Pompidou/Communication.nsf/0/DEFD9C309B64C058C1256D9600495C6B?OpenDocument&sessionM=8.6&L=2&sessionM=8&L=2&L=2
http://www.centrepompidou.fr/pompidou/Communication.nsf/0/FE7F2317182BAC59C1256DA9005AD922?OpenDocument&sessionM=3.10&L=2
http://www.centrepompidou.fr/Pompidou/Inscriptions.nsf/InscrireWeb?OpenForm&sessionM=3.6.1&L=2
http://www.centrepompidou.fr/pompidou/Communication.nsf/0/EC87316EA3FB8B1FC1256E2000462116?OpenDocument&sessionM=3.4.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie1&count=999&sessionM=2.2.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie6&count=999&sessionM=2.3.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie6&count=999&sessionM=2.3.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie6&count=999&sessionM=2.3.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie4&count=999&sessionM=2.4.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie5&count=999&sessionM=2.5.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie2&count=999&sessionM=2.6.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie3&count=999&sessionM=2.7.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie7&count=999&sessionM=2.8.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie7&count=999&sessionM=2.8.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie7&count=999&sessionM=2.8.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ActualiteCategorie?ReadForm&RestrictToCategory=Categorie7&count=999&sessionM=2.8.1&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/ProchainementCategorie?ReadForm&RestrictToCategory=Categorie7&count=999&sessionM=2.8.2&L=2
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/AvenirCategorie?ReadForm&RestrictToCategory=Categorie7&count=999&sessionM=2.8.3&L=2
http://www.handicap.centrepompidou.fr/
http://www.cnac-gp.fr/Pompidou/Manifs.nsf/Archives?ReadForm&RestrictToCategory=0406*Categorie1bis&count=999&sessionM=2.10&L=2
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Centre, such as different conferences, videos, film clips, etc, which is one of the strategies of 

promotion and enhancement of Centre’s visibility.  

 

                                    *    *    * 
 
Marketing practices of the most eminent world museums prove that marketing figurate as a 

crucial tool for general improvement of museum functioning, for audience development and 

building of enviable image and recognizable identity of a museum, no matter the profile, 

nature and origin of its collections. The examples of audience-oriented museums show that 

different strategies and marketing tools are used for audience development and 

diversification, such as: audience research; new programme orientation (opening towards 

different forms of artistic production – music, theatre performances, architecture, design and 

new media); interdisciplinarity of programmes and methods of presentation; introduction of 

contemporary art into classical art museums; intervention of living artists; mediation and 

animation; re-conceptualization of architecture; membership and programmes for visitor’s 

loyalty development; virtual e-museum and e-collection; and partnerships with other 

compatible institutions. Application of these methods leads to creation of a museum of the 

21st century. 

 

2.3 Museum marketing tools – a must for modern museums 

 

Museum managers struggle to maintain their museum’s integrity as a collecting, conserving, 

research, exhibiting and educational institution, and at the same time, making their museum 

more popular and competitive.91 What many in museums fear is that in pursuing a larger 

market they will be forced to modify and alter their product in a way that compromises its 

artistic integrity. Museums seek to fulfil their educational mission in varied and innovative 

ways. Objects and collections alone may not be the most effective means to cover a particular 

topic or tell a particular story, and museums may offer displays with hands-on and interactive 

elements, immersive environments, multiple media and narratives.92  

Managers have alternatives in designing and orchestrating visitors’ experiences. They can 

leave visitors alone, to fend for themselves, or else they can provide ample orientation and 

                                                 
91 Neil Kotler, Philip Kotler, “Can Museums be all things to all people? Missions, Goals, and Marketing’s roles” 
in Reinventing the Museum: Historical and Contemporary Perspectives on the Paradigm Shift, Gail Anderson, 
(ed.), NewYork: Rowman Altamira, 2004, pp.167. 
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information, welcoming behaviour by staff, and design satisfying experiences for their 

visitors. 93 

Marketing is best able to facilitate museum’s goals and strategy when marketing staff can 

participate in and lend their expertise to all museum tasks, including programs and education, 

facility and interior design, as well as membership and development. Marketing 

professionals, under the best circumstances, will have relationships with all other museum 

staff and offices, and a marketing director’s advice will be sought in all roles, especially those 

affecting audiences, supporters, and other parts of external environment.94 This is the case in 

e.g. Musée d’Orsay where Marketing Director collaborates on a daily basis with heads of all 

other museum departments, and is asked for advice concerning all major museum activities.  

Marketing mirrors itself in many different segments of museum’s activity, from defining the 

institutional policy and philosophy and the role of the museum in a community, development 

of projects and product definition, to management of museum’s functions (e.g. open-hours, 

ticket selling, providing comfort to visitors etc.), evaluation of efficiency, and quality control. 

The fulfilment of museum’s aims - enviable visiting rate and museum’s public image, support 

of the public, quality of the programme, diverse structure of visitors, secure and sustainable 

funds, etc. – is possible only through an effective marketing. High visiting rate provides 

additional income, increases the presence of the museum in the media, and enhances the 

competitiveness of the museum.   

The evolution of marketing from product-centred (the firm must improve the product in order 

to sell to a maximum number of consumers) to consumer-centred (analysis of consumer 

needs, characteristics, perceptions and aspirations) is one of the premises of the current 

concept of marketing.95 Following the classical distinction of marketing philosophies, the 

three principal strategic orientations in museums can be distinguished: product orientation; 

sales orientation; and market orientation.96 The product orientation assumes that consumers 

are primarily interested in the product itself, and buy on the basis of quality. Since consumers 

want the highest level of quality for their money, the organization must work to increase and 

improve quality levels.97 In a museum context, a product-oriented museum assumes that 

visitors will value an exhibition of high artistic or historic quality, and will put every effort 

                                                 
93 Neil Kotler, Philip Kotler, “Can Museums be all things to all people? Missions, Goals, and Marketing’s roles” 
in Reinventing the Museum: Historical and Contemporary Perspectives on the Paradigm Shift, Gail Anderson, 
(ed.), New York: Rowman Altamira, 2004, pp. 185. 
94 Ibid., pp.184. 
95 Philip Kotler, Marketing management, Prentice Hall, 2000, pp.19-25.  
96 Ibid. 
97 Ibid. 
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into conservation, research and new acquisitions. The sales orientation suggests that 

consumers need a stimulating force to overcome their natural hesitancy to buy some types of 

product or service, which means that a sales-oriented museum will focus on selling the 

“product” by using a variety of advertising practices and communications techniques to 

attract visitors 98. In this sales orientation, another relevant aspect is the brand orientation, 

since the brand plays an important role in shaping stakeholder attitudes and actions.99 A sales 

orientation also results in the creation of programs aimed at raising the museum’s own 

income, intensifying efforts to raise funds from individuals and companies, as well as 

launching subscription programs and increasing the size and scope of museum store 

operations – stores, restaurants or site rental.100 The market orientation is defined as an 

organizational culture founded on the conjunction of three behavioural components: customer 

orientation and competitor orientation.101 The first one holds that success will come to the 

organization that best determines the perceptions, needs, and wants of target markets, and 

satisfies them through the design, communication, pricing and delivery of appropriate and 

competitively viable offerings.102 Competitor orientation means that a service provider 

understands the short-term strengths and weaknesses, and long-term capabilities and 

strategies of key current and potential competitors.103 According to Kotler and Kotler, 

museums should consider four types of competitors: preferential competitors (all the desires 

that potential consumers could have - travelling, reading, etc.); generic competitors (all the 

ways in which potential consumers can satisfy their cultural needs rather than by visiting a 

museum); formal competitors (alternative services that could satisfy the type of culture 

selected (i.e. visiting an exhibition or museum); and business competition (all the museums 

open to visit in the same town).104 

Like all complex institutions today, museums require strategic planning if they are to meet 

both the demands of their (growing) collections and the changing needs of the public, both 

actual and potential. Museum planning should be a regular, continuing process, in which 

strategies, mission and goals are periodically reviewed to meet the current circumstances and 
                                                 
98 Ibid. 
99 Ibid. 
100 Ibid. 
101 Carmen Camarero Izquierdo, María José Garrido Samaniego, “How alternative marketing strategies impact 
the performance of Spanish museums”, Journal of Management Development, Vol. 26 No. 9, 2007, Emerald 
Group Publishing, Department of Business and Marketing, University of Valladolid, 2006, pp. 814-815. 
102 Ibid. 
103 Ibid. 
104 Neil Kotler, Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers 1998, pp.70-71.  
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environment. In order to accomplish their goals, a growing number of museums are hiring 

marketing managers. These goals refer to the market, i.e. to external factors, audience and the 

environment, and they are usually related to audience development, improvement of 

museum-going experience, development of competitive programmes and sales increase. 

Marketing tools and techniques can help museums achieve their goals. Kotler and Kotler 

specify several marketing tools and techniques for museums, including the so-called 

marketing mix, which museum managers can and should apply to their particular challenges 

and problem solving:  

- Research, including environmental and competitive analysis, market opportunities 

and competitive threats, audience and market research, organizational assessment 

including strengths and weaknesses [situation analysis, SWOT];  

- Segmentation: identifying different segments of museum audiences, consumers of 

other recreational activities, and non-visitor groups, and their differing needs and 

expectations; 

- Targeting: selecting segments to target for the audience museum seeks to attract (e.g. 

families with young children, educated adults, senior citizens, young professionals, 

tourists, etc.); development of service and relationship marketing (in the case of 

museums – repeat visitors), that aims to create close bonds with target groups; 

- Positioning: defining an image and identity that will differentiate a museum from 

other comparable organizations and satisfy needs of target segments; 

- Marketing mix: Product:  product development, including management of existing 

products as well as generating new ones, managing and renewing exhibits, 

collections, programmes, creating new offerings and services; Place: designing a 

comfortable museum facility as well as distributing museum offerings to schools, 

travelling exhibits, and websites and other electronic media; Promotion: consisting of 

promotional tools of advertising, public relations, directing marketing (which 

communicate offerings to different target groups), sales promotion, and integrated 

communications to audiences, collaborators and competitors; Price: pricing, as 

determination of what to charge for different museums offerings which will increase 

audience and income: pricing admissions, memberships, gift shop merchandises, 
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special events, donor acknowledgment, discounts (in order to attract visitors in all 

seasons, including off-season and attract under-served population). 105 

The above-mentioned elements are considered the key to a successful marketing. Museum, as 

an “enterprise culturelle” is obliged to be engaged in marketing and finding additional 

financing sources, aside the contribution of public funds, to self-finance and deal with strong 

competition, and above all – to form their product. The new position of museums requires 

modern management techniques, such as marketing, regardless the primary cultural, non-

profit (and not business) orientation of museums. However, this cultural orientation, as 

primary museum’s mission, is precisely what differs museums and museum work from other 

market activities, which does not mean that museum activity is not potentially very 

profitable.  

It is also important mentioning that many public museums throughout Europe (and the case 

of Serbian museums points to the same fact) are not supported enough by the State, given that 

the State simply lacks the money to properly care for all its treasures. In these conditions, 

museums struggle to obtain self-sustainability through finding financial sources and widening 

their services. Sometimes, they are being privatized in order to be “saved”, while this 

privatization is being interpreted in both negative and positive terms.106 At the same time, 

many leading world museums are either entirely or partially private - American museums are 

private not-for-profit; in Britain it is a mix of private and public, while in France museums 

are successfully run by the state. 

 

 

 

 

                                                 
105 Neil Kotler, Philip Kotler, “Can Museums be all things to all people? Missions, Goals, and Marketing’s 
roles” in Reinventing the Museum: Historical and Contemporary Perspectives on the Paradigm Shift, Gail 
Anderson, (ed.), NewYork: Rowman Altamira, 2004, pp.183-184. 
106 E.g. privatization of museums in Italy: According to estimates by the UNESCO, Italy holds approximately 30 
per cent of the European cultural heritage. The Berlusconi government began privatizing part of it through its 
Law 112/2002. Already in 1990, museum services were partly privatized through temporary licenses. As of 
2003, hundreds more objects, among them temples, antique sites, medieval palazzos, archaeological sites, 
museums, were waiting to be sold. Italian government was simply not up to the job of handling its rather 
overwhelming heritage, according the words of the Minister for culture. In the same time, directors from 36 
foreign museums signed a letter asking Italian Government to reconsider. This privatization has brought changes 
in museum’s functioning, although this practice was much criticized claiming that mixing economics with art 
may “spell the end of Italy's cultural heritage”. But, it seems that the plan has never been in a real trouble. 
Ronald Benedikter, “Culture and media. Privatization of Italian cultural heritage”, in Limits to Privatization: 
How to Avoid Too Much of a Good Thing, a Report to the Club of Rome, by Ernst Ulrich Weizsäcker, Oran R. 
Young, Matthias Finger, Earthscan, 2005. 
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2.3.1 Audience and market research  

 

The purpose of marketing is to predict, anticipate, identify, and satisfy the needs of 

consumers.107 Kotler speaks about marketing as a social process of exchange of products with 

an aim of fulfilment of needs and wants of consumers.108 In the case of museums, what is 

being exchanged is experience, knowledge, entertainment, values - from the part of the 

institution, and attention, possibilities for change of attitudes and behaviour - from the part of 

the consumer.109 In order to be able to identify the consumers and meet their need and 

preferences, museums need to undertake market research and evaluation of own offer.  

Evaluation can take many different forms, from observing visitors interacting with objects in 

an exhibition to interviewing a small group about their reasons for not visiting museums. 

Most evaluators make a distinction between museum visitor research and other evaluation 

procedures. “Research” involves the exploration of hypotheses on human behaviour and 

communication and results in the generation of new knowledge.110 “Evaluation” or 

“assessment studies”, on the other hand, refer to the systematic collection of data for making 

decisions about the continuation of improvement of a specific exhibit or activity under 

study.111 Usually more pragmatic in nature and of smaller scale, they provide feedback to 

designers and managers about the successes and failures of the particular exhibit. Similar 

methodological tools are used in both evaluative and research efforts but with different 

objectives.112 

In the case of museums, a difference between market research and visitor research can easily 

be waived. Visitor studies may produce observations and findings of relevance to museum 

marketing and museum managers, given that museums need a better understanding of their 

audiences’ needs, interests, expectations and motivations. On the other hand, market research 

can assist in determining whether a museum is offering the right type of services, it can help 

in formulation of new exhibitions or programmes, as well as in assessment of their 

effectiveness. 

                                                 
107 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.93. 
108 Philip Kotler, Sidney J. Levy, Broadening the concept of marketing, Journal of Marketing vol. 33 No 1, 
1969, pp.46-54. 
109 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.94. 
110 Maria Economou, Evaluation strategies in the cultural sector: the case of the Kelvingrove Museum and Art 
Gallery in Glasgow, Mytilene, University of the Aegean, pp.30. 
111 Ibid. 
112 Ibid. 

http://en.wikipedia.org/wiki/Mytilene
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In the case of museums, as non-profit cultural institutions, market research (or research of the 

market) can be identified with the marketing research, i.e. research of consumers (visitors),113 

since both approaches use methods of visitor research. Marketing research refers to the 

process of collecting data and information concerning consumers’ interests and predilections, 

age, educational background, occupation, place of residence, purchasing power, etc, 

especially before product is offered to the market,114 and has as one of the main aims to 

position the company (the museum) on the market. It implies designing of questionnaires and 

surveys in order to discover to whom museum needs to address with its offer.  The real aim 

of marketing are non-consumers,115 or in the case of museums – non-visitors. Therefore, the 

marketing research involves the analysis of museum’s regular audience, as well as 

occasional, infrequent, or non-visitors.116 

First, it is necessary that museum makes it clear about his audiences and non-audiences 

needs, behaviour, habits, attitudes etc, and then to evaluate the museum’s influence and 

impact on identified groups. „It is ideal to get to know the consumer, and then to adjust the 

product to him“.117 This means that the programme of one museum can be designed 

according to the wants of visitors in museum’s catchment area, i.e. user-led.118 

Institution can evaluate its product before it is put on the offer (front-end evaluation), during 

(formative evaluation) and after it is already consumed (summative evaluation).119 In these 

different types of evaluation, the approach of marketing to the research of the market or the 

consumer, is the same. The difference is that in a priori research, it is not questioned what the 

                                                 
113 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.146. 
114 Ibid., pp.92. 
115 Ibid., pp.147 
116 Museum should provide a questionnaire on museum’s website also, or at least a space where the user can 
give his comments, complaints, advices or critiques on museum’s functioning, programmes and general offer. It 
is also important that the website have the possibility of counting the number of its users, as well as that 
museum establishes visibility on other websites, such as the ones of local and national authorities, guides 
through the city cultural offer, or international cultural networks’ websites. The website of Louvre was 
acclaimed the one of the most achieved websites in the museum’s world Internet. Virtual tours through the 
entire collection, educative files, as well ticketing and museum shops, are available on-line, in French, English 
and Japanese; Louvre website had 9 million visitors in 2005. 
117 Fiona McLean, “Le Passe est à vendre: réflexions sur le marketing des musées”, Publics et musées, 11/12 
(1997). 
118 E.g. A closer look reveals that the vast majority of visitors to the Louvre are travellers taking in the museum 
as a "must-see" stop on the Paris tourist trail during their first visit to the city. However, visitors returning for 
subsequent stays feel very little compulsion to come to the Louvre a second time. Furthermore, the high 
proportion of tourists, often in large, organized groups, can deter local museum-goers, who are put off by the 
crowds and long waiting times. It goes without saying that the Louvre has a duty to remain accessible to all, 
under the best possible conditions. The preponderance of certain categories of visitors must not be allowed to 
discourage others from coming to the museum. Young people are a top priority. The Louvre has taken a number 
of measures to remedy this situation: research and assessment of visitor statistics, studies of the sociological 
characteristics and cultural habits of target audiences, forecasting future trends, and studying visitor initiatives 
instigated by other leading museums. 
119 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.133-135. 
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consumer thinks about the product, but the information about consumer himself are the 

subject of research.120 The research posteriori is a research about consumer’s opinion on 

already consumed product, i.e. evaluation of that product through questionnaires, interviews 

etc. Therefore, evaluation is interlaced with the market research.121 The evaluation criteria 

could be e.g. the attendance rate, duration and regularity of the visit, comments in the “book 

of impressions/complaints”, reactions in the media, etc.122 

 A museum would undertake a research for any of the following reasons: 

- To know who its visitors are, what is their profile and their age, occupation, interests, 

etc; 

- To keep in touch with their wants and needs: to answer how can the museum offer be 

improved in order to meet these needs; 

- To elicit visitors’ opinions: What do they like and dislike? Did they find museum 

easily? Would they recommend the museum? What do they think of the shop, cafe, 

staff etc? 

- To discover who is not visiting the museum, why, and how they could be persuaded 

to visit it, and to help address new market segments; 

- To assist in developing marketing plans: Where should museum advertise? Should 

special groups be targeted? How might more visitors come at quiet times? Are new 

exhibitions needed?  

- To identify competitors, their strengths and weaknesses. 

This list could be used as a base in designing questionnaires for museum’s visitors and non-

visitors. One of results of the research would be how many groups, within the population of 

museum’s interest, has the needs that museum could fulfil, or which segments of that 

population use the museum’s services. 

Evaluation is one of the marketing tools that should be incorporated in marketing strategy of 

the museum. Therefore, a museum project’s evaluation should be used already in project 

planning, since evaluation results can drastically affect its further development. If done 

properly and regularly (daily, monthly, or yearly), evaluation will have a positive outcome for 

museum’s attendance and it will direct museum to know how to approach its audience and 

how to satisfy them. It is important to set the criteria already on the phase of planning the 

project, and that the end it will be clear whether the project really fulfilled the given criteria. 

                                                 
120 Ibid., pp.130. 
121 Ibid., pp.131. 
122 Ibid. 
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Speaking about the budget evaluation requires, it is necessary to predict at least 10% of the 

project’s overall budget.123  

It is important for all museums to record information about their visitors. Institutions open to 

the public would need to know at least some basic facts about that public if there is to be an 

effective channel of communication between the two. The evaluation strategy should have a 

quantitative and a qualitative aspect, the former one being related to the collection of data 

appropriate for statistical analysis, while the later one should explore visitor’s preferences 

and needs.  

A variety of evaluation studies (e.g. large-scale demographic visitor surveys, self-completion 

questionnaires etc.) have been organized by museums in order to learn more about its visitors 

and help develop more effective displays and visitor facilities. These evaluation studies are in 

fact a first step in determining who visits the museum, how the displays are perceived by 

visitors and non-visitors, and they explore the initial reactions to the new display methods 

and themes. They help to establish a clearer picture of visitors and the experience of their 

visit. 

Apart from recording visitor demographics, it is important for any cultural organization to try 

to understand the motivations, aspirations, and needs of its visitors or targeted audience. 

Interviews using a structured questionnaire are the most common method for carrying out 

visitor surveys. These can provide a large quantity of useful and meaningful data, but are 

time consuming to conduct and analyse and demanding on the interviewer. In addition, one of 

their most important disadvantages is that interviewees usually offer socially acceptable 

answers, biasing the results. However, the problem of the ‘halo’ effect (where respondents 

are reluctant to be negative or criticise the institution they are visiting during the interviews) 

is less likely to occur in the case of visitor surveys that are limited to the collection of mainly 

factual information and do not explore the attitude and feelings of visitors towards the 

museum and specific displays and services.124  

Young visitors are an important audience of museums but often ignored in surveys due to the 

legal and practical difficulties involved in surveying under aged participants. The importance 

of young visitors is not only related to their large proportion among visitors; it also relates to 

the fact that they are visiting cultural institutions at a formative age, often for the first time. A 

pleasant and memorable experience during their visit can instil a positive attitude towards the 

museum that will make them future adult visitors. 
                                                 
123 Ibid., pp.137. 
124 Maria Economou, Evaluation strategies in the cultural sector: the case of the Kelvingrove Museum and Art 
Gallery in Glasgow, Mytilene, University of the Aegean, pp.37. 

http://en.wikipedia.org/wiki/Mytilene
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Visitor studies are a largely applied field of research primarily concerned with the evaluation 

and assessment of exhibits, i.e. their educational impact. These methods include behavioural 

measures, field observation and different interview techniques. Visitor studies are conducted 

in a number of ways, among other also as video-data collection, i.e. recording in museums 

and galleries (which often raise ethical disputes). This method is used for observation of 

visitors’ behaviour, their interest in exhibitions, of what catches their attention, what does not 

etc. These studies produce important insights into people’s response to exhibits and 

exhibitions, and they particularly assess the learning outcome of museum visits. Rather than 

exploring external influences, such as age, educational and economic background that may 

affect people’s experience of exhibits, this type of the analysis looks at the action and 

interaction through which people encounter and make sense of exhibits as and when it is 

produced. Further studies may explore how people’s socio-economic and educational 

background, prior knowledge and experience bear upon the specific circumstances in which 

they examine and experience exhibits.125 

The evaluation strategy should also incorporate research with non-visitors, particularly those 

from ethnic minority groups, people living in poverty, and people with disabilities, which 

would study their reasons for not visiting the museum, their interests and needs. Research in 

this area should identify people’s well-established reasons for visiting and for staying away 

from museums. The front-end analysis should be carried out with non-visitors before the 

exhibits are even developed, in order to provide feedback about the selection of new 

exhibition themes, activities, and the approach to displays. Front-end evaluation provides a 

“mechanism for testing one’s assumptions about people – either assumptions about what 

people know or feel or understand about a topic or what they are interested in finding out 

more about and even assumptions of the best way to organize material within an 

exhibition’’.126 

In general, once an institution builds a reliable body of knowledge and establishes that there 

is no significant variation in visitors’ profile from year to year, visitor surveys can be carried 

out less frequently on a longer cycle (every four or five years).127 With any type of large 

survey, it is important that a pilot survey is carried out and that if a questionnaire is going to 

be used, that this is tested first. 

                                                 
125 Dirk von Lehn, Embodying experience. A video-based examination of visitors’ conduct and interaction in 
museums, EJM 40, 11/12, Department of Management, King’s College, London, 2005, pp.1353-4. 
126 Maria Economou, Evaluation strategies in the cultural sector: the case of the Kelvingrove Museum and Art 
Gallery in Glasgow, Mytilene, University of the Aegean, pp.39. 
127 Ibid., pp.36. 

http://en.wikipedia.org/wiki/Mytilene
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Employment of evaluation strategies in cultural sector becomes one of the most important 

tolls for improvement and enhancement of institutions’ functioning. For cultural 

organizations, with their usually tight budgets and increased public accountability, it is 

important to evaluate the success of any project, especially when additional funding is sought 

for its development. Several museums could undertake marketing research and evaluation 

jointly, and in that way the whole process would be a lot less expensive and less time-

consuming, while giving the best results (e.g. Observatoire permanent des publics in France, 

established in 1990 within Direction des musées de France). 

 

2.3.2 Segmentation and targeting 

 

Literature dealing with audience development in museums, describes museum audiences in a 

number of ways - audiences, customers, consumers, participants, the public, stakeholders, 

users, spectators, visitors. Over the past fifty years, there has been a major shift in the 

relationship between museums and their audiences. In the 1960s, relationship could have 

been considered simple and one-dimensional.128 The museums believed the public to be those 

who visited regularly and understood the rules and definitions by which the collections were 

collected and interpreted.129 The shift over the past three decades has been towards museums 

recognizing that the public is made up of many diverse groups who are keen to articulate their 

needs and make their views known, even through choosing not to visit. 130Individuals have 

taken the role in contributing to the overall activities of the museum. 

Marketing is central to the process of target setting. Market segmentation and audience 

targeting depends in many ways on the results of the market research, conceived and 

conducted as explained in the previous chapter.  

It is difficult to define museum users. In general terms, whether or not we treat one sector of 

society as a user of museums, or of one particular museum, we need to consider the 

characteristics, conditions and frequency of use. The concept of the non-visitor is a complex 

one. In some cases, people who do not use a particular museum may be people who do not 

use museums in general.131  It is probably difficult to find people who show a specific wish 

                                                 
128 John Reeve, Vicky Woollard, “Influences on museum practice”, in The Responsive Museum: Working with 
Audiences in the Twenty-First Century, Caroline  Lang, John Reeve, Vicky Woollard, London: Ashgate, 2006, 
pp.5. 
129 Ibid. 
130 Ibid. 
131 Gabriel Alcalde Gurt, Josep Manuel Rueda Torres, “People Who Don’t Go to Museums”, in International 
Journal of Heritage Studies, Volume 13, Issue 6 November 2007 , pp.521-523. 

http://www.informaworld.com/smpp/title~content=t713685629~db=all
http://www.informaworld.com/smpp/title~content=t713685629~db=all
http://www.informaworld.com/smpp/title~content=t713685629~db=all
http://www.informaworld.com/smpp/title~content=t713685629~db=all~tab=issueslist~branches=13#v13
http://www.informaworld.com/smpp/title~content=g782812028~db=all
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not to use a particular museum, or museums in general, and who indicate a complete lack of 

interest in any museum activity whatsoever.132 A total lack of interest could be the result of 

this person holding a negative image of museums, or the consequence of being unaware of its 

programmes, but it is more likely to be due to the fact that these centres do not deal with 

matters in which the person is really interested.133 

The aim of market segmentation is to attract non-visitors. Museum’s activities should be set 

according to specified segments of the public as a whole. Different types of segmentation 

should be taken into consideration: demographic segmentation (age, gender, place of 

residence, special interests); geo-demographic (from where do visitors come from); 

psychographics (life-style, affiliations, interests, prejudices, standpoints); behaviouristic 

segmentation (models of social behaviour).134  

Managing museums efficiently and effectively for the public benefit requires a detailed 

understanding of sympathy with the various different interest groups within the museum’s 

public.135 Developing such an insight requires detailed research on a continuous basis. It is 

only when the museum public in thoroughly understood that the museum can effectively 

respond to the public’s needs and requirements through its services. The idea of a museum 

operating in a ‘market’ is of immense value in helping to analyse the relationship between 

people and museums, and in exploring how museums can respond to people’s needs and 

interests. 

 

2.3.3 Positioning – identity and image  

 

The term ‘market’ signifies competition.136 Museums are in competition not simply with one 

another but with all the other calls on people’s leisure time. Market research will position the 

museum on the market by identifying shortcomings of the museum’s image, developing new 

corporative identity and new marketing strategy, by suppressing weaknesses and highlight 

strengths, while comparing own presence on the market with other cultural institutions. The 

design and management of the museum’s total offering will depend upon the way it perceives 

                                                 
132 Ibid. 
133 Ibid. 
134 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.156. 
135 Timothy Ambrose, Crispin Paine, Museum basics: London: Routledge, 2006, pp. 17. 
136 Ibid. 
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its strengths and weaknesses in relation to the threats and opportunities in the market and the 

environment within which the museum competes. 137  

Museums have become places of both education and entertainment. Design of interior and 

exterior of museum building and its image has become as important as curatorship and 

conservation. Some world museums have become landmarks by their visual identity, while 

illustrating and interaction between architecture and the content.138 The independents have 

shrugged off the dusty image of museums by providing the public with eye-catching and 

informative displays.139  

Museum’s image and corporative identity, and its total design, should be recognisable among 

all other institutions of the kind by its qualities and specificities, from its graphic and visual 

identity, public relations approach and brand name (museum’s name or an acronym) to the 

concept of programme and exhibition titles. Names of the exhibitions, and museums 

themselves, are to be shaped in cooperation of the curator and the marketing manager, in 

order to formulate an attractive and catching title. The museum has to be personalized in 

order to be recognizable, and it has to be constantly involved in image upgrading, while 

„carving” the public’s notion of the museum, their opinions, attitudes and judgement. 

In the last ten years, branding has come to prominence as museums have struggled to 

maintain audience share in an increasingly competitive leisure environment.140  

Gardella advocates for the essential role that audience research can play in brand clarification 

and positioning.141 “If your community knows about you, if they have partaken of any 

experience or product you provide, then they already have a thought about you. That’s your 

brand. You may not like that thought, or you may want to change, improve, or sharpen it. 

Your success depends on managing it. But you can’t do anything until you know what that 

thought is. What you need is data, both from the people who use you now and from those who 

should be using you (i.e., your next most likely audience). What do they see as your 

strengths? What would they like to have from you? What must they have?”142 

                                                 
137 Journal of Management Development 21/10, Changes in museum management. A custodial or marketing 
emphasis? Audrey Gilmore, Ruth Rentschler, pp. 749. Available on: http:// www.emeraldinsight.com/0262-
1711.htm. 
138 E.g. façade of the Centre Georges Pompidou, pyramid of  Musée de Louvre, tower of the Tate Modern in 
London, the round shape of Guggenheim museum in Manhattan, or futuristic look of the Guggenheim in Bilbao. 
139 Michael A. Fopp, Managing Museums and Galleries, London: Routledge, 1997, pp.4.  
140 Carol Scott, What difference do museums make? Using values in sector branding, MPR-ICOM, Vienna, 20th 
August 2007 www.icom.museum 
141Joyce Gardella, “Promises to Keep: Making Branding Work for Science Centers”, in Strategies for Tough 
Times, Washington: ASTC Dimensions, 2002. Available on http://www.astc.org/pubs/dimensions/2002/may-
jun/branding.htm  
142 Ibid. 

http://www.emeraldinsight.com/0262-1711.htm
http://www.emeraldinsight.com/0262-1711.htm
http://www.icom.museum/
http://www.astc.org/pubs/dimensions/2002/may-jun/branding.htm
http://www.astc.org/pubs/dimensions/2002/may-jun/branding.htm
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Thus, brand equity is affected by the real and perceived quality of the product, its unique 

value, associations with it and loyalty to it.143 Museum brand is a ‘value brand’ (as opposed 

to two other brand types - product and corporate brands).144 Values brands are those brands 

that have an enduring core purpose, which creates a long-term bold with those sectors of the 

population sharing the same values.145  

Museum’s identity and brand is largely built upon museum’s “virtual” image, i.e. on the 

quality of virtual presentation on museum’s web site146 (film and virtual presentations 

available on the Internet and in a form of a CD/DVD). Virtual tours147 and presentations and 

promotional films are among most important forms (means) of audience development. They 

enable visitors to get into interactive relationship with the cyberspace of the virtual 

museum.148 In addition, e-design, e-image and virtual identity present a large marketing 

potential for the total branding, not only of the museum itself and its “products” but also of 

general performance and operation of museum field. 

In Norway and in some other European countries we can identify a process where museums 

merge into larger units in order to create a common brand.149 The main target for this 

consolidation is a more efficient use of the available resources, as services can be combined 

among the museums that merge into a common unit. There are great advantages of this 

                                                 
143 Carol Scott, What difference do museums make? Using values in sector branding, MPR-ICOM, Vienna, 20th 
August 2007 www.icom.museum 
144 Ibid. 
145 Ibid. 
146 E.g. Some great websites include: Australian Museums and Galleries Online (www.amol.org.au); the Tate 
(www.tate.org.uk); Guggenheim Virtual Museum (www.guggenheim.com); Smithsonian Without Walls 
(www.si.edu/revealingthings). 
147 E.g., Virtual tours through museum collections available on the website of the Louvre, or Musée du Quai 
Branly.  
148 E.g. An IBM initiative to demonstrate how technology can bring unique works of art to people around the 
world has produced an award-winning Web site at www.hermitagemuseum.org for the State Hermitage Museum 
in St. Petersburg, Russia, where some of the world's most magnificent art treasures are exhibited. The IBM 
initiative has positioned the Hermitage as one of the most technologically advanced museums in the world. 
Launched with a U.S.$2 million IBM technology grant, the multiyear partnership between IBM and the 
Hermitage illustrates the compelling power of leading-edge technology in bringing artistic legacies of the past to 
life. IBM HotMedia feature guide Takes online visitors through a virtual tour of the splendid halls of the 
Hermitage, considered works of art in themselves, while a  fully interactive educational curricula is available  in 
both Russian and English. Ultimately, the complete Hermitage collection of 3 million works of art will be 
digitized and added to the library. The Web site, named the "World's Best Online Museum" by National 
Geographic Traveller and "Best Overall Internet Site," by the Russian Internet Academy, was developed by 
IBM researchers in Russia, Italy, Israel and the U.S. in collaboration with art historians at the Hermitage, which 
was once the home of Russian royalty. In addition, IBM has continued its collaboration with the Russian 
museum by producing shop.hermitagemuseum.org  This new online shop is designed to educate visitors about 
original works of art from the Hermitage collection while they browse products that include museum 
reproductions made by well-known Russian artisans exclusively for this site. 
www.ibm.com/ibm/ibmgives/grant/arts/state_hermitage.html      
149 In Norway this process is stimulated by the government. 

http://www.icom.museum/
http://www.hermitagemuseum.org/
http://shop.hermitagemuseum.org/
http://www.ibm.com/ibm/ibmgives/grant/arts/state_hermitage.html
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‘branded house strategy’150. The audience can easier learn and recognise one common brand. 

This saves huge costs in marketing, since only one message needs to be distributed. The 

museum group can also run common marketing campaigns, and the visitor will easily 

understand that the campaign is valid for all units of the group. A rebranding under a 

common name can make it easier to implement new and common procedures and targets for 

the new organisation. Consequently, the big common brand will get a higher standing than 

separate brands for each small member of the group.151 

The museum/unit is still free to create a unique position; the museum can easier target their 

audience in marketing campaigns and the audience can easier perceive the product as 

differentiated. This practice has shown to be very useful for the promotion of smaller 

museums, but also very productive and effective for larger ones. 

 

2.3.4 The marketing mix 

 

Product 

The museum “service product” is delivered in a physical environment or site, encompassing 

land or building space, shape, lighting, means of directing or orientating the visitor – 

consumer, and methods of stimulating interest and involvement.152 Permanent exhibition is 

the essence of the complex museum product. The important service product dimensions for 

museum marketing are education, accessibility and communication.153 All of these 

dimensions are inter-linked, therefore the effectiveness and quality of the museum service 

offering depends on the attention to detail of all aspects. 

The education of the public on the nature and scope of collections and exhibitions is central 

to the entire museum service product. The scope and range of the core collection has a direct 

impact upon the choice and quality of service to visitors. In addition, the relevance, frequency 

and quality of special exhibitions are essential to the drawing power of a museum, especially 

for repeat visits by local and regular users. Accessibility of the museum service includes the 

easy use of the physical facilities, the proximity of core product for visitors and availability of 

museum services.  

                                                 
150 Paal Mork, Josephine Ostern, Example on a branding issue, Norsk Folkemuseum, Oslo, MPR Presentation at 
the 2007 ICOM General Conference www.icom.museum 
151 E.g., campaign and slogan of the Norsk Folkemuseum in Oslo (The Norwegian Museum of Cultural History) 
was entitled: “Norsk Folkemuseum - See Norway in a day!” 
152 Journal of Management Development 21/10, Changes in museum management. A custodial or marketing 
emphasis? Audrey Gilmore, Ruth Rentschler, pp. 748. Available on: http:// www.emeraldinsight.com/0262-
1711.htm  
153 Ibid. 

http://www.icom.museum/
http://www.emeraldinsight.com/0262-1711.htm
http://www.emeraldinsight.com/0262-1711.htm
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Traditional aspects of the museum – acquisition, conservation, preservation, research etc - are 

complemented by modern museum’s facets – communication, animation, mediation, 

interaction, interpretation, entertainment. 

Interaction between the museum’s staff and its visitors are important contributors to the 

experience of the visitor. Interpretation is also important in adding value to the collection. It 

is needed to help visitors understand and appreciate the tangible aspects of the service. Given 

the wide range and scope of collections in a museum, visitors need a variety of 

communication messages to help them decide which parts of the museum to visit. The 

museum becomes an “exhibitional medium”, a place of motion, installation, narration, ideas, 

emotions, which create a true “museum experience”.154  

The changing style of museums and the changes affecting presentation methods through the 

application of new technologies are generating greater interest in ‘hands-on’ experiences for 

users.155 It is not enough for museums to present collections and information in a passive 

way. Museums have to stage a “narrative” and to engage interest through active involvement 

with their users and build on it to achieve their objectives.156 This is in contrast to the 

traditional approach still prevalent in many museums where expertise resides in the museum 

alone and users are viewed as passive recipients of what the museum determines should be on 

offer. The rising public demand for involvement and participation in the “process” of 

museum work means that museums have to understand the social and economic context 

within which they are working to a far greater degree than in the past.157 Everything that 

museum does is ultimately for the public benefit. Understanding the public’s interests and 

concerns, likes and dislikes needs and wants, is of critical importance in providing successful 

museum and services. Museums are for people, and the successful museum recognizes the 

opportunities that participation and involvement can bring to its work.158 

Contextualisation and conceptualization are essential for a communicative museum’s 

product. Visitors of Musée d’Orsay and Musée de Picasso were attracted by the newly 

established relations and new concept of contemporary aspects of presentation. Innovations in 

the way exhibits are conceptualized and objects displayed, have made museums be highly 

interactive, exciting and educative institutions. New ways of exhibiting allow absence of the 

                                                 
154 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.39. 
155 Timothy Ambrose, Crispin Paine, Museum basics: London: Routledge, 2006, pp.16. 
156 E.g. Edo-Tokyo museum in Tokyo can be named as a narrative museum par excellence, in which stories 
about Japanese history are interactively and vividly represented through presented objects – models of Japanese 
old houses, model of an old bridge available for visitors’ use, video presentations etc.  
157 Timothy Ambrose, Crispin Paine, Museum basics: London: Routledge, 2006, pp.16. 
158 Ibid. pp.17. 
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object which is supplemented by video and sound installations, maps, photographs, computer 

animation, film projections and interactive presentations, holograms etc.159 Visitors are given 

the possibility to fully comprehend the meaning of one historical piece of art by “reading” it 

in a contemporary surrounding, in a present-day context. Museum has thus become a living 

entity that comprises history and actuality through communication between the visitor, the 

past and a work of a living artist. Contemporary art was successfully introduced in many 

distinguished European museums in the form of temporary projects organized on a regular 

basis with an aim to diversify the museum public and to reach the new audiences, while 

answering to demands of modern museum public.160 Introduction of contemporary art in 

otherwise classical art museums has become a must in a modern museology, as it implies 

highly interactive and responsive displays161 and programmes.162 Temporary exhibitions 

highlighting modern works by invited artists have become a regular feature at the Musée du 

Louvre. In the same way, contemporary art manifestations, such as art fairs, display the 

works which invite audience to participate and actively engage in the content.163 

Most of the museums are multiproduct and multiservice institutions.164 Everything museum 

has to offer can be regarded as museum’s product and it constitutes museum’s identity – 

programmes, auxiliary services, facilities, customer care, accessibility, presentation of the 

museum through promotional material, etc. The product could be also defined as “coherent 

                                                 
159 E.g. A two-fold exhibition was held in 2007 in Musée de Picasso, Paris, on the occasion of celebration of 
anniversaries of two great Picasso’s paintings – a hundred years from the Mademoiselles d’Avignon and seventy 
years from the Guernica. Neither of the two great paintings were present at the Museum, but they were 
effectively substituted with much relevant material originating from the time of their creation – newspaper clips 
illustrating the horror of Guernica bombing, Picasso’s numerous sketches, photos etc. - and  combined with 
contemporary art accomplishments. Namely, Hommage à Guernica 1937 was an exhibit of series of 
photographs (entitled The Silence, The Tombs, or Farewell to Bosnia) by artist Gilles Peress, treating the 
problematics of conflict and civil wars that marked the contemporary history.   
160 E.g. FIAC– Foir de l’art contemporain  has moved in 2006 to the Cour Carrée of the Musée du Louvre and 
the Grand Palais. 
161 E.g., The Musée du Louvre Contrepoint programme (since 2004) is dedicated to specific introduction of 
contemporary art creation in the museum’s collection displays. Working closely with the museum, ten artists 
were invited to choose a particular location, work, or mythical subject with which to engage in artistic exchange. 
"Counterpoint" developed an alternative approach to the museum environment, extending the galleries' 
traditional role to become places of experiment and interaction. By making the Louvre's artworks and spaces 
their "own," the ten guest artists built bridges between the past and present. Teaching materials and visitor 
information to accompany the "Counterpoint" exhibition were a top priority. The Louvre's education department 
produced a leaflet introducing the artists and their works, and proposing a thematic trail through the museum. 
Guided visits were organized and visitors were able to meet the artists on Friday evenings, when the Louvre is 
open late. The exhibition's success has encouraged plans for a number of similar events. www.louvre.fr  
162 E.g. British Museum's Contemporary Arts and Cultures Programme (1999), when living artists were invited 
to install work among the permanent collections - Christo, Richard Wilson, Braco Dimitrijevic, Isaac Julien, 
Mike Nelson and Karen Knorr, Andy Goldsworthy, Marc Quinn, Richard Wentworth and others. 
www.britishmuseum.org/  
163 E.g. FIAC, Art Basel, Art Basel Miami Beach, Frieze London, Arco Madrid, etc. 
164 Neil Kotler and Philip Kotler, Museum Strategy and Marketing: Designing Missions, Building Audiences, 
Generating Revenue and Resources, San Francisco: Jossey-Bass Publishers, 1998, pp.89. 

http://www.evene.fr/culture/agenda/hommage-a-guernica-20522.php
http://www.louvre.fr/
http://www.britishmuseum.org/
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and gratifying visit”165. T. Sola identifies three levels of museum offer: scientific offer (which 

mostly stays outside the interest of the wide public); populist offer (which offers sensation, 

often without quality criteria); and speciality offer (which derives from the “connaissance” of 

museums and heritage and their role in the society).166 

The “product” in a participative and communicative museum encompasses the following:  

permanent and temporary exhibitions, loan and travelling exhibitions, guiding visits, 

workshops, concerts, lectures and seminars, cultural actions, research and publishing etc, 

while putting the consumer/visitor in the centre.  

Special exhibitions are often used to initiate additional events. For example, a series of 

lectures for different groups of visitors or face painting for children may be linked to the 

theme and timing of a special exhibition. The purpose of these events is to attract people into 

the museum who will come back again and in this way build up museum’s permanent 

audience. 

T. Sola finds the following auxiliary services – museum’s products – as relevant in the 

museum’s offer: efficient exterior signalization; parking; accessible entrance; informational 

desk; additional material for orientation within the building (maps of the building, plans of 

the permanent exhibit, etc); atmosphere (pleasant staff and pleasing place); leaflets and 

brochures for special events and temporary exhibits; high-quality interpretational system 

(names of compartments and sections, introductory texts etc.); additional promotional 

material; audio-guides; catalogues of temporary exhibitions; catalogue of the collection 

(permanent exhibition); efficient internal signalization; cafe and/or restaurant; museum 

shop/bookstore (equipped with products related to the permanent exhibition, type of the 

museum etc.); special shop/desk for material related to temporary exhibits; cloakroom; lunch-

room; auditorium; first-aid room; facilities for disabled and elderly visitors; and other 

properly maintained facilities. To this list, a small library/reading-room could be added, as 

well as lost-and-found service.167 

There are not many museums having developed all the services from this list; however, 

museums taken into consideration in this study as showcases of good marketing practice do 

own all or nearly all of the above mentioned “service products”. Museums-partners could 

easily cooperate in joining some of these services and in this way effectively and efficiently 

respond to their common audience’s needs (E.g. American Museum Association). 

                                                 
165 Ambrose, Timothy, Managing new museum: a guide to good practice, Edinburgh: Scottish Museums 
Council, 1993.pp. 68. 
166 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.101. 
167 Ibid., pp.121-122. 
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Place 

Given the nature of museums as cultural, non-commercial institutions, distribution (place) is 

referring to the “accessibility” of the museum product within and outside the museum walls – 

channels of distribution of informational and promotional material, sale in museum shop, 

services in the museum café, place of realization of museum’s regular and occasional 

programmes etc. It implies delivery of the museum product at the right place and at the right 

time, which means that the museum may not allow that at a given moment it has a large 

number of visitors while at other point, has no visitors at all.168 In the same way, museum’s 

offer – programmes and services – has to be evenly distributed within the museum building, 

while enabling visitors to easily “consume” it.169 Museum has to know which segments of the 

offer are the most popular and favourite ones, in order to balance their distribution 

consistently throughout the building. 

In today’s museum field the architecture and design are among the key elements that 

influence the public image of a museum. Many museums in Europe founded in 18th and 19th 

centuries were given historical buildings for their collections and this “match” of “historic 

facts” (art works, documents, objects of the history of science and nature, personal 

belongings of a historic personality, testimonies of a historic event etc.) and a “historic place” 

was considered logical and dialectic.170 Then in 1980s, the expansion of new monumental 

postmodern architecture influenced the museum building too. New structures were made 

mostly for the museums of modern and contemporary art, but the old museums were 

“refreshed” by new wings and parts171 that further influenced displays of permanent 

collections and temporary exhibitions, and opened museums for new contents focused on 

audience and its needs (shops, learning centres, médiathèques, cafeteria, etc.). Traditional 

museum displays, set in the cold and unwelcoming buildings with dark rooms, distant 

showcases and shelves, silence and one-direction halls were replaced by open glass walls, 

daylight, video and sound installations, free movement of visitors (non-directive way), and 
                                                 
168 Ibid., pp. 234. 
169 E.g. I.M. Pei's monumental Pyramid in the Louvre has become the universally recognized symbol of the 
world's largest— and, arguably, most beautiful— museum. In recent years, however, the Louvre's stupendous 
foyer has been the focus of a far-reaching debate on issues related to the reception of the museum's visitors, their 
well-being, and the quality of their engagement with the artworks in the galleries beyond. There is widespread 
agreement on the need to play down the monumental, institutional character of the Louvre as an entity in itself, 
and focus instead on its role as an intermediary between individual visitors and the particular objects, paintings, 
and sculptures that they have come to discover. Measures are underway to enable the museum to operate on a 
more "human" scale. The role and functioning of the Pyramid and the Hall Napoléon beneath are currently being 
reassessed as part of a plan for the creation of decentralized reception areas, information desks, and rest areas in 
other parts of the museum and its surroundings. 
170 Marijana Cvetković, Reform of Serbian museums through contemporary art projects, Master thesis, 
University of Arts, Belgrade, 2006, pp.36. 
171 E.g., Pyramide du Louvre. 
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direct communication with the outer space. The aesthetics of the space, system of light, and 

communication ways and all associated spaces and services, became an integral part of the 

display of art works/objects.   

Museum products may and should be also distributed outside the museum itself, in a form of 

a marketing kit, prepared for schools, travel agencies or websites, or through sale via Internet 

and catalogues. Museum’s distribution channels should also involve the “outreach” 

programmes, such as travelling exhibitions, loan exhibitions, “museobus”, etc, which are to 

enhance museum’s visibility on different levels, enable easy access to museum collections, 

and provide a wide public a possibility to enjoy museum’s programmes. There are many 

examples of a successful (cultural and economical) diffusion and distribution of the collection 

via networks of museums and galleries, such as through creation of “antennas” on national 

and international level (e.g. the model of Guggenheim172, the Tate173, or French models of 

Beaubourg in Metz, Louvre in Lens), or “twin-museums” (e.g. Louvre in Atlanta). The 

partnerships and networks of this kind serve as an excellent promotional tool for all sides, not 

to mention audience outreach and profitability of these models. In addition, there is also an 

indisputable social and economic role of the new museums opened in peripheral cities, which 

give valuable input to local development and place marketing (e.g. the far-reaching effects of 

Bilbao, Kanazawa or Metz). 

 

Promotion 

The role of public relations management is to “shape, maintain or change the public’s 

attitudes related to the organization [museum] and its products”.174 

The promotion is the means through which museum communicates with its target 

audiences175 and forms their feelings, impressions and perception about the museum and its 

image. It implies presentation and communication of the museum via public relations and 

advertising. The aim of the promotion is to affirm and establish the museum, to shape the 

positive public’s opinion about the institution as a whole. Promotion means accomplishment 

and implementation of the following actions: regular contacts and cooperation with the 

media, both electronic and printed; regular launching of TV and radio advertisements and 

                                                 
172 In New York, Venice, Bilbao, Berlin, Las Vegas (closed in 2003), Guadalajara, Abu Dhabi, Bucharest, 
Vilnus (the last four are under construction, to be completed in 2010/11). 
173 Network of four art galleries of the National museum of British and Modern Art in England: Tate Britain 
(opened in 1897 and renamed in 2000), Tate Liverpool (1988), Tate St Ives (1993) and Tate Modern (2000), 
with a complementary website, Tate Online (1998). 
174 Philip Kotler, transl. citation from: Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, 
Beograd: Clio, 2002, pp.240. 
175 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.237. 

http://en.wikipedia.org/wiki/England
http://en.wikipedia.org/wiki/Tate_Britain
http://en.wikipedia.org/wiki/Tate_Liverpool
http://en.wikipedia.org/wiki/Tate_St_Ives
http://en.wikipedia.org/wiki/Tate_Modern
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commercials; daily updated website; presence on the Internet; organization of press 

conferences and promotional events; distribution of informational/advertising/promotional 

material – brochures, flyers, invitations, direct mails, posters, banners, billboards, etc; 

organization of campaigns on occasion of special events and exhibitions; advertorial; 

organization of closed visits and guiding tours for special guests;  distribution of museum’s 

newsletter to partners and interested individuals.  

The meaning of promotion and advertising is to enlarge and expand the museum’s visibility. 

It is not enough to simply open the museum’s doors.176 Museum should constantly promote 

and communicate both the institution and its permanent exhibition, as well as to organize 

promotional campaigns on occasion of special events – temporary exhibits and vernissages, 

institution’s anniversaries, important acquisitions, or re-opening of reconstructed museum, 

etc.177 Kotler identifies four types of advertising: institutional advertising, product 

advertising, special event advertising (classified), and promotional advertising (campaign).178 

Campaign should not cost less than 10% of museum’s budget, because a lesser amount of 

money is not sufficient for a successful campaign.179 A campaign could be conceived as a 

project of several museums, in cooperation with the media. 180 In order to be functional, the 

promotion needs to previously fulfil the four key assignments: to identify the target 

audiences; to determine the aims of the promotion; to develop a message; and to choose a 

communication mix.181 Therefore, several elements are to be established: to whom is the 

message intended; what and why is being communicated; which effect museum wants to 

achieve and in what time; what amount of money can be allocated for this action; to form the 

message itself – unique selling proposition, style, design, medium; to set when and in which 

intervals will it be communicated; and to evaluate its impact and effectiveness. 182  

Directed at different target audiences, the campaigns and promotional material are designed 

to produce different desired effects. Here we present different solutions given by the 

Marketing Department of the Musée du Louvre:183 

                                                 
176 Ibid., pp.239. 
177 E.g. Madame Tussaud's Wax Museum Campaign: In May 2005, MR. Rickshaw worked for several days with 
Madame Tussaud's Wax Museum to publicise their new summertime statues. The pedicabs sported Madame 
Tussaud's posters, participated in a media event, and gave free rides to Madame Tussauds' customers within 
several blocks surrounding the museum. www.washingtonpost.com/  
178 Phillip Kotler, transl. citation from: Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, 
Beograd: Clio, 2002, pp.263. 
179 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.257. 
180 E.g. BBC’s Campaign for Museums www.bbc.co.uk  
181 Fiona McLean, Marketing the museum, London: Routledge, 1997, pp.138. 
182 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.265. 
183 Source of reproductions: power point presentation Marketing des musées, Christophe Monin, Musée du 
Louvre, 2007. 

http://www.washingtonpost.com/
http://www.bbc.co.uk/
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Surprise... 

 
 

 

Vulgarity... 

  
 

Mystery...             
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The message needs to be clear and intriguing, attractive but informative, to captivate attention 

of both museum-goers and non-goers, but to be primarily intended to museum’s target 

audiences.  

 

Price 

The existence of the pricing policy obliges the museum to be involved in marketing and 

advertising.  Pricing policy of a museum depends on the overall structure of its costs and on 

the circumstances existent in other local cultural institutions. Pricing policy refers to all 

museum products – from the entrance ticket to the souvenirs in a museum shop. 

Free entrance in museums, and in cultural institutions in general, is more likely to have a 

negative effect by producing an impression of the low quality of the offer and programmes. 

Researches show that attendance rate was a lot higher in museums that charge their services 

and entrance, than in those who have established a “free-of-charge” policy. 184 Even in the 

cases when a museum, which usually has established price for entrance ticket, decides not to 

charge certain programmes, the attendance is still higher and interest bigger for programmes 

that were charged (e.g. Musée de Louvre). 

The price varies, and it should be regulated according to museum’s available offer at the 

given moment. This means that museum should not be charging a full price for a permanent 

exhibition which is partly closed (e.g. due to renovation of one of museum’s wings) or in the 

case when one part of the collection is currently unavailable due to loan or travelling 

exhibitions. On the other hand, a museum has a right to charge extra price for temporary 

exhibit set in complex scenery that a museum itself had to pay for previously.  

Museum’s pricing policy should include discounts and reductions for certain types of 

audience – e.g. children, students, disabled visitors or group visits. In addition, some 

museums (e.g. Musée d’Orsay, Musée de Louvre, etc.) have designed “membership cards”, 

usually valid over the period of one year from the date of purchase, which offer many 

benefits such as discounts on permanent and temporary exhibitions, easy access to all 

museum’s events, and the possibility of early morning or evening visits. In addition, national 

museums in France have adopted a “rule” of free entrance every first Sunday in a month, as a 

part of the national cultural policy on museums.  

 

 

                                                 
184 Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Zagreb, 2001, pp. 208. 
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2.3.5 Partnerships, fundraising, profit 

 

Successful museums recognize that their future depends on people sympathetic to their 

objectives and on people who are prepared to be involved in what they have to offer. This 

involvement can go far beyond the casual visit to the museum and may extend into 

fundraising programmes, voluntary work, patronage, membership of the Friend’s group, or 

donations.185 Museum must take full advantage of opportunities for mutually beneficial 

partnerships and cross-fertilization with other institutions – museums, galleries, libraries, 

educational institutions, associations, local government bodies, etc.  

The number of museums functioning independently of the government support is getting 

higher every day.186 High-quality programmes and services are preconditions for a museum 

to function without government dotations.  

In order to be able to provide quality service and programmes, museums need to rely 

themselves both on external and internal sources of income. External income derives from the 

support of the government and partners – sponsors, donors, patrons and museum’s friends, 

and they could be either in cash or in kind. Internal income, on the other hand, comes from 

the selling of entrance tickets, museum’s publications sale, renting of museum’s space, 

licensing, loans, guided tours, restaurant, museum’s shop, membership fees, creative 

workshops for children, or in some cases tuition fee for fine arts school or school for curators 

organized within the museum.  

Museums can cooperate in creating a shared, united image through joint campaigns and 

cooperative investment. Initiatives such as “Museum’s day” or “Night of museums” are 

examples of mechanisms of museums’ joint action and cooperation.187 Museums can work 

                                                 
185 Timothy Ambrose, Crispin Paine, Museum basics: London: Routledge, 2006, pp. 17. 
186 Independent museums in Great Britain substantiate by themselves 70-80% of their income, while own 
income of museums in France is about 15-20% of the overall budget. It can be expected that museums 
dependent on the public budget would have to earn by themselves around 25-30% of their yearly budget. 
Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.167. 
187 Nuit Blanche is the annual project created in 2002 in Paris has become already a brand that is spreading all 
around the world: its success in number of visitors of cultural sites during one night187 (in October) justified all 
invested financial means (that count in millions of euros). The idea of the project is to not just to open different 
historic sites, museums, galleries, palais and châteaux, industrial heritage sites and other similar places of 
culture (like for the Night of Museums, another one-night event of significant proportions), but to animate and 
“discover” them through new art works, installations, light works, music and sound installations, even dance and 
interactive works and new media. As a special program within the Nuit Blanche, Versailles Off is conceived as a 
huge open stage where the artists intervene in all possible ways. They create works that range from the space 
interventions within the chateau’s interiors and its gardens, parks, fountains, lawns up to performances and 
parties: the visitors could see a huge disco-ball in the middle of a lawn, cheered up with a DJ set at a nightlong 
party attended by the thousands of young visitors. In such ways the Château renews the artistic creation of today 
with the royal cultural heritage of 17th and 18th century, and vice versa, its own historic image is renewed by the 
living art. www.paris.fr and www.chateauversailles.fr  

http://www.paris.fr/
http://www.chateauversailles.fr/
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together in providing information about visitors; they can organize researches of the public or 

initiate joint promotional and advertising campaigns, etc. Common interests, similar profiles 

or even shared groups of audience, are the basis for the grouping of museums.188 In the case 

of mutual support, the competition is less intense. Through this cooperative approach, 

museums can set a common administrative backup; they can unite their strengths, efforts, 

expertise and competences in order to create a successful and attractive product for their 

audience.  Networks of museums are very important on the local, national, and international 

level. Grouping of museums in associations and networks can be of extreme relevance for 

smaller museums that have difficulties in establishing their image. Positive results can be 

found in examples of museums’ joint shops (e.g. several museums in Paris) or in the case of 

organizations/enterprises that serve museums, such as British Group for Museum Publishing 

and Shop Management (Great Britain), Museum Stores Association (USA), etc.189 Most of 

these organizations are administrated by the national associations of museums. 

 

*    *    * 

As a means of self-analysis, marketing is most needed in crisis situations. It is an instrument 

for identification of museum’s possibilities and potentials. Marketing analysis should be 

employed every few years in order to „acclimatize“ the museum on current environment and 

changes on the market. Every change within the museum’s administration and functioning –  

reorganization or a change of staff, reconstruction of the museum building, etc – needs to be 

accompanied by the situation and marketing analysis. 

 

 
 
 
 
 
 
 
 

 
 
 
 

                                                 
188Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.291. 
189 Ibid. 
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3.  SERBIAN MUSEUMS 

 
3.1 Introduction (object-based museums, traditional approach) 

 

Today in Serbia there are around one hundred museums190, mostly public, founded and 

funded by the Serbian government, cities or municipalities, while private museums are only 

few 191. During the 1990s, all of them have passed through a difficult period of general social 

stagnation and cultural distortion, and dramatic political changes. In such circumstances, 

museums have lost their touch with the society and its needs, being isolated from 

international partnerships, networks and projects. Museums were facing serious treats, which 

range from the lack of the basic conditions for preservation, protection and presentation of 

museum collections, to incompetent directors and the lack of financial support from both 

public and private sector. Museum’s functioning came down to very modest exhibition, 

research and publishing activities and obsolete permanent displays, while educational role 

was almost entirely disregarded. In majority of museums, permanent exhibits have not been 

changed or expanded for decades, in some cases even from the museum founding.  

 “With just a few exceptions, museums in Serbia have over the past decades become 

unattractive and deserted places, ‘forgotten and thus almost abject by audience, artists, 

researchers and authorities’. Absence of any ‘care’ by authorities and cultural policy makers, 

isolation of all museal circles and flows, long silence in which they have survived for years – 

all this made the museum staff and museums in Serbia inert, self-oriented and self-sufficient, 

isolated islands within lively, dynamic and creative artistic and cultural scene in Serbia.”192  

After the year 2000, Serbian museums have entered the process of transition. New 

possibilities for the setting of international partnerships appeared, as well as inclusion in 

museum networks and development of project based (instead of institutional) logic. 

Nevertheless, non-existence of public policies for museums (or any consistent policy in the 

field of heritage protection and museums193), lack of appropriate legislative framework, lack 

of development strategy for museum sector, as well as the lack of funds (with no 

encouragement for the private sponsorship), still wait to be changed. Museums have stayed 

                                                 
190 Ljiljana Benderić (ed.), Muzeji Srbije, Beograd: Zavod za proučavanje kulturnog razvitka, 2000. 
191 Among a few private museums there are Museum of the football club “Red Star”, Serbian museum of bread 
Jeremija in the village of Pećinici, Equestrian museum A.D. Zobnatica in Bačka Topola and Museum of 
beekeeping of the Živanović family in Sremski Karlovci. 
192 Marijana Cvetković, Reform of Serbian museums through contemporary art projects, Master thesis, 
University of Arts, Belgrade, 2006, pp.7. 
193 Law on cultural property was adopted in 1994 and the new version is not yet finalized. None of the laws 
regulating cultural issues has been yet adopted after political changes in 2000.  
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on the margin of authorities’ interest for several years, until finally some actions have been 

taken in the direction of museum’s renewal, such as investment in reconstructions and 

rebuilding of several museums in Belgrade. Some museums were entrusted the new 

management and they have slowly started their inner reorganization in the direction of 

adoption of up-to-date principles and methods in museology, while raising awareness about 

the tough state in which Serbian museums are still today. At the same time, large part of 

museum personnel stays reluctant to make any innovative changes or to deal with serious 

problems museums are facing, as well as unmotivated to engage themselves in professional 

development and “re-education” which modern museum management requires.  

In majority of examples, Serbian museums do not respond to the needs of contemporary 

cultural consumers, nor do they have an appropriate image of cultural institutions of the 21st 

century. Even today, a large majority of them can be described as classical, isolated and 

introverted, with traditional methods of object displaying with little or no established 

communication with visitors. Outdated and obsolete concepts and principles of museum 

activities are clearly visible in the definition of vision and mission in each of Serbian 

museums, which do not seem go beyond the boundaries of “collecting, research, protection 

and presentation” of cultural goods. The tasks of education, interdisciplinary approach, 

animation, mediation, communication of knowledge, or entertainment, are never mentioned. 

Introverted museums have inevitably much more narrowly defined view of their mission. 

They claim to fulfil the main museum’s role of communicating knowledge to the public, of 

being catalysts of creativity, of being a gladly visited public space. They claim to fulfil their 

goals by just being themselves, with no need for marketing and business orientation. But, 

they do so only for people who already know their language.194  

Museums can do much more than just “preserve, display and interpret material evidence of 

man”.195 What Serbian museums need is the evolution from object-centred, custodial position 

to educational and informational centre whose main aim is to communicate knowledge to 

their audience, a state that includes more diverse interpretation and presentation methods, 

new architectural design of the display, while promoting contextual, multi-sensory and multi-

faceted understanding of the artefacts. By making explicit the assumptions behind the 

museum’s policy, the balance between introversion and extroversion can be modified and a 

more dynamic relationship with the museum’s public can be developed. The first step in 

                                                 
194 Gail Dexter Lord, Barry Lord, The Manual of Museum Planning, New York: Rowman Altamira, 2002, 
pp.26. 
195 Ibid. 
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developing such a relationship is to find out as much as possible about the public museum 

wishes to serve.    

 

3.2. Marketing in Belgrade museums: the chosen case studies 

 

3.2.1 National Museum   

 

National Museum in Belgrade, the oldest and central Museum in Serbia, was founded in 1844 

with an aim to “protect, interpret and promote cultural heritage of Serbia and the region” 

(mission has not been changed until the present days). The Museum is situated in the very 

centre of the city, on the main Belgrade square, surrounded by several important cultural 

institutions.196 After World War 2, the Museum was granted the former Mortgage Bank's 

building, where it remained still today.197 Neglected for decades by the authorities and 

employees, the building has become severely damaged and dilapidated. Inappropriate space, 

inadequate for museum needs, has had its (negative) consequences on the permanent exhibit. 

The problem of accessibility and insufficient space could have been surpassed only by 

thorough reconstruction and re-planning of the building – which came only in 2003 (and is 

not yet finished). Due to poor conditions of the Museum building, the exhibition activities 

have been suspended and the permanent exhibition closed in 2003. The structure of programs 

was greatly modified and made to suit the newly emerged circumstances. The space of the 

Museum’s Atrium was adapted198 for the purpose of exhibition hall, while Museum kept 

organizing loan exhibitions in the country and abroad, which enables its (more or less 

successful) national and international visibility.199  

The museum collection houses over 400,000 historical and art works, representing key styles 

and movements in foreign and national art, from the prehistoric period to the turn of the 20th 

century, originating from Serbia, Balkans, Europe and the world.  

Given that the collection comprises works of some of the most eminent world artists (e.g. an 

impressive collection of early modern French art), it can be said that the Museum has great 
                                                 
196 Cultural Centre of Belgrade, Remont Gallery, National theatre and Bosko Buha theatre, Cultural Centre Dom 
Omladine nearby etc.   
197 Aside from the central building, National museum comprises several other constituent institutions (which are 
also in a very poor state): Gallery of Frescoes; The Vuk and Dositej Museum; Memorial Museum of Nadezda 
and Rastko Petrovic, The Lepenski Vir Museum; The Djerdap Archaeological Museum in Kladovo.  
198 temperature, moist percentage, etc. 
199 One of the major accomplishments of the national museum in this sense was the loan exhibition 
Impressionists, Symbolists and the Avant-garde – 120 Master Works from the National Museum in Belgrade 
opened in 2007 in Villa Olmo in Como, Italy, or the exhibit of the famous Gauguin’s canvas “Tahitian woman” 
held in the French Cultural Centre in Belgrade in 2003, on occasion of hundred years from death of the artist.  
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potentials for attracting numerous visitors, from Serbia and abroad, only by letting the public 

know what it has in its possession. Having in mind the “commercial” potentials of its 

collection, an affluent cooperation with the most eminent museums in Europe has the 

potential to be established – primarily with the museums dedicated to the same chronological 

period of art history.200 One of the examples of such a cooperation was the exhibition In 

touch with Antiquity, the exhibition of the Tactile Gallery of the Louvre, prepared especially 

for visually impaired people. It was organized in 2006 by the National Museum in Belgrade 

and held in the museum Atrium. During the course of the exhibition, a number of workshops 

for school kids and the disabled people have been conducted. The exhibition and the 

workshops were of a great success, on the both social and educational level, having attracted 

numerous visitors. The public gave a very positive feedback to this event as it was one of the 

most inventive and interactive projects of the Museum, corresponding to the needs and 

demands of the public, and in accordance with the contemporary museological practices.  

However, due to poor communication with the public – both domestic and international – 

about the richness and genuine historic, artistic and social value of the Museum collection, as 

well as due to the lack of innovative animation and mediation projects which would present 

and communicate this collection in an appropriate and dynamic way, the National Museum 

(as well as majority of other museums in Serbia) stays mostly aside of contemporary cultural 

flows and closed in its “boring and conservative”201 internal milieu. When the exhibition 

Impressive! was organized in 2003, it recorded a visit of over 42,000 people in only ten days, 

which is Museum’s habitual visiting rate for the period of one year! Marketing and 

advertising for the whole project was done outside the Museum – a special agency was 

engaged to conduct a promotional campaign around this event. And, it was done very 

successfully. This “blockbuster” exhibition – in  terms of National museum’s usual 

attendance, outreach among the public and cooperation set between the business and the 

public sector in realization of the project – could be regarded as a specific socio-cultural 

                                                 
200 Namely, both the Musée d’Orsay and the National museum in Belgrade have an extremely valuable 
collection of, for example, impressionist painting, that could be presented in a new way to the public both in 
Belgrade and Paris, through exchange and loan projects. The fact that the National museum possesses the 
collection of Erih Šlomović, a collector and art dealer who lived in Paris in the 1930s and was a close friend of 
Ambroise Vollard (whose bequest in now in Musée d’Orsay in Paris) and from whom he got many paintings 
that are now in the National Museum’s collection of early modern art, can be used to set a cooperation between 
these two museums through exchange of collections that belonged to two great art collectors from the first half 
of the 20th century.  
201 Although museum employees perceive the National museum as an institution with enviable reputation (based 
on the fact that it is the oldest museum in Serbia), it must be said that this reputation is rather negative within the 
circles of contemporary cultural consumers of Belgrade, who see the Museum as a conservative institution, 
traditional by its philosophy, projects, and primary object-based. Still, this museum is on a good path to 
positively change its image and to adjust it to demands of the present-day public.  
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phenomenon, given the fact that the works of art presented in this exhibition were the same 

works of art that usually lied unperceived in the Museum’s permanent exhibit.202 The 

National Museum clearly has potential to organize successful blockbuster exhibitions, which 

are in Serbian “museumscape” and environment very rare, but nevertheless proven to be very 

useful regarding earned income and building of positive image, in spite of all negative sides 

blockbusters may have.  

It is important emphasizing that the two above mentioned exhibitions have had a great 

success, in spite of the fact that they were organized in the very tough conditions, when the 

Museum was functioning with only one exhibition space – a modified Museum Atrium – and 

employees working in unbearably poor conditions of the building itself. These facts add an 

extra value to the success of the mentioned projects. 

In any case, it appears that the collection of the National museum is not enough promoted, 

and not made visible for the wide public. Not many Belgrade residents, let alone international 

tourists, are aware of the fact that National museum in Belgrade has in its possession a 

Picasso, a Gauguin, a Mondrian, Japanese prints, or priceless archaeological and medieval 

artefacts203, is mostly unknown among general public, especially abroad. If museum has an 

aim to attract visitors, it has to promote its collection in every possible way.204  

Currently, one person in the Museum is engaged in PR activities, being strictly limited to 

relations with the media. Museum’s organizational structure shows that informational, 

educational and PR activities are dealt with within the Centre for communication, which 

includes Informational sector and Department for education and work with the public. 

However, there is no staff in charge for market or visitor research. According to the words of 

PR manager of the Museum, there is no systematic marketing/visitor research, and the 

Museum has no defined target audiences, but it is “open to and for the public of diverse 

profiles and age”. However, some steps have been taken with an aim to ascertain who is the 

public of the National museum – on occasion of few exhibitions, closed questionnaires were 

distributed to the public. The results have shown that majority of visitors are Belgrade 

residents, belonging to the wider professional circles, while pensioners, organized school 
                                                 
202 The exhibition Impressive! presented the works of world famous artists - Gauguin, Van Gogh, Mauris Denis, 
Toulouse Lautrek, Picasso, Monet, Matisse, Pisaro, Degas and Renoire, from the Slomovic collection of the 
National Museum. However, although a part of museum’s permanent exhibit, they have in a way been set aside 
from the views of the local public (while being exhibited mostly abroad or closed in Museum’s depots since 
museum does not have adequate conditions to exhibit them). 
203 E.g. the Gospel of Miroslav or statues from the cultures of Vinca and Lepenski Vir. 
204 A good initiative was launched a few years ago when a large banner was placed across the main Museum 
façade presenting reproductions of the most significant works preserved in the Museum collection, such as 
Picasso’s Head of Fernanda, Renoir’s Nude, or bronze portrait of Roman emperor, Constantine the Great. 
Unfortunately, this several-month-long project was not enough. 
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visits, adolescents, family visits and foreign tourists altogether represent the a small minority 

of visitors. Therefore, results clearly show that museum is not so “open to diverse audience” 

as was stated. Museum clearly lacks of certain segments of the public, and at the same time, it 

has to work on enlarging the number of existent audience profiles. Department for Education 

and work with the public is conducting researches only within their own projects, such as 

visiting rate of the Children’s club of the museum, and similar.  

One of the problems is lack of staff that deals with marketing and fundraising205 within the 

museum, so the Museum relies itself almost entirely to the government funds, which is, 

naturally, not enough to maintain, let alone advance, the “central museum institution in 

Serbia”. Fundraising activities are being conducted by the Museum Director, but it is rather 

done ad hoc, from one case to another and not systematically.  

Situation analysis of the National museum shows that this institution does not possess 

marketing plan, strategy and concept, even though the awareness about the need for 

marketing exists. Underdeveloped marketing activities in the National museum are 

consequence of not only lack of human resources, but museum does not reserve enough of its 

budget for activities of this kind. The cooperation between the business and cultural sector is 

something that National Museum wants to foster for the future, according to the words of 

Museum Director.206 “Given that museums are non-profit organizations, their offer, whatever 

abundant, cannot provide sufficient income that is to be further used for production of 

innovative and demanding projects. Therefore, the interest of large companies and 

corporations for the National Museum will be vital for its existence, and it is something that 

Museum will intensively work on in the years after the reopening”, says the Director.207   

The official documents state that the National museum “communicates with and informs the 

public” and “presents the cultural property through organisation of various exhibitions, 

activities, events and education programmes”. This point deserves to be taken into 

consideration. Museum product/offer includes temporary exhibitions (currently only abroad 

and occasionally in Belgrade), permanent exhibit (to be re-established), seminars and 

conferences, workshops and programmes for children, publishing activities (catalogues of 

museum’s collections and temporary exhibitions, monographs, periodics) and the website 

                                                 
205 National Museum organizes many courses for professional improvement and education of its staff, however 
mostly in domain of conservation and restoration. Professional development in domain of marketing is not paid 
attention to, except for the individual initiatives of a few museum employees who participate in seminars and 
conferences dealing with the issues of cultural marketing. 
206 E.g., eexhibition Impressive! was supported by the Daimler-Chrysler Company so visitors have also been 
given a chance to enjoy the first motor-car ever constructed, a car from Mercedes Museum in Stuttgart, designed 
by Karl Benz, and originating from the period when the paintings presented in the  adjacent room were created. 
207 Source: interview in B92 - Kultura, April 5 2004, www.b92.net/kultura/  

http://www.b92.net/kultura/
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(available in Serbian and English, informative and regularly updated, but without the 

possibility given to visitors to leave comments, or take a virtual tour of the Museum, for 

example). Due to the undergoing reconstruction of the Museum building and the resulting 

absence of permanent exhibition, educational activities have become more complex and 

invigorating. The programs of Educational Department are associated with visiting 

exhibitions and other occasional events while some of the activities take place in the Gallery 

of Frescoes and the Vuk and Dositej Museum on a regular basis.208 

Presently, Museum does not dispose a space for distribution of promotional materials, or a 

museum store (closed due to reconstruction). Aside museum’s Internet presentation, the 

public is very poorly informed about Museum activities. One banner on the building is all the 

information provided for the public, aside occasional and very modest ads in daily or weekly 

press. There are no informational boards in the Museum’s vicinity, nor are the programmes 

advertised at any other available spaces in the city. 

The Museum is currently working on the concept of the new permanent exhibit. The new 

permanent display is imagined to be comprised of several thematic units that include pieces 

of museum’s collection from prehistoric time until the modern age, presented to the public in 

a dynamic, non-linear and communicative way.  New concept of the museum predicts the 

existence of multimedia “message centres” on different places throughout temporary and 

permanent exhibits. A new museum is to be public friendly, equipped with easily accessible 

areas for occasional exhibitions and everyday educational activities, as well as all other 

necessary ancillary facilities (the ramp for the disabled, parking lots, an admission area for 

the tickets, a cloakroom, an info desk, special lifts, a rest area, a cafe, restaurant, and museum 

shop). Aside from activities taking place in the central building or in consistent museums, it 

is also important that the National museum “opens up”, e.g. organizes performances on the 

Square of Republic in front of the Museum’s main entrance and in near-by pedestrian zones.                                              

The process of thorough reconstruction, rebuilding and renovation of the National Museum 

will, as expected, have its positive consequences on existent and potential audience. It will 

provide new spaces209 for preservation, research and presentation of the collections, as well 

                                                 
208 Educative programs are designed to serve the public on several bases: 1. Museum workshops intended for 
organized visits of children attending kindergartens and elementary schools; 2. Specialized guided-tours and 
lectures, which combine contents of several syllabi (designed for high school and undergraduate students); 3. 
The Children’s Club of the National Museum in Belgrade gathers children who individually, but accompanied 
by their parents or grandparents, actively take part in various activities of the Club. Educational activities of the 
Museum include several programmes/workshops, such as The school of conservation `Diana`, series of lectures 
in archaeology and art history, etc.  
209 Already in the 1980s, the Museum space became too small and insufficient for proper performance of the 
regular museum work. 

http://www.narodnimuzej.org.yu/code/navigate.php?Id=107
http://www.narodnimuzej.org.yu/code/navigate.php?Id=108
http://www.narodnimuzej.org.yu/code/navigate.php?Id=108
http://www.narodnimuzej.org.yu/code/navigate.php?Id=108
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as for adequate communication with the public, according to demands of contemporary 

museological practices.210 

The closing of the Museum and its permanent exhibit can also be regarded as a marketing 

move as the public awareness was finally raised about its difficult and unsustainable state, 

and the Museum itself promoted in this way (it has become one of the main topics of 

discussion in the cultural public and the media), even though some negative campaigns also 

appeared.211 The fact that museum withdrawn its main activities can be judged, but at the 

same time understood, due to extremely bad conditions of the building. On one hand, 

museum had to close its permanent exhibit and to suspend organization of any temporary 

events in the main building because of the real danger in which both objects and the staff 

were faced with.212 In the same time, museum kept organizing temporary events in other 

spaces both in and outside Belgrade in the form of visiting exhibitions. 

The project of a new visual identity of the National Museum was adopted and presented to 

the public in 2005 when the 160th anniversary of the Museum was celebrated.213  

The result of this undertaking will be the foundation and establishment of new institutional 

marketing, new image and identity of the National Museum. Reopening is expected for 2011. 
 Even now, it is important to start planning in advance, hiring new staff and developing 

existent positions – new personnel equipped with knowledge in marketing, advertising and 
                                                 
210 The project of Reconstruction implies complete renovation of interior of the building, new infrastructure and 
annexing of two additional top floors, but in respect to the original construction and exterior structure (façade 
will just be enlivened and cleaned). New functional organization of space, together with out-housing and 
annexing, will enlarge museum space for 30% and exhibition space for 250 %. 
211 Over the past year, the activities related to reconstruction of the museum had been constantly the target of 
negative campaign led by daily newspapers “Vecernje novosti”, who accused the National museum for 
inadequate storage and improper preservation of its objects during the reconstruction, as well as for the fact that 
museum withheld all exhibitional activities event before the reconstruction begun. “Vecernje novosti” were 
accusing the Museum to be involved in some kind of a “deal” with the Kunsttrans, organization specialized in 
transport and storage of artistic objects, given the high rental price agreed to be paid each month until the 
Museum reopening. The undergoing “correspondence” between the National museum Board and Museum 
Director on one side, and newspapers “Vecernje novosti” on the other, has had a strong outreach amongst 
Belgrade cultural public. Discussion included many cultural professionals, writers, artists, and opinions were 
divided. It cannot be said with certainty what motivation exists behind this negative campaign against the 
National museum. However, what is certain is that this campaign has nevertheless put the National Museum in 
the focus of Belgrade cultural occurrences, even though it has also slowed down the efforts of Museum staff and 
the authorities to revive the old, neglected institution and to bring it to life again after many decades. 
212 Given that reconstruction implies complete and thorough renovation and rebuilding of the edifice and change 
of its ground plan, system of electricity and water supplies etc, it is perfectly understandable that museum had to 
close its main building for all activities, and to “evacuate” its objects and staff. Still, museum made a large effort 
to adapt the museum’s Atrium for the purposes of temporary exhibits, and even in 2006 and 2007, several 
exhibitions were realized. 
213 The initiative to start a thorough reconstruction of the National Museum was launched in early 2002, when a 
detailed analysis of all the relevant factors was performed.  In 2002, initial funds for the reconstruction were 
collected at a Donation Banquet, hosted by the late Prime Minister, Zoran Djindjic. A High Committee for the 
National Museum Reconstruction (HCNMR) was formed with the following tasks: to participate in making a 
reconstruction programme, to enforce the legal procedure and to monitor carrying out the reconstruction project. 
Head of the HCNMR is the Minister of Culture by nature of his office. www.narodnimuzej.org.yu/ 

http://www.narodnimuzej.org.yu/


77 
 

fundraising, as well as mediators and animators. Or, to even now establish firm and long-

lasting cooperation with one of Belgrade marketing agencies that would regularly conduct 

market and visitor research for the Museum and deal with both the institutional marketing 

and campaigns. In other words, museum has to finally introduce the concept of strategic 

planning, to define even now its basic strategies, including marketing strategy for at least 

five-year period after the reopening.  

Main advantages of the Project of reconstruction of the National Museum, along with 

provision of optimum conditions for the collection safeguarding and the best conditions for 

presentation of the collection based on the requirements of modern museology, are also:  

- Resetting and restoration of the main museum entrance (front main facade) from the 

Square of Republic as the entrance intended for museum visitors, with a ramp for 

disabled persons provided; 

- Creation of new meeting space in the lobby of the Museum, with the museum shop, 

bookstore and café; 

- Forming of the special space for conducting educational activities; 

- Adaptation of Museum atrium for multipurpose hall; 

- Existence of exhibition spaces on each of the six floors; 

- New roof construction with partially transparent glass roof that will introduce natural 

lighting source in the Museum atrium; 

- Access to Museum’s terraces on the roof, that will enable visitors to enjoy the 

panorama of the City;  

- Building of an additional staircase that will enable visitors to easily access to all parts 

of the museum during visiting tour. 

After museum’s inactive state, which will last for several years, reopening of the Museum is 

expected to be accompanied with a large campaign, which can serve as a firm ground and 

reasonable basis for further and consistent development of marketing activities of the 

Museum, as well as for continuance of its institutional promotion, aside from events 

campaigns.  

New aims (aims of the new marketing strategy of the National museum) are: 

- To create an interest within the public for museum’s reopening through constant 

informing about the stages of reconstruction; 

- To make inner reorganization (founding of the Sector for PR and marketing and 

employment of new staff); 

- To perform marketing and audience research activities; 
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- To enlarge visibility of Museum activities and of the National museum as an 

institution, through activities of PR and Marketing Sector, as well as through 

distribution and sale of souvenirs and promotional material; 

- To define museum target groups; 

- To increase the number of visitors through attraction of new profile of visitors; to 

perform segmentation of the public; 

- To be sufficiently present in printed and electronic media; 

- To establish adequate technical conditions for safeguarding and presentation of the 

entire museum collection (to create a museum depot with appropriate conditions and 

according to demands of modern museology); 

- To accentuate and promote the most significant works of the museum collection, 

through their positioning at the most emphasized places in the building; 

- To provide contemporary methods of professional guidance, audio-guides in several 

languages, adequate animation and mediation of and communication with the public; 

- To enliven and foster educational programmes; 

- To restore museum’s Friends club. 

The present mission214 of the National Museum does not respond to museum’s aims and 

vision215 and it unquestionably needs to be redefined before the Museum is reopened, in order 

to be able to fulfil the new vision of “an institution of regional and European significance, 

cultural and educational centre that takes care of its public through animation, mediation and 

contemporary means of communication”. At present, the mission describes the Museum’s 

present state – an object based institution, traditional and conservative, with neglected 

educational and communicative role.  

The National museum should finally take the new path, attract new audience and establish the 

new image that keeps up to the needs of modern museum public. What we all expect for 2011 

will not just be the re-opening, but the opening of the new museum. 

 

                                                 
214 The National Museum of in Belgrade is of a complex type dedicated to protection, interpretation and 
promotion of manifold and multicultural heritage of the Central Balkans and Europe – the culture from 
prehistoric until present days – through archaeological, coin and art treasures. The Museum collects, holds and 
protects in accordance with the principles of preventive protection, and extends knowledge. The Museum 
interprets historical and contemporary cultures, national identity, serves as a source of knowledge and an active 
centre of learning within the community and wider surroundings. www.narodnimuzej.org.yu/  
215 The National Museum should be the most important centre of the kind on the Balkans, an example and model 
for other museums in the country and in the region. It should be a national cultural centre of regional and world 
importance, an unavoidable and favourite spot for the people of Belgrade, as well as for the domestic and 
foreign tourists, recognizable in a public. The National Museum should encourage curiosity and inspire. 
www.narodnimuzej.org.yu/  

http://www.narodnimuzej.org.yu/
http://www.narodnimuzej.org.yu/
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3.2.2 Museum of Contemporary Art 

 

The Modern Gallery, founded in 1958 by the City of Belgrade, was in 1965 reorganized and 

renamed the Museum of Contemporary Art, Belgrade (MoCAB) while coming under the 

patronage of the Republic of Serbia. The MoCAB is situated in one of the most outstanding 

works of post-war Yugoslav architecture – a building designed in 1965 especially for the 

purpose of housing the modern/contemporary art collection, and located in the New Belgrade 

area, at the confluence of the rivers Danube and Sava, harmoniously adjusted to the local 

natural environment. It is an original architectural solution whose roof construction reminds 

of the shape of crystals – a characteristic shape also used for the design of the Museum logo. 

Interior of the building is conceived as a continuous open space, with an amazing view, very 

well lightened and comprised of several exhibition rooms.216  

MoCAB permanent exhibit is constantly being changed in the periods from three to five 

years, representing each time a conception of historical movements, tendencies and 

individual phenomena developed in the artistic space of former Yugoslavia.217 MoCAB 

collection is the most complete collection of Yugoslav modern art, containing some of the 

most valuable art pieces from this region, originating from different artistic periods and 

movements relevant for the 20th century art.218 In this sense, it is most certain that this 

collection has extremely high potentials as attractive and agreeable to wide public from 

Belgrade, Serbia and a region, but also relevant in the European context of the 20th and the 

21st century art. Aside permanent exhibit and temporary exhibitions, MoCAB also organizes 

so called “modular” exhibitions – thematic and monographic exhibits.219 In addition, special 

modules are devoted to contemporary and recent art created in the period from 1980 until the 

present days, which could not be included in permanent exhibit due to the lack of space.  

                                                 
216 In addition, MoCAB disposes three exhibition spaces in the old part of Belgrade – the Salon of the MoCAB, 
which figurates as Museum’s “spatial continuance” in the old City, and the Gallery-bequest of M. Zoric and R. 
Colakovic and the Gallery of Petar Dobrovic, which do not belong to the MoCAB structure, but the Museum is 
entitled to manage them and prepare the exhibitions. 
217 The present permanent exhibit encompasses around 160 works of art, created in the territory of former 
Yugoslavia in the period from 1900 and 1981, and is conceived as a structure of several small exhibitions 
distributed in accordance with spatial units of exhibition space. Each of these small exhibitions treats different 
period of Yugoslav 20th century art. Display is intentionally comprised of smaller number of presented art 
works, in order to put an accent on the most relevant art pieces – anthological works of Yugoslav modern art, 
and the most valuable ones it the museum collection. 
218 Permanent exhibit displays some of the most original accomplishments in 20th century Yugoslav modern art 
– from realism, symbolism, impressionism, sezanism and post-cubism, expressionism, intimism, abstract 
painting, constructivism and surrealism, socially engaged art, enformel and minimalism, to Belgrade new 
figuration, conceptual art, video performances and abstract tendencies after 1945 such as pop art. 
www.msub.org.yu  
219 Modular exhibitions enable constant “flow” of works preserved in museum depot and figurate as an addition 
to a permanent exhibit, and are also meant for presentation in other cities in Serbia. www.msub.org.yu  

http://www.msub.org.yu/
http://www.msub.org.yu/
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Due to insufficient space for exhibitions, museum depot and administration businesses, as 

well as severe dilapidation of the building infrastructure, the management of the Museum has 

initiated the thorough reconstruction and adaptation of the building, which started in 2007. 

Since then, the Museum is closed for visitors.220 The last phase of the planned reconstruction 

is to be building of the annex that will serve for safekeeping and presentation of one part of 

Museum’s collection, namely the works of contemporary digital art production. The “new” 

Museum building will offer adaptable exhibition spaces, arranged according to up-to-date 

models of presentation, animation and interaction with the public, the new technologies and 

capacities of display and interpretation of the works, as well as new standards for 

preservation and protection of the works. The project of reconstruction and building of 

Museum annex was developed under the name “One building – one century”221 due to spatial 

and technical deficiencies in the old bulling. Annex which will be built aside the present 

edifice will be devoted to recent and contemporary art and it will figurate under the name 

“Museum of the 21st Century”. Architectural solution for the new museum’s wing has not yet 

been adopted, but it is expected to be soon approved and presented to the public. It was 

originally planned that main works on the adaptation are to be completed within one year 

from the date of the museum closing (which means that date of the completion was to be 

summer 2008). It is probable that museum will be reopened in 2009.  

The present mission222 of the MoCAB includes neither education of nor communication with 

the public as one of the museum’s tasks, and is oriented mainly on preservation and 

exploration of the art works, with no specified relation to the “art consumers”. The mission is 

clearly aimed at professional and specialized museum public, who can easily understand the 

message, even without the means of mediation and animation. In other words, the present 

mission is not intended for a “regular” visitor who needs a museum to be as communicative 

and as opened as possible.  

The MoCAB regular programme is of local and international character and it encompasses 

permanent and temporary exhibitions, lectures and discussions, presentations and concerts, 

                                                 
220 It was originally planned that museum stays open for the public during reconstruction period, however, its 
permanent exhibit had to be closed due to ongoing works, as well as the museum shop in the ground floor. 
221 “Jedna zgrada – jedan vek”. 
222 The mission of the Museum of Contemporary Art in Belgrade is to collect, preserve and systemathicaly 
research works of art produced in Yugoslavia since 1900 to the present. The museum organizes exhibitions of 
both domestic and international contemporary art, accompanied by published studies that help further the 
exploration of contemporary art. The museum collects and classifies documentation on contemporary art. The 
museum explores new educational programmes in the fields of visual culture, history and theory of art. 
http://www.msub.org.yu/aboute.htm  

http://www.msub.org.yu/aboute.htm
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publishing and promotional activities, and workshops of MoCAB Children’s Club.223 In the 

ground level of the Museum there is a bookstore (closed at the moment) selling CDs and 

catalogues issued by MoCAB. During the reconstruction period, MoCAB is engaged in the 

project Museum on the Move224 which consists in realization of eight monographic and 

thematic exhibitions of the works from the museum collection, organized in several museums 

and galleries throughout Serbia during 2008 and 2009. This project enables MoCAB to be 

present and “visible” on the cultural scene of Serbia even though the building is closed for the 

public.  

The programmes of the MoCAB are oriented on contemporary and up-to-date issues and 

occurrences in domestic and international contemporary art scene. The positive image of 

MoCAB is founded on Museum’s programme conception – international and national 

projects and contemporary models of presentation. Museum established its reputation and 

international status through constant cooperation and exchange with international cultural 

organizations, institutions and individuals, while being a member of several relevant 

international museum associations. In addition, it disposes the most complete database for 

researching of 20th century Yugoslav art, while museum curators are among the most 

competent experts in the region. What museum public needs, however, are additional info 

material about the Museum and its collections. There is no plan of museum permanent 

exhibit available for visitors, but on the entrance of each exhibition room informational sheets 

are placed, explaining the unit and the works exhibited in it etc. There is no “message centre” 

in the Museum and no audio guides. Sector for PR and marketing is to cooperate with 

curators in order to provide all necessary material to a visitor through preparing leaflets, 

audio-visual presentations, brochures, etc, explaining the exhibit, the concept and context to 

which it relates to. These practices are more than necessary in order to enable a common 

visitor to understand the exhibit, especially a contemporary art exhibit. 

As a part of realization of Museum's strategic plan, designed for the period 2001-2007, the 

MoCAB established a Sector for PR and Marketing, comprised of only one employee. This 

sector regularly cooperates with the Department of Design and Multimedia which prepares all 

Museum publications, including printed and video promotional material. The MoCAB 

appeared to be an excellent study case regarding constant efforts to maintain contacts with the 

media and to inform them about each of Museum projects, as it proved that the press very 
                                                 
223 The existence of Children’s Club is of great importance for building of museum audience. The Club is aimed 
at developing visual thinking through the various educational and creative workshops, professional guiding and 
summer programmes for children from 5 to 15 years of age. The idea is to help children acquire visual culture 
and develop their creativity. www.msub.org.yu  
224 “Muzej u pokretu”. 

http://www.msub.org.yu/
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often shows no concern to cover the Museum programme while finding it irrelevant or 

uninteresting.225  

On the other hand, MoCAB website is not regularly updated, it provides very modest 

informational content, and with uninventive design (which is very awkward regarding the 

profile of the Museum!). However, it is currently being redesigned.  

Promotional activities of MoCAB include the very important participation in International 

Art Fairs226. 

Several advantages and potentials that can be used as a main force in MoCAB marketing 

strategy.  MoCAB has the most complete collection of Yugoslav 20th century art, situated in a 

building which is one of the landmarks of Belgrade architecture. A spacious field near the 

Museum and around the Confluence, can be serviceable for different purposes – organization 

of open-air events, performances and projections in front of Museum, suitable for Museum’s 

outdoor restaurant and garden, appropriate for parking space, etc. 227 

Even though it has much potential, Museum building is presently physically quite isolated 

from the City centre and other cultural occurrences, since it is one of the rare cultural 

institutions positioned in the new part of Belgrade. In addition, outer signalization is not 

properly organized, there are no notice boards that contain info on Museum’s present projects 

and point to the direction of the Museum.  

Insufficient financial support of the Ministry of culture and the lack of conditions for 

financial self-sustainability are named among the most important problems by the 

management of the MoCAB. These problems are, according to museum managers, the reason 

why marketing and PR activities are underdeveloped in the museum. However, the 
                                                 
225 Namely, promotional material distributed inside the museum and externally comprises posters, billboards and 
invitations (distributed via e-mail), while projects are announced in daily, weekly and monthly newspapers and 
magazines, on the radio, TV and Internet, depending on the importance and magnitude of the project. Regular 
weekly programme announcements are sent to all printed and electronic media in Serbia, a monthly briefs are 
distributed to cultural and tourist guides. Media are being regularly contacted and press conferences organized, 
especially on the occasion of more significant and vital projects, such as retrospective exhibitions or 
international projects. In addition, special press conference is organized at the end of each year, in order to 
present to the media all projects that will be realized in the Museum and in the Salon of MoCAB during the 
following year. This press conference is always accompanied by video presentation, along with distribution of 
press kits, presents and Museum promotional material. 
Conferences are also organized on the occasion of special events related to the Museum, such as museum’s 
reconstruction, when media had a chance to be introduced to the new appearance of the museum building and 
other museum plans presented.  
In spite of all efforts, media coverage seems to be very modest (as is the case with all other museums in 
Belgrade, and cultural events in general) due to the fact that the media don’t find the museum programme 
relevant or interesting enough for them to be present at the museum’s conferences or to even write an article 
about it.  
226 In 2007, MoCAB participated in ViennAfair in Vienna. 
227 Under the patronage of the City of Belgrade it could be an interesting attempt to organize a special boat trip 
that cruises from the city harbour and Kalemegdan fortress to the Museum. This could be a great attraction not 
only for Belgrade citizens, but also for the number of tourists. 
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impossibility of the museum to financially support at least half of its production must be 

regarded in connection to the lack of MoCAB service offer that can be financially productive 

enough to sustain museum activities and that would attract larger audience to the museum.228  

Other problem is that Museum has no systematized fundraising policy, which makes 

impossible for the museum to become more financially independent.229 

MoCAB policy for creating visitors’ loyalty includes a programme of individual and 

corporate membership that implies different benefits and privileges for the museum members, 

such as greater accessibility to the museum’s collection and museum’s special events, loan of 

museum space for special company’s events and promotions, discounts in the museum 

bookstore and nearby restaurants, etc. 

MoCAB performs self-evaluation every three years. This evaluation implies situation 

analysis, definition of strategy for museum development and auto evaluation of each 

employee.  As for evaluation of the projects and visitors research, MoCAB occasionally 

constructs questionnaires for some exhibitions in order to find out about visitors likes or 

dislikes. However, these practices are not systematized. What museum regularly conducts is a 

visiting rate study, organized after each of realized projects, and on monthly and yearly 

levels. As a means of being acquainted with visitors’ opinion, Museum has only book of 

impressions, available for the public in the Museum and not on the website. 

MoCAB currently prepares establishment of the Fund of MoCAB. The aims of this Fund are 

to organize and finance the new art media, to organize cooperation with institutions of the 

same profile and field of interest, to participate in national and international conferences, to 

publish relevant literature for the field of contemporary art, as well as to give scholarships 

and grants to artists.    

MoCAB is one of the rare museums that cooperates with a marketing agency to design the 

Museums institutional and event campaigns.230 This initiative was launched on the occasion 

of Museum’s 40th anniversary. The aims of the campaign were to position MoCAB as a 

cultural institution of a high regional importance that breaks down the barriers and 

encourages cultural consumers to perceive different innovative and unconventional art forms 

presented in the museum; to raise public awareness and to educate wide cultural auditorium, 

                                                 
228 Museum does not dispose with adequate museum shop and bookstore, café and restaurant; it has no access 
ramps and elevators for disabled visitors, no parking space, no info and access desk, etc., that are  necessary for 
the visitors to feel pleasant and welcome. 
229 MoCAB would have a lot to offer to its potential sponsors and financial partners, given the profile of the 
museum and international connections with institutions and artists oriented toward contemporary art. 
230 The initiative of MoCAB is one of the rare cases among Serbian museums that embraced the idea of open 
cooperation with the outer experts in expanding museum’s visibility. Another exception is the National 
Museum’s  initiative to engage advertising agency for the promotion of the exhibition Impressive! in 2004. 
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as well as business environment, about the importance and relevance of contemporary art 

creation, and how contemporary art can become a way of life and a part of their leisure time. 

The main objective was to enhance the number of visitors and to promote the Museum’s 

Friends Club231. The problem was recognized in the fact that communication of MoCAb with 

the public was up to now directed mostly (even exclusively) to professional circles (of art 

historians, artists, cultural workers, etc) and not addressed to a “common man”, who wants to 

try to understand contemporary art.  

Thus, the strategy of the campaign was directed towards presentation of contemporary art as 

entertaining, humorous, socially engaged and meaningful, under the slogan “The Food of 

Your Sprit. Museum of Contemporary Art” (“Hrana Vašeg Duha. Muzej Savremene 

umetnosti”) and “MoCAB. The Fortieth Zone” (“MSUB. Četrdeseta zona“).232 This 

campaign encompassed celebration of MoCAB Anniversary and promotion of the New 

Permanent Exhibit (2005). 

The MoCAB Anniversary was rightly used as an event that will launch and promote the new 

image of the Museum, as an opened institution ready to communicate with those who need to 

be educated the most – the museum non-goers. In this sense, the campaign has had a large 

success in the public. The opportunity for MoCAB image to be further built will be to design 

a new campaign, this time around the MoCAB reopening after the reconstruction.  

This campaign should point out all the advantages of the New Museum, present it as a 

“Museum of the 21st century” and in this way reposition it on the national and international 

(art) museum map. The new MoCAB has a great potential to become the most eminent 

contemporary art museum in the Region, which can be measured with the most relevant 

contemporary art museums in Europe. 

 

 

 
 

                                                 
231 The basic idea for the promotion of the museum’s Friends Club was to create the visual identity of the Club 
through design of the membership cards. Namely, the collection of MoCAB includes around 3.200 works of art, 
and for each of the members of the Club a unique membership card would be designed – as a reproduction of 
one of the pieces from the museum collection. In this way a special relation with each of the members would 
have been built and each member would be able to choose a design of his card through the catalogue of the 
collection and via museum website.  Unfortunately, the idea of membership cards has not been realized, but it 
certainly shows an inventive approach to Museum audience and readiness of the staff to be there for the wishes 
of their regular visitors.   
232 The strategy consisted in creating several TV spots, radio jingles, printed material, book, posters and 
billboards distributed through the City, plus press conferences and a series of texts and advertisements 
announced in magazines and TV shows.  
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3.2.3 Museum of Applied Art 

 

The Museum of Applied Art (MPU) is founded in 1950 as a specialized public museum, 

under the patronage of the Republic, whose collections reflect the development of objects of 

applied art in a 2.400 years’ span, from jewellery, old manuscripts and printed books, objects 

carved in wood, ivory and mother-of-pearl, woodcut and painted icons, etc, to contemporary 

applied arts objects of the most recent artistic production.  

The Museum is located in the very heart of Belgrade, in the building known as Celebonovic 

Palace, one of the most beautiful edifices in Belgrade. Still, many Belgrade citizens are not 

aware of Museum’s location. Building façade bears the inscription – the name of the 

museum, however there are no other outer signs (e.g. a billboard or a banner) that inform the 

passers-by about the Museum and its current programme. Aside specific “sign-board”, 

installed in the pedestrian zone in Knez Mihailova Street, indicating the direction of the 

museum, there is no other outer signalization. Museum edifice is not visually distinctive 

enough as Celebonovic Palace is architecturally very well set with surrounding buildings so 

museum façade is a plain continuance of a façade of a neighbouring building. Visual 

appearance of MPU has to be clear and recognizable, and clearly marked in relation to the 

museum immediate surroundings. The neighbouring park on Toplicin venac, just across the 

Museum, is an ideal place for the museum to set a notice board that will present all current 

programmes available for visitors and in this way drastically improve Museum’s visibility. It 

is also a place that can be used for museum open-air exhibitions, performances, and even 

concerts.  

Museum Mission233 does not include the terms “communication”, “mediation” “animation”, 

or “education” of the public. This mission characterizes MPU as rather conservative and 

traditional museum, object-based and self-oriented and does not entirely respond to the actual 

state of affairs. Namely, certain projects (among others museum permanent exhibit234) show 

                                                 
233 Systematic collecting, protecting, studying, exhibiting and publishing works of applied art. Apart from the 
works of art referring to applied arts of Serbian people, related material from other European countries and the 
world, which came to our country through cultural and economic relations, is also collected in the Museum. 
www.mpu.org.yu 
234 The permanent exhibit Traces in the Wood, opened in 2004, encompasses pieces of furniture viewed through 
techniques of its decoration, such as carving, intarsia, painting, veneer etc. Displayed objects were made 
between the 15th and the 20th century and come from diverse geographic areas throughout Europe. Mediation 
and animation effect was accomplished by complementing the visual experience by specific sound effects and 
scents that recreate the atmosphere of bygone days and in this way offer the audience a complete experience.  

http://www.mpu.org.yu/
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that museum curators strive to respond to contemporary museological demands of display 

and to create an innovative, meditative and engaged project235.  

It must be emphasized that Museum of Applied Art is one of rare museums in Serbia, if not 

the only one, that conducts pre-market research on target audience, in order to question their 

opinion about several different options of planned projects, and then applies survey results 

through organization of the project that shown to be the most appealing to the public.236  

However, evaluation of the programme by visitors is not being organized, nor there exists 

regular and systematized audience and marketing research.  

Programme offer include temporary and permanent exhibits, lectures, discussions, 

promotions, film features, concerts and publishing.237 In 2006, MMA received a special 

Museum of the Year Award, on the occasion of International Museum Day, for “exceptional 

high quality programme”, assigned by the ICOM Serbia and Montenegro. Museum also 

organizes international exhibitions and projects. International cooperation was re-established 

in 2005 after fifteen years of inactivity when museum started to participate in events of 

international character.238  

Museum of Applied Art disposes with one of the most complete product/service offers on 

Serbian museum “scene”, as well as among Belgrade museums. Products of MPU include a 

well-equipped shop, a cafe-club, a gallery, and a specialized workshop for restoration of 

wooden objects. In addition, products exhibited in the museum and those on sale in the 

museum shop, have a large “commercial value”, given that they are a constitutive part of a 

contemporary and modern way of life – interiors, fashion design, accessories, clothing etc. 

The MPU’s specialized museum shop, MPUArt is supplied with products related to the 
                                                 
235 E.g. Exhibition In favor of Public Space (2008) created by the Centre of Contemporary Culture, Barcelona 
(CCCB, with the cooperation of Architecture Foundation, London, Architekturzentrum Wien, Cite de 
l'Architecture et du Patrimoine, Paris, Nederlands Architectuurinstituut, Rotterdam, and Museum of Finnish 
Architecture, Helsinki) and organized by the Museum of Applied Art and Belgrade Town Planning Institute, 
presented in a interactive and meditative way, with a strong socially engaged message, different projects of town 
planning rewarded with the European Award for Urban Public Space (biennial award, established in 2000 by 
CCCB and mentioned European institutes, with an aim to “draw attention to the role of architecture and urban 
design in a collective life of the city”). Exhibition included video material of all previous contests for this 
reward, rewarded projects and scenes of public space from different European towns. Visitors are also offered to 
search the CCCB webpage, to explore the public space of Barcelona, to hear recorded lectures treating the topic 
of public space in Barcelona, as well as to explore the Library of Public Space, a list of books, magazines and 
texts related to this subject. This exhibition has pointed out the importance of making a public space available, 
accessible and open to all, a space for communication and “coexistence”, especially important for the cities in 
transition. www.mpu.org.yu and www.urbel.com  
236 A poll was conducted previously to the setting of Museum permanent exhibition Traces in the Wood, when 
furniture was ranked first among the offered thematic exhibitions. 
237 The traditional cultural and artistic events of the Museum include Salon of Architecture, Children's Salon of 
Applied Art, Salon of Contemporary Applied Art, and Triennial of Ceramics. Comprehensive Study exhibition, 
presenting applied art in Serbia up to the moment, is opened on each 6 November, the Museum's anniversary. 
238 In 2007, MAA is included in INTERREG programme and in the project Adriatic Ceramics System supported 
by the European Union and European Agency for Reconstruction. 

http://www.mpu.org.yu/
http://www.urbel.com/
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profile of the museum.239 The offer of MPUArt differs from products distributed in most of 

museums. For this reason, MPU shop is quite individual and specific for its atmosphere and 

offer, and it has a special artistic spirit, “dressed” in original creations of Belgrade design 

artists. As such, MPUArt has a great potential of becoming not only shop of the MPU, but it 

can be a shop of Belgrade souvenirs as well, very attractive for tourists, as well as Belgrade 

citizens. It is in the same time a gift-shop, a museum-shop, and a landmark of Belgrade 

applied design, and gives a special artistic signature to the museum itself.  

The Shop can be accessed from the outside, which enables shopping without entering in the 

Museum – maybe not strategically positive, but definitely positive for the Museum image. 

MPU also disposes an attractive multifunctional space – the Jade Gallery (Galerija Zad) – 

used for organization of different events, promotional activities, lectures, conferences and 

debates, exhibitions, concerts, performances, etc, both in the organization of the museum 

itself, and in a form of a renting space. 

Museum offer also includes a restoration workshop, a Wood Conservation workshop, 

specialized for services of conservation and restoration of wooden objects and furniture, 

which generates certain income to the museum. 

Museum Library with a collection of relevant books treating applied art development, is open 

for interested public three days a week, and is mostly used by students and professors of the 

Faculty of Applied Art situated in the neighbourhood.  

MPU also has a Coffee Club, spatially a part of the Jade Gallery, opened for artists and art 

lovers as a place for socializing, exchange of ideas and pleasant short break during the stay in 

the museum.  

Website of MPU is regularly updated and provides basic information about museum 

functioning and projects, as well as a possibility of a (modest) “virtual tour” through the 

Museum. 

Museum products, service offer and collection are not sufficiently promoted due to the lack 

of marketing strategy and institutional campaign. Majority of Belgrade citizens do not know 

to name one single important work of art preserved in the collection of MPU. One can 

presume that knowledge about this collection is even smaller outside Belgrade. Museum has 

to choose several most important pieces from the collection and to develop an institutional 

                                                 
239 Such as replicas of objects from the Museum collection, graphic prints of the original 17th century woodcuts, 
prints of contemporary designers, decorative scarves, wooden jewellery, photographs of old Belgrade on textile 
and paper, puzzles, fashion accessories, as well as works of contemporary designers, done in textile, ceramics or 
glass. 
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campaign around those works of art. What lacks, is the knowledge and awareness of Belgrade 

public about the importance, value and beauty of applied art collection in MPU. 

Organizational structure of the Museum of Applied Art includes Department of Public 

Relations, consisted of two persons. Aside Director and general secretary, the Department of 

PR is in charge for management of the museum, communication with the public and the 

media, elaboration and conduction of surveys and marketing research, fundraising activities 

and contacting of sponsors240. Museum advertising and promotional activities include regular 

announcements on museum programmes in the printed and electronic media and printed 

editions of the Tourist Organization of Belgrade, as well as organization of press conferences 

and distribution of invitations via e-mail and regular mail. Museum presents its offer also on 

several Internet portals.241  On occasion of museum special events, projects and exhibitions, 

MPU makes contacts with as many as fifty local, national, regional and international 

newspapers and magazines and distributes information to several news agencies.  

The profile of the Museum and specificity of objects from its collection offer much potential 

for further development of communicative and meditative displays, through employment of 

up-to-date museological practices and technological support that will provide necessary 

contextualization of an exhibit. Visitors are to be in this way drawn into the life of presented 

objects, while being introduced in a responsive way with their history, origin, purpose and 

present significance. Applied art collection has much potential to be a part of a dynamic 

display, much like a theatre performance, especially with the support of modern technologies. 

Notwithstanding certain efforts and their positive results, MPU can still be characterized as 

predominantly object based, since most exhibitions are still conceived in a traditional manner, 

with an object set in showcases with no real contextualizing and communication with the 

visitor. Nonetheless, MPU needs to redefine its mission while putting an accent on “people” 

and not on “objects”. 

 

 

 

 

 

                                                 
240 E.g., British American Tobacco was a leading sponsor for the exhibition Ars Fumandi (2007). 
241 Official Internet presentations of the Ministry of Culture of RS (www.kultura.sr.gov.yu), Tourist 
Organization of Belgrade (www.tob.co.yu,), and web portals – cultural guides www.yellowcab.co.yu, 
www.nadlanu.com, and www.seecult.org. 

http://www.kultura.sr.gov.yu/
http://www.tob.co.yu/
http://www.yellowcab.co.yu/
http://www.nadlanu.com/
http://www.seecult.org/
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3.2.4 Museum of African Art 

 

The Museum of African art (MAU) is the only museum in the country (and the only one in 

the region of south-eastern Europe), specialized for presenting artistic and ethnological 

cultural heritage of the African continent. It was opened in 1977 as a city museum to present 

the collection of West African art242 donated to Belgrade by Veda and Zdravko Pecar243. The 

MAU was conceived as a dynamic educational and research institution, the basic aim of 

which was to acquaint the public with African art, customs, history and traditions, with 

special reference to culture and way of life in present-day Africa. MAU presents “Other” 

cultures - recognizing the values of those cultures, and serves as a testimony about historical 

ties with African continent, while contributing to the variety of local and national cultural 

offer.  

The Museum is located in one of the finest parts of Belgrade, in Topcider Hill. As many other 

museums in Serbia, MAU also has a problem with a poor and dilapidated state of its building, 

which was not renovated since 1980s. Until 2004, when roof was finally repaired, a lot of 

objects were damaged by water, humidity and unsustainable room temperature. At the 

moment, the upper floor with a beautiful skylight waits to be renovated and appropriated to 

house one part of the new permanent display (the concept is ready and waits to be set).244 

MAU currently uses only a half of its space (just ground floor), encompassing the permanent 

exhibition room, a room for exclusive, temporary exhibitions and other activities, a wardrobe 

room (now used as a security room), plus offices and hall with library, and a yard for 

museum exhibits. Interior is in a very poor state (bad lighting, lack of spaces for ancillary 

services, dilapidated floor and ceiling, etc.) and does not answer the criteria of a modern 

museum. Otherwise, the building itself, as well as its immediate surroundings, offer an 

excellent architectural setting for the collection of African art, being situated in an “exotic 

and peaceful” ambient in Topcider wood. The building and its decorated façade are somehow 

of “African look”, of truly original and recognizable solution, surrounded by a large yard. 

Nevertheless, it seems that MAU does not have its visual identity developed around these 

advantages. One of the problems is the fact that Museum is situated in residential part of the 

City, far away from the City centre (and other cultural occurrences), and not properly 

                                                 
242 A collection of rare decorative pieces, masks, ritual figures, fetishes, musical instruments, cloth, objects for 
everyday use, done in wood, bronze, stone and pottery, and textiles. 
243 Then ambassador of Yugoslavia to West Africa. 
244 With the reconstruction of the top floor, the ground floor will be also renovated, including setting of proper 
lighting. A ramp for disabled people, more parking lots, alarm and video surveillance, are also planned to be 
introduced. 
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connected by public transportation. In addition, outer signage system is outdated, faded and 

old.245  

From its founding, MAU was designed as relatively small museum with no need for special 

departments and divisions, so different activities and programs are done by experts positioned 

according to the work place systematization.246 Due to the lack of staff and proper 

organizational structure divided in departments/sectors, the responsibilities very often 

overlap.247 At that, MAU does not have the policy of employment of volunteers (e.g. 

animators/curators), “because Museum’s attendance rate is very modest”, according to the 

words of Director.248 

In spite of the lack of human resources, MAU is engaged in scientific, research, exhibition, 

educational, publishing and promotional activities.249 From its founding, the MAU had 

sought to organize and carry out programmes in close co-operation with related institutions 

and specialists in Africa, as well as with museums and research centres in Europe and 

overseas.250 MAU is by its programmes and collection unique not only on the national level, 

but in the broader region as well. It contributes to the atmosphere of multiculturality and 

connection with the international cultural scene. Product offer encompasses programs divided 

in long-term and regular, as part of a permanent “program schema” of the MAU (exhibitions, 

festivals, bazaar, workshops for the children and adults, lectures, printing of publications), 

and “one-shot” and exclusive programs (music programs, reputable expert guest speakers and 

artists from abroad, fashion shows, audio and video projections). Several inventive projects 

were launched by senior curator of the museum and the present director, such as African 

Bazaar (since 1995) and Belgrade famous Afro Festival (since 1997), based on the model of 

                                                 
245 The visual image of MAA needs to be enriched with different banners (or flags), new logo, inscriptions, 
choice of colours and proper lighting of the building and its yard.  
246 MAA has only eight employees including Director and ancillary staff. The Director plays the crucial role in 
MAA as a general manager and coordinator in programme production, also in charge of fundraising for the 
institution programmes (contact sponsors and business sector). The Director gives the approval of the 
programmes, monitors the programmes functioning and manages the human resources of the Museum. 
247 For example, MAA has no department for PR and Marketing or a Design sector that would deal with visual 
identity of the museum, website and printed publications. Those activities are currently performed by younger 
curators and art technician. It is evident that organizational restructuring needs to be performed and new 
departments and positions opened. 
248 But, shouldn’t the logic be quite opposite – that the attendance is low precisely because there is no staff to 
animate the public!? 
249 For its entire work, covering different segments of the museum activities (scientific, educational and 
informational), the MAA was acclaimed by the expert committee of ICOM as “The best museum in Serbia” in 
the year 2007.  
250 E.g., cooperation with UNESCO helped to promote its programme publishing activities.  
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African festivals. 251 Although the Museum enriches its programs with the attractive foreign 

guest exhibitions, the permanent exhibit was not changed since museum was opened in 1977! 

Educational activities are regularly conducted, as museum organizes different lectures with 

foreign and domestic guest experts, for elementary and high schoolchildren,252 and for the 

students of the Belgrade University and University of Arts as well.253  

Museum is also engaged in commercial activities, to a lesser extent. Museum Director plans 

to introduce additional commercial activities254, such as souvenir shop and café, as well as 

médiathèque and a library, which could bring a significant income to the Museum. In 2008, 

MAU started cooperation with a distinguished collector from Johannesburg on interesting 

project that will contribute to the promotion of the Museum and will expand its programme. 

Namely, the space of Museum shop (closed for some time now) will be reorganized and 

transformed into a Gallery of South African objects, entitled My Africa. The cooperation is 

based on mutual benefit: MAU rents the museum space to the gallery owner who, on his side, 

is obliged to provide at least one project a year – an exhibition of an artist from the South 

Africa. As My Africa will be primarily as a selling gallery, it will offer the Museum a 

possibility to benefit from its commercial side, as well as to promote the art of South Africa 

through agreed temporary exhibitions.   

According to the words of Museum Director, the main problem of MAU is small number of 

visitors. Next to the Africa and African art adorers, the target groups are younger people – 

high school children and students.  Once we look the mission255 and vision256 of MAU, we 

see that they define this institution as object based and traditional, although Museum director 

is of entrepreneurial spirit and tends to further develop its programmes in a direction of 

modern concepts of display that will appeal to the public and attract new audience. 

                                                 
251 The projects were developed in cooperation with the embassies of African countries in Belgrade. The goal of 
this event was to revive the public and their discovering and education about African art, at the moment when 
the country was isolated during the 1990s.  
252 Educational programs are done in cooperation with International, Russian, French and German school. 
253 Director of MAA introduced a new avocation – “artistic animator”, a curator that organizes and leads artistic 
workshops organized for children and students of art faculties.  
254 MAA currently has only Afro Bazaar as a commercial part of the programme as a real income possibility. 
255 MAA is a cultural institution that deals with gathering, processing, studying, keeping and presenting of the 
artistic heritage of the people of Africa. Promoting and glorifying of the artistic heritage of Africa to the 
audience and region, contributing in that way to the cultural wealth and artistic offer and general cultural life 
of the community, as well as general interculturality and multiculturality, joining at the same time community 
with other cultures.  
256 From its founding, MAA tends for the developing of understanding and knowledge of the specific aesthetics 
of the African art in this area, as well as connecting cultures, in this case European and African, through 
knowledge, experience, exhibitions etc. MAA tends to make existing activities more intensive, to renew 
cooperation with related institutions abroad, and to make new contacts. Promotion and education of the public 
in the sphere of traditional art and African lifestyle is also a part of MAA’s goals. MAA tends to contribute to 
the preservation of this rich heritage.  
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Uniqueness and exclusivity of the material, contemporary and interdisciplinary choice of 

themes, diversity and multimedial approach in presentations, and interaction with the 

audience are the main potentials of the Museum and its programme. 257 Exhibitions in MAU 

are sometimes incomprehensible for the broader public and that is why mediation and 

animation of, and interaction with the public, are more than needed, especially given the 

specificity of museum’s profile.  

MAU has the perspective of cooperation and partnership with related museums and 

institutions that deal with African art and culture,258 as well as presence of MAU programmes 

abroad which is one of MAU long term aims.259 This cooperation would enable participation 

and exchange of ideas and programmes, such as bringing of contemporary exhibitions of 

African art from abroad (showing contemporary tendencies of the development of traditional 

artistic heritage).260 

Aside the financing from the City budget261, museum earns very small revenue. Museum 

Director argues it is necessary to find and attract “as much financiers, sponsors and donors as 

possible” in order to enable “higher productivity and creation of new products and 

programmes”.262 Lack of the budget for marketing and PR activities is the main reason why 

the external information channels (toward the wide and professional public, diplomatic corps 

and media) are not sufficiently (in some cases not at all) developed. External information 

channels comprise mailing lists263 and Website, which is incomplete, irregularly updated and 

                                                 
257 The example of contextualization and contemporary concept of multimedial museum display was the 
exhibition Tranzit(i) (2006) by Cameroonian artist Bartelemy Toguo. One of the most prominent representatives 
of French contemporary art, showed his drawings, photographs and documents of his earlier performances, but 
also made an installation of selected Museum’s objects. Beside its artistic qualities and visual “reanimation” of 
the permanent collection and spatial organization of the Museum, this artwork brought a new issue into the 
Museum’s content - different artistic, ethnological and historical phenomena related to Africa and its complex 
cultural heritage, and for a regular visitor, it was a new issue that is now associated with the MAA.  
258 E.g., direct cooperation can be established with the Musée du Quai Branly in Paris, or with the centres and 
museums dealing with African art (there are a lot of such enters in Europe, especially among the countries that 
had its colonies in Africa - Great Britain, France, Belgium, Holland, Germany). 
259 On the national level, MAA has regular cooperation with museums and other cultural institutions who are 
interested in spreading cultural heritage of Africa. Before the crisis in the 1990s, regional cooperation was very 
successful. MAA often cooperated with the Museum of Ethnology in Ljubljana, as well as the museums in 
Croatia and Bosnia and Herzegovina, and during that time, many exhibitions were organized. After the year 
2000, MAA tried to renew that cooperation, and over the past years, it established very important cultural 
dialogue with the world cultural institutions and experts. However, due to the lack of finances Museum is unable 
to show its collection as a guest exhibitor. 
260 E.g., international cooperation and networking through NEPAD is already initiated by MAA, which will 
enable exchange of programmes and exhibitions. Another potential could be inclusion of MAA in the 
programmes of African-American research centers and their foundations.  
261 City of Belgrade covers 90% of the Museum budget, while sold services and goods - rented space, tickets 
and publishing are about 10% of the entire budget. 
262 At the same time, Director is refusing cooperation with potential business partners if the profile of their 
business in not correspondent to the profile of the programme in question.  
263 Sometimes, the policy of MAA is to send invitations via e-mail to unknown potential audience, to introduce 
them with programme of MAA and to amplify permanent audience. 
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very poor with information, due to the lack of personnel (curators have no time to update it 

weekly, monthly).  

MAU has no marketing plan and strategy, while promotional and advertising activities are 

very modest. In MAU, marketing is understood only in the form of PR and promotional 

activities, while audience and market research is completely neglected. Advertising material 

(textual and audio-visual) is provided for different programmes, but distribution channels are 

very limited.264 Afro Festival has a more serious campaign265, as the main event in MAU 

yearly programme, which is still insufficient to produce larger effects.266  

MAU Director is nevertheless satisfied with their presence in the media. Although Afro 

Festival happens every year since 1997 and the number of visitors is growing, a huge number 

of people still never heard for this festival. Unfortunately, huge number of citizens never 

heard for MAU either, or where it is situated, and even less people knows about their 

activities and programmes. In spite of the lack of visitors and the awareness that general 

image of MAU is missing, MAU still considers marketing and advertising as a cost and not 

as a possibility for further development.  

At the same time, MAU has no market orientation policy of financing and no long-range 

financial plan. It has no incomes from sponsorship and business sector, while the Museum 

space stays as unused potential for different commercial activities (library-médiathèque, 

souvenir shop, café, etc.). In order to enable development of marketing strategy, which must 

be finally regarded in MAU as an investment and not an expense, MAU first has to deal with 

its internal problems and to acquire the additional financial means (through fundraising).  

Considering the institutional positioning of MAU, the marketing strategy should be based on 

the promotion of the image of MAU as unique cultural institution in the Region (and one of 

only few specialized in Europe). The African cultural legacy today has a significant place in 

the world, and the world cultural trend is to overcome all inhibitions, stereotypes and 

prejudices. When it comes to African art, the accent should be set on promotion of 

                                                 
264 Mailing lists, post mail invitations, leaflets, posters for exhibitions (only within MAA), catalogues (many of 
them are not in English) and website (modest – sketchy and never updated), occasional advertisements in the 
newspapers (only as an announcement for bigger events), radio and TV (only for major events and not as a part 
of institutional marketing). 
265 This campaign includes TV and radio promotion, press media, high quality posters, catalogue and separate 
leaflets for each day of Festival or programme. But, the Festival should also be advertised on billboards 
(museum doesn’t have this practice at all), as well as detailed illustration on the website (at the moment the 
festival is mentioned, in just one sentence, as one of the happening of the museum).   
266 Promotional tools which should be introduced include billboards, banners and posters, radio and TV jingle 
(for institution), newspaper advertisements, MAA Review, membership benefits, etc.  
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contemporary African art, and production inspired by Africa, through projects that present 

contemporary accomplishments in line with historical exhibits.  

 

3.2.5 Belgrade City Museum 

 

The Belgrade City Museum was founded in 1929 together with a City Library, in the 

municipal building in Uzun Mirkova Street. Since the Museum founding, its location was 

moved several times into rented and adapted spaces, and until today, this Museum does not 

have its own proper building with a permanent museum exhibit.267 The year 1941 marks the 

formal separation of the Museum from the Library. At this point, Museum, Archive and the 

Library were functioning within the City Cultural Centre, situated in Zmaj Jovina Street, and 

at this very location today’s Belgrade City Museum still stands. The new museum display 

was opened to public in 1945. However, in 1960, the permanent exhibit of the Museum had 

to be closed due to insufficient space and lack of proper conditions for preservation of the 

collection. Until 1964, the Museum organized themed exhibitions in the area reserved for the 

permanent display, but then even that restricted space was turned into working depots. Since 

then, the Museum has no permanent display, organizing occasional topical exhibitions as a 

guest in other museums and cultural institutions.268 Partial and temporary solutions followed, 

when some buildings were given to the Museum for temporary use. These buildings house 

displays of memorial type (Museum of Toma Rosandić, Museum of Јovan Cviјić, Museum of 

Paјa Јovanović, Commemorative Museum of Ivo Аndrić, Museum of Banjica concentration 

camp), home type (Home Museum of Zemun and Museum of Mladenovac) and cultural-

historical type (exhibition in the Palace of Princess Ljubica).269 Since 1980, when the 

management of the House of Princess Ljubica was entrusted to the Museum, the Museum’s 

sole exhibition gallery for the time being, named Vault Hall, was adapted in the Palace’s 

basement. As an attractive and acoustic interior, it is suitable for various events - historical, 

archaeological, painting and ethnological exhibitions, lectures, promotions, or chamber 

concerts and theatrical performances. However, larger part of the museum collection is being 

preserved (stored) in the present museum building in Zmaj Jovina Street, hidden from the 

eyes of the public, and left in inadequate conditions.  

                                                 
267 In 2004, Belgrade City Museum was finally awarded  the building in Resavska Street, but the dislodgment 
only waits to be realized within next several years. This building was not originally constructed for the museum 
purposes (it is a military building), so it will be adapted for the Belgrade City Museum’s future setting. 
268 http://www.mgb.org.yu/eindex.htm  
269 Ibid.  

http://www.mgb.org.yu/eindex.htm
http://www.mgb.org.yu/eindex.htm
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According to the words of Museum Director270, the reasons that Belgrade City Museum does 

not own its permanent collection or its proper building are to be found in ideological and 

political systems that governed the country in the second half of the 20th century, when it was 

impossible to exhibit and present objects that openly testify about Belgrade bourgeoisie and 

civil organization, and Serbian royal dynasties to which considerable part of the museum 

collection refers to.  

The mission of Belgrade City Museum is “to study archaeology, history, art and culture of 

the city, based on the collection of objects and information”.271 This mission responds to the 

object-oriented character of the Museum, in which educational and communicative role are 

completely neglected272. There are no mediators nor animation programmes developed in the 

buildings that presently house one part of the museum collection. 

The fact that BCM does not have the permanent exhibition makes it very difficult to provide 

other relevant museum services and offer. This museums does not have a product with which 

it is going to address the public. Museum Director names three activities as main tasks of 

each museum: collecting and preservation of objects, research of museum collections, and its 

exhibiting.273 Thus, communication with and education of the public were not even 

mentioned among main museum functions. Belgrade City Museum can be described as 

introverted and object-based institution, guided by the Director whose entrepreneurship 

mirrors mostly in the efforts to provide new building for the Museum.  

The fact that Belgrade City Museum does not have a permanent exhibit within the building 

where Museum managerial departments are situated, should not be the reason for not 

promoting the collection itself, wherever it may be situated (or stored) at the moment. In 

addition, the lack of any advertising campaign of the buildings – national treasuries – which 

hold one part of the Museum collection – is inadmissible especially at the time when museum 

does not own a proper building. Institutional promotion, image of the museum and its 

presence in the media are mostly connected to problems of Museum building, which will 

remain as such until problem is finally solved. 

Communication with museum audience is being conducted via museum Marketing 

Department, and it consists in a traditional one-way distribution of information on different 
                                                 
270 The interview with the director of Belgrade City Museum, Bojan Kovacevic, was realized in May 2005 
within the research “Education in museums of Belgrade: necessity or an option?” developed by Marijana Simu 
for the purpose of her master thesis. The interview was conducted by Marijana Simu.  
271 http://www.mgb.org.yu/eindex.htm 
272 There has been an initiative in the Museum to establish the Centre for museum didactics; however, this idea 
stayed unrealized. 
273 Source: Transcript of the interview with the Director of Belgrade City Museum, conducted in 2005 by 
Marijana Simu. 

http://www.mgb.org.yu/eindex.htm
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locations (printed and electronic media and mailing lists). Belgrade City Museum defines its 

target audience as Belgrade citizens, and according to Museum Director, it has 1 450 000 

potential visitors - the number which is registered on the last survey of Belgrade citizens on 

the territory of Belgrade.274At one time, the Director even proposed a campaign which 

targeted Belgrade citizens as museum potential audience, with the slogan: “Are you a 

Belgradian? Test it out! Come to the Belgrade City Museum.”275, but the slogan and the 

whole marketing campaign were not realized. The idea was that the identity of the Belgrade 

City Museum should be in fact the identity of Belgrade citizens themselves. Museum image 

should be created by Belgradians who visit the Museum.  

At the moment, regular visitors of the Museum belong to narrow professional circles of 

cultural workers, according to Museum Director – “lobbyists of the Museum” 276. 

Museum is currently not engaged in organizing and conceptualizing programmes devoted to 

children and young, or visitors with disabilities, due to the present “out of joint” situation 

when the question of museum building is not yet settled. That is why museum has put an 

accent on its publishing activities, while insisting on the quality of their editions. Most of 

museum editions are meant only for narrow professional circles, while some have been very 

gladly accepted by wide Belgrade public – such as monographic editions about different 

historic periods of Belgrade, its monuments, art, past and recent historical times etc.277   

Museum Director does not find important to include the Museum in networking and some of 

the most relevant museum associations. There have been invitations for the Museum to join, 

but “Belgrade City Museum simply did not respond to it”, because “these associations and 

networks are often a way to “relativize” problems one museum has by comparing it with 

other museum’s problems, and not to deal with them in appropriate way and according to the 

                                                 
274 Director of BCM believes that for certain groups of the public it is “hopeless” to become museum visitors, 
such as certain social and age groups, adolescents etc, that are “most problematic public” even in museum in 
most of European countries. According to museum Director, these groups “should not be museum target 
audience, while with some other age groups and profiles museum should and can work, as they are easy to work 
with”. Source: Ibid. 
275 "Da li ste Beogradanin? Proverite. Dodite u Muzej grada Beograda." Source: Ibid. 
276 Ibid. 
277 Monograph and exhibition Belgrade in the Sixties (Beograd sezdesetih) (2003) have had a great success 
because it was adapted to the more wide public, and not only scientific circles. It was an interactive display 
which invited visitors to experience objects and atmosphere of Belgrade in the 1960s, its charm, fashion, 
freedom, love, passion. It was aimed at very wide public – people who lived, or were born in Belgrade in the 
1960s, and who easily identified themselves with this exhibition and its accompanying catalogue/monograph. 
Exhibition was organized in House of Princess Ljubica, crowded with visitors, while both the public and the 
media had a very positive reaction to this project. 
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mission of the museum”.278 “Associations are the way to mask museum problems, and they 

should be out on the open”.279 

One can conclude that director of BCM is of a “custodian” type, who manages an object-

based traditional institution with unmotivated staff. It appears that even though museum 

presently has its building - modest and spatially insufficient, but still a building - as well as 

the space for exhibitions in several places in Belgrade, the staff and the director are not 

motivated enough to be engaged in any productive and meditative project, until the matter of 

their building is finally solved.280  

The Museum needs a new organizational structure and new systematization of museum staff, 

in order to finally starts functioning. At the moment, museum staff counts as much as 54 

employees. One may ask the question: “What do all these people actually do there?”. The 

practice in city museums in other European countries is to have relatively small number of 

employees, professionals for each museum field, including marketing and PR, while outer 

experts are engaged for certain activities, such as market research, evaluation and analysis.  

The Belgrade city Museum is presently working on the concept of the new permanent exhibit 

and the programme of the reconstruction of the building in order to provide that available 

space be used at the best possible way.  It is in the phase of self-re-evaluation, of the 

transformation of its identity and profile. Most of Belgrade citizens do not know where the 

Museum is located. This unawareness is a consequence of an uninterested public for the City 

Museum on one hand, but on the other hand it is a lack of marketing campaign of the 

Museum itself that leaves people uninformed and uninterested. BCM has to produce that 

interest within Belgradians, but not only them. Museum needs to be more visible on the map 

of Serbian museums as well, and as a City museum of one Capital, it has to create an image 

on a regional level also. 

It is the task of the Belgrade City Museum to participate in the construction of the identity of 

Belgrade as well. As such, this museum has to be correspondent to city museums in other 

European capitals.  

                                                 
278 Source: Transcript of the interview with the Director of Belgrade City Museum, conducted in 2005 by 
Marijana Simu. 
279 Ibid. 
280 In 2004 Museum of the City of Belgrade was offered by the City of Paris to organize an exhibition in the 
Gallery L’Etoile in La Grande Arche de la Deffense, but this project was not realized because museum 
management decided it was more important to deal with the current museum issues and problems which were 
perceived as an obstacle in realization of this kind of project. On the other hand, this project was an excellent 
occasion for the very strong promotion of the museum, not only locally and nationally but what is very 
important – on the international level. Unfortunately, this opportunity was not grasped, and museum did not take 
any advantage or make any profit from this attractive offer. 
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3.3 Summary of findings and comparative analysis 
 

The systematic and detailed analysis of marketing practices and state of art of museums in 

Belgrade, as well as generalized research of several other museums in Serbia281, permits 

identification of the following common problems/issues:  

 

Undeveloped marketing strategy 

The majority of analyzed Serbian museums has no marketing strategy.282 The principles of 

marketing have mainly not been adopted within general operations of Serbian museums. The 

analysis has shown that the events programme is the core method of promoting museums as 

institutions as well, as there is no developed institutional marketing as such. Good links have 

been established with the media and the PR managers proactively sustain these relationships. 

Production and distribution of the material for the media consume the largest part of the 

“promotional budget”. Outlets include mailing lists, tourist organization of Belgrade and 

Serbia, and sometimes, local Faculties.  

Some museums do have a marketing staff (usually one or two employees), but they are 

dealing entirely with promotional activity. However, in most of Serbian museums, marketing 

departments do not exist, but mostly one person, a PR manager, deals with what is being 

understood as marketing. These activities are not more than events promotion, while real 

marketing strategy, market and visitors’ research or segmentation of the public does not exist.  

The directors of all analysed Belgrade museums recognise the important role of marketing in 

the promotion of the museum and in communicating with visitors. They show that they are 

ready to accept the use of innovative methods to attract the visitor. However, very small 

efforts in this direction can actually be perceived. Still, none of the museum directors has 

openly said that, for example, marketing is very opportunistic for museums, that it is 

necessary to look at new ideas and innovations in approach to a visitor, or that museum is 

prepared to do anything that will bring in visitors and be adventurous. What is certain is that, 

if information is presented in an entertaining way, visitors will have learned something and 

                                                 
281 Other art museums inside and outside Belgrade that have been also taken into consideration, such as 
Historical Museum of Serbia in Belgrade, Ethnographic Museum in Belgrade, Museum of Yugoslav History in 
Belgrade, National museums in Kragujevac, Šabac, Valjevo, Niš, Užice, Čačak, the Museum of Vojvodina in 
Novi Sad, Museum of Contemporary Art of Vojvodina, and the Museum of Naïve Art in Jagodina, are faced 
with more or less same problems as Belgrade museums presented above in this paper.  
282 With an exception of the MoCAB which introduced strategic planning several years ago, as well as employed 
marketing agency on several occasions for development of  institutional campaigns (e.g. on the occasion of 
celebration of 40th anniversary of the Museum). 
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will leave feeling they have had a good experience in the museum.  When this is achieved, 

visitors are more likely to come back.  
 

The problem of museum buildings 

In the period between 1945 and 2008, only one new museum has been built in Belgrade – the 

Museum of Contemporary art, and only a few in Serbia. Over the past few years, several key 

art museums in Belgrade have been closed for the public – the National Museum since 2003, 

Gallery of the Museum of Yugoslav History since 2007 (which is being renovated and 

reconstructed for the purposes of the Historical Museum of Serbia), the Museum of 

Contemporary Art is closed since 2007.283 The problem can be identified in the fact that the 

simultaneous unavailability of the main Belgrade museums (in addition, National Library is 

closed at the same time), which lasts for more than two years now, certainly leaves an 

unpleasant impression and creates a negative image of the Serbian cultural capital in the eyes 

of both Serbian and foreign tourists, as well as among Belgrade citizens. This non-strategic 

and non-systematic approach to renewal of Belgrade museums and other cultural institutions 

puts Belgrade in a very awkward position, in which museum cultural offer is practically 

“suspended” to an indefinite period of time, because none of the set deadlines for 

reconstructions and adaptations currently conducted has not being respected. MoCAB was to 

be opened in the summer 2008, National Museum in 2010 (but it will be opened only in 

2011-12), Historic Museum of Serbia only in 2009, etc. 

In this situation, a number of Belgrade museums can be described as “museums with no 

space”, given the very often dislodgements of museums from one building to another, 

unsolved issues of museums’ placements in some cases, as well as reconstructions of several 

buildings that led to their temporary closing.  

Museum of Yugoslav History and Historic Museum of Serbia are two institutions in dispute 

for several years now, regarding the Gallery space in building at the Square of Nikola Pasic, 

in which the Ministry of Culture is also situated. Belgrade citizens are mostly unaware of 

location of each of these museums, given that Museum of History of Yugoslavia is mostly 

known as Museum 25th May or Tito’s museum, that until lately included two exhibition 

spaces – Museum 25th May in Rajiceva Street and the Gallery of the Museum of Yugoslav 

History, located in the mentioned building on the Square of Nikola Pasic. “Until lately” 

because the MYH was deprived of this Gallery in 2005 when the space was given to the 

Historic Museum of Serbia, which will be opened in this building after the reconstruction and 

                                                 
283 The National Investment Plan supported these reconstructions. 
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adaptation is completed. MYH is, however, still trying to regain this edifice and to continue 

exhibiting here as well as in the central museum building in Rajiceva Street, especially given 

that one part of MYH premises is still unavailable for the public and out of the Museum’s 

reach since 1996, when the act about “museum as presidential residence” was brought and 

the Milosevic family moved in here in 1999. The matter of bringing back to the museum its 

“controversial” part is left unsolved even today, eight years after the fall of Milosevic’s 

regime.284  

Historic Museum of Serbia, on the other hand, has the problem of another sort: this museum 

has had more than ten displacements in the past few decades (three in the past two years!) 

and it was finally awarded the space in the building on the Nikola Pasic square.285 For now, 

its present permanent exhibit, which represents the First and the Second Serbian Uprising, is 

situated in the House of Prince Milos in Topcider.  

Similar problem with Belgrade City Museum will be solved hopefully within few upcoming 

years: as mentioned earlier, BCM has finally obtained a building in Resavska Street, after 

more than hundred years of waiting! This building is to be adapted to the museum 

requirements, and only then, the displacement of the collection and the staff can be 

performed.  

The Museum of Contemporary art also has a problem with insufficient space of the building 

and the project of its reconstruction will encompass both adaptation of the existent part and 

                                                 
284 Namely, Museum 25th May was founded in 1962 as a collection of valuable gifts given to the ex-lifetime 
president of Yugoslavia, Josip Broz Tito, by his compatriots and many world leaders. In 1982, after the death of 
Tito, the Museum 25th May was merged with the "House of Flowers", the Residency (“The Mir Villa”), The 
Pool House, The Hunting Lodge, the Old Museum, the Memorial Collection, and the Museum of the 
Revolution, and the whole complex, together with the tomb of Broz, was named “The Memorial Centre Josip 
Broz Tito". The Residency built for Tito (in which he never had a chance to move into) was turned into a 
museum which holds a priceless collection from the historical period of Yugoslavia (paintings, sculpture, arms, 
applied arts etc.). The Museum of Yugoslav History got its present name in 1996 when Federal government 
brought a decision to leave a certain part of the museum complex to MYH, while residency and accompanying 
objects were intended for the presidential family. The act of moving of Slobodan Milosevic and his family into 
this Museum-Residency (in 1999) stopped the work on the creation of a complex Museum of History of 
Yugoslavia. When one part of the museum complex was taken from the MYH by the Milosevic family, a large 
wall was lifted to separate the Residency and the Memorial Collection from the other part of the museum 
complex (the house of Flowers, The Old Museum and The Museum 25th May). Since 1997, none of the museum 
professionals was allowed access to these edifices, and therefore MYH has no evidence of the condition of this 
segregated part of the collection. Even today, present director of MYH has troubles accessing this part of the 
estate, as the decision from 1996 is still active (is not yet abolished). 
285 In 2007, former director of MYH, initiated an opened debate and accusations on the account of the Ministry 
of Culture (which has given the space at Nikola Pasic Square to the HMS) and the then director of HMS, after 
MYH has received a decision to move the MYH out of this building. The Ministry claims that this exhibition 
space is an improvised gallery that has no basic conditions (temperature, security285 etc) to serve as an 
exhibitional space, and therefore it will be turned into a lobby of the future HMS, since the MYH cannot be 
regarded as endangered museum and the matter of segregated “Milosevic’s” buildings will hopefully be 
resolved sometime in the future. 
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its outbuilding towards inland. This annex will include a depot, conservatorial workshops, a 

space for exhibitions, space for educational programmes, a hall for conferences and 

performances, museum shop, library, etc, and it will be conceived as a core of the future 

museum of television, photography, design, architecture and the new media.  

The National Museum was in a disastrous condition before it was finally closed (some 

electrical installations were not changed since 1903!), and in addition, the space was 

insufficient to house the museum collection already in the 1980s. The change of museum 

structure and organization of space will augment available exhibitional and working space for 

more than two hundred and fifty percent.  

What is a sort of a paradox, however, is that all of these museums are mentioned in Belgrade 

and Serbian Tourist Guides under “you must see…” or similar label, while it is very difficult 

and   to explain that some of these museums are not on locations given in the Guide, that 

some do not have the permanent collection or the proper building, or that they are closed for 

several years already and just not accessible to the public.  

Reconstructions and abundant works will finally enable these museums to function according 

to European standards and up-to-date museological regulations and demands, in relation to 

preservation, researching and presentation of the collections, as well as in relation to 

communication and interaction with visitors, as expected.  

 

Outdated missions 

Missions of Serbian museums are traditional and conservative, mostly not changed since 

museums were founded, and thus they do not respond to the recent state of affairs. Mission 

and vision are not oriented toward visitors, consumers, public (existent and potential), nor do 

they emphasize education, communication and interaction with the public as main museum 

tasks. The mission and main goals of all analysed museums include “acquisition, 

conservation, research, and presentation”, but not education, communication and mediation. 

These traditional definitions are to be changed and adapted to new and up to date 

circumstances, regarding that several museums are planning to change “from the root” the 

nature of their functioning after their reconstructions are completed and buildings re-opened 

in the new light. 
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Modest and outdated programme/service offer, neglected educational role and small 

number of visitors 

The majority of Serbian museums today still functions according to predominant institutional 

and not project logic, and standards of quality control, self-evaluation and evaluation have 

not been adopted. Museums are still operating regardless the number of visitors or variety of 

audience (children, schoolchildren, students, adults, families, pensioners, and disabled 

persons, etc.), media coverage, audience research and evaluation. According to the last 

survey of museum audience in Serbia done in 1997286, regular as well as potential museum 

audience complains that different events – like concerts, lectures, projections etc. – are too 

rare in museums and regrets the lack of similar occasions that might attract more different 

kinds of audience to museums. With the exception of several museums that organize similar 

events (National Museum – Festival of archaeological film, Festival of spiritual music, book 

promotions; African Museum – Afro Festival, ethno music concerts, African bazaar, lectures 

etc; Ethnographic Museum – Festival of ethnographic film, lectures about exotic cultures, 

music programs etc.; Museum of Contemporary Art – electronic music events, theatre and 

dance performances etc), Serbian museums are very hesitant when it comes to the 

introduction of different forms of non-museal contents: music, film, theatre/dance 

performances, art fairs or similar cultural events. On the other hand, many museums prove to 

be open for some more commercial events in their premises like business companies’ 

celebrations, product/service presentations, even wedding parties, political parties’ events etc. 

Former should be audience reach focused, latter are financial gain focused. According to the 

same survey, the museum audience in Serbia is not essentially the audience that goes to the 

contemporary art galleries and exhibitions. Its main reason for visiting museums is 

learning.287 The audience of Serbian museums happens to be more interested in temporary 

(“thematic”) exhibitions and less in the permanent collection display. The reason for this is 

that in majority of museums permanent exhibits have not been changed since the museum 

was first time opened.288 These exhibits are obsolete and outdated and the model of their 

presentation does not respond to contemporary museological demands and practices. The 

permanent exhibitions of Serbian museums seem to be very unattractive to visitors because 

they do not offer any visual excitement or interaction, they do not provide the audience with 

new sensations and they do not develop any entertainment contents. Good example of the 
                                                 
286 The results of this survey were presented in the  review Kultura (issue No. 97,1998). 
287 Milena Dragićević Šešić, Museums and galleries in Serbia: Audience (Muzeji i galerije u Srbiji: publika), 
Kultura br. 97, Beograd: Zavod za proučavanje kulturnog razvitka 1998, pp. 80. 
288 The Museum of African Art since 1977, the House of Princess Ljubica, the part of the City Museum of 
Belgrade, since 1981, Ethnographic Museum since 1985, National museum in Belgrade since 1987, etc. 
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audience’s evident need for intensive sensations and different ways of learning in the 

museum was the project Night of Museums launched in 2005 in Belgrade.289 In five editions 

of the program290 the number of visitors gradually grew from 20 to 450 thousands291. The 

program has evolved from the local to the national character and every time more and more 

museums, galleries and cultural centres were involved. It had a strong animating character 

with programs that took place in open space of the city streets, parks, squares etc. An 

intensive public and media campaign was carried during several weeks preceding the Night 

of the Museums and in direct way animated the audience. Long lines of visitors in front of the 

Belgrade museums were very unusual scene. The program included different displays – from  

dance and theatre performances, music concerts, parties, film programs, fashion shows, 

children workshops and site specific installations to exhibitions of all kinds (temporary one-

night exhibitions or permanent collection and regular program).292 The contemporary art 

projects were not present in any significant measure, which again shows the lack of 

cooperation between the museums and contemporary artists. The sensational events such as 

Museum Night (or in Paris, Nuit Blanche) are offering a new view on museums and their 

display, especially in the cases when contemporary art accomplishments are integrated in 

classical museum setting. The audience’s view is being changed from the primal museal or 

educating, to the view of spectacle and a mysterious place. 

Some argue that museums should stick to their 19th century role of collecting, interpreting, 

and conserving material culture293 (which inevitably leads to the present state in which 

Serbian museums are), while others argue that museums have to become experiential, 

entertainment-oriented, like theme parks.294 Somewhere in between lies the museum which is 

“edutainment” and audience oriented, which will insist upon its educational role while 

accepting innovative means of presentation and interaction with its audience. In any case, 

museums have found themselves in a crisis that needs re-conceptualization and new 

understanding of museum tasks, as well as new comprehension of museal profession. The 

                                                 
289 The project is organized by the Art Production Group “Museum Night, also engaged in activities oriented on 
achieving the long-term rise of visits in museums as well as connecting with similar organizations in country 
and abroad. 
290 Two in 2005, and one per year in 2006, 2007 and 2008. 
291 The first national Museum Night took place in 2007 in nine Serbian towns, and in 2008 it included 23 towns 
in Serbia and 150 locations, while more than 450,000 visits were recorded. www.nocmuzeja.org.yu  
292 The “Museum Night’s website offers the possibility for sending comments, exchanging opinions and chatting 
on “MySpace/Noc muzeja”.  
293 According to N. Kotler, the Ashmolean Museum in Oxford characterizes this point of view. N. Kotler, 
International Council of Museums , Marketing & Public Relations Committee , Mexico City, November  2002.  
www.icom.museum  
294 The Guggenheim museum in Las Vegas, displaying a small art collection in a fancy hotel, is an example of 
this position. 

http://www.nocmuzeja.org.yu/
http://www.icom.museum/
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solution is not to be found in sensationalistic events, such as blockbuster exhibitions, which 

could deprave museum audience, as well as museum’s educational role, but in the continuous 

and constant improvement of museum’s approach to the public, engagement of living artists, 

introduction of contemporary art in museum’s programmes, animation and mediation. 

Blockbuster events are useful for general promotion of the museum and as a means to earn 

considerable income, but they must not be perceived as a way to “restore” and “raise” the 

museum from its decline. David Fleming295 names seven “pros” and “cons” for blockbuster 

exhibitions. Arguments in favour are: blockbusters are popular and lots of people visit 

them296; visitors get the chance to see things brought together, creating a once in a lifetime 

experience297; they attract new visitors, who then go on to look at the rest of the museum298; 

they generate media coverage, thus raising the profile of the museum; they can promote 

creativity and scholastic excellence among the museum's staff; they can make money through 

the public's willingness to pay sizable admission fees, thus perhaps enabling the museum to 

improve the rest of its service; they can attract sponsors, and museums can be associated with 

leading, perhaps global brands, with huge marketing benefit. Arguments contra are: 

blockbusters present a narrow range of subjects and seldom shed new light on history or art 

history; because of the need to bring together "treasures", the exhibits are never what the 

curators intended, and requests for loans are frequently refused299; they lead to a "dumbing 

down" of the museum and its message, as they may be developed primarily to be popular and 

provide entertainment rather than for their educational and cultural value300; because of costs, 

                                                 
295 David Fleming, Blockbuster Exhibitions - Why?, UK INTERCOM: International Committee on 
Management, ICOM, Seoul, 6 October 2004. www.intercom.museum/conferences/2004/fleming2.html  
296 E.g. notorious example is Italian Art 1200-1900, sent to London in 1930 on the orders of Mussolini to act as 
propaganda, visited by 540,000, and prompting a Punch cartoon portraying "Mussolini the Magnificent"; Monet 
exhibition at the same venue, the Royal Academy, attracted 658,000 visits in 1990; Treasures of Tutankhamen 
at the British Museum in 1972 attracted almost 1.7 million visits.  
297 E.g. A Vermeer exhibition shown in The Hague and Washington DC in 1995-6 included two thirds of the 
artist's surviving paintings, a number not assembled together since 1696 when 21 of them were auctioned. Ibid. 
298 E.g. 4% of those who visited the Mario Testino, a famous Peruvian fashion photographer show at London's 
National Portrait Gallery in 2002 were first time visitors to the gallery. Recent fashion-orientated shows at the 
Victoria and Albert Museum have attracted a large number of 16-24 year olds. These exhibitions work best if 
the show is linked to the museum's permanent collections.  
299 E.g., The most glaring example was the Royal Academy's massively hyped Monet In the 20th Century show 
in 1998. The show presented itself as the last word on Monet's late water lily paintings. This was misleading 
because the most important late paintings by Monet, his final masterpieces, are housed permanently in the 
custom built space in the Musée de l’Orangerie in Paris. Therefore, the exhibition was not at all the definitive 
survey of late Monet it claimed to be but a second best alternative to visiting Paris.  
300 The public is fed a diet of names and subjects which is closely related to the cult of celebrity enjoyed by sport 
and movie stars - Monet, Picasso, Cezanne, James Bond, Titian, Rembrandt, Tutankhamen; Titanic, 
Tyrannosaurus Rex: good, bad or indifferent, the hype is relentless - less scholarship, more sensation. For 
example, London's Science Museum was criticised recently for showing the Lord of The Rings exhibition of 
"props, costumes and gadgetry" from the movie. What do exhibits of Galadriel's costume, Aragorn's weapons, 
Frodo's hobbit home and hairy prosthetic feet have to do with museum's aim of promoting the knowledge of 
science, technology, industry and medicine? 

http://www.intercom.museum/conferences/2004/fleming2.html
http://www.intercom.museum/conferences/2004/fleming2.html
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museums find themselves seeking commercial sponsorship, or mount exhibits relating to the 

commercial world301; the actual visitor experience of blockbusters is a poor one because 

success leads all too frequently to overcrowding302; the effort required to mount blockbusters 

may distract staff from other work; museums raise expectations among sponsors, media and 

the public, which it might not be possible to meet; and finally, blockbuster success may 

persuade public funding bodies to reduce their support.303 

The conclusion that can be drawn is that exhibitions that attract public, especially a new 

public, are a good thing, as long as this leads to sustained contact. On one hand, it cannot be 

said that a blockbuster exhibition with a substantial admission charge is in any way socially 

inclusive, and most art blockbusters, for example, cater for existing audiences only. So, 

should museums devote so much effort and money to exhibitions which may not be 

accessible to all? On the other hand, we can mention the example of the exhibition 

Impressive! (2004) in Belgrade National Museum, a blockbuster in terms of usual attendance 

rate in Serbian museums, that attracted audience from the entire Serbia to see the collection 

of impressionist and postimpressionist works of the most famous names in European early 

modern art – a collection which was actually the part of National museum’s permanent 

exhibit (!), but was completely unnoticed before it was brought to light in a form of a 

temporary blockbuster. So, why do people go to e.g. a great impressionist exhibition, but 

have not been to their local museum for years (or never)? The answer is be probably to be 

found in good marketing, as well as in the “fashionableness” of attending commercial 

blockbusters rather than socially engaged exhibitions. 

The lack of interest of the public in Serbia for museums’ projects and collections and can be, 

on one side, interpreted in the framework of the lack of cultural habits within large part of the 

population, but on the other side – an unattractiveness and outdated character of the 

programmes and “closed” image of museums are also contributing to (if not even causing) 

this poor state. 

Museum of Contemporary Art and Museum of Applied Art in Belgrade make a conscious 

effort continually to provide new attractions to retain the interest and loyalty of repeat 
                                                 
301 E.g., Recent examples of the latter include Versace and Vivienne Westwood at the Victoria and Albert 
Museum, and Armani at the Royal Academy. There is a risk that the demands of sponsors take precedence over 
host venues' own goals. An Armani exhibition in New York's Guggenheim Museum led to the suspicion that the 
exhibition was nothing more than a trade show, and caused Philippe de Montebello, Director of Metropolitan 
Museum of Art in New York, to describe the Guggenheim's approach as "a betrayal of public trust". His own 
museum, though, was criticised for accepting sponsorship from a tobacco company for the Origins of 
Impressionism in 1994. 
302 Moreover, the poor quality of the experience may dissuade repeat visits, making nonsense of claims of 
sustainable audience development.  
303 www.intercom.museum/conferences/2004/fleming2.html 

http://www.intercom.museum/conferences/2004/fleming2.html
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visitors.304 This is demonstrated by the focus on performance, staging and promotion of 

temporary exhibitions, rather than sole use of permanent collections.305 Temporary 

exhibitions are regarded as being a major method of attracting both new and repeat visitors. 

Ethnographic Museum in Belgrade, on the other hand, is not aimed at providing offer and 

service to different types of audience, as it states that “it is an open institution primarily for 

ethnologists, anthropologists and museologists”.306 Museum’s target groups show that 

programmes are primarily dedicated to only a very narrow circle of professionals, who can 

easily understand museum’s message, while there are no efforts taken to attract other profiles 

of visitors. Museum is not reaching out for the public, trying to inform them and 

communicate with them, but expects that those interested reach out to the museum by 

themselves.  

The general impression obtained from this research is that Serbian museums need to 

implement necessary changes in communication, interpretation and exhibition methods. As 

Serbian museums are largely of traditional orientation, visitors are encouraged to engage in 

predominantly passive observation rather than participating in the experience. 

Regarding education, all museums in this study recognise the need to develop their 

educational activities by creating more interactive and responsive approach to collections, as 

well as by producing impact of the better quality and differentiation of the chosen themes and 

exhibition material.307  

The directors and marketing managers of all analyzed museums are actively aiming to create 

more impact and differentiation in the museums’ service delivery and recognise that they are 

in a time of change. In particular, they aim to focus on becoming more visitor-friendly 

through expanding their offer, introducing new product and ancillary services. Presently, 

                                                 
304 E.g. the new director of Museum of Applied Arts (MAC) in Vienna, Peter Noever, initiated a large campaign 
for complete renovation of the museum that implied, among other things, introduction of contemporary art 
accomplishments into a classical museum of (applied) art history. The outstanding museal ambients are created 
as a kind of double art perspective: historic art objects and contemporary art installation, intensifying thus 
visitor’s perception, aesthetic reception of the work(s) and attraction to the place “full of surprises”.  
305 E.g. On the last Friday of every month, the V&A Museum of Art and Design hosts a contemporary late night 
event in the museum. This interesting practice shows readiness of a classical art and design museums to 
introduce recent and contemporary art – fine arts, applied arts and music – into its regular programme. 
http://www.vam.ac.uk 
306 http://www.etnomuzej.co.yu/indexe.htm  
307 E.g., The Memorial Collection of Pavle Beljanski in Novi Sad decided to change its programme orientation 
and to put an accent on active relations with the public. Namely, since 1999, this Museum regularly organizes 
exhibitions dedicated to authors from the collection (famous Serbian painters from 19th and 20th centuries), as 
well as exhibits treating phenomena of Serbian painting of the first half of the 20th century. Up to that point, 
temporary exhibitions and special events were organized to a lot lesser extent, while the public had a chance 
only to be introduced to a permanent display. Museum’s regular programme also encompasses realization of 
exhibitions of awarded307 final papers of graduate students of Art History and Art Faculties form Belgrade and 
Novi Sad, as well as educational and creative workshops for children.  

http://www.vam.ac.uk/
http://www.etnomuzej.co.yu/indexe.htm
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Serbian museums have an auxiliary service offer only exceptionally (e.g. Museum of Applied 

Art). 

 

Lack of audience research and evaluation 

Most of museums recognize the important role that audience research and evaluation would 

have to play in all museums’ activities, but evaluation and research is mostly carried out on a 

project basis, undertaken by individual curators on their own initiative, without being part of 

an overall strategy to better understand visitors, their needs and interests. In most cases, this 

consisted of summative evaluation surveys, with no work being carried out with non-visitors.  

Although the need for evaluation is mentioned increasingly often, remarkably few 

organizations in the cultural sector have actually developed systematic strategies for carrying 

out visitor studies and evaluation work. In some cases, evaluation of the new developments 

and of their impact is not undertaken at all or is limited to the personal feelings and 

impressions of the staff. In other cases, evaluation studies tend to be individual efforts of 

limited scope, without forming part of an overall plan or strategy and without use of their 

results to inform the working practices and approach of the organization. In many cases, 

evaluation seems to be planned more as an afterthought, after the project is already underway 

or when it is nearing completion, rather than be carefully thought out at the beginning and be 

integrated in the development process. Thus, evaluation is rarely considered when the initial 

project management plan is drawn and is therefore, not allocated sufficient resources and 

time to be carried out thoroughly and effectively. Another problem is that as evaluation 

research can reveal sensitive information and highlight problematic areas, its results are not 

always made publicly available. In order for evaluation work to have the most beneficial and 

wide-ranging impact, it should ideally be an on-going process, integrated into all the 

activities of the organization, with all staff implementing evaluation mechanisms and 

incorporating channels of communication with the public where relevant in their work. In this 

way, evaluation can be a valuable tool for cultural management and strategic development.   

Among Serbian art museums, only few examples of conducted marketing research can be 

named, such as survey conducted by the Museum of Applied Art to question the potential of 

the new permanent exhibit, or interviews conducted in the National Museum in Belgrade on 

the occasion of the exhibition The Magic of Amber (2006).  
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The personnel issues 

Interviews conducted with directors, PR and marketing managers of Belgrade museums 

provide a bit disappointing image concerning business orientation and “entrepreneur” spirit 

of museum leaders. Namely, most of museum directors in Serbian museums can be described 

as being of a “custodial” type rather than being “entrepreneurs”. Nevertheless, museums 

performance shows some elements of marketing currently being implemented and others 

being considered and planned for the future.  

The Director of the National Museum is proactively aiming to be market-oriented in relation 

to communication, developing special exhibitions for different groups308. In the Museum of 

Contemporary Art, the Director is market oriented in relation to availability and 

communication309, while in the Museum of African Art the Director can be characterized as 

entrepreneur in the sense of developing museum potentials and initializing various projects, 

but custodial in relation to communication and interaction with the wide public and the 

market. The Director of Belgrade City Museum is aiming to develop an audience-based 

approach in the future, but for now, BCM is clearly object-based and introverted. On the 

other hand, the Museum of Applied Art can be perceived as audience-oriented regarding their 

visitor-friendly offer, but predominantly custodial in relation to the ways of communication 

with their public. While some staff see themselves as custodians and not involved at the 

visitor interface, others are more receptive to the idea of interacting with visitors. 

The position of museum animator or mediator is not yet introduced in Serbian museums, with 

exception of the Museum of African Art where museum curator leading the workshops was 

given the new title in systematization of working places – the “artistic animator”. 

In the same way, in most of the cases there is no specialized service dealing with cultural 

mediation/animation and creation of the programmes aimed at different socio-demographic 

categories of visitors, with the exception of activities and workshops of Children’s Club (e.g. 

in the National Museum and the Museum of Contemporary Art). One of the problems is 

certainly the lack of staff educated to properly conduct marketing activities, fundraising, 

membership programmes etc.  

“Sleeping” staff and museum “sombre” guardians, which can be seen in many museums, 

influence museum image and create a sort of a “gap” between the visitor and the museum as 

an institution. The front-of-house personnel are the main communication link between the 

museum and the visitor and they should develop a friendly atmosphere in the museum, 

                                                 
308 E.g. exhibition In Touch with Antique (2006) aimed at visually impaired people. 
309 Promotional campaigns done by specialized advertising agencies and interactive exhibitions. 
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strengthen the lines of communication with visitors and lessen the impression that the visitor 

is being watched over. 

Additional problem is that procedure of employment or dismissal of the staff in museums as 

public institutions is very complicated and time consuming, as it demands approval from the 

authorities on vertical line310. Also, it is common practice that directors of all public cultural 

institutions are appointed on the basis of their political orientation and belonging to the 

governing party, and not professional competencies, so the constant relays of directors further 

slows down the process of museums’ renewal and adoption of new management strategies. 

Director’s appointment should be based on the public competition, which will enable the 

most competent experts to lead museums, and not governing party’s delegates (which is not 

always contradictory). 

 

The lack of funds and fundraising 

Museum Directors and museum personnel in Serbia see the lack of funds as the main reason 

for the poor state of their museums, for the lack of marketing strategy, modest number of 

visitors, lack of new projects and educational programs, old-fashioned management, absence 

of latest techniques of conservation and presentation of museum collections, and absence of 

valorisation and evaluation methods. According to B. Brock, bankruptcies of museums are 

less consequence of local economics and are more related to what the museum personnel 

does to develop its identity311.  

The reasons for this state can be the following. Directors of public museums in Serbia rely 

exclusively on public grants. The directorate will not allocate energy and resources 

generating additional income, because any additional money goes back into the public 

treasury. If they were to make a surplus, the public grants would be probably decreased. The 

museum’s management tends to move away from a commercial to a non-commercial 

framework in order to relieve the directorate of the pressure of having to cover costs with 

additional income. When the directorate is not forced to cover costs by its own efforts, it can 

legitimize its activities by referring to fundamental ‘artistic’, ‘scientific’, or ‘historical’ 

values.  According to Frey312, this application of non-commercial standards could produce 

three scenarios from institutional point of view, as we believe is the case with Serbian 

                                                 
310 The employment procedure sometime takes between six month and a year! 
311 Bazon Brock, God and Garbage – Museums as creators of time, In: The Discursive Museum, Peter Noever 
(ed.), Vienna: MAK 2001, pp. 24. 
312 Bruno S. Frey, Museums between Private and Public, Private Faces in Public Places: A Case Study of the 
New Beyeler Art Museum, University of Zurich, Institute for Empirical Research in Economics, 2003, pp.7. 
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museums: (a) Public museums to distance themselves completely from the art market when 

managing their art collection. The directorate has no incentive to sell their paintings because 

firstly, they cannot use the income generated and secondly, activities are then measurable in 

monetary units, which leaves them open to criticism from outside (be it by politicians or by 

public administrators). (b) Directors of public museums to be less interested in the number of 

visitors because they are not dependent on income from entrance fees or shops. Exhibitions 

that attract large crowds are merely a by-product, because one actively aspires to gain 

prestige from the small group of art lovers. Therefore, exhibitions are designed to please an 

insider group of art “freaks”. (c) As a consequence, that the visitors’ amenities in public 

museums are poorly developed. Exhibitions are not presented well and restaurants, shops and 

the general attractiveness of, for example the entrance area, are disregarded. Little attention is 

paid to the profitability of museum shops, restaurants and cafeterias. 

The founders and funders of the Serbian museums – local or national authorities, keep 

financing the museums and their basic activities i.e. salaries, functional expenses and regular 

activities, without evaluating the audience outreach. This is especially problematic in smaller 

museums in the province where the number of visitors is often measured in dozens per year. 

The number of possible donors (foreign foundations, cultural centres for example) is very 

small because the Law313 does not currently provide sufficient incentives to stimulate private 

investment in culture. This policy should be oriented to business sector and donors. 

Generally, most of the donations to Serbian museums imply material facilities, so called in-

kind donations (mostly technical equipment), rather than financial resources. Since Serbian 

museums in general have no defined sponsorship policy, there is no serious cooperation 

between museums and sponsors or donors. Cooperation with sponsors is ad hoc (e.g. on the 

occasion of foreign art exhibit in the museum) and mostly out of annual programme plan. 

As budgetary institutions, public museums function in a non flexible system, when every 

change in expenses structure has to be approved by the (local/national) government. In 

addition, a strong influence of state control, political and ideological factors is present. At the 

same time, additional funding sources are rather inaccessible. A huge percentage of the 

budget is being spent on running expenses (salaries, capital assets, maintenance costs, etc.), 

                                                 
313 The Law on the Profits of Legal Entities (RS OG no. 25/2001 amended 80/2002, 43/2003 and 84/2004) 
entitles companies to deduct only 1.5% of their income in one fiscal year for donations made to culture, while 
gifts to cultural institutions are exempt from taxes. The character of cultural donations and types of 
organizations that may receive tax-benefit contributions were regulated by direction (production, improvement 
of conditions for the development of cultural activities; international cultural cooperation; education, artistic, 
literary and other creative work; the publishing of books, publications and booklets, etc.). Deductions offered, in 
Law on the Profit of Legal Entities, on donations to culture are not really considered as incentive in practice. 
www.culturalpolicies.net  

http://www.culturalpolicies.net/
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while a small proportion is left for programme expenses. Budget for marketing activities is 

usually not even predicted in a yearly financial plan. 

Strategic planning is underdeveloped and unambitious in museums that are part of state 

administration, as employees are not motivated to produce innovative and new projects. They 

are paid anyway, no matter what the result of their engagement is during the month or the 

year. The state regularly supports the projects, and museums produce as much projects as the 

state finances, and employees are getting paid no matter how many projects they managed to 

realize. But the problem emerges right there. Given the logic of museum financed by the 

state, the employees are not encouraged to be engaged in additional activities such as 

fundraising or establishment of lasting cooperation with donors or sponsors. In the same way, 

museums are not motivated to attract more audience or to develop more interactive approach, 

since success of a project does not influence  museum’s further functioning. If the logic is 

reverse, museum employees would make their profit only if they satisfy certain criteria set for 

a successful project; in that case museum would earn its income from its projects and in 

accordance with the project’s success. This means that government should finance only 

programmes and not museum employees, who are to make effort to earn for their salaries by 

organizing an attractive programme, while responding to their needs and wants. In turn, 

museums would have the possibility to develop a new offer that would attract new visitors 

and create loyalty with the existent ones. Motivation of employees would be in this way 

drastically improved, as well as their engagement in implementation of marketing principles, 

especially market research which would figurate as a very important tool regularly employed 

with an aim to asses potential of a planned project. In this scenario, it would be impossible 

for a museum to function without previously questioning public opinion and conducting 

research, as museum’s existence and existence of their staff depends on the public opinion 

and public’s demands. Image, identity and visibility of a museum would be vital for its good 

functioning and inevitably one of the main issues to deal with. Museum personnel is to be 

rewarded if the project was successful and after the project is completed, by getting a bonus 

from museum’s income generated from the project and accompanying events and offer, while 

government should primarily fund programmes. The museum should strive to be self-

sustainable to at least certain extent, while surpassing the present full dependence from the 

state budget. Public museum’s employees receive their salaries from the public budget 

regularly, regardless to the efficiency and effectiveness of their work, which means that one 

project developed in the museum can easily be expanded upon drastically longer period of 

time than it is actually needed for it to be completed. In this way, employees are put in the 
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position to work less while earning more, which jeopardizes museum’s functioning and 

produces negative institutional image. 

Very low price paid for entrance in Belgrade and Serbian museums314, which is five to ten 

times lower than in correspondent institutions in Europe, has many unfavourable 

consequences for museum’s functioning. Many experts on museum marketing management 

agree on the fact that museum audience wants and likes to pay an adequate entrance fee in 

order to enjoy in museum offer and value of the museum collection. Museum shops, if they 

exist at all, are unattractive and sell low-quality postcards and academic books that are 

inaccessible to most museum goers. 

 

SWOT analysis of Serbian museums:  

 

Strengths: Weaknesses: 

 
- Cultural, historical and artistic wealth 

of museums’ collections  
- Diversification of museums’ 

collections 
- Some inventive contemporary art 

projects have been introduced in classical 
art museums as means of audience 
development 

- International projects (e.g. Museum of 
Contemporary Art in Belgrade) 

- Socially engaged projects (e.g. in the 
Museum of Applied Art) 

- Organization of visiting exhibitions 
abroad 

- Educational programmes of 
Children’s Clubs (e.g. MoCAB, 
National Museum) 

- Initialization of museums’ 
reconstructions  

- Awareness about the necessity for a 
change in museums’ organization and 
systematization of employment 
positions 

- Awareness of the need for marketing 

 
- Small number of visitors 
- Small number of inventive and 

innovative projects 
- Underdeveloped educational, 

animative and mediative programmes 
- Lack of audiences’ animation (of both 

existent and potential) 
- Outdated methods of presentation  
- Obsolete permanent displays or even 

lack of permanent display (in some 
cases) 

- Underdeveloped acquisition policy 
- Weak programme offer 
- Not accessible and open for visitors 

with disabilities  
- Not reaching diverse audiences 

profiles (e.g. adolescents, 
unemployed, uneducated, etc.) 

- Elitist approach  
- Undeveloped auxiliary services 
- Non-existence of museum shops and 

high quality souvenirs  
- Lack of information desks inside 

                                                 
314 Regular entrance fee in Serbian museums is between 100 and 150 dinars (approx. 1,5 euro – only!), while 
entrance for children under twelve years of age, experts and students of Art Faculties is free of charge. 
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- Awareness of the need for audience 
development and diversification 

- Readiness to accept and develop new 
methods of display and animation 

- Initiatives for improvement of web 
presentations (e.g. web site of 
Museum of Applied Art, which offers 
possibility of virtual visit) 

- Relevancy of certain Serbian 
museums on the regional level 
(National museum, MoCAB, MAU) 

 
 

museums 
- Conservative approach to 

communication with the public 
- Low quality of museum websites  
- Unattractive ambient of the museums 

(bad lightning, bad hygiene, etc) 
- Lack of proper conditions for 

preservation and conservation of the 
collections 

- Visually introverted museum 
buildings  

- Inadequate, insufficient, dilapidated 
and unattractive spaces of museum 
buildings, not originally intended for 
museum purpose 

- Museums’(in)visibility and the lack 
of proper outer signalization 

- Several Belgrade art museums are 
under reconstruction at the same time, 
and the offer is drastically narrowed  

- Lack of museum’s advertisements 
(billboards, posters, banners) in the 
City 

- Lack of marketing plan and strategy 
- Insufficient promotional activities for 

museums’ projects 
- Not engaged in market and audience 

research 
- Non-existence of commercial 

activities and programmes 
- Non-existence of evaluation and 

valorisation practices in terms of the  
programme and museum general offer 

- Image of Serbian museums as 
conservative and boring places  

- Low visibility (on local, national, 
regional and international level) 

- Museums’ organizational structure 
- Lack of marketing departments 
- Lack of staff that deals with 

marketing, PR and museum branding 
- Lack of staff that deals with audience 

development 
- Lack of employees’ motivation  
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- Deficiency in personnel   
- Lack of fundraising policy 
- Lack of partnerships and networking 

(on all levels) 
Opportunities: Threats:  

 
 

- Promotion of museums’ collections 
- Adoption of recent and up-to-date 

models and designs of permanent and 
temporary displays 

- Adoption of new technologies and 
digitalization: introduction of new 
technologies according to the types of 
collection, museum premises, specific 
programs etc. 

- Innovative programming in the form 
of interactive lectures, presentations, 
events and manifestations, 
performances, 

- Program development and 
diversification 

- Introduction of commercial 
programmes and ancillary services 

- Interdisciplinary partnerships with 
other art and science areas in 
organization of museum events (e.g. 
open-air performances in front of 
museums) 

- New total design / visual identity 
- Reopening of Belgrade museums 

after reconstruction 
- Augmentation of number of visitors 

after museums’ reopening 
- New pricing policy 
- Reorganization of museum’s 

departments  
- Encouragement to private sponsorship 

for culture 
- Engagement of outer experts for 

marketing research and campaigns 
- Introduction of “branded house 

strategy” for several joined museums 
- Establishment of education centres 

 
- Centralized location of museums in 

Belgrade (i.e. lack of museums on the 
city periphery) 

- Prolongation of the works on museum 
reconstruction  

- Lack of young museum public in 
Serbia 

- Non-existence of strategic planning  
- The present logic of budgeting and 

financing of museums (budget is 
always provided by the government 
and employees always receive their 
salaries no matter what is the quality 
and quantity of the programme, 
production and museum visibility) 

- Non-existence of adequate legal 
framework for museum field 

- Insufficiency of alternative funding 
sources 

- A small number of private sponsors 
and foundations in Belgrade and 
Serbia to support cultural activities 

- Private sector is not encouraged by 
existing legal framework to support 
cultural projects 

- Obsolete system of museum 
management  

- Inadequate systematization of 
working places in museums  

- Undeveloped public responsibility of 
museum workers 

- Dependence of personnel policy on 
governing authorities 

- Undefined cultural policy priorities 
and museums’ role in it 

- Exclusion from international flows in 
museum field   
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within museums, for different 
audience profiles  

- Founding of an organization specialized 
for audience and market research and 
audience development for Serbian 
museums 

- Establishment of the criteria of 
valorisation and quality control  

- Inclusion in international projects 
- Volunteers and museums’ friends 

Local, national, regional and 
international partnership (e.g. with 
Museum of Contemporary Art in 
Lyon, Musée d’Orsay, Musée du Quai 
Branly etc.) 

- Networking (regional, international) 
- Adoption of new legislative 

framework referring to museum field 
- Definition of national/local cultural 

policy for the museum field 
- Re-definition of Association of 

Serbian museums 
- Pro-European orientation 

 

- Xenophobia and introversion of the 
country 

 
 
 

 

The summary of findings of the above analysed Serbian museums, as well as references made 

on museums of similar profile in France (and other examples from European and World 

“museumscape”) as public non-profit institutions (e.g. comparisons made between the 

National Museum in Belgrade and Musée d’Orsay in Paris, the Museum of Contemporary art 

in Belgrade and Musée d’Art Moderne of the Centre Georges Pompidou, Museum of African 

Art in Belgrade and the Musée du Quai Branly in Paris, Museum of Applied Art in Belgrade 

and V&A museum in London, etc.) have shown to be very useful for finding solutions and 

drawing conclusions on marketing tools and strategies that need to be developed in museums 

in Serbia. 

In that sense, marketing can be seen as a necessary process needed for renewal of practices in 

Serbian museums – from the adoption of new presentational methods as means to attract new 

audience, across introduction of audience and market research and evaluation practices, to the 

development of ancillary and commercial services which should complete the museum 

product offer. These steps are necessary for Serbian museums to change their institutional 

image and to create new future perspectives.   
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4.  MARKETING SOLUTIONS AND RECOMMENDATIONS FOR SERBIAN 
MUSEUMS  
 
 
The analysis of Serbian museum field and existent marketing practices has shown that certain 

basic actions need to be introduced. Many crucial questions in museum management and 

functioning are still unsolved while museum professionals are powerless to make any vital 

and basic changes (such as establishment of the new national strategy and cultural recovery, 

especially in relation to museology) without the support of the national administrative 

structures and corresponding governmental institutions.  

Given the above elaborated facts, it can be concluded that museums and government 

institutions need to make some fundamental steps: to define cultural policy priorities and 

museums’ role in it; to induce correspondent and adequate legal framework; to determine 

channels of interactive cooperation with the authorities; to introduce modern system of 

museum management and independent personnel policy; to make strategic plan for museums’ 

development; to develop public responsibility; to respect professional standards and 

professional ethics; to research the existent and potential audience; to create marketing 

strategy; to innovate exhibition practices; to introduce alternative funding. 

These changes are to drastically improve the status of museums and museum professionals 

and to elevate it on the level which can be compared to the state of world’s museological 

milieu. Museums in the country are ready to cooperate with other institutions dealing with 

protection, culture, science and education on the national and international level, with an aim 

to set priorities and phases of revitalization of cultural atmosphere in Serbia and its position 

in international cultural spaces and tendencies.315  

The mentioned tasks should be realized at different levels: 1) at museums as individual and 

independent institutions, 2) through museum networks and associations, such as the National 

Committee of ICOM, 3) via institutions that educate professionals (curators, managers, 

conservation and restoration professionals, PR and marketing experts, designers, architects, 

volunteers, interns) in museal field, such as Departments for Art History and Archaeology at 

the Faculty of Philosophy in Belgrade, Faculty of Dramatic Arts, Centre for conservation 

Diana, Chair for cultural policy and management and Centre for professional development 

                                                 
315 In 2001, the National Museum in Kruševac and Yugoslav committee of ICOM organized a symposium of 
museum professionals, with the title “Where further?”. The aim of the Seminar was to revitalize museological 
and museum practices in [then] Yugoslavia, i.e. to determine the most serious and common problems of 
museological practices in the country, to offer information about new possibilities existent in Europe and the 
world, as well as to enable systematic finding of solutions for improvement of the situation in our museums. 
www.ncd.matf.bg.ac.yu/yuicom 

http://www.ncd.matf.bg.ac.yu/yuicom
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and consulting in culture at the University of Arts in Belgrade, Faculty of Economy, Faculty 

of Organizational Sciences, etc., 4) and with the support of the Serbian Ministry of Culture 

and other levels of authorities in Serbia (The Ministry of Culture should, stimulated by and in 

cooperation with the museum professionals and local authorities, make a long term plan for 

resolving the basic problems of the Serbian museums.).  

A special attention should be set on several activities:  

- Introduction of strategic planning; 

- Capacity building316;  

- New types of programmes (innovative programming in the form of interactive 

lectures, presentations, events and manifestations, performances, interdisciplinary 

partnerships with other art and science areas, inclusion of and contemporary art 

production and interventions of living artists);  

- Marketing strategies, public relations and new total design / visual identity; 

- Establishment of research centres (for market and audience research);  

- Establishment of education centres for different audience profiles (children, tourism 

professionals, students, etc.);  

- Development of membership programmes for volunteers and museum’s Friends; 

- New technologies and digitalization: introduction of new technologies according to 

the types of collection, museum premises, specific programs etc. New technologies 

should significantly decrease expenses of the museum functioning; 

- Employment of new staff (marketing managers, commercial managers, animators, 

mediators, etc.); 

- Partnerships and cooperation on different levels - local, regional, national, 

international (this implies cooperation with other museums as well as other art fields, 

i.e. linkage with programs of other cultural organizations);  

- Establishment of criteria of evaluation, valorisation and quality control as a main 

operational method, not only within all segments of museum institution but primarily 

on the level of cultural policy of the country;  

- Cultural tourism. 

                                                 
316 Which “refers to the capability of an organization to work on its transformation in accordance with its 
mission and vision, development objectives and priorities”. Milena Dragićević Šešić, Sanjin Dragojević, Arts 
management in turbulent times, Adaptable Quality Management, Amsterdam: European Cultural Foundation, 
Boekmanstudies 2005, pp. 50. 
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Taking into account the results of the research i.e. identified problems, strengths, weaknesses, 

threats and opportunities of museums and museum field in Serbia, we can propose the 

following strategies as crucial for revitalization and “opening” of Serbian museums: 

 

1. Strategy of development of visibility and image 

2. Strategy of diversification of programme and service development 

3. Audience development strategy  

4. Strategy of diversification of financial and human resources 

5. Partnership and networking strategy 

 

Before we go on to more specific recommendations and development strategies, I would like 

to refer to what the new mission and vision of Serbian museum should imply.   

The new mission and vision of Serbian museums should involve innovative, dynamic, 

interactive and educational programmes, permanent and temporary displays and 

“edutainment” projects, which will be opened and accessible to all visitors and 

communicated to them by means of modern technology and the state of the art resources, 

promoted and advertised nationally and internationally, while museum’s general offer and 

services will be responding to the needs and wants of contemporary cultural public (both 

existent and potential). 

 
Marketing strategies of Serbian museums are to be founded on the museums’ mission, vision 

and purpose, which is to enable people to enjoy, learn from and be inspired by the museums’ 

collections, expertise and knowledge.  

The key objectives should be: 

- To build the museums’ image and brand (the values that the museum wants to be 

known for); 

- To communicate knowledge and educate through entertaining and interactive 

projects; 

- To increase public awareness of services and events; 

- To develop the offer and to increase revenue through a variety of different sources, 

temporary exhibitions, “edutainment” projects, museum shops, publications, 

restaurant, café, special events, etc; 

- To ensure that the collections are made available to the public, both by display and by 

providing reference facilities; 
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- To increase visitor numbers and to attract new audience. 

At this point, it is important emphasizing that strategies and recommendations presented 

below are given in broad terms, on the basis of the SWOT analysis done for Serbian 

museums in general and identified common problems. Even though not all analyzed 

museums have the same weaknesses (or strengths) in each segment of their management, 

strategy is aimed to be as complete as possible for each museum to be able to find what is 

necessary for its own case, and to be able to further develop its proper marketing strategy.  

4.1 How to redefine the image and identity of Serbian museums? 
 

Introverted and self-centred profile of Serbian museums is not only evident in regards of 

museum programmes and management. Museums can be also perceived as introverted by its 

architecture and “closure” within the building walls, without looking outwards and inviting 

the public to enter. It is important that museum communicate with the public by its 

architecture and appearance also.317 Belgrade museums are architecturally closed buildings 

(with an exception of the MoCAB), creating an impression of dark places, dirty and 

“boring”318. It is not of course obligatory that museum have a glass façade in order to be 

attractive to the public and communicative. This “extroversion” can be easily achieved by 

messages museum places on the façade, or by lively and dynamic atmosphere created in front 

of the museum319. In short, a museum should impact atmosphere outside of the building, 

which will also influence the public’s opinion and forming of museum’s image. 

Design and building appearance can transform the museum to an extroverted one, achieving 

transparency and directness.  

N. Kotler names three elements as crucial for the museum’s image and identity: 

1) Architectural design that is stimulating, liberating and delightful, that enhances the display 

of objects;  

2) Real, authentic objects and documents of importance, historically and culturally 

3) A genuine desire of staff to educate visitors.320 

Modern visual identity and a logo should have the possibilities of improvement while 

retaining its basic recognisability321. Logos of Serbian museums are generally obsolete and 

                                                 
317 E.g. A glass wall (a window wall) of Saitama museum of Modern Art in Tokyo, or the façade of Centre 
Georges Pompidou in Paris. 
318 According to the words of many Belgrade citizens 
319 As e.g. in front of Musée d’Orsay, Louvre or Centre Pompidou. 
320 N. Kotler, International Council of Museums, Marketing & Public Relations Committee, Mexico City, 
November  2002.  www.icom.museum  
321 E.g. the logo of Tate Modern in London.  

http://www.icom.museum/
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unrecognizable to the wide public, and their redefinition needs to be performed. They must be 

identifiable with the institution itself, while offering innovative and dynamic solutions based 

on the principles of simplicity. In the same way, museum’s institutional campaigns and 

slogans should transmit clear and direct message to its existent and potential audiences, a 

message that characterizes the institution and that can be easily associated to it.322 An 

important acquisition can also be used as a starting point for an institutional campaign and 

even redefinition of museum’s image.323  

The identity of a museum also mirrors itself in a modernity and innovation of museum 

programmes and exhibits, and methods of their presentation.324  

Museums visual and “verbal” identity (staff behaviour, diffusion of knowledge and 

information through projects and info material) will create a clear brand identity, which will 

evoke a feeling about what the museum stands for, the way it behaves and the values it 

promotes. Everything that the visitor experiences is a manifestation of the brand - from the 

exhibitions they attend, members of staff that they speak to, to the quality of ancillary 

services. Branding is a very important part of the marketing process, and it implies 

examining: 

- What the museum does, 

- What the museum stands for, and 

- What the museum means to different people,  

with a view to establishing and communicating clear goals. 

Museum directors need to understand their audience’s opinion, wants and needs in order to 

be able to answer to those demands and consequently attract them. Visitor and market 

research are to re-question museum’s image and the message it bears as an institution; it is a 

means to verify if the message museum sends is the one its visitors receive.325   

                                                 
322 E.g. during the 1990s, the V&A museum developed a highly criticized marketing campaign emphasising the 
café over the collection. Namely, The Museum was criticised for stuffy image, maze of galleries and poor 
labelling, badly written and over-academic. The difficulty was that museum’s name does not indicate the nature 
of its collections and that for that reason most people are unsure what they are likely to see there. The attempt to 
reinvent the rambling collection, which range from Vivienne Westwood's punk fashion to priceless medieval 
reliquaries, Oriental curiosities and the collection of Italian art, only sowed further confusion with the 
advertising slogan, “An ice cafe with quite a nice museum attached”.  www.journal-online.co.uk/  
323 E.g. V&A South Kensington as one of the world's greatest museums of art and design, refreshed its image 
when in 2008 the museum purchased an original design solution for the Rolling Stones logo, one of the most 
successful, inventive and dynamic design solutions ever, designed in 1970 in black-white version. 
www.SEEcult.org    
324 E.g., The Victoria & Albert museum in London launched the “Future Plan” in 2001, which involves 
redesigning all the galleries and public facilities in the museum. This is to ensure that the exhibits are better 
displayed, more information available, and that Museum meets modern expectations for museum facilities.  
325 We can mention examples of three different museums who had problems with their image, and in which 
market and visitor research enabled them to change that image. In the J. Paul Getty Museum in Los Angeles, 
potential visitors regarded this museum as “a dark, unattractive and inaccessible place, with restricted rules and 

http://www.journal-online.co.uk/
http://www.seecult.org/
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Serbian museums have lost their “touch” with cultural audience and it is time for them to 

finally start working on the ways to attract visitors by responding to their demands. In that 

sense, marketing research is essential for museums to be informed about the situation on the 

cultural market.  

4.2 The 4Ps of the new programme/service offer 
 

The strategy of diversification and development of programme/services/offer of Serbian 

museums implies implementation of the new marketing mix (Product, Place, Price and 

Promotion), on which Marketing Department should make decisions and advices in 

cooperation with museum curators/animators/mediators and museum director. 

Product: Serbian museums need to develop and introduce many new products on offer. These 

products should be developed in cooperation between scientific museum departments on one 

side, and Press and Marketing departments on the other. These products include: 

- permanent collection (which is also to be introduced in certain museums in Serbia); 

- temporary exhibitions (the quality and quantity of temporary exhibitions should be 

increased, as well as their accessibility for all audience groups – children, adolescents, 

adults, students, disabled visitors etc);  

- special events (such as theatre and musical performances, contemporary artists 

interventions, interdisciplinary projects, family activities, workshops, promotions, 

conferences and seminars, museum night, “edutainment” programmes, etc.); and 

                                                                                                                                                        
unpleasant”, while the museum staff is characterized as “unfriendly” with visitors. The Guggenheim museum in 
Soho, New York, had a problem to attract young people from Soho area to the museum, as it was unsuccessful 
in organizing special exhibitions for tour operators who bring visitors. Philadelphia Museum of Art had a 
problem of making art works accessible and comprehensible for people who had no knowledge about the art. 
The pool showed that many potential visitors of this museum did not know enough about famous paintings and 
sculptures from the museum collection, while feeling unpleasant because of museum’s large space and diversity 
of its collection.  
In each of mentioned cases, museums have turned to market and visitor research in order to explore the problem 
and to try to solve it. In the Getty museum, management has started to organize discussions of the focus groups 
in order to acquire genuine and sincere comments and opinion from the citizens of Southern California being 
their potential audience. Guggenheim Museum in New York developed a research of passers-by on the streets of 
Soho in the form of short interviews, and decided to prolong the museum’s open hours until 10 p.m. three nights 
a week in order to attract younger audience. One of the ideas was to organize special evening events/exhibitions 
for young audience, in the form of special Museum Nights, while in the case of tour operators museum offered 
them group tours in six languages for the exhibition of Russian art with organized lunch-hour in the specially 
designed museum space with interior equipped in Old Russian style. Philadelphia Museum conducted focus 
groups’ research with an aim to question their opinion about the new design of museum brochure which now 
presents all the most eminent pieces of art preserved in the museum collection. They also decided to change the 
interior “map” of the museum, while setting those important art pieces in the most prompt architectural parts of 
the building. www.getty.edu/museum/ and www.guggenheim.org/new_york_index.shtml and 
www.philamuseum.org /    

http://www.getty.edu/museum/
http://www.guggenheim.org/new_york_index.shtml
http://www.philamuseum.org/


122 
 

- educational resources (developed for schools and universities, in the form of 

workshops, debates, interpretative teaching methods etc). 

In addition to these, there are products that are to help the museum generate more income and 

to provide enjoyable and fulfilling stay in the museum, as well as to enable easy access (such 

as the membership schemes, corporate hire facilities, gift shops, bookstore, library, cafes, and 

other ancillary services). These additional, but very important services are essential for the 

museum to be “public-friendly”, a gladly visited place where people can meet, talk and 

exchange experiences. Audio-guides and multi-media presentations of the museum and its 

collections are to be introduced.  

Museum display represents the basic communication channel within the museum space. It is 

a representative of the museum image, its institutional, political or aesthetical position of the 

museum, its management and staff, its founders etc. The display has to be set to draw 

attention to specific objects from the collection that make the museum unique and special.  

Place: There are many factors to be taken into account when this variable is at question: 

- location of the museum (is the museum situated in the centre or at the periphery of the 

city; is it situated inside or outside the city cultural core and occurrences); 

- accessibility of the museum (are there regular bus lines and other transport links 

leading to the museum; is outer signalization adequate; does museum have a parking 

space; is museum surrounded by the green spaces or streets; are all the necessary 

facilities for disabled persons provided);  

- museum interior (is museum interior logically organized; are the exhibitions 

adequately organized within the space; is inner signalization adequate; are basic 

ancillary facilities provided; which spaces within the building are accessible to 

visitors – library, reading room, museum shop etc; does museum have a garden or 

terrace);  

- museum appearance (type of museum architecture – is it in accordance with museum 

profile; openness on the outside – glass walls, enlightened façade, etc; which colours 

are dominant and are they adequate to the museum profile; is the staff pleasant, 

welcoming and serviceable; is the hygiene adequate both inside and outside); 

- museum’s outreach (how many exhibitional spaces does museum use outside the 

central building; are there any open air spaces museum disposes; does museum offer a 

possibility of virtual visit on the Internet; does museum dispose any shops outside the 

very building);  
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- uniqueness and image of the museum (regardless museum products, what is the 

impression the museum place/space leaves on visitors).  

Here it is also important mentioning the availability of a museum to visitors, i.e. museum’s 

working hours.  Working hours should be in accordance with the time of the year (e.g. longer 

working hours in the summer period), related to cultural calendar in the city and region, and 

other manifestations and important events that might increase visibility of museum’s 

programs. They should be adjusted to the needs of the local public, enabling them to 

participate in museum’s programmes as much as possible. Visitor research is the means to 

establish public’s opinion about the existent working hours, while museum has to be open for 

the change in accordance with the results of the research. Aside from the days with 

“standard” working hours, museum should be opened until late at night at least one day per 

week.  

Price: The entrance price to Serbian museums is presently adequate to the museums’ poor 

service.  However, this state is to be changed after museums develop their offer. It is not 

recommendable that the entrance to the museum is free of charge except in few cases (e.g. on 

the occasion of special events, children under twelve years of age, unemployed, etc). Still, 

different entrance fees are to be established for different types of audience (students, children, 

adults, members of museums’ clubs, family visits, unemployed, etc.).326 The charge for 

exhibitions needs to remain competitive, represent good value and allow access to people on 

low incomes. Goods and services, such as the shops and café, adopt their own pricing 

strategy based on the above principles, but also need to produce a net profit that is re-invested 
                                                 
326 Regarding pricing policy, an interesting example of “evolution” of comprehension what museum’s pricing 
policy should be, can be given through the Musée de Louvre. From the end of the 18th century until first decades 
of the 20th century, museum has had an exclusive educational role, which implied the principle of general 
“gratuité” for museum visitors. However, from 1992 until the last decade of the 20th century, museum’s role can 
be described as dominantly political and economic, and at this point the Ministry established two tariffs for 
museum’s visitors - Plein tariff and Tarif réduit (for visitors from 18 until 26 of age, and over 65), while tariff 
gratuit was meant for children, professors and unemployed. In 1993, Musée du Louvre introduces marketing 
strategy, when it was decided that the most appropriate pricing policy is that the first, higher tariff, should be set 
for visitors coming to the museum before 15h, while second tariff (two times lower) is fixed for after 15h and on 
Sundays. The access free of charge was meant for children, professors and unemployed. In 1995, another 
marketing “move” was made, when museum adopt a policy of free entrance every first Sunday of the month. 
The results have shown that the number of visitors visiting the museum on the first Sunday of the month has 
almost doubled in relation to the months before this act was made, because the introduction of “la gratuité 
exceptionelle” has created an effect « Le Louvre est fait pour moi ce jour-là ». Since 2004, the Louvre 
established new tarification, when the price of one ticket was augmented for 1€ and tariff reduit was only 
available after 18h. Gratuité was kept for each first Sunday of the month, for children under 18 years of age, 
while other pricing programmes were introduced: free entrance for younger that 26 on Wednesday nights (a 
special programme), the Carte Louvre-jeunes for younger than 26 for a lower price, la carte Louvre-enseignants 
which offers free entrance for professors and their student class, free entrance for students of art and art history, 
and carte Louvre-professionnels with reduced price paid per year. The effects of the new diverse Louvre pricing 
policy were evident already in 2005 when the number of visitors augmented for twenty percent, event though 
some prices were higher now than before the new policy was introduced. Source. ppt Marketing des musées, 
Christophe Monin, Musée du Louvre, 2007. and www.louvre.fr  

http://www.louvre.fr/
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in the museum's income stream. Before the museum pricing policy is to be established, a 

market and visitor research should be conducted in order to: a) examine the standpoints of the 

public, and b) get informed about pricing policy in other competitive cultural institutions, 

museums at first place, both nationally and internationally.327 Low price of entrance ticket 

could produce negative effect with the public, creating an impression that museum service is 

not worth the higher price. The prices should be adequate to the quality of museum’s 

services. 

Promotion: This aspect of the marketing mix is (more or less) developed in Serbian 

museums, but not sufficiently and it needs better organization. Promotion P represents the 

possible tools used to communicate with and attract the target audiences. The Marketing 

Department makes decisions about which channels would be most appropriate and effective 

in attracting the target audience within the budget available (the specific campaign strategy). 

These can include: 

- Advertising – paying for adverts in newspapers, magazines and radio, and on poster 

sites such as universities, buses, schools and bookstores etc. The limited budget for 

marketing campaigns usually restricts the ability to advertise on television and 

cinema, but these forms should not be disregarded. Sometimes, one TV commercial 

can be more productive and effective than all other promotional tools. 

- Print – producing banners, posters, leaflets and other items, and arranging 

distribution. Leaflets are to be sent to places such as libraries, universities, schools, 

tourist information offices, cafes and other places likely to be visited by the 

campaign's target audience. 

- Direct mail – implies sending of leaflets or other print with a letter to named 

individuals, using in-house data bases or external lists of names which are either 

researched or bought. 

- Sales promotion and brand partnerships – promotions include offering prizes or 

discounts on tickets in collaboration with other parties, from newspapers and 

magazines to department store networks (e.g. in the case of applied arts museums) 

and coffee shops. Partnerships could involve window displays in shops, or branded 

giveaways. 

- New media – e-newsletters and website features, regularly updated, rich with 

information, with the possibility of a “virtual tour” through the museum, and similar 

                                                 
327 Ex. regular entrance tariff for Musée de Louvre is 9€, for Guggenheim: 13$, Moma: 10$, Met: 10$, Vatican: 
10€, Hermitage: 8,3 €, Bilbao: 8 €, Prado: 3 €, etc.  
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applications. Web site should be designed attractively and in accordance with 

museum’s profile and overall image. Serbian museums, or Belgrade ones, can even 

consider founding a joint website, which would be handled by an outer agency. 

- Public relations should be covered by the Press Office. In the case of Serbian 

museums, this department and its corresponding activities are usually the only form of 

communication that is being conducted with the audience.   

Promotion P also refers to development of communicative permanent collection with 

understandable, informative and clear texts, flyers for all exhibitions, in Serbian and in 

foreign languages. The info board are to present up-to-date info about the museum program 

and special events, with the contact of a museum, where all additional info can be given to 

interested public. For example, several notice-boards could be placed throughout the city to 

inform about current offer of all museums in Belgrade (info on all museums at one place).  

 
Having in mind the above presented marketing tools, the following recommendations (a sort 

of a “future plan”) can be applied to analyzed Serbian museums:  

- To open up museums to visitors by enabling visitors access to the main museum 

entrance, as well as to provide visibility of museum’s interior from the outside (where 

architecturally possible). Museum will be in this way turned into a welcoming and 

vibrant space, while entrance lobby will enable them to explore the different museum 

spaces; 

- To completely restore the exhibition halls in order to provide state-of-the-art displays, 

while logically organizing collection setting into different levels/quarters328. New 

ways of presentation of the collections and breaking with traditional museum display 

will enable different types of objects to be grouped together to evoke the particular 

time and place; 

- To provide separate learning and enjoyment spaces; 

- To provide a comprehensive signage system in the museum to help visitors find their 

way around more easily and understand better the scope of the collection; 

- To make the museum fully accessible to visitors with disabilities and radically 

improve circulation within and between levels; 

- To provide expanded educational programmes and facilities; 
                                                 
328 E.g., Victoria and Albert Museum in London aims to organize their collection in the form of a city with a 
series of quarters. There will be two major cultural quarters, Asia (Indian, South-East Asian, Islamic and Far 
Eastern art) and Europe (includes the already completed British Galleries as well as the new galleries of 
Medieval and Renaissance art). Other quarters include Modern Design, Study Collections and Learning. 
http://www.vam.ac.uk 

http://www.vam.ac.uk/
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- To provide (modest) cafés and restaurants and shops (with diverse and unique offer) 

for all visitors. 

 

4.3 Audience development and the new role of museums in Serbia 

 

„Museums are the most needed to those who do not visit them. “ 329  

 

This chapter gives an answer to the question “How to develop audience-based approach as a 

main principle in Serbian museums?”  

Audience development strategy implies animation of non-public, development of young 

audience and other social segments, and innovations in programme methodology, i.e. 

adoption of new methods of programme presentation.330 

There can be a number of social, psychological, financial, practical, physical and cultural 

barriers to accessing museums. Some people do not use museums because of a lack 

awareness of what is offered. Others stay away because of inadequate museum facilities, 

negative past experiences, or a lack of time, money, transport or interest. Others sometimes 

feel misrepresented, ignored, even insulted, by museum displays. And finally, people value 

social interaction, active participation and feeling comfortable in their surroundings, while 

museums are often perceived as formal and elitist, with little to offer to wide public. 

Audience development strategy implies a long-term engagement in the process of animation 

of the public, development of the new public, and a policy towards special social groups. This 

strategy is identified as very important for all Serbian museums. Methods for audience 

development strategy involve constant research of the public’s opinion and visitors’ structure 

and profiles, through: statistical data research; observing; museum’s website; questionnaires; 

interviewing; surveys; analysis of the media; internal self analysis; and comparative analysis. 

Questions should be asked to find out who the museum’s visitors are and discover how they 

behave. These include what has motivated them to visit (e.g. advertising, press articles, web 

site), how aware they are of various museum’s services (e.g. membership, talks and tours), 

what newspapers they read and what other venues they go to, how much they enjoyed their 

visit and whether they would recommend the museum to others. This data enables the 

Marketing Department to deliver highly targeted, strategic campaigns that will attract visitors 

in the most cost effective way. E.g., Archaeological Museum in Zagreb has made an 
                                                 
329 Transl. Tomislav Šola, Marketing u muzejima, ili o vrlini i kako je obznaniti, Beograd: Clio, 2002, pp.142. 
330 Dragićević Šešić, Milena, Dragojević, Sanjin, Arts management in turbulent times: Adaptable Quality 
Management, Amsterdam. European Cultural Foundation, Boekmanstudies 2005, pp.106. 
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exclusive agreement with a specialized market research agency on permanent usage of so-

called “Opiniometar”, a method which enables feedback data collection from museum’s 

visitors. In this way, museum management has established permanent communication with its 

visitors, which implies constant monitoring of visitors opinions, wishes, and ever changing 

demands. This initiative represents an innovative and easy approach to research the market 

and the quality of service/offer museums provide. Archaeological Museum has entitled this 

project We value your opinion!331 and by launching the project, it invited the audience to a 

direct and interactive cooperation. Results of the conducted pools enable museum to evaluate 

and re-question its image and position in the general cultural offer. 

One of the methods of audience development in Serbian museums could be an introduction of 

contemporary art production into classical art museums, that is proven to be a successful 

encounter by numerous examples in museums throughout Europe332 and in some cases in 

Serbia.333 The collection displays in Serbian museums are presently arranged according to 

traditional and outdated models of representation. The example of the largest number of 

Serbian museums whose permanent exhibits were created twenty or thirty years ago clearly 

illustrates the absence of any audience development strategy.  

Also, a specialized “Interdisciplinary Centre for animation and marketing activities and 

audience development” could be established with an aim to serve Serbian museums for 

education of employees in charge for museum audience development, for creation of 

programs of specific museum education and animation, and marketing activities. Efficient 

and effective audience development is not possible in the framework of the current museum 

institutional logic in Serbia. Therefore, an organization (NGO) based on the project logic 

could be established for this purposes. 

Museum should be a space for "recollection, reflection and fantasy"334, without underrating 

the positive relation between education and entertainment.335 The need for better 

                                                 
331 Vaše mišljenje nam je važno! www.amz.hr/  
332 Gemine Muse in Museum in Padua, FIAC in Musée du Louvre and Grand Palais, Correspondances in Musée 
d’Orsay, Counterpoint in Musée du Louvre, re-definition of Museum of Applied Art in Vienna (MAC), Nuit 
Blanche in Paris, or projects of Sigmund Freud Museum in Vienna and British Museum in London. 
333 E.g. The project Experiences from memory was organized as a series of exhibitions in the National Museum 
in Belgrade in 1994/1995, on the occasion of Museum’s 150th anniversary. It consisted of 14 exhibitions of 16 
artists from the contemporary Belgrade art scene. Artists were invited to choose one or more works as points of 
departure for creating their own interpretation. They introduced new technology, video games, installations, etc, 
while transforming museum galleries. The project attracted large number of visitors, audiences mostly interested 
in contemporary art and younger urban population, many of which rediscovered the National Museum, which 
had been for a long time museum-temple with classical exhibitions and elite approach towards program making 
and audience. Irina Subotić, New museological concept, in: Na iskustvima memorije (Experiences from 
Memory), Irina Subotić, Gordana Stanišić Ristović, (ed.), Beograd: Narodni muzej, 1995, pp.8.  
334 Carla Bossi Comelli, Why Friends of Museums? www.museumsnett.no/icommpr/html-files/papers/2002-
comelli.htm    

http://www.amz.hr/
http://www.museumsnett.no/icommpr/html-files/papers/2002-comelli.htm
http://www.museumsnett.no/icommpr/html-files/papers/2002-comelli.htm
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communication between museums and the public as well as among museums themselves can 

be resolved through museums “associations” that function as "mediators" in all directions. In 

particular, the need for attracting young people and stimulating their participation in 

museum’s programmes can be answered through interactive educational programmes and 

interactive presentations launched on museum’s websites, 336 that will offer young public a 

chance to be immediately “attracted” and “drawn” to the museum itself by the content and 

nature of museum’s collections and museum’s programmes.  

All efforts should be focused upon a central purpose - the increased use of museum displays, 

collections and expertise as resources for learning, creativity and enjoyment. Museum is 

successful only if it focuses its attention to audience and has a democratic approach, which 

means that it is open and accessible to everyone. As centres for communication and 

education, a place where one may spend their leisure time, they will have a new, modern role. 

 

4.4 How to diversify financial and human resources in Serbian museums? 

 

How to beat the "not enough money, not enough staff to do deal marketing" label? 

One of the most important tasks of Serbian museums is to diversify their possible financial 

resources, and to acquire the satisfying degree of self-sustainability, especially considering 

the tendency of public authorities to further decrease their support to cultural institutions, 

while forcing them to become self-sustainable.337 That is why the strategy of diversification 

of resources is absolutely needed in Serbian museums, as a first step towards creating the 

firm financial ground. It will enable the development of a Marketing strategy, with the 

                                                                                                                                                        
335 One of the ways to educate museum public through entertainment is the so-called object-based learning, 
which can be incorporated into a variety of activities, but all have the same basic theory in common: by 
exploring material culture (art, artefacts, specimens, documents, etc.), people can learn about the object and its 
relationship to other objects, people, eras and ideas. This method of learning enables the participant to look 
directly at an object, be it a sculpture or painting, artefact or advertisement, and, using a myriad of questions, 
discovers its role and importance in our world - past, present and future. Objects are used to initiate discussion, 
as well as make connections to the learner’s own experiences. 
http://www.albanyinstitute.org/mli/objectlearning.htm 
336 E.g., MoMA launched educative interactive programmes for different audiences - children 5 to 7 years of 
age, teenagers, and teachers, available on museum’s website, designed to create and develop museum’s public. 
For example, programme Destination: Modern Art, An Intergalactic Journey to MoMA and P.S.1Contemporary 
Art Centre invites children to travel to MoMA and P.S.1 with an animated alien creature, “listen" to a painting 
or create an online collage. Children and adults are invited to explore paintings, sculptures, and installations 
together through online activities and hands-on projects. More at http://www.moma.org/education/ 
337 Public authorities in many European countries have developed policies and mechanisms that are aimed to 
force public institutions to diversify their financial resources, while in transitional countries this strategy is 
inflicted by the overall financial exhaustion of the country and insufficient financial resources (in both public 
and private sector) for the cultural field. Dragićević Šešić, Milena, Dragojević, Sanjin, Arts management in 
turbulent times: Adaptable Quality Management, Amsterdam. European Cultural Foundation, Boekmanstudies 
2005, pp.105. 

http://www.albanyinstitute.org/mli/objectlearning.htm
http://www.moma.org/destination
http://www.moma.org/education/
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primary aim to increase the own incomes by attracting the visitors and new sponsors. In order 

to surpass these conditions, a strong partnerships and cooperation could be established on the 

national, regional and international level, which would enable more cost-effective policy. The 

financial resources to be grasped are available in a civil and private sector – sponsors, 

individual donors, foundations, subsidies, grants – and with the proper fundraising and 

sponsorship policy this could be significant revenue for museums.  

At present, some fundraising activities exist in museums in Serbia, but are underdeveloped 

and not strategically defined. Fundraising should be aimed at fulfilling the obvious technical 

and material needs, in order to increase the financial independence of museums, as well as to 

establish the regular sponsorships for some programmes (by proving that the cultural 

programmes can also generate profit).  

The main actors to be involved with the strategy of diversification of resources are museum 

director, PR and marketing manager(s) and commercial manager(s).338 In order to develop 

fundraising strategy and diversify own incomes, Serbian museums should:  

- Identify possible sponsors and donors (i.e. defining of explicit target group of 

sponsors for each of museum activities) according to the aims of their business 

policies339;  

- Create sponsorships packages, adapted to their companies concern and interest to 

accept the proposal, with various services for them, not just standard proposal, such as 

logo and company’s name at visible places;  

- Organize the fundraising seminars, press conferences and media campaigns; making 

the business proposals to the potential sponsors (such as book publishing, music and 

film festivals, etc.); 

- Develop self-earned income strategy - Serbian museums mostly have good 

developmental potential for their own production, such as publishing activities, 

manufacturing of souvenirs inspired by their collection, opening of souvenir and book 

shops, opening of libraries and médiathèques, etc. These products could appreciably 

improve the museum functioning and raise the self-earned incomes;  

- Establish new pricing policy – Serbian museums usually have only one price system. 

The price for entrance ticket is symbolic. Presently, there are no various package 

                                                 
338 The last position does not even exist in Serbian museums. 
339 One sponsor orientation and expecting of large amounts of money from one side for covering all flexible 
expenses is not recommended. It should be a group of sponsors (companies who have interest for financing 
some programmes of the museum, companies that have business cooperation with countries from which the 
collection originates, etc.). 
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deals (for pupils, students, excursions, families, tourists, etc.), nor means to develop 

audience loyalty through membership programmes. 

- At the end, evaluation of financial activities is necessary for insight to financial 

situation of the museum at every moment. 

All these practices are regularly performed, and constantly improved, in every leading public 

museum in the world, e.g. Musée du Louvre, Musée d’Orsay, Musée du Quai Branly, etc. In 

the same way, Museum of African Art in Belgrade, for example, could create a project “Club 

of African Culture and Art adorers” – a club that will be gather various individuals and 

companies (target groups of MAU as potential donors and sponsors) for whom Museum 

should create separate “Finance the Museum” programme, and Club members will, according 

to the plan, decide about their involvement. Museum would in this way ensure its financial 

stability and open possibilities for long-term plans, which are certain signs of institutional 

self- sustainability and financial independence.  

Given the logic of funding of museums in Serbia, which, as public institutions, have regular 

budget allocations from the government regardless of their productivity, effectiveness and 

efficiency, it can be concluded that evaluation and valorisation of museum’s performance is 

not being conducted precisely for that reason, as results may “jeopardize” museum’s present 

functioning. Museum staff will continue working ineffectively and inefficiently and without 

motivation for development of new projects, as long as museum directors allow this state. 

Museum directors cannot do much about the present funding logic, but what they can and 

should do is to establish the system of self-evaluation and valorisation, of rewards and 

penalties, which would then enforce and motivate the staff to be more productive. 

The lack of personnel, mainly for marketing and PR management, is also one of the major 

problems in Serbian museums since any development of serious and profitable strategy (and 

campaigns) demands high expertise and a team of experts. On the other hand, the 

complicated and time-consuming employment and dismissal procedure of the public 

museum’s personnel340, does present another obstacle, but not insurmountable.  

Given the experiences in European museums, two possible directions can be offered: 

employment of new personnel and volunteers, or engagement of external experts. If the 

chosen path is directed towards employment of new staff for marketing and PR activities, the 

result would be in creating a marketing team. Another, more efficient possibility that could be 

applied in order to develop proper institutional marketing strategy as well as separate 

advertising campaigns for each major event, could be the engagement of external experts and 
                                                 
340 Every proposal has to be adopted by the Assembly of the City of Belgrade or by the Ministry of Culture. 
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agencies for mentioned activities (a marketing agency could be employed by several 

museums through their mutual partnership). This possibility is, however, more costly and 

expensive, but in the same time enables to act immediately and efficiently, and without 

having to wait for an employment procedure to be over. Even if we chose the first path, there 

is a possibility that an external consultancy will be needed anyway. 

The urgency to employ the new personnel for the PR and marketing departments (or to even 

establish this department) cannot be disputed, since it is the only way to develop the proper 

marketing strategy. Professional development of personnel (namely curators) in museums 

with a small number of employees, in the sense of their training in PR and marketing, is not 

recommendable because these professionals have already many obligations in their own field 

and they need to be trained to become mediators and animators and not marketing managers. 

This “solution” could be inefficient in all aspects.  

Organization of a marketing department in European museums341 predicts existence several 

sectors devoted to different marketing and PR activities.342 The marketing and PR and 

activities should be done by Marketing Manager and (at least one) assistant, and in 

cooperation with director and curators. Director and expert employees create marketing 

moves as a team, and those activities can be roughly divided on permanent marketing activity 

(such as audience and market research, media presence and informing of the public about 

museum offer) and enhanced marketing activity (that is done before the actual happening at 

the museum – such as separate even campaigns).  

Marketing department should develop a series of general strategies and specific marketing 

campaigns to fulfil the set objectives. Each campaign should support a different product 

(institutional campaign, exhibition campaigns, international campaign, special events 

campaign, project campaign, etc) while employing separate marketing strategy (which is 

developed in conjunction with the press strategy where appropriate) and be targeted at chosen 

types of audiences. Thereby, the campaign strategies could follow the same process, and each 

                                                 
341 It is interested mentioning that The Musées des Arts Décoratifs in Paris were among the first museums in 
Europe to set up a “Visitors’ Department”. In 1951, guided tours and lectures were arranged for children and 
adults to make the permanent collections and temporary exhibitions accessible to the greatest possible number 
of visitors. The experiment was instructive and the Visitors’ Department now designs tours, conferences, 
courses, documentary and photographic projects centred on the decorative arts collections. 
www.lesartsdecoratifs.fr/  
342 E.g. at V&A South Kensington, the process is mostly handled by the Marketing Department and Press Office 
working in tandem, led by the Director of Public Affairs. They act as a public voice for the V&A, 
communicating with many different audiences, including tourists, colleges, schools, families, adults (individuals 
and groups), diverse communities, the creative industries, members, journalists and press, sponsors, decision 
makers. Together, they promote and advertise the V&A's permanent collections and galleries, major exhibitions, 
contemporary programme and a wide range of displays, events, activities and courses. The V&A's trading arm, 
V&A Enterprises, manages the marketing of V&A publications and products. http://www.vam.ac.uk 

http://www.lesartsdecoratifs.fr/
http://www.vam.ac.uk/
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strategy should: identify campaign objectives; identify the most appropriate target audiences 

for the product; ensure the right message is conveyed through the right channels to the right 

audience; determine how to utilise the marketing mix to the best effect; enable maximum 

return on minimal resources. The evaluation of the marketing strategy should be based on the 

analysis of the budget (fundraising analysis, new incomes) and on communication success – 

analysis of the visitors’ statistics. All these tasks for the new museum should be systematized 

and inserted into their strategic plans, while education and communication should be the 

standard criteria.  

 

4.5 Partnership and networking as a solution  

 

One of the conclusions of the above mentioned Symposium of museum professionals “Where 

further?” was in the form of a recommendation addressed to the Ministry of Culture to 

establish a Centre for “inter-museum” communication that will serve as a “firm connection 

between the Ministry and the museums, but also among museums themselves, with an aim of 

creation of a data base that will improve the information flow concerning all relevant and 

important matters regarding functioning of museums.”343 However, this Centre was never 

founded. 

Partnerships and networks can be realized at different levels while enabling and helping 

Serbian museums to “open”, to expand their visibility, broaden their field of activities and 

develop their audience, as well as improve their functioning and organizational setting. 344 

These partnerships can include sharing of exhibitions and programmes, sharing of facilities, 

personnel and expertise, as well as sharing of promotion and marketing. Museums’ 

“outreach” could include local, regional, national, and international partnerships/ 

exchange/inclusion/participation345, established with cultural and educational institutions of 

similar profile, public, private and NGO sector, artists, independent projects and individual 

                                                 
343 www.ncd.matf.bg.ac.yu/yuicom 
344 E.g. The Art Museum Partnership in New York City, USA is a nonprofit organization, that provides the non-
profit art museums with educational opportunities that facilitate the sharing of information, resources, and 
collections. The Partnership was primarily established to benefit the small to medium-sized museums that 
comprise the largest segment in the field. However, larger museums are encouraged to participate, since the 
challenges in the field are universal and all participants benefit from the knowledge of their peers. Annual 
conferences are regularly held with an aim to engage museum leaders throughout the nation in an exchange of 
views on issues of mutual concern. http://www.artmuseumpartnership.org/menu.html 
345 E.g., Museum of Applied Art in Belgrade is included in the programme INTERREG IIIC, an EU-funded 
programme that helps Europe’s regions form partnerships to work together on common projects. By sharing 
knowledge and experience, these partnerships enable the regions involved to develop new solutions to 
economic, social and environmental challenges. http://www.interreg3c.net/sixcms/list.php?page=home_en 

http://www.ncd.matf.bg.ac.yu/yuicom
http://en.wikipedia.org/wiki/New_York_City
http://en.wikipedia.org/wiki/USA
http://en.wikipedia.org/wiki/Nonprofit_organization
http://en.wikipedia.org/wiki/Art_museum
http://www.artmuseumpartnership.org/menu.html
http://www.interreg3c.net/sixcms/list.php?page=home_en
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initiatives, manifestations and events, and museum networks.346 For example, Museum of 

contemporary Art in Belgrade has established firm cooperation with the Museum of 

American Art-Belgrade347. As a part of the project Americans in Belgrade, the MoCAB 

organized an exhibition Modern Art in the USA (2006/07), which presented works from the 

collection of Museum of American Art-Belgrade.348 In addition to the exhibit, the MoCAB 

also hosted a lecture by the custodian of MoMA, on the topic “MoMA and the International 

Program”.349  

For museums in Belgrade, or museums outside Belgrade that could logically share the same 

audience, it could be productive and effective to make partnerships on the level of 

cooperation in the marketing field, while conducting joint research of the market and the 

visitors.350 Market and audience research are time and fund consuming, while participation of 

several museums in these activities can be more than affordable, not to mention positive 

results and effects on visiting rate and museum’s visibility (local and national, depending on 

the “joint” museums). Especially when smaller museums are in question, the practice of 

cooperation in the production of marketing campaigns and market research could be of great 

importance. In addition, it would be useful to launch a joint web-site that would contain 

questionnaires (available in Serbian and foreign languages) for visitors and potential visitors 

of Serbian museums, or a space for free comments, suggestions and critiques. These tools for 

assessment of public opinion about museum’s services and functioning are to be present at 

least on the website of each museum. However, given that many museums in Serbia cannot 

afford to have a website, or their web page is very modest in information and irregularly 

updated, it could be useful to establish a joint one, with all necessary and relevant data 

regarding museum’s projects, activities, available services etc. At the same time, it is 

important having an option to count the number of visits of museum’s web page, as well as to 

                                                 
346 E.g., The October Salon is one of the most eminent international exhibitions of contemporary art in Serbia, in 
which many Belgrade museums, galleries and cultural centres take part. It is one of the projects that enables 
cooperation among local cultural institutions. 
347 An educational institution that gathers, preserves, and displays artefacts of the exhibits of modern art held in 
Belgrade in 1950s and 1960s. 
348 American modern art debuted in Belgrade fifty years ago when a travelling exhibit, also entitled Modern Art 
in the USA, arrived in Belgrade as a part of its European tour. The exhibit was organized by the Museum of 
Modern Art in New York (MoMA) in efforts to expose Europe to the world of Modernism in America.  
349 The MoMA International Program endeavours to build relationships between MoMA and arts institutions 
and museum professionals around the globe. The most extensive program of its kind conducted by a privately 
sponsored museum, the International Program coordinates a wide variety of initiatives aimed at facilitating 
cultural and professional exchange with museums and other visual arts institutions. These include specially 
organized travelling exhibitions from the MoMA collections, workshops for museum professionals, 
publications, education and conservation programs, professional assistance to museums, lectures and symposia, 
exchanges of library materials, etc. http://www.moma.org/international/ 
350 Already in 1990, „Observatoire permanent des public“ was established within the Direction des Musées de 
France with an aim to regularly conduct market and visitor research for museums of France.  

http://www.moma.org/international/
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enable museum’s presence and visibility on other web pages concerning museology, 

museums, tourism, cultural offer of the city etc.  

I believe that museums in Serbia, and in particularly Belgrade, are in their present (very 

tough) state because there was no mutual support in solving their common problems. There 

were not enough joint initiatives to deal with some of the issues of present-day’s museum 

management in Serbia, such as the absence of marketing strategy or neglecting of audience 

research and evaluation. These important elements could be solved in perspective through 

joint efforts of several (e.g. five-six) local museums through establishment of long-lasting 

and firm partnerships either based on museum’s profile either by their geographical 

proximity. This cooperation can mirror itself even only in employment (or establishment) of 

one specialized marketing agency/organization that will deal with exhibitions marketing, 

market and visitor research351 and promotional campaigns (event and institutional campaigns) 

for those museums, and it does not have to go further than that. This joint effort would be not 

only financially accessible but also very efficient and effective.   

Serbian museums, especially those in Belgrade, are involved with some relevant regional 

activities and events that benefit from shared and free promotion, such as the project Night of 

Museums.352However, regular partnerships or e.g. promotion of museums’ educative 

programmes, are unfortunately not considered as a possibility.353 Creation of a joint 

                                                 
351 E.g., Victoria and Albert Museum in London works with the MORI (Market Opinion and Research 
International), which is one of the leading market research agencies in the UK. http://www.vam.ac.uk  
352 The Night of Museums has now become the largest museum manifestation in Serbia, taking place once a year 
in more than a hundred museums and galleries. Similar as in many European cities, such as Berlin, Amsterdam, 
St. Petersburg, Rome, Paris etc, Belgrade opened its museums’ doors between 6 p.m. and 2 a.m. and offered 
many interesting and amusing happenings besides regular exhibitions. 
353 An interesting example is the National Museums Online Learning Project (2006-09), which is a partnership 
project involving nine national museums in the UK (British Museum, Imperial War Museum, National Portrait 
Gallery, Natural History Museum, Royal Armouries, Sir John Soane's Museum, Tate, The Wallace Collection 
and the Victoria and Albert Museum). The project is managed by a dedicated core project team based at the 
Victoria and Albert Museum, and six content writers based around the partner museums. The project was 
initiated by the Victoria and Albert Museum and it aims to get partner museum websites better used, engage 
new audiences and transform the way they think about and use existing digital collections. A range of 
innovative and exciting online learning resources are developed across the nine websites for pupils, teachers, 
and lifelong learners. These resources will provide greater access and usage of the museum partners' online 
collections, and utilise new technologies to encourage and support user participation. It is a unique project that 
requires participating national museums to work together in a truly collaborative and creative way, sharing 
expertise and resources across their institutions, and across departments, including learning and interpretation, 
online and curatorial. The search will, for the first time, put millions of objects from UK national museums at 
the fingertips of each user. For example, for school-based learning, enquiry-based activities called WebQuests 
were created. A WebQuest is an online educational tool for use by pupils and teachers, promoting open-ended 
investigation to solve specific tasks. These tasks require pupils to use at least three partner collections online for 
their research and exploration, recording of information, and towards their presentation of ideas. The Creative 
Journeys concept is a web application that will enable users to access and interact with desired museum partner 
collection(s), to create and post their journeys on the partner museum websites by authoring their own content 
incorporating text, images and other media (stored in personal 'notebooks' ), and share their work and ideas with 
a like-minded community. http://www.vam.ac.uk/about_va/online_learning/index.html 

http://www.vam.ac.uk/
http://www.vam.ac.uk/about_va/online_learning/index.html


135 
 

promotional campaign for educational programmes would enable museums to use a varied 

range of promotional material aimed at reaching different visitor groups. For example, each 

year museums could jointly produce an education pack aimed at children of elementary 

schools and high schools (and even kindergartens), which should contain the programme of 

events performed at each museum, a booklet to provide information about the services of 

museums’ education departments, a collection of current promotional materials relating to 

existing and special exhibitions, the souvenir guide, “flyers” for special exhibitions, art study 

sheets (based on current exhibition material), as well as information regarding opening times, 

ancillary services and facilities for disabled visitors. It should be designed in attractive and 

appealing way. This educational pack can be then distributed to schools at the beginning of 

each school year.354  

Cooperation and mutual support among museums in Serbia, as well as their inclusion in 

international networks, associations and organizations, is crucial for them to respond to 

demands of ever-evolving museum public, especially given the “transitional” state in which 

museums in Serbia are for the past several years. Problems Serbian museums are facing are 

diverse, and usually connected to basic conditions that are not provided for museum’s normal 

functioning (as mentioned earlier, legislative and organizational framework and logistic 

support of the State).  

Models of systematic linkage among institutions of similar profile, as is the case with 

Direction des musées de France or similar national and international networks and 

associations, offer to museums-members diverse benefits and opportunities.  

Here is why "associations and federations" are useful:  

- “They are a vehicle of participation for groups of individuals and institutions to 

take part in interests of their community in an organized way; 

- They are facilitators of communication between individuals and institutions that 

share common objectives; 

- They can perform a role of advisors and mediators inasmuch as they amass the 

knowledge and experience of a vast group of institutions, organizations and 

individuals”. 355 

In making use of their capabilities, associations and federations turn into realms that facilitate 

the exchange of data and experience and also ease the coalescence of projects.356 And, in 

                                                 
354 Similar practice exists in Musée du Quai Branly, where education packs are set on Museum’s website before 
the beginning of each school year, and free to download. 
355 Carla Bossi Comelli, Why Friends of Museums? www.museumsnett.no/icommpr/html-files/papers/2002-
comelli.htm    

http://www.museumsnett.no/icommpr/html-files/papers/2002-comelli.htm
http://www.museumsnett.no/icommpr/html-files/papers/2002-comelli.htm
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putting the parties in contact with each other, they provide a more adequate framework for 

the planning of group activities.357 Partnerships are to be established for the benefit of all 

related museums and in accordance to their mutual agreements – each side will insist on what 

is at the point crucial for the museum policy and development.  
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5. CONCLUSIONS  
 

This paper sought to search – through theory and practice – different marketing potentials, 

tools and practices successfully applied and managed by some of the most eminent world 

museums, in order to explore the possibilities to make use of these positive experiences in the 

case study of Serbian, and more specifically Belgrade art museums. The aim of this research, 

belonging to the field of cultural management and marketing, was to determine the present 

identity and image of Serbian museums, to question and discuss their potentials and 

deficiencies related to marketing and audience development, and to propose some ideas as 

applicable solutions for identified problems and in respect to recognized opportunities.  

This research was based on the premises that, in spite of the fact that Serbian museums 

dispose with diverse and abundant collections of universal cultural-historical value, 

representing multicultural past of the country and the Region, as well as bear witness of most 

important tendencies in 20th century world art, they stay unreachable and unknown to the 

majority of the public due to non-existence of marketing and audience development 

strategies. The educational role of museums as institutions that communicate knowledge to 

the public through interactive and responsive projects appears to be completely neglected in 

majority of analysed Serbian cases, while focus stays on “protection, interpretation and 

presentation” of museum collections, as defined by outdated museums’ mission statements.  

It was argued that museums in Serbia have image of “conservative and boring” places, which 

stay “off the track” among contemporary cultural offer. The present state of art of Serbian 

museums seems understandable given a complex and dramatically changing context of 

Serbian society and its political and cultural outbreaks, in which museums as public 

institutions are deeply rooted. Project logic seems to be a good transitional methodology and 

it gave very good results in the French museums. Direction des musées de France introduced 

the cultural project practice in all French public museums, and this approach is slowly 

developing in Serbian museums too. Thus, in spite of prevailing “unconstructive” image, 

certain “bright” examples have indeed been introduced, such as inclusion of contemporary art 

accomplishments in museum’s regular display setting (e.g. National museum in Belgrade, 

Museum of African Art), or service offer development (e.g. Museum of Applied Art in 

Belgrade), which served as a means to meet audiences’ needs and as an excellent marketing 

move that builds up museum’s image. Nevertheless, initiatives of this kind are shown to be 

rare and insufficient.  
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During the research, several key elements – indicators – were taken into consideration that 

helped to determine the place marketing has in Serbian museums and how is it perceived: 

mission and vision; physical setting; marketing staff and organizational structure; existence 

of strategic planning; museum facilities; programme offer; ancillary services; segmentation of 

existent and potential audience; number of visitors; audience development tools; visitor 

research; evaluation of programme and services; promotional tools used; fundraising, 

membership and pricing policies; relevancy of partnerships and networking. As indicated in 

theoretical part of the research, these elements were used as a basis to conduct marketing 

analysis in both Serbian and European museums-case studies. At that, many positive and 

some negative examples of museum marketing, branding and programme/service offer were 

introduced, which provided insight in both positive and negative sides of different approaches 

causing diverse effects within the museum-goers and non-goers. The complex marketing 

strategies of several European museums, presented in descriptive-analytical part of the 

research, have shown that implementation of marketing principles requires a detailed 

planning, constant control and evaluation.  

The main research questions What is the present identity and image of Serbian museums?, 

Are Serbian museums doing enough to attract their audience? and What are potential 

marketing solutions and recommendations for Serbian museums and how they can be 

developed? were approached through marketing analysis of Belgrade art museums, as well as 

of their potential counterparts – chosen case studies of Paris museums. In Serbian museums, 

concepts of strategic planning and marketing are either unknown or only at the very 

beginning of their development. Since 2001, only certain museums have introduced the 

position of a PR manager (operating in the press or communication department), while real 

marketing departments do not exist. Interviews conducted in Belgrade museums show that 

the topic of marketing and fundraising is still a “sensitive” topic and not gladly discussed.  

While comparing research findings of Serbian museums with those of European models, it 

can be argued that marketing is very superficially applied and understood in Serbian cases, 

that it mostly comes down to PR activities and press relations (which are also 

underdeveloped) while there exist no means of audience development, as well as that 

strategic planning is mostly unknown in the museum field. Marketing and visitors’ research, 

valorisation and evaluation are practically unfamiliar or conducted very rarely. In addition, 

museums are identified as object-based and introverted, with programme offer that primarily 

satisfies (only) needs of narrow professional circles. Given the mostly unsuccessful and not 

very far-reaching museum campaigns, it can be concluded that PR and marketing tools are 
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applied neither efficiently nor effectively (with just a few exceptions, such are, for example, 

some institutional and event campaigns of Museum of Contemporary Art or Museum of 

Applied Art in Belgrade). They are rather superficial and intended, with very few exceptions, 

for museum professionals and curators who can easily understand the message, and not to 

different target audiences (depending on the programme content).   

One can conclude that museums are open as their staff is.358 They fulfil the needs of the 

public only as much as their staff wants it to, and their image is in large part created by this 

staff. Museum directors regard themselves as managers and promoters, and their 

“extroversion” is particularly relevant in drawing conclusions on museum’s “openness” to the 

public, as well as on their interest to be familiar with cultural surroundings. In this study, 

museum directors and managers illustrated both custodial and market-focused behaviour at 

different times in relation to the education, accessibility and communication aspects of 

museum service delivery. Actually, they speak of being market-oriented while their activities 

show that focus is set around the custodial role. Methods of presentation of museum 

collections are outdated and rather traditional, due to lack of funds and proper building 

capacities on one side, but also due to conservative comprehension within large part of the 

staff of what a museum should be. This means that object-oriented missions and visions of 

Serbian museums need to be revised and redefined, especially given that museums and the 

government have already made some efforts and undertakings in direction of museums’ 

renewal (such as rebuilding of edifices, or development of international partnerships). 

Recognition of multi-dimensional nature of museum experience and consideration of values 

of both roles is vital in any organisational rethink. Indeed, successful museum management 

may require a combination of different management styles. The more augmented dimensions 

of service delivery such as interaction, interpretation, communication and accessibility need 

to be addressed, which involves a greater marketing emphasis. As a result, a dialogue 

between the museum as “temple” – exhibiting and enlarging its collections – and the museum 

as “forum”, a forward-looking centre of education and public debate, is a balance that needs 

to be established. 
                                                 
358 I would like to mention that museum directors and PR managers of analyzed Belgrade museums were not 
very keen to provide information needed for this research to be realized, nor were they enthusiastic about being 
involved in the interviews, with the exception of the Director of Museum of African Art, and the PR manager of 
the National Museum. As mentioned earlier, information on standpoints of the Director of Belgrade City 
Museum were acquired from the interview conducted in 2005 by Marijana Simu, while relevant data on 
Museum of Contemporary art were obtained from the interviews with museum’s former and present employees. 
In the case of Museum of Applied Art, communication with the PR manager was one-way, i.e. relevant data 
were only sent to me via e-mail, while they gave me no chance to discuss in person certain issues with museum 
employees or the Director.  
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Findings of the research of state of art of Serbian museums show that starting premises were 

confirmed and justified. At the same time, some perspectives and perceptions of how these 

museums could re-establish their image were introduced. Several achievable solutions were 

offered in ending chapter, emphasizing partnership and networking that can be developed in 

several directions and on several levels. Joint efforts could produce many benefits, from  

programme development and diversification to audience development, as well as in relation 

to market and audience research and promotional marketing campaigns (both event and 

institutional) which could be performed by several museums at the time. Creation of an 

“Interdisciplinary centre for animation and marketing activities and audience research and 

development”, specialized for museum public, could have many positive consequences not 

only on museums as institutions but also on general improvement of cultural life in Serbian 

cities. On the other hand, it is always possible for museums to engage marketing agencies for 

promotion of special events or of the institution itself, which, no matter how fund consuming 

might be for one museum, can show to be a very good investment if a marketing agency is 

employed by two or three museums at the time. Partnerships and networking of this kind 

might help Serbian museums to approach to audience development more efficiently and 

effectively, and to re-create their identity and image in direction of “audience-caring” and 

“open” institutions.  

This research has confirmed that Serbian museums show some positive energy to advance 

their performance and to accept the new role of museums of the 21st century while redirecting 

their orientation from object-based to audience-based one. Nevertheless, analysis shows that 

even though this motivation exists within the staff (but it must be emphasized – minority of 

the staff), they are still not ready to apply the necessary changes due to many unsolved basic 

cultural policy issues when it comes to museum field, as explained in the previous chapter. In 

addition, many of the staff is still conservative and traditionally oriented and does not seem to 

comprehend that museum, as a public institution, needs to be involved and contribute to the 

cultural policy of the country by promotion through PR and marketing activities key values 

museum has to offer. In this sense, marketing and PR of public institutions are more than 

relevant cultural policy indicators. How much is a museum ready to participate in creation of 

cultural policy of the city/state can be deduced from the importance museum staff gives to 

marketing as a tool for communicating cultural values to the public. In any case, museums in 

Serbia must avoid to constraint themselves, to “close” on the inside, and must be ready to 

cooperate and exchange on different levels (which some museum directors still regard as 

irrelevant and “problem-masking”). For museums to survive and advance as 21st century 
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institutions, they need to unite all of their experts and audience-oriented professionals around 

a clearly defined mission, enabling them to fulfil their vital role as mediators between their 

collections and the people who come to enjoy and learn from them. Without commitment of 

all actors, museums cannot re-establish their image. 

There are two major factors that are to determine further development of Serbian museums. 

The first one is engagement of public authorities in the whole process, as they are founders 

and bearers of highest responsibility for public good. They are responsible for the creation of 

far-reaching, long-term, future-oriented cultural policy, and a museum policy in specific. The 

other factor are museum professionals that must be ready to accept the changes and to work 

according to newly established standards.  

It is our belief that Serbian art museums, notably museums in the capital, have unused 

potentials that would lead them in direction of becoming relevant institutions in the Region 

and eventually Europe, while attaining image of contemporary cultural centres of education 

and entertainment, communication and socialization, recollection and contemplation. It is an 

optimistic vision whose accomplishment requires persistent and thorough rethinking of 

museums’ missions and short-term and long-term aims that must constantly strive to meet the 

needs of ever-evolving museum public.   
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7. ANNEX 
 
 
A proposal of a Questionnaire for museum visitors 
  

 
Visit of the museum 

 
Questionnaire 

 
Thank you for devoting few minutes to fulfil this questionnaire. 

Its objective is to improve the conditions of the reception in our museum. 

 
1. Is this your first visit?                                                               YES        NO  

2. Is this your second visit?                                                          YES              NO  

3. Your third visit?                                                                        YES              NO  

4. Have you visited this museum more than three times?         YES              NO  

5. Gender:  male         female      

6. You are:  

 Student                  Pupil                   Looking for employment         Pensioner   

 Employed              Civil servant      Professional in cultural sector

 Director/ superior cadre                       Merchant/ artisan               Liberal profession 

7. Age: 

 Under 12 years     12 to 24 years      25 to 50 years       Over 50 years 

8. You live in Belgrade :   YES          NO 

9. If not, you reside in (Please state the city/country) ............................................................. 

10. You came to the museum:  

 Alone        With a friend       With family      In a group       In the organised visit 

11. Why did you come to the museum: 

 To see the temporary exhibition. If yes, which one: ………………………………………... 

 To see the permanent display 

 Both 

12. For this museum, you found out through:  

 Heard from a friend  

 Via Web site of the city  

 Via Web site of the museum 

 The Tourist Office or a tourist brochure 
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 The advertisement of a manifestation (temporary exhibition), and if yes, which one:  

…………………………………………...................................................................................... 

 Other (please state): …………………………………………................................................ 

13. What do you think about the signalization leading to the museum? Is it: 

  Sufficient              Standard                  Insufficient               More than insufficient  

14. What do you think about the signalization within the museum? Is it: 

  Sufficient              Standard                  Insufficient               More than insufficient  

15. Among the collections, you have been interested in:  

 Modern art collection            Medieval art collection            Archaeological collection  

16. What program should museum continue developing? (Please state) 

............................................................................................................................................... 

17. Are you satisfied with your visit?    

  Very satisfied                Satisfied               Unsatisfied                 Very unsatisfied 

18. Why you are satisfied? 

…………………………………………………………………………………………………

…………………………………………………………………………………………………

…………………………………………………………………………………………………

…………………………………………………………………………………………………

……………………………………………………………………………………………….. 

19. Why you are unsatisfied? 

…………………………………………………………………………………………………

…………………………………………………………………………………………………

…………………………………………………………………………………………………

…………………………………………………………………………………………………

………………………………………………………………………………………………… 

20. What were the inconveniences while visiting the museum?  

 Difficulty of understanding the guides due to wordy explanations 

 Lack of amusement in the exhibition 

 Hard to observe due to complex construction 

 Absence of areas to rest 

 Other (please state): ................................................................................................... 

 No inconveniences 

21. Are you willing to visit this museum again?    YES              NO 

22. Would you recommend this museum?  
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  Highly recommend           Recommend            No 

23. Have you any suggestion/proposal/remark to give us? 

………………………………………………………………………………………………

………………………………………………………………………………………………

………………………………………………………………………………………………

………………………………………………………………………………………………

………………………………………………………………………………………………

………………………………………………………………………………………………

………………………………………………………………………………………………

……………………………………………………………………………………………… 

 

Thank you for your cooperation! 
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