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Resumo:

Este relatório tem como objetivo apresentar uma reflexão e descrição abrangente do

estágio realizado no Museu do Vitral, de Fevereiro a Maio de 2022, para a conclusão

do Mestrado em Estudos Interculturais para Negócios do Instituto Superior de

Contabilidade e Administração do Porto (ISCAP).

Os museus evoluíram consideravelmente ao longo da história, desde os gabinetes de

curiosidades ao museu moderno do século XXI que faz uso das novas tecnologias. Os

museus podem levar a vantagens económicas e culturais a nível local, nacional e

internacional, e a sua relação com as suas comunidades evoluiu ao longo do tempo. O

Museu do Vitral está localizado no centro histórico da cidade do Porto e exibe obras

criadas pela Vidraria Antunes, um dos ateliers de vitral mais antigos de Portugal.

Este relatório descreve a experiência de estagiar no Museu do Vitral, analisando as

várias tarefas e funções desempenhadas ao longo do estágio, os conhecimentos

adquiridos, bem como as competências obtidas ao longo do mestrado que

contribuíram para o sucesso do estágio, os desafios enfrentados e superados, com uma

reflexão final sobre os resultados e impacto da experiência.

Palavras chave: Museu; Comunicação Intercultural; Museu do Vitral; Turismo
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Abstract:

This report aims to present a comprehensive reflection and description of the

internship carried out for the completion of the Master’s degree in Intercultural

Studies for Business from the Porto Accounting and Business School (ISCAP), which

took place at Museu do Vitral, from February to May 2022.

Museums have evolved considerably throughout history, from the cabinets of

curiosities to the modern 21st century museum that makes use of technology.

Museums can lead to economic and cultural gains at local, national and international

levels, and their relationship with their communities has evolved through time. Museu

do Vitral is located in the historic centre of the city of Porto and it exhibits artworks

created by Vidraria Antunes, which was one of the oldest stained-glass studios in

Portugal.

This report describes the experience of being an intern at Museu do Vitral, with an

analysis of the multiple tasks and functions carried out during the course of the

internship, the knowledge obtained as well as the skills acquired during the master’s

degree that contributed to the success of the internship, the challenges faced and

overcome, with a final reflection on the results and impact of the experience.

Key words:Museum; Intercultural Communication; Museu do Vitral; Tourism
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INTRODUCTION
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For the conclusion of the Master’s degree in Intercultural Studies for Business, the

present report makes use of qualitative research methodology based on specific

literature, combined with empirical observation, in order to describe and provide

relevant information related to the internship at Museu do Vitral, carried out from 7

February to 20 May 2022.

I decided to do an internship since it provides the opportunity to enter the professional

world, apply the theoretical knowledge acquired throughout the masters, and develop

personal and professional skills.

This report is divided into three sections - “Literature Review”, “The Institution:

Museu do Vitral”, and “The Internship” - that combine to describe my internship

experience, from the research of museums’ evolution through time and how they

function and make use of technology, marketing and branding nowadays to the

history of Vidraria Antunes and the three generations of artists that were behind it and

who envisioned the development of Museu do Vitral.

The first chapter of this report focuses on the literature review and it aims to

understand the evolution of museums and their visitors throughout history, from the

cabinets of curiosities to the modern museum of the 21st century. Since technology is

so rooted in our everyday lives, it has also inevitably affected the museum world.

Therefore, a consideration of museums in the digital age, the use of technology and

social media in museums and the development of the virtual museum and online

exhibitions are also included in this section. Following that, there is a brief analysis of

how the COVID-19 pandemic affected museums and a conjecture regarding the future

of technology in museums. Another aspect that was relevant to the analysis of

museums was understanding their contributions to their communities and the regions

they are located in, and how they might benefit both. At the end of the chapter, there

is an exploration of museum marketing and branding since, nowadays, these are seen

as essential for museums to position and differentiate themselves from their

competition, attract and capture visitors as well as generate engagement and income.

The second chapter explores the host institution, Museu do Vitral. It begins with an

introduction to the museum and the art of stained glass, followed by an analysis of the
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three generations of artists who founded Vidraria Antunes and created the artworks

that would eventually be exhibited in Museu do Vitral. This section is essential since

the collection belongs to the Antunes family and the museum would not exist without

it. The next point describes Museu do Vitral, including its location, the connection

between the museum and the Fladgate Partnership as well as World of Wine, with a

brief explanation of each of its seven museums. This is followed by a description of

Museu do Vitral's exhibition and collection, from the stained-glass artworks created

by Vidraria Antunes to the objects original to the 18th century building that add an

interesting value to the collection. This section of the report ends with the mission,

vision and values of the museum as well as the marketing mix and the four

dimensions of experience.

The third and final chapter describes the internship experience. It begins with an

explanation behind the decision to choose to do an internship for the completion of

the masters. This is followed by a description of the internship and the functions in the

workplace, with key occurrences from the first until the last day, including the daily

and monthly tasks, how guided tours functioned, the various meetings that were held

between the museum manager and the staff who debated strategies to improve the

museum experience and attract more visitors, the courses that I took during the

internship, and the process of organizing the museum's participation in the National

Day of Historic Centres. After these descriptions, there is a description of the different

challenges that I had to overcome throughout the internship, from having no

experience in this field of work to facing days with a low number of visitors.

Following this section, there is an analysis of multiple strategies that museums,

particularly ones related to traditional arts and craftsmanship, around the world have

developed to attract and engage more visitors. This is an important point to address

since it can be difficult for museums with more traditional themes and collections to

attract visitors as they can be perceived as antiquated and less interesting. With those

strategies analyzed, there are also some reflections of similar tactics that Museu do

Vitral can develop and put in practice in its own program. The chapter ends with a

reflection on the results and impact of the internship, including the aims and

objectives that I had before starting it and concluding that I was able to accomplish

them, the knowledge and skills I acquired throughout the master's degree that I was

able to use during my internship, thus becoming an asset for the museum. There is
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also a reflection on the feedback that I received from the museum team at the end of

my internship. Lastly, the chapter is completed with final thoughts on the experience

as a whole.

Having worked in a museum for some months, as well as analyzed the evolution of

museums throughout history, it has become obvious that today’s concept of “museum”

includes a variety of institutions that do much more than have a collection of objects

on display. Therefore, before delving into the subject matter of this report, it is

necessary to define our object of study, trying to understand the implications of such a

definition.

Although there is not one single definition of “museum”, the one provided by the

International Council of Museums (ICOM) was chosen as the most comprehensive

and thorough:

A museum is a non-profit, permanent institution in the service of society and its
development, open to the public, which acquires, conserves, researches,
communicates and exhibits the tangible and intangible heritage of humanity and its
environment for the purposes of education, study and enjoyment. (International
Council of Museums, 2017, p.3)

Very recently, however, on August 24th 2022, in the 26th ICOM General Conference,

the ICOM Extraordinary General Assembly approved a new definition of museum,

after the one above being in force for fifteen years:

A museum is a not-for-profit, permanent institution in the service of society that
researches, collects, conserves, interprets and exhibits tangible and intangible
heritage. Open to the public, accessible and inclusive, museums foster diversity and
sustainability. They operate and communicate ethically, professionally and with the
participation of communities, offering varied experiences for education, enjoyment,
reflection and knowledge sharing. (International Council of Museums, 2022)

An alteration in the definition was needed in order to include changes that have

occurred in the role of museums and to acknowledge how important aspects such as

accessibility, sustainability, inclusivity and community participation have become.

These last two aspects will be discussed further on in the report.



5

Communication is also highlighted in this new definition, especially ethic and

professional communication. There has been a shift regarding the relationship

between museums and their communities and this can be seen by the new focus on the

engagement and participation of communities. There is also an emphasis on the

offering of experiences, which is essential for museums nowadays.

Museums have been changing and adapting through time and this alteration and

addition of new concepts to the definition of what a museum is, what it aims to foster

and provide to its community, is a perfect example of their ability to adjust to the

current society and its needs.
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CHAPTER I – LITERATUREREVIEW
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This chapter includes an exploration of the evolution of museus and their visitors,

from the cabinets of curiosities to today. It explores the use of technology in museums,

the contributions they make to their communities and regions, and museum marketing

and branding.

1 The evolution of museums and their visitors

Heritage doesn’t simply belong to the past, it is an essential part of the present. What

we decide to preserve determines our community identity, which is crucial for social

cohesion. We examine the past in order to understand our present and learn

information that will help us build our future. In this continuous process of ever-

changing culture, institutions that preserve heritage, such as museums, are extremely

important (MacDonald & Alsford, 2010, p.72).

Museums, from their initial establishment until now, have been collectors of artifacts,

manufacturing a certain vision of the past, remembering and shaping history (Didier,

1999, p.1). In the following pages, the evolution of museums as official keepers of

collective memory and history will be examined.

1.1 From the cabinets of curiosities to the public museum

From the 16th to the 18th century, there were multiple private collections and museums,

“cabinets of curiosities” - spaces where exotic and valuable objects were arranged and

presented according to the collectors' personal tastes, so they could display their

international conquests, wealth, and prestige (Jeffers, 2003, p.110). Those who were

wealthy enough to possess these immense collections also had social influence and

connections (Abt, 2006, p.130). The visitors had to rely completely on collectors and

believe whatever they told them since there was no information provided about the

objects displayed apart from what the lecturer said (Rydell, 2006, p.140). From the

Renaissance to the Enlightenment, these collections served as symbols of power,

status and learning, in private spaces with extremely restricted access (Bennett, 1995,

p.92-93).



8

The French Revolution brought about change in many areas, including museums

(Hooper-Greenhill, 1992, p.167). After the revolution, collections were opened to the

public and situated in unrestricted spaces, as opposed to the previous private

collections owned by princes, scholars and the like, located in their domestic spaces.

The public museum was thus established, so as to share what was previously private

and hidden from the lower classes (Bennett, 1995, p.89). The Revolution changed the

museum, from a symbol of autocratic power to an instrument of education of the

masses and, ultimately, to benefit the well-being of the state. This development varied

from country to country but, by mid-19th century, everyone, at least in theory, was

welcome to visit the museum.

Through the deprivatization of art and historical artifacts and their transfer from noble

residences to public museums, the nation became the keeper of history (Didier, 1999,

p.9). Art institutions began to appear in Europe, such as the British Museum in the

United Kingdom, in 1759, the Louvre in France, in 1793, and the Prado Museum in

Spain, in 1819.

Museums, alongside other institutions of high culture, were expected to help shape the

morals and behaviors of the populace. Allegedly, they could improve the tastes of the

population and their sobriety by attracting them away from the taverns and

lawlessness. This required a great change in these institutions, including their relation

to social and political power (Bennett, 1995, p.21-24). Through the

governmentalization of culture and its use as a resource, the population would be

exposed to its influence and it would lead to an ongoing and escalating change in their

thoughts and behaviors. The use of cultural forms and practices to educate the

population provided them with a new, active role in the economy of cultural power,

not just as simple spectators. However, in order for this change to succeed, culture

needed to be modified for its new duties.

The public would become civilized by being exposed to the behavior of the middle-

classes through the museum. The subordinate classes might learn, for example, how

to dress and act appropriately by imitation of their social betters. Therefore, the public

museum would not only provide instruction through the objects it displayed but also
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through the interaction of the classes (idem, p.28). In actuality, museums and art

galleries were appropriated by the social elites and, rather than becoming a place of

education and homogenization, they continued to separate the public from the elite.

Even so, the exposure of the working classes to the middle classes - on the condition

that they dressed and acted “appropriately” -, was critical for the establishment of the

museum as a social space. That being the case, when contemplating museums’

development, one must take into account the social relations that changed throughout

their evolution.

During feudal and monarchical governments, art and culture served as displays of

power, whereas the emergence of the bourgeois public sphere developed alongside

new institutions and practices that employed art and culture for social and political

commentary. Art galleries, academies, journals, philosophical and debating societies -

some with connections to museums -, and coffee houses served as the means through

which the bourgeois public met and debated matters of the state. These places had

various codes of behavior that excluded the public sphere, such as no swearing, no

drinking, no dirty clothes or shoes, in order to create an image of a polite,

cosmopolitan space (idem, p.25-27). Likewise, access to museums remained socially

restricted. Therefore, while museums in the late 19th century were intended for the

public, they displayed no interest in the lives and customs of the working classes. If

they were providing education on something, it was on fostering a widespread

embrace of cultural authority of the ruling classes.

1.2 From the 20th century until now

Throughout the 19th and 20th centuries, the development of museums spread quickly

due to the evolution in science, industrial capitalism and the expansion of knowledge

in open, changing, democratic countries (Kaplan, 2006, p.165).

New functions appeared as the museum tried to carry out its purpose of educating the

population to become a beneficial resource to the state (Hooper-Greenhill, 1992,

p.182). Explanatory texts, catalogues and guides to the collections were created, to

inform the visitors of what was being displayed. Equally, whereas before a small
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group of people within similar social networks (aristocrats, merchants or scholars)

carried out the collection and contemplation of objects, now these objects were

displayed to those without any knowledge about collecting and who belonged to a

different social group.

Following the “museum idea” of the 1850s, the “new museum idea” emerged with the

professionalization and administration of museums, as well as the change in focus

from art museums to natural history and ethnology museums (Bennett, 2004, p.34,

p.80). By the 1880s-1890s, most museums had developed considerable programs of

activities, with public lectures for both children and adults. Museum networks became

increasingly international, which made the flow of knowledge, objects and skills

easier.

After the second World War, national and international policies as well as museums’

adaptation to a society that was increasingly changing and becoming more educated,

allowed for considerable accomplishments for museums. They became instructional

institutions, places of leisure, awe, longevity and nostalgia (Osman & Farahat, 2014,

p.1301).

In that vein, Eilean Hooper-Greenhill (apud Arvanitis, 2010, p.171-172) proposed a

shift from the 19th century modernist museum, which was perceived as a building that

communicated authoritative and factual knowledge through its exhibits, to a new

museum configuration. The post-museum is a place of reciprocity, where learning is

created, instead of transmitted, where the curator’s point of view is one in many who

come together to produce a valuable blend of beliefs, perspectives and experiences.

That being the case, the post-museum aims to include the feelings and creativity of its

visitors. There are more forms of museum communication other than the exhibition,

in order to connect with the different visitors’ needs and their interpretations of the

objects displayed.

Nowadays, museums are no longer temples of culture, with an austere atmosphere.

Just about anything can be a museum today, and they can be located in cabins,

mansions, mines, palaces, prisons, ships, storehouses, etc. (Belenioti & Vassiliadis,

2016, p.115). The experience of visiting a museum is usually more like visiting a
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theme park or a funfair than the traditional, formal museum. They have reconsidered

their roles and activities to include modern and engaging experiences, switching to

concepts of “edutainment”, which combines education and entertainment (Hooper-

Greenhill, 1992, p.1).

Museums have gone from being places of education to places of learning for visitors,

which is a key change in how museums perceive their visitors and provide services to

them (Kelly, 2007, p.276-277). Whereas in the past, knowledge of the objects was the

most important aspect for any exhibition, nowadays, knowledge of the visitors is as

important as that of the objects. Likewise, today’s audiences expect to be much more

active and involved with museums. The passive visitor doesn’t exist anymore, having

been substituted by an active “client” or “consumer” (Hooper-Greenhill, 1992, p.208-

211).

In the past, a visit to a museum was two-dimensional, involving a slow, contained,

contemplating stroll through objects displayed without care for the interests or wants

of the visitors. At present, museum visits are three-dimensional experiences (idem,

p.211). They have multiple functions equal to other cultural institutions, by providing

events, knowledge and goods, among others (Rectanus, 2006, p.385).

Nowadays, the “universal” museum is the one where visitors have all their needs met,

from aesthetic and stimulating exhibitions to shops where objects related to their

collections can be bought. They also have spaces delegated to restaurants and resting

spots where, in the past, those same places would be occupied with the exhibition of

objects. The percentage of space allocated to the exhibits has decreased over time

(Hooper-Greenhill, 1992, p.204).

Museums are now part of holiday packages, advertised alongside local tourist

attractions (idem, p.204). They have become essential components of the tourism

sector and are one of the main attractions for cultural tourists, as well as key

contributors to the local and national economy (Aalst & Boogaarts, 2002, p.195).

While competing to engage more visitors and businesses, cities are increasingly

branding themselves as a “Cultural City”.
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Throughout history, the museum evolved from a hobby of the elite classes to an

extensive international phenomenon (Hoelscher, 2006, p.200). In fact, museums have

changed significantly, from the cabinets of curiosities to the modern art gallery

(Didier, 1999, p.3). They have always had to adjust to the social, economic and

political circumstances of the world (Hooper-Greenhill, 1992, p.1). In reality,

museums are more than their collections, they are about people, and collections are

mere representations of people’s desires. Since they are a product of different

centuries, nations, cultures, beliefs, technologies, etc., they have changed and adapted

tremendously through time and continue to do so (Knell et al., 2007, p.19).

2 Museums in the digital age

Modern society has been deeply affected by digital technology. It has altered how we

communicate, obtain information, purchase and pay for things, watch TV and listen to

music, how we express ourselves and are creative, and how we make, save and share

memories and experiences. Our present time is thus called the digital age (Bautista,

2014, p.21).

2.1 The use of technology in museums

Museums have made use of technology since the 1920s, when electric spotlights, for

example, were created for the late-night working-class visitors. Later on, they also

used computers and database systems (Bautista, 2014, p.27). However, it was only

after the development of the new museology1 that technology was used for practices

centred around the visitors, which provided them with autonomy over their own

experiences and education.

When digital devices first appeared, they seemed dubious for places whose identity

was rooted in authentic, material objects. Initially, computers were mostly used for

record keeping and communication (Parry, 2010, p.1-2). Nowadays, museums make

1 The new museology began in the late 20th century and reflected a change in the attitude of museums
towards their community and society. There was a greater recognition of the social and political role of
museums and they started to develop more visitor-centric practices, giving visitors power over their
own learning and experiences (Bautista, 2014, p.27-28).
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vigorous use of digital technology, integrating the latest technologies to improve their

visitors’ experiences, making them more engaging, creative, and interactive. Their

websites, social networks, online shops and digital tools in the physical galleries

satisfy the participatory culture of today’s generations.

Digital exhibitions include, among others: informational texts on screens; the display

of objects, documents, images and videos on touch-screens; audio-visual exhibits;

exhibitions that merge both material and digital features. Museums are also investing

more and more in digital elements that encourage visitors’ engagement both during

and after their visit (Runnel et al., 2021, p.48).

Technology is everywhere in museums today, from handheld devices, large-scale,

mixed media constructions of art, archiving systems, and also as a way of monitoring

visitors (Henning, 2006, p.302). Museum visitors are also able to purchase their

tickets online and plan their visits in advance. This allows them to take full advantage

of the experience and maximize the time of their visit (Marty, 2008, p.14). However,

it may be challenging for museums to incorporate digital elements that encourage

engagement while, at the same time, being innovative, unique and also not so

unfamiliar that people with different knowledge and abilities will avoid visiting

(Runnel et al., 2021, p.57).

The development of websites, videos, holograms and computer interactive exhibits

have become symbolic elements of the appearance of a new museum, which aims to

provide physical as well as intellectual access, an open and adaptable institution,

focused on the needs of its visitors as opposed to the haughty, elite museum of the

past (Witcomb, 2007, p.37). Museums have accomplished an effective balance

between maintaining their traditional, scholarly way of collecting, preserving,

researching and exhibiting while simultaneously satisfying a bigger, more diverse

audience (Bautista, 2014, p.5). They now reflect and embrace globalization,

interculturality and acceptance. The use of digital media in the museum reflects these

bigger developments, providing a space where different audiences can meet and

interact (Witcomb, 2007, p.37-38).
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Since most museums have their own websites, community has a global reach as there

is now the possibility to talk to anyone, anywhere, anytime, simply by having an

Internet connection. Even the small-scale, local institutions have an online presence,

helping museums to connect with their intercultural communities, extending their

international reach, and improving their initiatives with a diversified set of views

(idem, p.15, p.219). Museums prioritize visitors’ interests and needs, creating

powerful connections and encouraging social relations in this digital age.

Digital technologies have helped museums to expand their communities and serve

them successfully (idem, p.220). Museums are also sustaining strong relationships

with their local community by way of public and educational programs, and

institutional partnerships. Technologies enable each of these activities. People can

also search online for collections, there are online exhibitions and tours, visitors can

leave comments on websites and social media as well as upload pictures and videos.

As will be discussed below, digital media and virtual visits became even more

important during the COVID-19 pandemic since people were unable to physically

visit museums.

Museums use digital media to reach people in their daily lives, providing them with

the chance to access its content remotely wherever and whenever they want, creating

“museum moments” outside of the physical museum spaces (Arvanitis, 2010, p.171).

Through digital technologies like, for example, pictures of the collections and

activities they participated in, visitors can take home reminders of their museum

experiences. Such can enhance the museum experience outside of the actual visit and

make it far more impactful (Gammon & Burch, 2008, p.36-37).

2.2 The use of social media in museums

Social media facilitate visitor participation and engagement, offering them the ability

to interact anytime, anywhere, provide feedback, and communicate, collaborate and

co-create content in a quicker and easier way (Drotner & Schrøder, 2013, p.6).

Through the use of these resources, museums can increase their connections to the

public and remain socially relevant.
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Social media help museums study their public, allowing them to personalize the

content and approach to their target audience. Their age, gender, interests and country

of origin are all necessary for the museum to know in order to communicate

adequately. Data analysis and user profiling also helps them communicate in a unique

and personalized way. Through this, visitors’ opinions and desires before, during and

after the visit are known, in order to create the best cultural offers possible (Mu.SA:

Museum Sector Alliance, 2017, p.8-11). Nowadays, the work of social media teams

transcends traditional communication and creates more customized content.

Regarding communication, social media challenge museums to coordinate their

mission from an institutional point of view - what they want to communicate - to a

user point of view - what people may wish to know (Drotner & Schrøder, 2013, p.3-4).

This change in perspective helps museums understand what, how and to whom they

communicate as well as where and when communication takes place and what its

ultimate goal is.

2.3 The virtual museum and online exhibitions

The “virtual museum” has created a change in definition, from the use of the Internet

as a way of attracting visitors to the museum being digital and connected. Nowadays,

the museum on the Internet is its own entity (Negri, 2014, p.37-38). Nonetheless, the

virtual museum visit is not the same as the physical experience. It doesn’t substitute it,

it is simply a different option (Bartak, 2007, p.22). Due to the digitalization and

virtualization of museums, new professions that could not be possible years ago have

emerged, such as cyber curators (Negri, 2014, p.38).

Online exhibitions are powerful instruments that transmit and promote national

cultural values in the international media context (Grincheva, 2020, p.143). That is

why the museum, as a leading cultural heritage institution, can have an important

international diplomatic role since it has the ability, through the use of its collection,

to develop, improve and maintain cultural relations around the world, with different

communities, institutions and governments.
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Online spaces provided by museums enable cross-cultural communication and

connect people around the world (idem, p.23). International audiences are also able to

experience the museum beyond its physical walls, interacting with the objects through

virtual tours and online exhibitions. This guarantees the historical survival of the

objects exhibited while making them more pertinent to the contemporary audience.

Through the use of technology, museums are freeing visitors from the restrictions of

time and space, people can now visit anytime, anywhere. Visitors may be on another

continent and probably will never physically visit the museum or they may be local

and visit regularly (Bartak, 2007, p.21). Whatever the case, no matter their size, all

museums must take into account the advantages of digital media. A museum can do

everything online, from providing programs and activities to generating income,

educating, strengthening their bonds and communicating with people.

From the introduction of the Internet to museums until now, Andre Malraux’s concept

of the “museum without walls” has been accomplished (Arvanitis, 2010, p.170). Such

is a museum that provides its knowledge to both physical and virtual visitors. Audio

guides, mobile phones, among others, increase visitors’ experiences on-site as well as

remotely. Technology has allowed for the appearance of the museum without walls.

With the aim to spread knowledge, provide access and social inclusion, museums are

making use of digital media to recreate, disseminate and publicize their content.

2.4 The COVID-19 pandemic and the future of technology in museums

During the COVID-19 pandemic, museums had to provide online content. Digitized

collections and virtual programs were created. Even museums that were previously

resistant of adopting digital technologies and putting their collections online, now had

to invest in digitized content or run the risk of completely losing their audiences since

people couldn’t and wouldn’t leave their houses (Proctor, 2010, p.254-255). Post-

COVID, museums have aimed to expand their exhibitions and visitor experiences to

include virtual technology, displaying their collections in new and exciting ways

(Giannini & Bowen, 2022, p.5). Some post-COVID alterations and adaptations are,

for example, the use of QR codes to access sound-clips on their phones so visitors
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don’t have to use headphones or touch exhibits in any way, which also allows for

listening outside of the museum space, making the content mobile (Runnel et al.,

2021, p.53).

Right now, museums are at a critical moment in time. They are challenged to expand

their organization and scope from institutions of long-term preservation and

exhibition, to online cultural content collectors and suppliers. They are required to

provide services of digitization and accumulation of digital cultural content, cultural

experiences, knowledge, and augmented reality projects (Tsolis, 2014, p.20). They

must adapt their skills and expertise to these new challenges while suffering from

budget reductions, insufficient knowledge and lack of support from the government.

Museums will continue to adapt to the ever-changing trends. New technology such as

augmented reality is already altering museum experiences, social and cultural changes

are affecting visitors’ expectations, and museums will keep being pressured by

restrictions to funding and expected to be simultaneously lucrative and all-inclusive

(Arup Foresight, Research, Innovation, 2013, p.5-13). Since consumer trends are

currently shifting towards a more collaborative approach, in the future museums

might provide people with more control over their content and experiences. Museums

will face the challenge of having to create experiences that are perceived as

innovative and useful by the visitors of the future, who will be experts in all kinds of

technology. With the use of digital and wireless technology and augmented reality,

museums will further develop experiences that go beyond their walls.

3 Museums’ contributions to their communities and regions

3.1 Museums and their communities

In order to know how museums determine their communities, it is important to

understand the concept of community. There are different definitions of community,

from people who reside in an area to a group of people - virtual or physical - who

have cultural, religious or other characteristics in common (Pham, 2019, p.106). In

fact, community is an extremely complex and constantly evolving concept.
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Communities are heterogeneous, changing, ambiguous and diverse groups of

individuals (Onciul, 2013, p.81). People can be members of more than one

community and they may stay a member of that community forever or leave

whenever they want.

The use of the words “visitor”, “audience”, “public”, “museumgoer”, and

“community” reflect the type of relationship between the museum and its target

audience (Gable, 2013, p.37-38).

The term “visitor” highlights the physicality of the museum as a place where people

can walk around and visit. With the technological advances and the development of

the virtual museum, visiting a museum no longer requires a physical excursion to the

actual museum. The term “audience”, with the root word aud-, relates to listening and

observing, where the educational role of the museum is emphasized (Wu, 2019,

p.157-159). In order to think of an audience as a community, it is necessary to

acknowledge that there is something in common among people as well as between

those people and the museum. As such, there is a mutual relationship between

museums and their audiences, and the term “community” recognizes their bilateral

communication and the significance of the engagement and connection between the

museum and its community.

The term “community” reflects the more all-inclusive, accepting, and relevant

strategy that museums are trying to accomplish nowadays. Their attempt to be

relevant to their communities have led to them tackling some important social issues,

such as fighting against social exclusion, establishing harmonious communities, and

promoting regeneration (Crooke, 2006, 170). People’s increased interest in their

history and heritage and museums’ effort to improve their connection to their

communities have led to a closer bond between them and a change in the role of

museums.

Museums are seen as places where people can converge in an open and safe way,

encouraging in-person meetings and cultural dialogue within and between

communities (OECD & ICOM, 2019, p.21-24). They can provide a stimulating and

inclusive space for discussions and community meetings, which is now becoming
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more and more important, since many traditional community meeting places are

vanishing.

“Community” and “inclusive community” have become key terms in the

contemporary museum sector. Museums serve, communicate and connect with

multiple diverse communities (Pham, 2019, p.107).

Different museums attract different audiences - a community that belongs to an art

gallery will be different from the community of a railway museum (Davis, 2007, p.60-

61). Accordingly, museums must serve and communicate with multiple communities

and discover what their own community is. Their collection, reputation and placement

will influence what community they serve. For example, the Louvre in Paris has an

international audience while a local museum that only serves people of that region or

city as well as tourists who visit the locality, will have a different community. A local

museum is usually able to identify their community more quickly.

An important change that museums have gone through is their growing concern for

their communities. In this digital age, museums aren’t simply working for, but with

their communities (Bautista, 2014, p.225). Today’s participatory culture and the

ability to communicate instantaneously from anywhere in the world motivate new

museum experiences such as personalized online collections, content generated by

users, social media groups and crowd-curated exhibitions.

Museums encourage creativity, cultural diversity, acceptance and citizen participation

thus contributing to the economic and social well-being of their local communities.

Cities and regions have made use of these resources to include heritage activities in

the programs and strategies to develop their economy. Multiple studies on the

economic impact of museums reveal that they contribute to the GDP, provide

employment opportunities and generate considerable tax revenues for their

community (OECD & ICOM, 2019, p.7-11).
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3.2 Museums’ contributions to their regions

In the environment of constant competition between regions and cities, local museums

are used to advertise unique qualities of the places, enabling them to position

themselves both at a national and international level, aiming to increase their prestige

and gain global visibility (Anico & Peralta, 2007, p.195). In Portugal, local regions

also aim to be seen as important centres and be the focus of cultural, administrative,

commercial and political programs in their areas.

The construction or renovation of museums can lead to urban regeneration and

revitalize certain regions that are declining, giving rise to dynamic and creative

cultural quarters (OECD & ICOM, 2019, p.21). Cultural quarters contribute to

regeneration since they stimulate innovation, entrepreneurship and cultural production

and consumption. Through thriving cultural quarters, old or broken-down areas of a

city can be revitalized. They can lead to economic and cultural gains as well as reduce

urban inequalities and social exclusion. Many museums are positioned in city centres,

in prominent buildings, encircled by parks and green spaces. They can improve

quality of life, increase levels of social capital, promote local attractiveness and

international branding. In many places, the construction or renovation of museums

can offer opportunities for areas that were previously devoted to the industrial sector

or traditional activities.

Museums are drivers of development, elevating the appeal of a region as a good

location to tour, reside, find employment and invest in (idem, p.11).

Museums are an important part of the tourism sector, generating revenue for related

services such as those found close to their premises (Liew & Loh, 2007, p.40).

Museums are collaborating more and more with the hospitality industry as well as

tourist and travel agencies in order to create programs and special prices that will

attract tourists.

There’s a mutually beneficial relationship between the museum and the tourist, where

museums contribute to tourists’ cultural enrichment and tourists contribute to



21

museums’ economic success (Davis, 2007, p.69). Additionally, local communities and

tourists are able to interact in the museum space and local citizens can feel proud of

their heritage, culture and territory, contributing to social cohesion, making them

experience feelings of belonging and inclusion, encouraging people’s participation in

local programs and activities, developing social networks, and promoting contact

between different generations (Kelly, 2006, p.5).

In the past, exhibitions attracted white, able-bodied, middle/upper-class men. These

days, women, people of different ethnicities, and those with disabilities are welcomed

(Hooper-Greenhill, 1992, p.210-211). The ethical museum exists in a society with

diverse cultures and beliefs, becoming a safe space for people to come together and

socialize, fostering mutual understanding and trust, which benefits society as a whole

(Besterman, 2006, p.440-441).

Often, museums function not only as preservers of the past, but also as active

promoters for raising awareness, public engagement as well as local economic and

social development (Didier, 1999, p.108). They have evolved from keepers of the past

to sponsors of present local life, where art isn’t supposed to be observed devotedly but

rather designed, traded, debated, engaged, and sometimes even touched.

4 Museum Marketing and Branding

Museums have an important role in the tourism sector and economy, accounting for a

considerable segment of cultural tourism (Belenioti & Vassiliadis, 2016, p.115).

Notwithstanding, they face fierce competition in the leisure industry and cuts in

funding. Due to this, they are developing strategies to increase profit using branding

and marketing strategies for their sustainability.

4.1 Museum Marketing

Museums have been through a considerable change. The antiquated, object-centred

institution has transformed into a modern, visitor-centred education and entertainment

space (Lehn, 2007, p.74). Marketing research has helped significantly in this
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evolution. Through its exploration of the relationship between the museum and its

community, marketing research has produced crucial information for the

comprehension and segmentation of audiences.

Marketing is the careful and extensive research and analysis of consumer behavior -

the motivations behind people’s purchases, how and why they choose a certain

product over others and what grabs their attention (Kotler, 2003, p.6). Marketing is

now related to the fulfillment of consumer wants and needs, as opposed to its previous

definition as the supply of required goods and services for profit (Le, 2007, p.50).

Marketing strategies usually include the marketing mix, the 5 “P”’s - people, product,

price, position, and place -, marketing segmentation, and SWOT analysis - strengths,

weaknesses, opportunities, and threats (Liew and Loh, 2007, p.40). Uniting the

traditional and modern, the marketing strategy can assist museums in accomplishing

their goals, such as research, funding, engagement and communication with visitors.

Museums are increasingly seeing marketing as a key activity. This change is also due

to the awareness of marketing and its possible accomplishments (Rentschler, 2007b,

p.355). It assists the museum in its mission instead of putting it at risk, and it offers

opportunities for creativity and innovation in creating a vast range of programs and

activities and increasing visitors’ experiences.

Nowadays, museums have shifted their focus from their collections to their visitors.

Due to this change, museums are increasingly concerned with their services and

visitors’ experiences and whether these correspond to what they want and expect

(Kotler, 2003, p.4-5). The design of their programs, events, activities, services and

spaces are vital to attract and capture their audiences.

The change of museums’ focus towards visitors has increased the importance of

museum marketing. Museum administrators must be more market oriented now and

focus on visitors’ needs. In fact, the experiences and enjoyment of the visitors are

important for museums’ marketing strategies (Chan, 2009, p.174). Visitors’

assessment of their experiences is considered the key element of museum preservation,

interpretation, management and marketing. Since the museum’s goal is to inspire and
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educate individuals about its contents, it is crucial for museums to understand what

drives people to visit and to provide them with valuable and fulfilling experiences,

which is important knowledge for targeting, positioning and marketing their products

in order to attract bigger audiences and have a constantly innovative strategy to

increase people’s interest. Marketing has been key in these areas, especially in making

museums more accessible to the general public, developing experiences, positioning,

making profit, and increasing donations from people and companies (Kotler, 2003,

p.5). Marketing has assisted museums in managing themselves as a business. There is

an increase in research on visitors, training of the staff, and thorough financial

reporting.

Museums target and segment the marketplace and understand the diversity of their

audiences - the visitors, the staff, interns and volunteers, the curators, the funders,

among others - to whom the museums are marketing their services (Rentschler, 2007a,

p.17). Marketers must be certain of who they are marketing to - whether, for example,

to the funders so they will increase their funds, or to the visitors so they will be

excited and intrigued to visit the museum. There must be a different strategy for each

audience.

After identifying their target audience, marketing executives are able to develop

dynamic programs specifically created for the preferences of the particular segment -

children, young adults, adults, elderly people, those who visit alone as well as those

who visit in groups and families (Liew & Loh, 2007, p.43).

Attracting physical and virtual visitors and encouraging them to revisit is a key focus

for museum marketing (Lockstone, 2007, p.67). As such, market research and

segmentation as well as research marketing are some of the most relevant methods to

assist in this mission. These are used to determine what visitors want, need and expect,

to conduct a proper market segmentation and to establish strategies to increase

customer loyalty.

Through marketing, museums can analyze and intervene in a multitude of areas such

as: educational programs, by analyzing the market and developing a wide range of

activities - guided tours, conferences, school visits, workshops, events, etc.; grow the
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number of partnerships and members of the museum; increase revenue through their

shops (online and physical), as well as any other commercial activities; publicize their

programs through multiple media outlets and sponsors (Tobelem, 2007, p.306).

In recent years, local museums have united in collaborations such as a group of

museums in Rhode Island, United States of America, that leased a building together to

gain more visibility and attract visitors (Kotler & Kotler, 2007, p.324). Museums have

also created marketing partnerships to promote their services, art and culture as well

as encourage mutual advertising, create joint tickets or special prices, and reduce

operational costs.

Marketing assists museums with its techniques and skilled staff, having a positive

effect on the museum’s organization and operations (idem, p.329). Marketing

professionals will ideally have relationships with all of the staff and the input of a

marketing director will be requested for anything relating to the museum’s

community, memberships, programs, communication, and interior and facility designs.

The biggest contribution from marketing has possibly been in terms of accountability.

Marketing has driven museums to pay attention to the results of their goals, plans and

strategies and their effects on visitors, rather than just their space, employers, and

collection. Marketing is the whole business perceived from the perspective of its final

result - from the visitor’s perspective (Kotler, 2003, p.5). Museums now depend on

visitors’ feelings and opinions since, ultimately, they evaluate their own experiences,

not the employers. This is very different from the aloof, rigid institutions that they

used to be.

4.1.1 Online Marketing

Marketing has been used to raise the number of visitors and to revitalize, modify and

broaden museums’ role from a supervisory character to a focus on attracting

audiences and improving participation (Rentschler, 2007a, p.15). With this in mind,

museums are adopting marketing strategies in order to better face such challenges.
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By adapting proper and modern marketing strategies, museums are able to remain

culturally relevant and secure their position as important cultural institutions,

especially in today’s environment of ever-changing consumer behavior. Information

technology has altered the traditional definition of marketing (Liew & Loh, 2007,

p.38). Technology and the Internet have allowed people to visit museums outside of

their regions and countries, providing new and unique experiences. As such, it is

extremely important that museum managers embrace marketing strategies since these

will guarantee the steady attraction and engagement of visitors and business partners

alike (Rentschler, 2007a, p.17).

Some common practices of online marketing are, for example, e-mails, newsletters,

websites, interactive online exhibitions, membership programs, online shops and

ticket sales, and the use of social media (Bartak, 2007, p.22). Museums have been

creating online content in order to captivate bigger and more diverse audiences.

Engaging and interactive marketing strategies and projects that are completely digital,

with no physical elements, are being frequently implemented. Successful marketing

strategies allied with entertaining experiences motivate people to repeat their physical

or virtual visit.

E-marketing is the use of information technology in the production, communication

and delivery of value to customers. International tourists can effortlessly get the

museum’s information online, through the Internet, on computers, mobile phones or

any other handheld devices. E-marketing techniques are mostly used for research,

access, education, outreach, increase in funding and sponsorships. Nonetheless, some

authors, such as Liew & Loh (2007, p.38-40) suggest that e-marketing and

communications should be used alongside traditional marketing strategies and not be

separated from them.

4.2 Museum Branding

Appearing after the Industrial Revolution, when factories felt the need to brand their

barrels, branding as a marketing sensation has become increasingly important and

brands are everywhere now (Lehman & Byrom, 2007, p.69). Modern branding is
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connected to the evolution of the television and the resulting development of mass

consumption. Nowadays, practically every area of life is influenced by branding, from

the clothes we wear to the food we consume, and the vehicles we drive. Even self-

help books telling people how to brand themselves have been published.

The term “brand” refers to a combination of factors associated with a good or service,

such as its logo, name, symbols, design, and packaging (idem, p.69). Brand identity

entails the connections that consumers make when they think about a brand as well as

what it represents. Brand image has to do with consumer’s perception of the brand.

Through branding, the marketer is able to communicate a clear message to the

consumer in a progressively complex market. Branding relays the philosophy of the

company or product to the consumer (Hede, 2007, p.151).

Corporations have brand identities that they create, develop and preserve. The brand’s

identity is developed by the organization with distinctive associations that imply what

the corporation can provide. Brand image exists in the mind of the consumer, they

have a mental image of the brand that is created from marketing communication and

information. Marketers have the challenge of promoting compatibility between the

brand’s identity and its image. When there is consistency, consumers feel better about

purchasing from that brand. After that, the museum can start to encourage loyalty to

the brand which will reflect in repeated visits, purchasing, and word of mouth (idem,

p.152). To have success in the global marketplace, branding communications should

be explicit and exact. Organizations should pay attention to their communications as

well as that of their competitors.

Museum identity is one of the biggest challenges museums face today. A museum has

multiple roles and designs to choose from. It can be a place for social and community

meetings, for experts to examine objects, a civic institution - especially those that

address local and national issues -, a place of learning or entertainment or even a place

that combines both with a wide range of programs and activities. The best museums

merge all of these and understand that they have diverse communities and provide an

extensive variety of programs and activities (Kotler, 2003, p.10). Museum identity

must be based in its strongest qualities and the roles that are beneficial to their
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community. The communication of their identity must also be done in a captivating

way. Ultimately, marketing helps museums to discover and decide on their image and

the message that they wish to communicate, and to captivate and attract their public.

Multiple devices can be employed to communicate the brand identity. Factors like the

exhibitions, the logo, the architecture and decoration of the building, the website

design, the retail spaces, such as the museum shop and café, the artists, directors,

curators and the whole staff, the sponsors, and the accessibility and price of the tickets

are all part of the museum brand. Nevertheless, for the museum to succeed, these

tools need to complement each other (Hede, 2007, p.156-157). If they provide

different messages, the brand image and identity will be inconsistent. If that’s the case,

they won’t accomplish their usefulness as marketing tools.

Through brand identity museums increase the feelings of connection, loyalty, it

promotes partnerships, generates income and engagement (Belenioti & Vassiliadis,

2016, p.116).

Brand equity entails the social and economic effects of a brand, the desire to go back

and visit again and thus grow the number of visitors and their willingness to spend

money. Managers usually apply brand equity for publicity and profit. Arts and

cultural exhibitions have 4 dimensions of brand equity, namely brand image, values,

loyalty, and perceived quality. Brand recognition, quality, originality, and value are

factors of brand equity (Belenioti & Vassiliadis, 2016, p.117). Brand equity usually

develops over time since the market has to be familiar with the brand before its equity

becomes apparent (Hede, 2007, p.151).

Museums compete against each other for visitors but they also compete with other

attractions and activities (idem, p.154). When people decide to plan their day out, they

might be interested in visiting an amusement park, a museum, go to the cinema or to a

local café, among other options, depending on their age and preferences. Since there

is such strong and diverse competition, museums must communicate their identity and

what they provide in a clear manner. Branding can provide the museum with an

opportunity to position and differentiate itself from its competition. At the minimum,
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branding sets the museum in its target’s options of activities and, if done effectively, it

helps the museum become their activity of choice.

Museums are frequently the motivation for tourists to visit certain destinations.

Moreover, the majority now has their own website where they exhibit their collections

to communities all over the world (idem, p.153). Many museums are including shops

on their websites and selling their own branded merchandise. The branding challenge

that they can face is that they are frequently also branding local products. Therefore,

strategies and cultural and socio-political awareness are necessary in order to balance

branding on a local and global level.

4.2.1 The brand “Museum”

The notion of museum is a brand by and of itself (Hede, 2007, p.153). In the past, the

brand museum was understood and communicated as having an educational role in

society, as institutions that collected, preserved and displayed information and objects

for the public’s sake. Whilst birds exhibited behind glass cases with little information

provided were attractive to the 18th century visitors, nowadays people wish to

thoroughly explore the collections. The image and identity of the 21st century,

contemporary museum is that of a place where people can explore the collections,

learn, feel inspired by them and have fun. The brand museum has developed over time

as a result of the evolving values, perspectives and desires of the consumers. As a

result, the museum of the 21st century combines both tradition and modernity.

Museums have evolved considerably throughout history, from the cabinets of

curiosities to the modern 21st century museum. They have progressed not only to

accept people from all classes, backgrounds and cultures but to also incorporate and

make use of technology in their exhibitions and the services they provide. Technology

has enabled the development of the virtual museum and it has provided the

opportunity for people to visit without having to even leave their own homes.

Through digital technology and the use of social media, people are now able to

interact, communicate and engage with museums from all around the world. They

have shifted their focus from the collection to the visitor and their concern for their

communities has thus increased. Museums can lead to economic and cultural gains at
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a regional and national level, causing the revitalization and regeneration of certain

regions, stimulating innovation, entrepreneurship and cultural production and

consumption as well as improving quality of life and boosting local attractiveness.

Marketing and branding have contributed greatly in attracting visitors and improving

their feelings of loyalty, through increasing creativity and innovation in their activities,

and providing visitors with valuable and rewarding experiences. Overall, museums’

identity, their communities, and the programs and services they offer have changed

and adapted significantly through time and they will surely continue to do so in the

future.
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CHAPTER II – THE INSTITUTION: MUSEU DOVITRAL
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This chapter addresses Museu do Vitral, which is the institution where my internship

took place, its exhibition and collection. It also describes the connection between

Vidraria Antunes and Museu do Vitral, as well as between the museum and World of

Wine. At the end of the chapter, I describe some strategies that other museums of

traditional arts and craftsmanship around the world have used to attract more visitors,

and reflect on similar strategies that Museu do Vitral can develop and apply to its own

program.

5 The institution: Museu do Vitral and the art of stained glass

The Stained Glass Museum, Museu do Vitral, opened in August 2021 and it is located

in the historic centre of Porto. The museum preserves the history of Vidraria Antunes,

which was open for more than 100 years and it was one of the oldest stained-glass

studios in Portugal. The three generations of artists - Plácido António Antunes, João

Baptista Antunes and João Aquino Antunes - produced a large amount of work. As

from 1906, the studio created more than 500 artworks, many of which are installed in

important buildings and places of worship (Almeida & Lochery, 2021, p.11). The

museum aims to show not only the process of creating stained glass but also exhibits

some of the works created by the studio.

Stained glass is the art of arranging pieces of colored or painted glass to create a

pattern or picture (idem, p.1). The colored glass projects the light inside of the

building in different ways, depending on the angle of the sun, the time of day, the

season, and the weather. It creates a mosaic of colors on the walls, bringing life to the

space.

Traditional stained glass is a challenging craft that requires years of training, technical

and compositional skills (Leroux, 2013, p.24). Artists also need to master the color,

light, depth and texture of glass and conceptualize how their piece will complement

the space where it will be installed (Rosewell, 2012, p.242).

Producing a stained-glass piece is still a complex and expensive process (Almeida &

Lochery, 2021, p.1-2). The artist begins by sketching the design, then drawing it in
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full scale and making the cartoon. The cartoons may be divided in sections, each with

a number that references the color to be used in that area. After that, the craftsman

cuts, with extreme precision, individual pieces from large sheets of glass. Once the

glass is cut, the painting process begins. When the painting is complete, the pieces of

glass are assembled and connected with lead.

It is difficult to know for sure when and where stained glass was first used. Colored

glass beads were used by ancient Egyptians, the glass blowing technique dates back to

the Roman Empire, and some examples from the 8th century have been found in

France. However, the cathedral window, the iconic stained-glass artwork, was a

symbol of the Gothic architecture. The earliest report of the production of stained-

glass windows is from the 12th century (Hayward, 1972, p.2).

In medieval times, stained glass was used as an illustrated Bible for the illiterate

public (Almeida et al., 2010, p.1). Large-scale windows were so expensive that only

places of worship were seen as worthy to display them. However, with the rise of the

middle class and their increasing wealth, stained glass became non-religious. An

example of this is the installation, in residences or town halls, of windows with a

person’s coat of arms in order to display their social and/or political status (Hayward,

1972, p.4). Vidraria Antunes produced commissions for many private homes in Porto,

created with multiple designs such as coats of arms, historical events, landscapes and

nature scenes.

Public education and the evolution of people’s tastes led to a decrease in the

popularity of stained glass (Hayward, 1972, p.56). The invention of the printing press

caused the windows that told stories to become outdated, and the desire for coats of

arms in domestic spaces declined with the wish for better interior lighting. This lasted

for more than a century, until the Gothic revival reinstated the stained glass as an art

form.

The first and second World Wars were determining factors for the establishment of

stained-glass studios in Europe, since many buildings, including churches, cathedrals,

palaces and public buildings had stained-glass windows that were destroyed. From

then on out, there was an expansion of the glass art, not only in religious but also
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public and private non-religious buildings, with the development of stained-glass

schools, galleries, museums and small studios and shops (Almeida, 2013, p.149-150).

The modern style appeared at the end of the 19th century, propelled by art nouveau

and Louis Tiffany (idem, p.148). It involved the production of decorative stained-

glass pieces, including lamps, accessories and jewelry. These works are very colorful

and mainly have natural and landscape designs (Gasimova et al., 2022, p.203). Some

examples of stained-glass pieces with these modern styles and techniques can be

found in Museu do Vitral.

Nowadays, due to scientific developments and new aesthetic concepts, this art is

modern and innovative, open to research, experimentation (Almeida, 2013, p.144) and

it is mostly used as a decorative and luxurious element to interior spaces, its message

is mainly aesthetic (Gasimova et al., 2022, p.203-204).

6 Vidraria Antunes and the development of Museu do Vitral

6.1 Vidraria Antunes

Opened in 1906, in the city of Porto, Vidraria Antunes stood out as a family business,

lasting through three generations. It was one of the oldest stained-glass studios in

Portugal and it is internationally renowned for the quality of its work, carried out for

over a century.

Established by Plácido António Antunes (1886-1950), Vidraria Antunes changed

location multiple times. For many years, it was located on Rua Conde de Vizela, and,

later, on the Home of Artists on Rua do Vilar, which previously belonged to the

filmmaker Manoel de Oliveira. The studio produced numerous works throughout its

century of existence and it collaborated with renowned Portuguese artists. The studio

focused not only on the production but also conservation and restoration of stained

glass. Some of the works created are, to this day, displayed in churches, town halls,

private homes, justice courts and hospitals (Almeida & Lochery, 2021, p.1-2). Many

of the studio’s works are installed in the city of Porto. Some can be found in chapels
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and churches, such as in Igreja dos Congregados, next to the São Bento train station.

Others can be found in the ceilings and windows of hotels and local attractions, such

as in Hotel Infante Sagres and Livraria Lello.

Soon after its opening, it had many commissions for stained-glass windows, for public

and private places around the country (Almeida & Lochery, 2021, p.3). A number of

renowned Portuguese artists, such as Manoel de Oliveira and António Carneiro

created cartoons for the studio. Plácido António Antunes created works for Casa de

Saúde, Palácio de Cristal, and Santo António dos Congregados church, in Porto.

Plácido António Antunes’ son, João Baptista Antunes (1914-1994) had a degree in

drawing and painting from the School of Applied Arts in Porto. In 1928, he helped his

father make a stained-glass piece for the Portuguese Colonial Exhibition (idem, p.4).

He was already responsible for the studio since 1939 but he officially took over after

his father passed away in 1950.

Following his father’s footsteps, João Baptista Antunes created artworks from the

cartoons of renowned artists such as Júlio Resende, Coelho Figueiredo, Guilherme

Camarinha, Augusto Gomes, Luis Demée, Armândio Silva, António Lino and Isolino

Vaz (idem, p.4-6). During this period of time, the studio received many commissions

and so it employed multiple craftsmen, each with a specific function (Figure 1).

However, João Baptista Antunes did not just contribute to other artist’s work, he

created multiple personal works for places such as: Convento dos Capuchinhos in São

Mamede de Infesta, the home of Franciscan Irmãs Hospitaleiras in Santo Tirso, and S.

Nicolão’s church in Mondim de Basto, in the 1950s; Santuário do Alivio, Macedo de

Cavaleiro, and Igreja Matriz in Ponte de Lima, in the 1960s. João Aquino Antunes

considered this last work as one of his father’s greatest creations.

Figure 1: Craftsmen working at the Antunes workshop in the 1950s

Photo credit: Almeida and Lochery (2021)
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João Baptista’s son, João Aquino Antunes (1939-2022) began to work with his father

in the studio in the 1950s. He collaborated with artists such as António Lino,

Guilherme Camarinha, António Coelho Figueiredo, and Isolino Vaz.

In 1988, João Aquino Antunes became a Fellow of the Faculty of Fine Arts of the

University of Porto. This faculty is one of Portugal's most internationally recognized

schools of painting, sculpture and architecture. The prestigious title required a series

of compositions that João Aquino Antunes had to create in 520 hours. The resulting

artworks were evaluated by a jury of notable artists at the time. A contemporary piece

named "Landscape" is exhibited in Museu do Vitral, and it is one of the three stained-

glass artworks produced by João Aquino Antunes for the title.

He was a stained glass and mosaic master from 1973 until his retirement in 2008. In

Portugal, stained glass had been taught since 1957 but the practical elements were

more focused on drawing and composition whereas João Aquino Antunes acquired

the first kiln of the faculty which allowed students to use the grisaille technique2. He

studied at École National Superieur des Arts Métier D’Arts and Ravena Academy of

Fine Arts (Almeida & Lochery, 2021, p.6-7). When he took over the studio in 1976,

the stained-glass pieces created became more focused on his work rather than

collaborations and other artists’ projects. Even before taking over the studio, he had

already begun producing his own work. For 35 years, he balanced his career as a

teacher with the management of the studio.

In the 1980s, João Aquino Antunes created one of his biggest stained-glass pieces, for

the church of Famalicão (idem, p.7). The cartoon for this piece is exhibited in Museu

do Vitral.

João Aquino Antunes collaborated with Júlio Resende and the latter advised him to

display the studio’s work to the public, since it had been functioning for 75 years and

the drawings, cartoons and stained-glass pieces created were important in the history

of stained glass in Portugal (idem, p.7).

2 Grisaille is a painting technique using only shades of grey (Almeida & Lochery, 2021, p.1).
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João Aquino’s artworks can be found all around the world, from Thailand to the

United States of America, Angola, Australia, Timor, South Africa and Venezuela

(idem, p.8). In 1980, he won a prestigious award in the 2nd International Exhibition of

Stained Glass in France.

In 2008, João Aquino Antunes gave multiple interviews to national newspapers where

he talked about his desire to display the studio’s artworks of the past 100 years (idem,

p.9). He was the last master painter of a family that, for three generations, devoted

their entire lives to the art of stained glass.

João Aquino Antunes passed away in early 2022. However, he was able to achieve his

dream of establishing a museum that displayed his family’s art to the world, and see

that museum open and in operation.

6.2 Museu do Vitral

Museu do Vitral is located in the historic Casa da Vandoma, in the heart of the city of

Porto, in Morro da Sé, Dom Hugo street. The building that houses the museum was

originally a manor house and some architectural details from the 18th century are still

visible, such as the large atrium with mannerist details, visible in the stairwells and

the 3 first granite steps. Throughout the museum, visitors can see other structural and

architectural details from the original building, such as the arch in the atrium and the

door locks, that were kept intentionally after the construction work. The museum has

four floors, with two main entrances - one from D. Hugo street and the other from

Calçada da Vandoma, where Terreiro da Sé, the statue of Count Vímara Peres, and

the historic centre are visible.

Museu do Vitral was a project envisioned by Vidraria Antunes in 2010 and it

originated from a partnership between the master painter João Aquino Antunes and

the holding company The Fladgate Partnership. The building that houses the museum

and the collection belongs to the Antunes family but they needed a considerable sum

of money for the construction work and maintenance of the building. They attempted

in various ways to request the collaboration of governmental bodies, and even
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presented a proposal to Porto’s city council but received no answer. However, Adrian

Bridge, the CEO of The Fladgate Partnership, who is allegedly fascinated by art and

history, accepted the challenge of making master Aquino’s dream come true.

The Fladgate Partnership is a holding company operating in Port wine, tourism and

distribution (The Fladgate Partnership, 2022). The group’s original company was

Taylor’s Port, founded in 1692. It owns The Yeatman Hotel and Vintage House Hotel

in Pinhão and it also developed the World of Wine (WOW) cultural district, which

regenerated a historic area of Vila Nova de Gaia.

This is the connection between one of the oldest and most admirable art forms on the

buildings of the city of Porto - the stained glass art - and the city’s most iconic drink -

Port wine -, and it explains the reason for Taylor’s wine being sold in the museum

shop and served to costumers during their visit. The shop also sells Taylor’s

merchandise, from umbrellas, socks and hats to glasses and bottles of wine. Museu do

Vitral also advertises World of Wine and sells tickets for the 7 museum experiences.

6.2.1 World of Wine

World of Wine (WOW) opened in 2020. The development cost around $120m, which

makes it one of the biggest tourist developments in Europe (Martin, 2021). It has 7

museum experiences, a temporary exhibition space, 12 restaurants from economic

options to more expensive meals, a wine school, shops and space for events (World of

Wine, 2022). It is a cultural hub for both locals and tourists. The central square

provides an impressive view of the river and the city of Porto.

Located in Gaia, in warehouses that used to store port wine, WOW explores the story

of wine, the city’s evolution through time, and some of the industries that are

important to Portugal (World of Wine, 2022).

The museums located in World of Wine are The Wine Experience, The Pink Palace,

The Chocolate Story, Porto Region Across the Ages, Planet Cork, The Bridge

Collection and Porto Fashion and Fabric Museum. These are examples of the

expansion of the concept of museum that was explored in the previous chapter. They
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go beyond the traditional museum and exhibition style and aim for more interactive

experiences, with little textual information provided in some of them, focusing on

learning through digital media and hands-on activities.

These museums also fall under the concept of “affordable luxury” since they provide

services that appear to have high levels of quality but are not as expensive as regular

luxury services (Shahid et al., 2021, p.3). Affordable luxury provides the opportunity

for consumers to satisfy their needs for luxury products and services at an affordable

and accessible price, becoming not only focused on just elite and wealthy costumers

but also available to a larger range of people with different socio-economic

backgrounds (Zaif & Cerchia, 2018, p.426).

6.2.1.1 The Wine Experience

The largest museum in the complex, the Wine Experience is dedicated to amateur and

experienced wine enthusiasts alike, aiming to demystify wine and increase the

visitors' knowledge and enjoyment of it. The museum explains how wine is made

from the grape to the glass, and the multiple factors that have a crucial effect on the

production of wine such as the environment, climate and grape variety (World of

Wine, 2022). Nonetheless, The Wine Experience does not only focus on the

production of wine, it also has interactive and immersive experiences and activities in

which the visitors can participate, such as: select multiple answers on digital screens

to find out what kind of drinker they are; taste jelly beans to differentiate between

sweet and sour; enter a set with houses that feature traditional decoration, tools and

music of the Azores and Madeira archipelagos; walk among wine barrels with panels

that explain the production process; smell different aromas and try to decipher them

correctly; etc. At the end, visitors can also taste a glass of wine.

6.2.1.2 The Pink Palace

This museum claims to be a vibrant and sensory experience that immerses visitors in

the Rosé wine in a new and engaging way. Its goal is to educate and mainly entertain.

Each of its 11 rooms is different and unique, with backgrounds and decorations ideal

for taking photos to share on social media (World of Wine, 2022). It has a pool full of
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pink balls, a pink Cadillac, bathtubs with a background of the city, and a saloon fully

decorated. All of these features merge to create the atmosphere that the Pink Palace

wishes to convey - of a fun, relaxing experience. The museum also holds birthday and

bachelor/bachelorette parties. There are 5 Rosé tastings throughout the visit.

6.2.1.3 Porto Region Across the Ages

The Porto Region Across the Ages (PRATA) experience is aimed at those who wish

to learn about the city of Porto. It educates visitors on the history, culture and heritage

of the city and its contribution to the national economy (World of Wine, 2022). In the

museum, the visitor can see the evolution of Porto and multiple events throughout

history that shaped it to be the city that it is today. In the PRATA museum, there is

also a full-size replica of the city tram.

6.2.1.4 The Chocolate Story

The Chocolate Story advertises itself as an immersive and interactive experience,

where visitors discover the production process of chocolate (World of Wine, 2022).

There is a factory inside of the museum that produces the brand 20|20 which is sold in

the shops of other museums, including Museu do Vitral. There are also several

workshops held in the museum, such as a tasting workshop, a chocolate and Port wine

pairing workshop, and a workshop for children called Chocolatinhos. The museum

also holds birthday parties, team building sessions, and bachelor/bachelorette parties.

6.2.1.5 Planet Cork

Portugal is the world's largest cork producing country, with more than 50% of global

production (Pereira et al., 2012, p.361). Planet Cork explains the production process

of cork, from the tree to the final product and its versatility, with entertaining

activities for visitors such as measuring their weight in cork stoppers, creating their

own personalized cork stopper, and discovering the flexibility of cork. Planet Cork

has a partnership with Amorim, the largest producer of cork in Portugal.
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6.2.1.6 The Bridge Collection

The Bridge Collection exhibits 9 000 years of drinking through its collection of

drinking vessels. The museum’s exhibition has more than 2 000 vessels and glasses

(World of Wine, 2022). It explains the customs and stories associated with drinking

through time, connecting drinking vessels to human history, from earliest civilizations

to present times, and its use in our daily lives and in rituals and celebrations. It also

displays other objects such as coins, paintings, jewelry and sculptures, which are

connected to the story of humanity and the other objects in the collection.

All of the objects displayed are part of Adrian Bridge’s private collection. The

collection continues to grow and the museum has recently gone through some changes

to the space to improve the exhibition. It has interactive panels, a space decorated like

a Roman room, featuring a couch like the ones they used to recline and dine in, a

room with radioactive glasses, and the guided tour is very thorough in the historical

context of the objects displayed. As will be mentioned further on, I had the

opportunity to visit most of the museums on the first day of my internship, as a way to

get familiarized with World of Wine and its staff, and The Bridge Collection is an

ideal choice for history lovers since it connects history of civilizations to culture and

drinkware.

6.2.1.7 Porto Fashion and Fabric Museum

Just like the cork industry, the textile and fashion industries are important in Portugal.

The Porto Fashion and Fabric Museum is housed in a historic residential building

from the 18th century - Atkinson House, which has a chapel with frescos made by the

acclaimed architect Nicolau Nasoni (Lochery, 2020). The museum explores the textile

industry in Portugal throughout history, and explains the process of making garments,

from the raw materials to the end result. It also displays footwear and filigree jewelry

(World of Wine, 2022). It features creative displays of mannequins with fashionable

clothes as well as fabrics made from renewable materials. The museum highlights the

work of Portuguese designers. A space for temporary exhibitions has been added,

with the intention of housing fashion shows, events and exhibitions from Portuguese

and foreign designers.
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7 Exhibition and collection of Museu do Vitral

In general, a collection can be defined by a set of material or immaterial objects -

works of art, artifacts, specimens, documents, among others - that an individual or an

institution have collected, classified, selected and conserved, and which frequently

displays those objects to a more or less vast public, in a private or public collection

(Desvallées & Mairesse, 2010, p.26).

Museu do Vitral exhibits a selection of works from Vidraria Antunes and the late João

Aquino Antunes, who was the last generation of the studio that dedicated his life to

the stained glass art.

The curation and development of the collection to exhibit in Museu do Vitral was

carried out for 18 months before the museum’s opening. João Aquino Antunes had

already selected 14 pieces and he created some original artworks just for the

exhibition (Almeida & Lochery, 2021, p.9). Further pieces were selected to expand

the collection, which included the loan of the large stained-glass installation

“Landscape”, from the Faculty of Fine Arts’ collection, which was created by João

Aquino Antunes in 1988.

Throughout the 4 floors of exhibition, visitors are able to see stained-glass artworks,

from traditional pieces to decorative panels and striking abstract art installations,

original sketches, cartoons, equipment and tools, documents, panels that provide

information on stained glass, Vidraria Antunes and the artworks exhibited - they are

written in an accessible way so that visitors with a diverse range of knowledge can

learn about the subject -, and a video explaining, in a more entertaining way, the steps

of stained glass production, from the sketch to the final result - the video was

produced using footage filmed in the studio in Rua do Pilar as well as video content

from “Stained Glass: A Documentary”, provided by the University of Northwestern in

the United States of America (idem, p.11). Visitors get a glimpse into the creativity,

craftsmanship, techniques and production of stained glass.
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The layout of the exhibition was designed in a such a way as to interconnect the

themes and create a harmony between the artist, the collection and the building

(Almeida & Lochery, 2021, p.11). After researching into the museum’s target market

- an important step for museum marketing and branding, as pointed out in the

previous chapter -, it became clear that the museum needed to attract and engage the

visitors as well as show them that stained glass is not only used in a religious context

but can also be produced as a work of art.

Right at the beginning of the visit, there is a stained-glass piece that has a different

lightning than all of the others in the exhibition (Figure 2). The main reason for this is

to show the difference in dimension between a cartoon and the actual final result.

Figure 2: Stained-glass piece exhibited at Museu do Vitral

Photo credit: Own elaboration

By observing this artwork, visitors can perceive the real dimension of stained-glass

pieces. People are usually unaware of their real size and only after looking at a full

piece up close do they realize how big it actually is. This artwork is a perfect example

of this, especially since it has the original cartoon next to it so visitors can see that this

large stained-glass piece that they are looking at is only a very small section of the

drawing.

The museum has a section that addresses color (Figure 3). The biggest advantage of

working with glass instead of canvas is that the color doesn’t fade through the years.

Stained glass artists use a kaleidoscope of colors and are able to produce a wide

variety of textures and finishes. In Vidraria Antunes they used more than 400 shades

of color. Each colored piece of glass has a corresponding number and that number is
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registered in each segment of the sketch, as visitors can see in the multiple examples

of sketches and cartoons displayed throughout the museum. Every segment from the

full-sized sketch is marked with the corresponding reference number from which the

artist will trace, cut and assemble the final stained-glass piece. Each color "slide" is

individually numbered and each reference corresponds to a specific shelf that holds a

large glass sheet or, in the case of Vidraria Antunes, to one of the 200 drawers that

contained smaller glass fragments.

Figure 3: Stained glass and color

Photo credit: Own elaboration

The exhibition also explains that the symbolism assigned to each color is different for

each person and culture since it has cultural, political, religious and even linguistic

implications. An example is black and white. While in some Western countries black

is associated with death, in others such as India, China and Ethiopia, white is the color

of mourning. Having that in mind, it is important for stained glass artists to take into

consideration the place and country where their commissioned pieces will be installed

and have the awareness of how the different colors are interpreted in that region.

The museum is located on a route to the Camino de Santiago and there is a stained-

glass piece in the collection with the image of Saint James (Figure 4). This piece is a

replica of the original found in Igreja dos Congregados, the building for which

Vidraria Antunes made its first stained-glass piece in the city of Porto.
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Figure 4: Stained-glass piece exhibited at Museu do Vitral - Saint James

Photo credit: Own elaboration

An interesting addition to the exhibition is an original wall of the building that was

beneath the structural walls of the house and was found during the construction work

(Figure 5). After the earthquake in Lisbon, 1755, the construction system known as

“gaiola pombalina” started being used since it was more resistant to earthquakes.

However, that system was common in the reconstruction plans of Lisbon and other

areas affected by the hurricane, it was unusual in the north of Portugal. Therefore, it

was a surprising discovery when the wall was found and it is now a unique feature of

the building. It is the largest wall in this state of conservation currently documented in

the north of Portugal.

Figure 5: Wall original to the building

Photo credit: Own elaboration
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There is also an important archaeological find in Museu do Vitral - an ancient

staircase that leads to one of the oldest streets in Porto, Dom Hugo street (Figure 6).

The archaeological excavations conducted before the construction work in the

museum revealed these stairs that date back to the 4th-3rd century BC, as well as some

other artifacts that are not part of the exhibition.

Figure 6: Archaeological find

Photo credit: Own elaboration

Another addition to the exhibition that is original to the building and not related to

stained glass is an 18th century bench in polychrome painted wood (Figure 7). The

lower portion of the bench had to be restored due to its fragility. In front of this bench,

there is another stopping point during guided tours which is a common element to

noble houses – “banco namoradeiros” (Figure 7). It was a way to show society that

the couple, “namoradeiros”, were respecting the rules of behavior and keeping a

respectful distance from each other. Visible through the window, in Beco dos

Redemoinhos, is the oldest house in the city of Porto.

There are quotes on the walls of the building from the artist João Aquino Antunes,

which serve as another way to connect the museum to his memory and Vidraria

Antune’s legacy.



46

Figure 7: 18th century bench and “banco namoradeiros”

Photo credit: Own elaboration

The admission ticket to Museu do Vitral includes the offer of a glass of Port wine.

The stained-glass pieces exhibited in the tasting room do not have a religious theme

but are more decorative and they are examples of artworks that belong to private

homes, hotels, etc. One example is the replica of a stained-glass piece that can be

found in Hotel Infante Sagres, which was the first 5-star hotel in the city of Porto

(Figure 8). This room has some chairs and stools for visitors to sit on while enjoying a

glass of wine as well as a balcony overlooking the historic centre, with an expansive

view of the city.

Figure 8: Replica of a stained-glass piece found in Hotel Infante Sagres

Photo credit: Own elaboration

Another unique piece exhibited is an inverted pyramid that was created during the

reconstruction of the building (Figure 9). It is the only stained-glass piece in the

whole museum that is illuminated by natural light and whose reflections vary
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according to the season and time of day (Almeida & Lochery, 2021, p.11). The other

structures that display the museum’s stained-glass pieces were designed with LED

diffuser lighting to illuminate each piece.

Figure 9: Pyramid

Photo credit: Own elaboration

There are also some examples of how stained glass can be used in decorative objects,

such as a chandelier that was found in Vidraria Antunes and was made entirely with

leftover glass pieces from other works (Figure 10).

Figure 10: Original mock-up and final product

Photo credit: Almeida and Lochery (2021)

Stained glass artists make clever use of a kaleidoscope of colors and an incredible

range of textures and finishes, allowing them to create works full of color and depth,

as can be seen in the stained-glass artworks exhibited in Museu do Vitral.
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7.1 The mission, vision and values of Museu do Vitral

Museu do Vitral has included its mission, vision and values statements in the

document that details its rules and regulations (Museu do Vitral, 2022).

According to the museum, its mission is to be a cultural space that provides

knowledge and entertainment for a wide and diverse audience; to explain the function,

techniques, symbolism and importance behind each of the stained-glass pieces

exhibited; and to contribute to local development, appreciation of the northern

region’s culture, and tourist and cultural development of the city of Porto, by

attracting visitors to the area.

The museum’s vision is to be a point of research for those who are interested in

contributing to the study of the collection - in the same way that the collection may

contribute to the enrichment of their studies; to create innovative experiences for the

visitors, through the implementation of workshops; and to develop their digital

services, taking full advantage of technology and social media to spread the

knowledge of the museum’s existence, its collection and importance.

The museum’s values are: sustainability - take actions for a more sustainable world

and be in harmony with the environment through eco-friendly actions; conservation -

preserve the cultural artifacts in the collection; social responsibility - make sure that

the collection is accessible to all, regardless of their social standing, religion, ethnicity,

political view, gender, sexual orientation or their level of mental and physical ability;

the museum aims to promote individuality and equality among all human beings; and

entertainment - promote the enjoyment of the collection in a recreational,

unpretentious way, in order to contribute to social well-being.

All of these objectives align with what has been discussed previously as well as what

will be discussed further on. Museu do Vitral can still improve on some of these

elements such as the development of workshops, of the museum’s digital services and

the use of social media. If these services are improved, they have the potential to

fulfill the museum’s objectives of attracting visitors, gaining attention and publicity.
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8 Marketing Mix

Marketing Mix is a conceptual framework that combines multiple factors that

managers can use to meet consumer’s and attract them to buy their products and

services (Goi, 2009, p.2). This concept appeared in the 1950s by Neil Borden, with

the notion that a marketer is a “mixer of ingredients” (Mudzanani, 2017, p.4-5). Some

authors have included other factors in the marketing mix such as people (Kotler et al.,

2008, p.28-30), process and physical support (Kirezli, 2021, p.176) but the original 4

P’s presented by Neil Borden, which I will explore and apply to Museu do Vitral in

this report, consist of: Product, Price, Place and Promotion. The marketing mix has

been extensively used by managers to develop strategies and programes since it is

accessible and easy to understand (Goi, 2009, p.2).

8.1 Product

The exhibition is the main product of museums but the architecture, facilities,

programs, the character and approach of the staff, are also included in this dimension

(Chen, 2019, p.129-132).

A way to increase the value of the product is to provide variety so that regular

costumers do not lose interest and it will also attract new visitors who will be

interested in different and changing collections (Kirezli, 2021, p.175). As will be

mentioned in chapter III, a strategy that Museu do Vitral can develop is to make

adjustments to the exhibition and add new stained-glass pieces from the vast

collection created by Vidraria Antunes or even just alter the layout of the exhibition

by changing the location of the pieces exhibited and moving them around.

8.2 Price

Price is the cost of the product, what museums charge their visitors (Chen, 2019,

p.129).
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Some museums have lower entrance fees for children, students and seniors (idem,

2019, p.133). At the time of my internship, the admission tickets for Museu do Vitral

were 8€ per person and 4€ for children. Many visitors asked if there were discounts

for students and seniors, which there were not. Some people would complain about

the price of the tickets and leave after learning how much they cost. Kolb (apud Chen,

2019, p.133) considers that people are willing to pay if museums provide unique and

engaging experiences. Having this in mind, Museu do Vitral must strive to appear as

captivating to costumers, and as an experience that they cannot miss.

8.3 Place

Place is the distribution channels through which the museum provides its product to

costumers. This can be on-site or off-site - such as the Internet, in the case of virtual

museums (Kotler et al., 2008, p.28-30). The location of the museum can be important

for the attraction of visitors (Chen, 2019, p.132-133). Museu do Vitral stands out for

its interesting location within an 18th century building, situated in a prime spot in the

city that attracts both locals and tourists. However, at the moment, the museum does

not take advantage of its prime location, it can take definitely better advantage of this

factor and develop strategies to attract the visitors that are constantly passing by.

8.4 Promotion

Promotion encompasses the promotional activities created to tell people about the

product. These include advertising, public relations, sales incentives and social media.

This factor is important for museums to attract and communicate with their actual and

potential visitors (idem, 2019, p.133). Promotion can elevate the museum’s image,

inform people about the services provided, and remind visitors of upcoming events.

Museu do Vitral has no promotional activities so it can definitely improve upon this

factor.

It is important to build strong media relations to have media coverage, promote and

publicize the museum (Mudzanani, 2017, p.9). A few months after the opening of
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Museu do Vitral, several media outlets publicized the museum and it attracted many

visitors. However, since then, minimal effort has been made for promotional activities.

As explored in previous chapters, the Internet is increasingly used by museums to

reach and communicate with people, who will become potential visitors. Museu do

Vitral is also lacking in its virtual offer since it has no posts on social media and the

website is very simple, providing no details of any news or events. If the museum

strengthens its marketing strategy and advertises its existence, through social media

and other communication channels, it has the potential to attract a great amount of

visitors, foster loyalty among them thus encourage them to revisit.

9 The Four Dimensions of Experience

Pine and Gilmore developed a model (Figure 11) that identifies the 4 dimensions of

consumer experience based on 2 attributes - degree of participation (active versus

passive) and the level of connection and engagement between the consumer and the

event (immersion versus absorption). The four realms of experience include

entertainment, education, esthetics and escapism. The sweet spot - the best and fullest

experience - can be found in the middle of the 4 dimensions (Bodnár, 2019, p.24).

Immersion indicates that visitors are engaged in the experience (active participation)

whereas absorption indicates that they maintain a certain distance from it (passive

participation) (Mehmetoglu & Engen, 2011, p.242). Museums strive to captivate their

visitors, providing them with entertaining experiences. Through education they

inspire and encourage them to learn new things. Through escapism, visitors are fully

immersed in the activities. Esthetics are related to how visitor’s perceive the

environment around them. The best, most memorable and richest experience is the

one where all 4 dimensions are combined (Gurel & Nielsen, 2018, p.145).
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Figure 11: The four dimensions of experience

Photo credit: Bodnár (2019)

9.1 Education

Education is an important feature of visitor’s experiences and it involves their active

participation and absorption (Ducros & Euzéby, 2021, p.4). Through exhibitions,

guided tours, historical reenactments and audio guides, visitors are able to learn and

have fulfilling experiences (Radder & Han, 2015, p.457).

9.2 Entertainment

Entertainment is related to the enjoyment of the experience and it involves the

absorption and passive participation of the visitor, who is not physically but mentally

involved (Ducros & Euzéby, 2021, p.4). Since visitors experience everything through

their senses, they can feel awe, fascination and enthusiasm which will lead to a lasting

memory (Buonincontri & Marasco, 2017, p.87-88). Museums are frequently

perceived as interesting and entertaining, combining both education and entertainment

thus generating the “edutainment” concept mentioned previously (Radder & Han,

2015, p.457).
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9.3 Escapism

Escapism is characterized by the active participation of the visitor, who is able to

escape from reality and is fully immersed in the experience (Ducros & Euzéby, 2021,

p.4). Escapism involves the person’s senses and emotions, generating unforgettable

experiences (Buonincontri & Marasco, 2017, p.87-88).

9.4 Esthetics

Esthetics relates to the mood and atmosphere of the physical environment and it

involves visitor’s passive participation, who receive aesthetic pleasure from what they

are seeing and experiencing (Radder & Han, 2015, p.457). This dimension presents

high degrees of immersion and low degrees of participation (Buonincontri & Marasco,

2017, p.87-88).

Museu do Vitral still has a long way to go to reach its full potential and provide

visitors with the best experience possible. The dimension that is better developed is

that of education due to its informational panels and video that thoroughly explain the

process of stained-glass production and the history of Vidraria Antunes. However, it

can also be said that the many panels full of information mostly cater to one type of

visitor: the one who enjoys spending hours in a museum, learning through slowly and

calmly reading textual information. There are no fun activities provided during the

visit so other types of visitors lose interest in visiting, especially if the only thing they

are expected to do is look at an object, no matter how beautiful and interesting it is,

since they are able to that at home, on their phones. In terms of esthetics, Museu do

Vitral provides an aesthetic and calm atmosphere, with soft colors and an open-air

feeling to the building. However, it could improve the atmosphere with the use of

quiet music and more activities to fully immerse visitors in the experience. Museu do

Vitral is lacking in all of the dimensions in general but particularly in entertainment

and escapism. Through this lack, it stops visitors from being immersed in the

experience and they are unable to have rich and unforgettable experiences.
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In terms of all of the factors and dimensions addressed, how museums should develop

programs and strategies using these models, and what they should focus on, visitor

surveys and interviews aid marketers in identifying consumer needs as well as their

satisfaction with the services provided. This can be a simple way for Museu do Vitral

to better understand their audience and create programs and services more catered to

what visitors want to experience (Kotler et al., 2008, p.28-30).
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CHAPTER III – THE INTERNSHIP
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This final chapter includes a description of the internship, the tasks and functions

carried out, the challenges faced, and the results and impact of the experience.

I had decided early on, even before starting the master’s degree, that I wished to do an

internship. My Bachelor degree was in Languages and International Relations and I

have always had a very theoretical background so I wanted to gain more experience

and use the knowledge learned during the master’s in a practical way.

While searching for an internship, I came across an opportunity, through LinkedIn, in

the museum team at WOW, which seemed very interesting. I sent my CV, got

interviewed and was accepted. Throughout this process, we had to deliver a paper in

the curricular unit of Spanish Culture for Business III, and mine was entitled "The

Picasso Museum Málaga as a driver of development in the surrounding area and its

socioeconomic impact in the urban tissue". Through this work, I contributed to the

paper, in CEI-ISCAP’s E-Journal of Intercultural Studies, titled “The Roles of

Museums in Modern Societies as a Learning Opportunity for Higher-Education

Students - Case Studies Produced for Spanish Culture for Business III” (Tallone et al.,

2022). Through writing and researching on this subject, I gained knowledge about

museums as well as their impact on their surrounding areas and it motivated me even

more to be an intern at Museu do Vitral and experience this in person.

At length, the internship to conclude the Master’s degree in Intercultural Studies for

Business at ISCAP began on February 7 and ended on May 20. It had a duration of

600 hours or 4 months. I worked full-time, from 10:00 a.m. to 19:00 p.m. with one

hour for lunch. The museum was open every day, from Monday to Sunday, so

sometimes I also worked during the weekends. The museum manager would organize

the staff’s schedule each month.

10 Description of the experience and functions in the workplace

On the first day of my internship, I got to the museum at 10:00 a.m. and I was

received by a colleague who explained how the museum operated, including how they

welcomed visitors, sold tickets and products in the store. She also gave me a tour of
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the museum and provided me with a general description of how they performed

guided tours. At that time, guided tours were given to groups of more than 8 people

who contacted the museum in advance in order to schedule a visit. Daily visitors and

those who hadn’t requested a guided tour visited by themselves and the staff only

approached them to ask if everything was going well and if they wished to proceed

with the wine tasting.

After lunch, I was told to go to WOW and I spent the rest of the day there, visiting 4

of the museums: Porto Fashion and Fabric Museum, The Bridge Collection, The Pink

Palace and The Wine Experience. All of these were guided tours and I joined groups

of regular visitors as well as other interns who were also there to learn more about the

museums, WOW and all of the services provided. At the time, I thought the museums

were very interesting, interactive and they didn’t fit the mold of the “traditional”

museum.

In the first week, I met all of my colleagues and learned more of my functions. The

opening and closing of the museum was explained to me, including how the lights and

the alarm were turned on and off, and I also received a key to the museum.

One of my functions was to open and help close the museum. The museum opened at

10:00 a.m. so I would usually enter at around 9:20 a.m. to get everything ready.

Opening the museum entailed turning off the alarm, turning on all of the lights by

flipping the switches in the fuse boxes. I also had to turn on the computers and the

POS machines in the store and the tasting room, the television where the video played,

the dishwasher, open the wooden doors that protected the windows and put the

outdoor advertising for the museum outside. I also signed into Planday3 as soon as I

entered the museum. I had to go to the computer, write my name and click to start my

shift. The clock would stop counting once I clicked to end my shift. If I arrived late,

left early or forgot to punch in, I could write a comment explaining what had

happened.

3 Planday is an online software, where schedules can be made and employees punch in and out of work,
to calculate their working hours.
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In terms of closing the museum, it entailed turning off all of the lights, screens and

computers as well as the dishwasher, closing the wooden doors and turning on the

alarm. There was a part of the closing process I never did since I was an intern and

that was related to the printing of the receipts and handling of the money made

throughout the day. The museum closed at 19:00 p.m. and when I helped with closing,

I would leave at around 19:15 p.m.

In the first few weeks I had to go to the Chocolate Story and get my meal card. I also

received an employee number, a code for POS that I entered into the computer when I

sold something, from tickets to wine and any other products sold in the store.

To sell tickets, I had to enter the type of ticket and payment option and ask for the

visitor's nationality for statistics. The process was the same for items bought in the

store. We also sold tickets for the WOW museus at Museu do Vitral. Usually, it was

not easy to sell them since most visitors were unwilling to pay more than 20€ for a

visit.

After selling the admission tickets and before visitors began exploring the museum,

the staff provided them with a brief introductory speech. There was no specific guide

to what was said here but it was important that visitors understood the layout of the

building, Vidraria Antunes' connection to the museum and that there would be a wine

tasting if they so desired. The introduction that I provided was the following: "We

represent Vidraria Antunes, which was one of the oldest stained-glass studios in

Portugal. The museum has 4 floors of exhibition, we advise you to start on the ground

floor where the process of creating stained glass is explained, both through panels

with text and a video. We offer a glass of Port wine at the end of the visit, and if you

wish to drink just tell us. Have a good visit."

I gave the introduction in English, Spanish and Portuguese since they are the

languages I can speak fluently. However, sometimes there were French costumers

who couldn't speak English so I had to learn important keywords and sentences in

French and adapt to the situations. Since I made the speech and translated it to

different languages by myself, I had to adjust some of the words and sentences

through time due to the fact that, in the beginning, I was not familiar with a few of the
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proper terms within the stained glass field. At the end, I believe that I was able to

create a brief but informative introductory speech. The fact that I was given the

freedom to write the speech and speak in my own words allowed me to feel more at-

ease with the information I provided and it also suggests that the museum managers

trust their employees to provide visitors with the best experiences and that they do not

need to micromanage everything.

At first, I watched how my colleagues served wine to visitors and, after a while,

started serving them myself. Most visitors preferred to drink at the end of their visit

and sit while enjoying the view of the city. However, there were some who wanted to

visit the museum while holding their glasses of wine. When we made the brief

introduction, we made sure to tell them that the ticket included a wine tasting and

tried to understand if they wished to drink or if they would rather exchange it for a

bottle of water. Since most visitors wanted to drink at the end of their visit, I usually

served them in the tasting room and presented the wine while serving. The

presentation was brief, with a description of the wine, how it differs from the other

Taylor’s wines and some foods that pair well with it. This usually provided an

opportunity for people to ask questions about the wine as well as other subjects that

they were curious about, related to stained glass, Vidraria Antunes, the exhibition, the

city of Porto, etc.

I met some unique and interesting people through this internship opportunity and I

had the chance to talk to them during this time. There were also some visitors who

were familiar with stained glass, who were craftsmen and I had the opportunity to

speak to them and learn more about the art and Vidraria Antunes.

After the tasting, I would enter how many glasses were served in the computer for the

purpose of keeping track of the amount served and to check, during the inventory, if it

corresponded to the amount of wine boxes that had been purchased.
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10.1 Daily and monthly tasks

The daily operation consisted in greeting visitors at the door, selling tickets, giving an

introductory speech, serving wine, answering any questions people might have during

their visit, and selling products in the store. There would also be some phone calls and

emails that needed to be answered throughout the day. People would contact the

museum daily, with doubts about the exhibition, the working hours of the museum,

guided tours, etc. There would be multiple guided tours throughout the month. I also

received several packages such as bottles of water, boxes of wine and products for the

store.

Once a month, we would have an inventory count of the products in the museum. The

commercial department sent a sheet with all of the products that existed and were sold

in the museum and we counted them to see if everything was in order. After counting,

we filled out the sheet with the amount of each product and sent it back. If there were

any errors or inconsistencies, we had to recount to make sure whether there was a

mistake in counting and, if necessary, we checked when the product was sold or, for

example, if it was stolen.

On the 27th of April, journalists from the magazine Sabado visited the museum to

feature it in an article. I welcomed them and, while they were taking pictures and

filming the museum, one of the journalists asked for my permission to film me

walking around the museum.

On the days we had fewer visitors, one or two of us would go out to the streets of

Porto - in the area surrounding the museum as well as other spots where there were

more people - and we would distribute flyers for the museum and WOW. Some

people came to visit the museum afterwards but most would not. Regardless of being

successful or not, as mentioned in the previous chapter, this is an inexpensive

promotional activity that can reach locals as well as tourists who are passing through

the area.
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10.2 Guided tours

Guided tours were scheduled by email and marked on the calendar. When someone

sent an email enquiring about how guided tours worked, we would answer with

information such as the minimum amount of participants needed for the tour, how

much it cost, how long it usually lasted, and we informed them of the wine tasting

included in the ticket price. We also asked them to confirm the time, number of

visitors and if they had any special requests or concerns. If the visit was scheduled

with weeks or months in advance, we would send an email closer to the date to

confirm the appointment.

In the beginning, I accompanied my colleagues whenever there was a guided tour so

that I could observe and learn the entire process. When I first started my internship,

one of my colleagues was in the process of writing the script for the guided tours.

Once it was finished, she gave it to me so that I would start memorizing the

information and practising to be a guide in the museum. Through this, I was able to

witness museum discourse in the making, which was a very unique and rewarding

experience.

The guided tours began with the reception and welcoming of the visitors on the

ground floor. Some groups paid before the visit but most paid on-site so the tour

usually started after selling the tickets.

The tour began with a brief presentation of the museum, the building and Vidraria

Antunes. Then, it moved on to the stained-glass pieces exhibited on the ground floor

and there was a pause on the stairs that were revealed during the excavations. This

was a brief pause since they were an interesting discovery during the reconstruction

process and add value to the museum but they are not part of the stained-glass

collection from Vidraria Antunes which is the focus of Museu do Vitral. The group

then continued on to watch the video that explains the process of producing stained

glass, which lasted around 8 minutes. After that, the group climbed the stairs to the

floor above - some took the elevator - where the exhibition continues, with some

exploration of the importance of color and its symbolism.
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During the walk to the tasting room, the guide pointed out the unique wall that was

found in the original building, the wooden bench from the 18th century and the

window above the “banco namoradeiros”, calling attention to Beco dos Redemoinhos

and the oldest house in the city of Porto that are visible through the window. After

this, the group moved on to the tasting room, where the stained-glass pieces exhibited

have a more decorative theme, unlike the previous ones which are more religious.

There was usually a break for the wine tasting, which took around 20 minutes. During

the tasting, another staff member came to present the wine that would be served and

explained the connection between Vidraria Antunes and Taylor's - as addressed in the

previous chapter.

After the tasting was over, the group climbed another flight of stairs to the top floor

where some interesting pieces are on exhibition, such as a kaleidoscope of color and

an artwork entitled “Landscape” that João Aquino Antunes had to create for the

Faculty of Fine Arts.

Finally, the group descended to the basement floor, where there are some examples of

stained-glass pieces created for mausoleums and a collage of newspaper headlines

that featured Vidraria Antunes throughout the years. The group usually left through

the door on this floor unless some visitors wished to buy souvenirs or any other

products from the museum store.

Guided tours are challenging since you never know how the visitors are going to

behave - if they are going to pay attention the entire time or if they will start talking to

each other and drift away from the group - or their level of interest in what is being

explained. It is also a nerve-racking experience in general since the guide will be the

centre of attention and, sometimes, the visitors have previous knowledge of the craft

or have a lot of questions and the guide will be expected to have a deep understanding

of the stained glass art and Vidraria Antunes. Since I barely knew anything about

stained glass and was unaware of the existence of this museum before I started my

internship, I had to study the script thoroughly and learn from my colleagues.

Fortunately, despite the nerves, I did partake in guided tours and the visitors were

interested, polite and I was able to answer all their questions.
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10.3 Meetings

The museum team was small - it was made up of 3 staff members and me -, so it was

easier to develop harmony among the team and a balanced work environment since

we were in close quarters and helped each other whenever necessary. Every time

someone came back from their break, we would update them on what had happened

and the tasks that needed to be accomplished that week. Moreover, we had

brainstorming sessions and meetings where we debated on measures that we could

take to attract more visitors and improve their experiences as well as sell more

products.

Some of the solutions proposed during these meetings were: workshops, virtual

museum visits, events - related to stained glass but also to national or international

holidays, for example -, hand out flyers in Porto and the areas with more movement of

tourists, cross-selling with other museums in WOW, partnerships with hotels and the

city hall, have a stronger presence on social media, among others. 2022 is the

International Year of Glass and this is a great opportunity for Museu do Vitral to

develop activities and events to publicize the museum and attract visitors.

On another brainstorming session, the staff discussed more attractive ways to display

the drinks in the tasting room and possibly increase the sales of those products.

There was also a time when we debated solutions to attract a target group that is not

visiting the museum at the moment - young people. The manager asked for my

opinion, as a young person and someone who had an external perspective, on what

attracted me to visit certain places to which I answered with: the amount of people

that are in the building and the atmosphere of the place - usually, if a space has more

people, others will be intrigued to enter it and the atmosphere includes the aesthetic,

sound and ambience. Through these meetings and being directly asked for my opinion,

I felt that my point of view, thoughts and ideas were valuable and I was able to

contribute to the improvement of the museum services.
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On a different day, during the internship, an employee from WOW’s marketing team

came to the museum to look at the store and asked for my opinion regarding which

products were bought the most and what could be improved in order to upgrade the

shop. This was also discussed during a meeting with the manager, where we debated

on what items we could personalize and sell, related to the museum and stained glass

since those were lacking at the time. Some products, such as magnets and postcards

already sold well, even without being connected to the museum, so that was an

obvious choice. Some other items mentioned were tote bags, paper weights, and

coloring books. After the meeting, the manager took pictures of the stained-glass

pieces that would look best on the merchandising. The order was placed and, after a

couple of weeks, around 100 magnets with those pictures arrived at the museum,

which turned out to be very popular among the visitors (Figure 12). This was

consistent with what the staff had predicted since visitors had already demonstrated

interest in buying merchandise, especially magnets, related to the museum and stained

glass.

Figure 12: New magnets

Photo credit: Own elaboration

By selling merchandise directly related to the museum and stained glass, visitors can

bring home mementos that will remind them of their experience and can possibly

make them want to revisit in the future or even just encourage other people to visit.

At the end of my internship, a meeting was held to choose the biscuits that would be

sold in the tasting room for those who wished to eat something while they drank the

wine. Those biscuits were made by nuns of a local convent. The manager and staff ate
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the biscuits and decided which paired better with the wines that we served and sold in

the museum. As previously addressed, having areas where visitors can sit and eat can

encourage them to extend their visit. In the case of Museu do Vitral, since it only

served wine in the tasting room, people would usually drink quickly and move on or

drink while walking around the museum. By serving these biscuits, aside from

supporting a local supplier, visitors are able to pair wine with food and eat while

sitting down, talking, enjoying the view of the city and, ultimately, staying for longer.

10.4 Courses

In the first few days of my internship, I took e-learning courses provided by WOW,

which had detailed information about each museum, the facilities, rules, etc. and

quizzes at the end of each section. The courses were on the following subjects: “The

WOW Museum Experiences”, “Facilities Management”, “Code of Ethics and

Professional Conduct”, “COVID-19 Prevention Measures”, “Planday”, and “Tourist

Reception”. The first course addressed the various museums, their services and

collections. The second talked about the WOW facilities, its layout and organization.

The third explained the dress-code and behaviour expected of the employees,

especially when interacting with clients. The fourth addressed COVID-19, the

regulations regarding mask use and testing as well as any other measures taken by the

company. The fifth described Planday and how it is used. Finally, the sixth course

explained how employees should address and interact with visitors and tourists. I

received a diploma after each course, which included the test scores.

On the 8th of March, WOW organized a guided tour of the city of Porto for the new

interns and employees. It was called "Visit to Porto - Historic Context and Tourist

Attractions". It consisted of a tour to some of the most relevant places and tourist

attractions of the city, with a guide that provided information about the stopping

points and the history of Porto and Portugal. Although most of us were already

familiar with the city, it was still interesting and pleasant to walk around Porto and

learn new things about its history.
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On the 16th and 23rd of March, I partook in a 2-day course - “Wine School Nível

Intermédio_Vinhos Fortificados”. It included an explanation of fortified wines in

Portugal and the world, and a tasting of some of the different wines discussed in order

to differentiate between them and compare them. This course was difficult for me

since I had no previous knowledge of wine and it was an intermediate level so

everyone present either worked in the field or was already familiar with the terms and

basics of the course. Nonetheless, I powered through and paid close attention to

everything that was being explained both during the theoretical as well as the practical

sections since I had also never done a professional wine tasting before.

Employees from WOW wear a uniform so I also had to wear one. It consisted of

beige pants and a red t-shirt with the WOW logo as well as a blue cardigan for winter.

On the day of the wine course, I went to get my uniform and I had to wear it everyday

after that.

10.5 National Day of Historic Centres

The National Day of Historic Centres is celebrated every year since 1993, on the 28th

of March (APMCH, 2022). This year, in the city of Porto, it was celebrated on the 26th

of March, from 9:00 a.m. to 19:00 p.m., and it had more than 60 activities all

throughout the city for everyone to participate in, from young to elderly people,

friends and families (Porto, 2022). Many museums, monuments and churches

provided free entrance and/or free guided tours, there were peddy papers, workshops,

as well as dancing and music shows.

Museu do Vitral participated in this event. The museum had to register in advance,

decide the activities that it wished to provide on the 26th of March and send the

detailed schedule to the city hall. It was decided that the museum would have 2 free

guided tours on the day of the event - one in the morning, from 11:00 a.m. to 12:00

p.m. and one in the afternoon, from 14:30 p.m. to 15:30 p.m. The maximum number

of participants would be 15 due to the space limitations of the museum and they had

to send an email to confirm their registration to the guided tours until the 25th of

March. The tour would include the presentation, historical and artistic
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contextualization of the building and exhibition, and a brief stop at Beco dos

Redemoinhos to look at the oldest house in the city of Porto.

As previously mentioned, many people were interested in these guided tours and we

received many calls and emails to secure their place in the group. However, it could

have been even more successful if the museum itself advertised its participation in the

event through its social media and other communication channels since it would reach

more people and attract more visitors. In reality, the museum did not advertise its

participation whatsoever, the city hall was the only one to do so. Nonetheless, the fact

that the amount of people who were interested exceeded expectations, revealed that

there is potential and much to gain in the participation and creation of events. It was a

tiring but rewarding day.

11 Challenges

Nothing is without its challenges and so there were a few things I had to deal with and

learn to overcome. The first one is being in a new environment and I had no

experience of working in this field.

Another challenge was dealing with people. Due to the location of the museum, very

different people would come by and there were some visitors who were difficult and

rude. The biggest complaint people had was the price of the tickets and most were

polite when they gave their feedback but, sometimes, that was not the case. Many

people also came to ask for directions to the cathedral and stamps for their Camino

passports and some beggars would come and ask for money once in a while. A lot of

people also came to ask to use the restroom, which we could not allow unless they

were visitors.

There were also many days and moments throughout the day with little to no activity,

especially in the beginning of my internship, in the month of February - there were

days with only 5 or 6 visitors. The museum had Portuguese visitors, especially for

guided tours, but in its daily operation it relied mostly on international visitors and

tourists. Due to the COVID-19 pandemic, tourist seasonality and the winter weather,
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the number of tourists visiting the city of Porto at that time was low and the museum

lacked activity.

On the days with little movement, the time would pass very slowly but when we had

many visitors it would also be difficult since there were usually only 2 staff members

working at the same time and, if many people appeared at once we could not talk to

them all and also do everything else. When this happened, we tried to divide tasks and

have one person welcoming them and giving introductions and another selling the

tickets and serving the wine.

There were times when I found myself alone in the museum and so I had to manage

everything by myself, from greeting people to selling products and tickets, giving

visitors the introductory speech and serving them wine while paying attention to the

entrance and seeing if anyone had entered the museum.

Another challenge I faced was the difficulty in selling products in the store. As

previously mentioned, magnets with images from some of the artworks exhibited in

the museum arrived in the last week of my internship but I did not have the

opportunity to sell them since my internship ended before they were put on display.

That being the case, throughout my internship, the only merchandise directly related

to the museum that was sold in the store were pencils. Everything else was related to

Taylor’s, the city of Porto, bottles from the brand Lun London, candles and pens,

glass vases and recyclable glass mugs, chocolates from WOW, soaps and papercraft

inspired by the city. People did not show much interest in some of the products since

they thought they were expensive and not very useful. Due to the fact that visitors

were mostly elderly people and families, they were not inclined to spend much money

in souvenirs they could buy for a lower price in other stores.

There were also some challenges in terms of cultural differences. Since many of the

museum’s visitors were tourists from all around the world, there were some incidents

that occurred throughout my internship. An example was when a group of people

from Belgium asked to go to the bathroom and the staff told them that we could only

allow them to go if they visited the museum. They said they would pay for their

tickets but, when they came back, they refused to pay and insisted on only giving 2€
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since, according to them, people paid that amount to use the bathroom in Belgium.

We explained to them that it was different in Portugal and they should pay attention to

the cultural differences when they visited another country since what they had just

done was considered rude in Portugal. The ticket was 8€ so each of them ought to pay

that amount and not simply 2€ for the whole group. In fact, I had to always be flexible

and aware of the way I interacted and communicated with people since we did receive

visitors from various cultures and nationalities, and it was important for both the staff

and the visitors to be cordial, open and understanding of the cultural differences in

spite of any conflicts that might arise.

In general, there were quite some difficulties to overcome but I believe that, through

diligence and persistence, I was able to overcome them all and learn from each

situation.

12 Strategies used by other museums of traditional arts and

craftsmanship to attract more visitors

It is not enough to have a legacy, nowadays museums must provide programs and

services that attract and engage visitors so they can establish their place in the cultural

tourism of their regions (Gonçalves, 2012, p.17). However, this can be a challenge,

especially for museums of traditional arts and craftsmanship. Museu do Vitral faces

that same challenge since the art of stained glass is a very old tradition, mostly

associated with religious places and, at the moment of my internship, the museum still

has the potential to offer much more unique, interactive and immersive services and

experiences. The following paragraphs will focus on multiple strategies that museums

of traditional arts and craftsmanship, including Museu do Vitral, can use to become

more marketable and attract visitors, with examples of what some museums around

the world have done to reach that goal.

A museum that exhibits traditional art and craftsmanship can focus on its theme while

also exploring new concepts and strategies to attract visitors. Incorporating more

interactive elements into the exhibition can be an example of this (Müller, 2013,

p.521). By having an interactive experience, visitors will feel and live the museum at
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their own pace, regardless of the museum’s theme. The active role of the visitor, who

goes from a passive observer to an active participant will increase their self-esteem

which will result in a more meaningful and greater experience. The museum should

have a program that connects entertainment to education and emotion - the

edutainment concept that was mentioned in the previous chapter - and provide

multisensory experiences (Santos, 2012, p.245).

Many museums have modernized their exhibitions through the use of hands-on

activities, multimedia, and events - especially with themes related to the exhibition

and collection. The Strong Museum in New York, for example, was a traditional

museum known for its doll collections and regional historical artifacts. To combat the

declining number of visitors, the museum carried out market research and questioned

the community about possible concepts that it could develop. The museum became

children and family-centred, a concept that was lacking in the community (Kotler &

Kotler, 2000, p.284). Nowadays the traditional collections coexist with hands-on,

interactive activities and there has been an increase in community engagement, the

number of visitors and revenue. This case demonstrates how strategies of market

repositioning can be applied, such as innovation in offerings and community service.

Successful and attractive museums are managed with a business strategy (Gonçalves,

2012, p.11). They focus on the promotion of creative programs, they are concerned

with generating funds through temporary exhibitions, donations, events, among others.

These museums value the public’s participation in their policies and programming.

They strive to offer exciting programs, experiences and activities in order to make

them more accessible to a wider audience and attract those visitors who would not

normally be interested in a more traditional museum.

Through the use of social media, museums can broaden access to their collections,

customize the visit, increase the interaction between the collection and the public, and

extend the experience after the visit (Nechita, 2014, p.272). This proved to be

essential especially after the COVID-19 pandemic so that institutions could maintain

customer loyalty.
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Museu do Vitral has a very small presence on social media. As of writing this report,

it does not have any posts on Instagram or Facebook (Figure 13).

Figure 13: Museu do Vitral’s Facebook and Instagram accounts

Photo credit: Own elaboration (September 2022)

As discussed in the previous chapter, focusing on marketing and branding is essential

for museums nowadays. Having that in mind, if Museu do Vitral focuses more on its

branding and marketing strategy, develops its program and creates new, interesting

and engaging activities, it has the potential to face and overcome competition and

increase the number of visitors. Likewise, social media provide many opportunities

and having a strong social media presence is an inexpensive and easy strategy to

attract visitors. Promoting the museum at a national and international level with the

use of technology and social media will increase the museum’s visibility and visitor’s

awareness of any upcoming projects and events.

The use of digital media to reproduce historical, natural or technological scenarios

and objects, and to present and personalize content are some examples of how

technology can benefit museums in the promotion and preservation of their

collections. It can also become a way to present large quantities of information

without occupying too much space (Santos, 2012, p.247). Likewise, museums can
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become more attractive through the use of videos, games, animations and puzzles

based on their collections (Çıldır & Karadeniz, 2014, p.89).

In 2009-2011, the British Museum organized educational activities about mosaic

masks that belonged to the Aztec Emperor Moctezuma. Inspired by this collection and

educational activities, Samsung Digital Discovery Centre developed “Create Your

Own Mosaic Mask” for children and families. Digital masks were produced in these

activities, using computer screens and smart boards. There were other activities

developed with digital support, where children were supposed to use their cameras

and search for certain objects, places, and animals. At the end of the activity, after

taking pictures of everything they found, they used the photographs to create their

own stories with the help of museum staff (Çıldır & Karadeniz, 2014, p.83). These are

examples of using themes that visitors would not usually be as interested in, such as

ancient mosaic masks, and engage them with the use of technology and interactive

activities.

Smaller museums might doubt they can reach a high level of success due to their

smaller scale and limited resources. However, they have the advantage that, nowadays,

small-scale and niche projects are increasingly popular (Beites, 2012, p.22). Their

convenience and proximity to local communities is also an advantage. Having this in

mind, they should focus on providing exceptional, innovative and creative services,

unique and unforgettable memories and experiences, and communicate regularly with

their community. It can also be difficult for smaller museums to organize big events

for lack of resources. Nonetheless, they can change and renew their displays on

occasion and make the most of their collections in creative ways (Kotler & Kotler,

2000, p.277-278). In the case of Museu do Vitral, for example, the smaller stained-

glass pieces can be moved to other locations within the museum, more pieces can be

added to the exhibition, and the museum itself can be decorated according to events

that take place there or to national and international festivities such as Christmas, New

Years, Carnival, Women’s Day, among others. This last example came to mind since,

during my internship, two groups of visitors had guided tours to the museum on

Women’s day to celebrate the occasion and it provided the opportunity for the

museum to offer something to the women, as other institutions do on this day, even

something as simple and inexpensive as a flower. Despite the fact that these festivities
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are not directly related to the theme of the museum, visitors can find it interesting and

attractive, and it will provide a brief change to the static exhibition, bringing a

different atmosphere, one of celebration.

Cultural and museological routes are an innovative strategy since they combine

museum activities with the tourism and cultural sector (Gosling et al., 2018, p.17).

Museums can also collaborate with hotels and define weekend packages that would

benefit both in combating tourism seasonality. A partnership with other local

institutions and attractions can be made, with a discount for those who buy tickets for

the museum. Another strategy is to define their schedule in cooperation with the local

commerce. The opportunities to increase attractiveness are unlimited if the benefits of

a closer cooperation between tourism and museums is recognized (Gonçalves, 2012,

p.19-20).

Museums can also participate in local events and festivals, serving as a way to

promote their heritage. Publicity can also be made from their participation in such

festivities, through media coverage and advertisement (Nechita, 2014, p.274). In

Portugal, events such as the celebration of the International Museum Day and

Museum Night have had great success and attracted many new visitors to the

museums that participate in the activities programmed during these days (Gonçalves,

2012, p.25). As an example, Museu do Vitral participated in the National Day of

Historic Centres on March 26 2022, and it had a very positive response by the

community and the number of visitors increased considerably on that day - there were

42 visitors in total whereas there had been 8 visitors on the previous day and 18 on the

next day. This was the day with the highest number of visitors in the whole month.

The inclusion of modern and innovative programs and activities such art shows,

concerts, book launches, seminars and conferences, lectures, debates and film

exhibitions specialized to the theme of the museum, restaurants, bars, and common

areas create a diversified offer which aims to lead to longer and more pleasant visits

(Gonçalves, 2012, p.11).

The Oregon Museum of Science and Industry, for example, has created a room where

families can gather to play board games, with comfortable seating so they can visit at
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their own pace and, for instance, grandparents can relax while the children are playing

(Kotler & Kotler, 2000, p.278-279). Visitors can feel tired and overwhelmed when

museums have a lot of sensory stimuli. Therefore, places such as gift shops - where

visitors can buy products that will extend the memory of their visit -, restaurants and

seating arrangements can satisfy their need for both comfort and entertainment and

encourage them to stay and visit for longer.

Museum collaborations and partnerships, both at a national and international level, are

other ways to promote their exhibitions and services and increase their visibility. They

can develop marketing partnerships, joint advertising and collaborate on ticket prices

(idem, p.282). Museu Mineiro in S. Pedro da Cova, Portugal, developed a project

aimed at developing and enhancing the museum. It included the development of

connections between the project and other similar projects in the region as well as the

nation and the world. Through this, the local community was able to participate in

networks of cooperation, increasing its visibility and the interest of researchers and

visitors from other territories, contributing to the promotion of the local cultural

identity. At the same time, young people were interested in the development and

enhancement of the museum since they began to see the project as an opportunity to

communicate and connect with the outside world (Babo et al., 2007, p.13-14).

Traditional art museums tend to have difficulties in attracting younger audiences

(Kotler & Kotler, 2000, p.281-282). However, there are some programs that they can

develop in order to attract younger visitors, such as the example of the Memorial Art

Gallery in New York which developed a monthly event - “First Friday” - where

different activities were provided, including meals, drinks, tours and jazz

performances and it became a major social event for young people. Its monthly events

generate more than 1 000 participants and many become members and patrons of the

museum.

Training of the staff can be developed in partnership with local institutions which will

publicize the museum’s contribution to the social and economic development of the

region and community. Locals are also easier to reach, with inexpensive promotional

activities such as the spread of posters, leaflets and flyers. Museums can also sell the

work of local artisans or food products, contributing to the economic development of
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the community. Museu do Vitral, for example, has recently started selling homemade

cookies produced by a nunnery. Having a positive relationship with its community is

very important for museums and its branding and marketing strategy since word-of-

mouth attracts and sustains visitors and helps gain funding and sponsorships (Cole,

2008, p.182).

The Aydın Archeology Museum in Turkey has LCD touchscreens that provide

information about the artworks exhibited and allows visitors to observe the works in

detail. The museum also has a realistic sculpture presentation that recreates an antique

age workroom of coin making (Çıldır & Karadeniz, 2014, p.87). Museu do Vitral

could also benefit from a strategy similar to this one, where a stained-glass workroom

could be replicated in a digital presentation since it wouldn’t occupy much space in

the building and it would provide a deeper insight into the production of stained glass.

Several museums have implemented demonstrations of the craftsmanship process

with hands-on exhibitions which provides the opportunity for visitors to truly

understand the production process and, therefore, learn in an interactive way, and it

elevates the museum’s attractiveness (Müller, 2013, p.521). In the case of Museu do

Vitral, workshops on stained glass would benefit the museum and attract people of all

ages, especially since many visitors have asked for them and have actually left their

telephone numbers and e-mails for the staff to contact them as soon as workshops are

organized.

The Turkish Post and Telegraph Organization (PTT) inaugurated the PTT National

Stamp Museum. This museum celebrates the organization’s history, exhibiting stamp

collections, antique telegraphs, telephones and clothes used by PTT employees

through the years. The main exhibition room has a touchscreen desk where visitors

see 100 years of Turkish stamps, from the 1900s to the modern day (Çıldır &

Karadeniz, 2014, p.88). Similarly, Museu do Vitral could have a digital catalogue

where visitors would be able to see the hundreds of stained-glass pieces created by

Vidraria Antunes throughout the years and not just the ones that belong to the

collection and are exhibited in the museum.
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In truth, there is no simple formula for museums to develop their programs and

activities and attract more visitors. Different types of museums will have different

audiences and these, in turn, will have different needs (Kotler & Kotler, 2000, p.287).

Ultimately, implementing ambitious but realistic objectives while always having in

mind the mission and target audience, and developing the most effective strategies are

the best methods for museums that are struggling to preserve their identity while also

wanting to change and innovate their offerings.

13 Results and Impact

Before starting the internship, I hoped to gain work experience and put into practice

the theoretical knowledge acquired during the curricular units of the master’s degree,

assist in the reception of visitors, guided tours, store and wine tastings at the Museum,

and acquire first-hand understanding of how museums operate in a modern, digital

world. After completing my internship, I am of the opinion that I was able to fulfil

these various expectations.

I also had some aims that I wished to accomplish:

- Practice my language skills, especially Spanish since I often read and speak in

English but I don’t have the opportunity to do that regularly in Spanish;

- Interact with other cultures and develop my intercultural communication skills;

- Gain work experience in a different professional area, that I’ve never worked in

before;

- Develop my soft skills, be open to feedback, communicate effectively, improve

teamwork skills, step outside of my comfort zone, develop a good working and

personal relationship with my colleagues, and adapt to new and unpredictable

situations.

Upon reflection, I believe that I was able to successfully achieve these aims that I had

set for myself before starting the internship.

In terms of organization, I had a journal specific to the internship where I wrote my

tasks and what happened every day so that it would be easier when writing the report.
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This method was recommended during the curricular unit of Research Methodologies

and it proved to be very helpful.

The knowledge and skills I acquired throughout my higher education and especially

the master's degree were valuable during my internship. The use of the English and

Spanish languages as well as the knowledge obtained during the English and Spanish

Culture for Business courses, the ability to empathize with others, to try to understand

their point of view and to be free of prejudice and stereotype when communicating

with people from other countries and cultures cultivated in all of the courses

throughout the master's were also essential during my internship.

Another skill that the master's provides students with is the ability to improvise and

adapt, which proved extremely useful and helpful to me when interacting with

different people, cultures and having to adapt to new and unpredictable situations.

I brought a fresh perspective to the museum and new ideas that I was able to propose

during the meetings. My intercultural skills and knowledge were also an asset since I

could advise my colleagues on their communication with people from all around the

world, with some sentences they could use in their introductory speech or ways to

approach international visitors. Communication was a crucial element of the

internship since I had to communicate effectively with national and international

visitors who came from different cultures and backgrounds. The museum provided an

interculturally rich environment, which was beneficial to me and served as the perfect

complement to the master’s degree.

The internship gave me the opportunity to improve my teamwork skills since I had to

work closely with my colleagues. At the same time, with my knowledge, skills,

adaptability and reliability, I became an asset to the team and the museum. I

demonstrated patience and persistence with everything that I had to do and finished

this experience with all of my tasks completed and a sense of accomplishment. At the

end of my internship, the museum team provided me with feedback, mentioning my

resourcefulness, responsibility, adaptability, and helpfulness. In the same manner, I

was able to learn and grow at a personal and professional level, putting into practice

the knowledge and skills acquired throughout the master's degree.
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This internship was a rewarding experience. I had the opportunity to learn new things

since, as I have already mentioned, I had little to no knowledge about stained glass,

wine, working in a museum and interacting daily with people from all around the

world. The museum team was extremely kind and helpful, they welcomed me from

the first day and were always willing to help me until the end. I had also never done a

guided tour before and I was able to participate in the organization of an event, from

beginning to end, all of which were new and exciting experiences.

Overall, this internship was a great experience and I believe that I was able to

overcome all challenges and obstacles successfully. I was committed, determined to

do my best and, fortunately, I finished my internship feeling fulfilled and

accomplished and that I had a positive impact on the museum and its team, leaving

behind a meaningful memory.
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CONCLUSION
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This report aimed to present the internship carried out in Museu do Vitral, for the

completion of the Master’s degree in Intercultural Studies for Business at ISCAP.

This work combines knowledge acquired during the master's, research carried out for

the literature review to better understand how museums function, and professional

experience.

From the beginning, I very interested in learning more about how technology has

affected museums and how they make use of it nowadays since they have existed for

centuries and people tend to have a more antiquated image of them. I also aimed to

express museum’s transition throughout history, from their past to their present, and

understand the contrast between a traditional art/craft being exhibited in a modern

museum, which was something I found very interesting since they would seem to

oppose each other - tradition versus modernity. This was also the reason and meaning

behind the title of this report: “A Traditional Art in a Modern Museum: Internship at

Museu do Vitral”. In fact, throughout the research and writing process, especially in

chapter II, where I give examples of strategies that some museums have developed to

improve their programs and attract more visitors, I learned that those two concepts, of

tradition and modernity, though they might seem contrasting at first, can come

together to create a more dynamic and greater experience for visitors.

While writing the report, I was able to research and learn more about museums, their

evolution through time, their use of technology, and reflect on their possible future.

On the first chapter, I was also able to explore museum’s contributions to their

communities and regions as well as their use of marketing and branding to attract

visitors, develop engaging services and programs, overcome competition and increase

their profit.

Previous to this experience, I was unaware of the existence of Museu do Vitral so the

internship and the research carried out in order to write this report provided me with

the opportunity to discover Vidraria Antunes and its legacy as well as learn more

about the stained glass art.
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As mentioned in the third chapter, there were many challenges to overcome

throughout the 4 months of internship, such as: having to adapt to a new environment

and work in a museum, which I had never done before; experiencing days with

minimal activity and number of visitors or the exact opposite and having too many

visitors at once, especially during the periods of time when I was working alone; not

being able to sell many products in the museum store for lack of interest from the

visitors; having to interact with different people from all around the world and facing

some challenges regarding cultural differences, which was when the knowledge and

skills acquired during the master’s degree truly proved essential. Fortunately, I was

able to overcome those many challenges, which made me grow at a personal and

professional level.

The opportunity to participate in guided tours, which I had never done before, the

organization of the museum’s participation in the National Day of Historic Centres

were new and exciting experiences. The courses that I took during the internship were

also very interesting and provided me with different knowledge in new areas.

I was able to successfully accomplish the aims and objectives I had established

previously as well as the different tasks assigned during the internship, in spite of the

challenges faced. I was also able to develop personal and professional skills, adapt to

new situations, and improve my organizational and teamwork skills. I also had the

opportunity to practice my language skills - particularly English and Spanish -, apply

the theoretical knowledge, intercultural competence and communication skills learned

throughout the master’s, especially in courses such as English and Spanish Culture for

Business and Research Methodologies, and gain professional experience in a field and

place I had never worked in before - working in a museum and interacting in a

professional manner with people from all around the world. Since the museum is

located in an area where many tourists pass through, visitors come from various

countries across the globe, it is important for the staff to have empathy, respect and

communicate efficiently with people from different backgrounds, cultures and beliefs,

and the masters provides its students with the knowledge needed for such respect and

effective intercultural communication skills.
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The museum team were very welcoming and were always helpful and encouraging

during the internship, making it a positive and unforgettable experience, where I felt

that I was trusted, my opinion was valuable - especially due to the several meetings

that were held where they asked for my thoughts and perspective, as explained in the

third chapter. At the end of my internship, I was provided with very positive feedback

from the staff which made me feel appreciated and accomplished both personally and

professionally. I truly gave it my all and tried my best and I believe that I had a

positive impact on the museum and its staff.

Overall, it may be said that the Master’s degree in Intercultural Studies for Business

has provided its students with the skills and knowledge needed to face and overcome

challenges in the intercultural world, which contributed to the success of my

internship at Museu do Vitral. The research and writing process required for this

report allowed me to learn more about museums, the internship provided me with the

opportunity to acquire skills and experience in the professional world, in a new area

of work and understand more about what step to take after finishing the master’s.

Accordingly, after working for 4 months at Museu do Vitral, I came to the conclusion

that it would be interesting to pursue this area of employment and work in the tourism

field and the cultural and creative industries in the future. Altogether, the master’s

degree, the internship and the process of writing this report were enriching and

rewarding experiences.
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