At the beginning of the 21 st century in France, many questions were raised by the opening of several new corporate museums, with resources and scenography of very high quality, 1 : L'Aventure Michelin (2009), the museum Cristal Saint-Louis (2008) or even the Musée Yves Saint-Laurent Paris and the Musée du 11 Quai Conti in 2017 in Paris. At the same time, collections of companies are regularly exhibited in prestigious places: in 2011, at the Carnavalet museum, an exhibition on the leather goods Louis Vuitton, the Ratp at the Museum of Arts and Crafts, toys Villac at the Musée des Arts décoratifs after the Playmobils, or, in 2014, the Orient Express at the Institut du Monde Arabe, in 2017, Vicat for its bicentenary, at the Société d'encouragement pour l'industrie nationale 2 ... and Paris does not have the exclusivity of these presentations: in regions, the Casino stores had their exhibition as well as the textiles of Rhone companies at the Museum of Art and Industry of Saint-Etienne for example. These museums seem to meet the general criteria of museums: quality collections are presented with a neat exhibition design in appropriate environments and they have nothing to envy, for the form, to national museums and to those who have the label "Musée de France". Some corporate museums are also recognized under the name "Musée de France", a label awarded by the Ministry of Culture and imposing scientific requirements. Their creation has most often been entrusted to communication or architecture agencies, specialized or not in the industrial, economic and technical heritage. There remains the question of content: the visit of a number of these places suggests that if the use of such companies is indeed a sign of quality in the presentation, the text (or the global discourse) often lacks the necessary distance to avoid falling into hagiography. This question is all the more crucial that we see a large attendance of schoolchildren in these places.

The definition of corporate museums Logically, a corporate museum is a collection presentation space that belongs to an industrial or private service company. This assumes creation and management without public subsidies. This difference in status does not subject them to national legislation such as the French Heritage Code. The public authorities do therefore not have control over corporate museums, whether at national or local level and their collections are not alienable: the museum can close, and the collections be sold at any time. Their fragility is one of their characteristics, very often linked to the economic health of the company. This was the case of the Christofle museum, in Saint-Denis, in Seine-Saint-Denis, near Paris, on the historical site of the company (2008), as well as for the museum of Seita, in Paris (2000), a company originally public, then privatized, which fell into the hands of Imperial Tobacco3 . We must also add the closure of the museum Amora, in Dijon, producer of the famous French mustard (2006). In the first two cases, all or parts of the collections were sold at best in the auction room, and at worst to a scrap metal dealer for machine tools. Overall, most of them do not conduct studies on their collections or open them to researchers. From this point of view, most do not fit into the definition proposed by ICOM: "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.4 "

Their origin

In France, the creation of collections within companies has its sources, during the nineteenth century, in the desire of entrepreneurs to anchor their activity in a certain technical history, legacy of past know-how, entering the path of progress and industrialization. There are also places at this time dedicated to the presentation to the public, of industrial machines and tools, constituted in particular by chambers of commerce and industry or by groups of entrepreneurs. The goals were clearly pedagogical. They aimed at familiarizing the working class and craftsmen with new techniques and machines, "taming" them in some sense, as well as informing the contractors likely to use these machines. In this context, it should not be forgotten that pedagogy and museums were also intended to create an available and qualified workforce, just as artistic research aimed at maintaining quality and French art in the face of massive production -and invasive -of the all-powerful England. Collections both technical and artistic were also presented in other places, as it was necessary for these captains of industry to affirm their erudition by the possession or even the order of paintings or sculptures related to their activity. A number of these images of the industry were thus command works. Indeed, there were often within large established companies and family-owned, rich and diverse collections5 . The oldest of these museums in France is undoubtedly that of the Benedictine, this liqueur manufactured in Fécamps, in Normandy. The Benedictine Palace, with its eclectic architecture (mix of neo-Gothic and neo-Renaissance style) built in 1888, has been welcoming visitors since. It presents the collection of ancient and medieval art of the founder Alexandre-Prosper Le Grand, together with an exhibit presenting the history of the manufacture of this liquor (room of spices and distillery).

Very heterogeneous forms

The forms of the corporate museums vary considerably, from a modest room in the administrative building (Arc International) to the former "castle" of the director (Essilor) and to the museum with the most accomplished scenography (L'Aventure Michelin), and even the construction of a new building (La Vache qui rit). Among these museums, some are installed at the very places of the company activity. The city of Telecom Pleumeur-Bodou, created by the company Orange, is located on the site of the radome, inaugurated in 1962 to provide transatlantic television retransmission. The Lactopôle André Besnier, in Laval, is situated partly in the building of the former dairy cooperative of 1933 reconstituted with period equipment. The Musée Yves Saint-Laurent Paris, opened in Paris in 2017, takes place in the former haute couture house of the couturier. The Fondation Pierre Bergé-Yves Saint Laurent, established in 2002, manages it. This foundation has two other museums dedicated to the life of Yves Saint-Laurent: the Jardin Majorelle and nearby, the Musée Yves Saint Laurent, both in Marrakech. Other museums can be installed in a large storage shed open to the public and presented as a conservatory (Citroën). Some very successful museums allow combining the visit of the permanent exhibition with that of workshops in activities. The Bohin pins factory in Normandy is a very successful example of such offers, with employees trained to speak in front of the public. Another example, the Musée du 11 Quai Conti, in Paris, opened in 2017. After a magnificent visit of the rooms of the museum installed in the old factory and dedicated to the numismatics history, one can visit the engraving workshop to discover a multi-century know-how. The Monnaie de Paris was created there in 864 with the Edict of Pitres promulgated by Charles II. It is the only workshop in France that has been active continuously since its creation. 

What is the nature of these collections?

The vast majority of companies present in their museums objects related to their technical and commercial history. The visitors can see the oldest objects produced by the company. This is often the case for automobile museums such as Peugeot or Citroën. They can also discover the history of production technology in the company, from the artisanal stage to the automation. The history of advertising and marketing holds an important place in them, possibly occupies the whole space for some: Maison de la Vache qui rit, L'Aventure Michelin, the Haribo Museum, etc. Some of these museums have a much broader scope, and tend to present the history of a consumer domain, beyond the scope of the company. This is the case of Lactopôle in Laval, owned by Lactalis, but which offers collections of objects related to the production, processing and consumption of milk from all over the planet. This is a collection started by the original owner and continued by his successors. The postal museum, L'Adresse, located in Paris, exhibits many objects that can trace the history well before the creation of the company and linked to the political history of France. This museum is labelled "Museum of France" and was previously a public museum, when the company belonged to the French state. The Louis Vuitton Company has a collection of trunks and old luggages that can complete the range of its own productions and tells a story of travels. It also runs a museum in Asnièressur-Seine where the company's story is told. Other kinds of museums complete this panorama, for instance, contemporary art collections in vogue since the year 1990. The personal collections of the managers of very large international groups are presented in prestigious locations due to renowned architects. The legal forms of these places are variable, most often optimized for tax purposes; this is the case for foundations like those of Bernard Arnault6 (LVMH) and François Pinault7 (Kering). Some captains of industry invest in prestigious collections of industrial objects. For instance, the Ralph Lauren's sports cars collection that has been presented in 2011 at the Museum of Decorative Arts includes old cars since the 1930s. 

The usefulness of corporate museums

A company that embarks in the creation of a corporate museum makes a strategic decision in terms of communication and marketing. Here, the museum is an instrument at the service of an internal and external strategy. Its constitution makes it possible to formalise an identity and a corporate culture around a common history and the know-how of employees. For the external side, the objectives of corporate museums may be central or not. For some, the museum gains the loyalty of customers by offering a moment of pleasure and renewed business benefits at each visit through the associated store. The visit is also a way to explain the manufacturing process and to respond to consumer questions (Roquefort Société). In some cases, the visit of the museum is combined with those of the factory or not: sometimes, the visit of the museum could substitute to the visit of the factory. That is true in the agrifood industry, where the hygiene constraints are very strict (Cité du chocolat, Valrhona). More immediate motivations can overcome the cultural and educational objectives. The image issue remains nevertheless important, and it is reflected in the choice of the name of the museum. In France, the term musée (museum) is considered old and dusty. Marketing agencies are choosing other names like "espace" (Space), "Aventure" (adventure), "Maison" (home) or "Cité" (city) with or without a qualifying sentence to advertise the experience: "The Michelin adventure: a place, a history, a future", "Cité de l'Espace: live the experience", "City of champagne: a journey in the effervescence" etc.

To conclude: designing a quality charter Gradually, corporate museums have become economic and cultural actors in their own right. They drain important tourist flows and complement, even boost, the tourist and cultural offer of the territories. Many of the collections that are presented have no equivalent in public museums, which in any case do not intend to keep such collections. Their contribution to the history of technology and to economic history, as well as to industrial heritage, is important and should not be underestimated. However, the content that is exhibited could often be improved: without contradicting the opening remarks of the company, historical contextualization would make them real places of reference for all audiences, including schoolchildren. From this point of view, the presence of a scientific council, supported by historians, would ensure the public a more solid and correct presentation, that can objectively stimulate reflection visitors. The presence of qualified curators could also help the optimal conservation of collections, and their eventual enrichment. The heterogeneity of corporate museums does not facilitate the task: the drafting of a quality charter could lead to a greater homogeneity of practices and improve the quality of these places. The different actors from both the cultural and economical sides would gain from the adoption of such a charter. A dialogue remains to be established from this viewpoint, which we call for.
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