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Outline

The Yokohama Museum of Art had held the international sympo-
sium, “Your Museum, Your Future: For What and for Whom Do
Museums Stand?” to celebrate the 30th anniversary of the Yokoha-
ma Museum of Art to seeck what possibilities lie in the future of art
museums by revisiting their purposes and the communities they
serve in today’s context, and to foresee what their prospects may be.

Yokohama Museum of Art was inaugurated in 1989, the year
the calendar changed from Showa to Heisei (change of emperor’s
reign) and when Japan was in the midst of its bubble economy.
The City of Yokohama was then holding an expo entitled “YES
’89 (Yokohama Exotic Showcase '89)” to celebrate its 100th
anniversary of its municipality and its 130th anniversary since the
opening of its port to the world after two hundred years of
isolation. It was the time when Japan was aspiring to become a
global cultural leader to live up to its global status as the second
largest economy after the United States. The local governments
took initiatives to build public art museums as part of this endeav-
or and Yokohama duly opened its municipal museum for its
citizens.

Thirty years have passed and Japan is now a different country.
It has seen decades of slow economic growth and a dramatic
demographic transformation from a young country into an aging
society with low fertility rate. This shift in the socio-economic
conditions, together with the rapidly changing environment led
by the technological advancement in forms of social network
platforms and Al force us to ask once again, “For what and for
whom does the art museums stand in the 21st century?”

Will the art museums survive the 21st century? Will we
continue to be vital to the cities and communities to which we
serve? What are the conditions to keep our art museums relevant?
As the Yokohama Museum of Art celebrates its 30th anniversary
and prepares for renovation in 2021, these pressing questions are
sought to be examined from various perspectives.

In this symposium we invited Timothy Rub, The George D.
Widener Director and CEO of the Philadelphia Museum of Art,
who is currently involved in the museum renovation with the
world-renowned architect Frank Gehry, to lay the groundwork for
this stimulating discussion that will follow, as he was joined by
Osaka Eriko, Director of the Yokohama Museum of Art and the
young leaders in the emerging institutions in Asia, Aaron Secto,
Director of Museum MACAN (Modern and Contemporary Art
in Nusantara) and Takahashi Mizuki, Co-Director of Centre for
Heritage, Arts and Textile (CHAT), who are tackling the same
questions but in different social, historical, and cultural contexts.

This report is based on the transcription of the presentations

and the discussions that took place during the Symposium.
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30th Anniversary of Yokohama Museum of Art, International Symposium
“Your Museum, Your Future:
For What and For Whom Do Museums Stand?”

Saturday,June 8,2019 14:00-17:00
Lecture Hall, Yokohama Museum of Art

Language: Japanese-English / simult:
No. of Audience: 180

[Program]

14:00-14:45 Keynote Address

“Finding our Way Forward: Art Museums and Civic Engagement”
Timothy Rub, The George D. Widener Director and CEO, Philadelphia Museum of Art

14:45-15:00 Break

15:00-17:00 Panel Discussion
“Your Museum, Your Future: For What and For Whom Do Museums Stand?”

15:00-15:10 Opening Remarks
Osaka Eriko, Director, Yokohama Museum of Art

15:10-15:25 Response 1 :In the case of Indonesia
Aaron Seeto, Director, Museum of Modern and Contemporary Art
in Nusantra (Museum MACAN)

15:25-15:40 Response 2 :In the case of Hong Kong
Takahashi Mizuki, Co-Director, Centre for Heritage, Arts and Textile (CHAT)

15:40-16:40 Discussion

“For Wﬁ'e}; and ForWhom Do Museums Stand?”
Panelists: Timethy Rub, Aaron Seeto, Takahashi Mizuki
Moderator: Osaka Eriko

16:40-17:00 Q/A

Facilitator:
Hoashi Aki, Manager, International Division and Curatorial Department, Yokohama
Museum of Art
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For What and For Whom Does the Yokohama Museum of Art Stand?
-What Our Visitors Tell Us
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CHAT and The Mills — Tsuen Wan, Hong Kong

Located in one of the first industrial hubs of Hong
Kong- Tsuen Wan, the revitalized heritage site from
the 1960s were previously 3 cotton spinning mills of
Nan Fung Textiles, now renamed as The Mills — 45
Pak Tin Par Street, Tsuen Wan.
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+ The Mills house 3 pillars
« Centre for Heritage, Arts and Textile (CHAT)

* Mills Fabrica (incubator and co-working space)
* Mills Shopfront (experiential retail)
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Philadelphia Museum of Art,

as a Civic Institution

The institution of which I am privileged to serve as
director is the cultural heart of one of North America’s
oldest and most historically significant cities. Founded in
1682, Philadelphia played an important role in the early
history of the United States. It was there, for example, that
the Declaration of Independence was signed by the
Second Continental Congress and the Constitution of the
United States was drafted in 1787. For much of its history,
it has been a center for the training of artists and the

development of American art.

That history—and the history of Philadelphia as a center
for collecting—is inscribed in the collections of the
Philadelphia Museum of Art. It is renowned, as you can
well imagine, for its great holdings of American art, as well
as for the depth of its collections of Korean, Chinese,
Japanese, and Indian art; for its holdings of European
painting and decorative arts; and—perhaps, most signifi-

cantly, for its collections of modern and contemporary art.

The Philadelphia Museum of Art is, moreover, a great civic
institution. Founded in 1876, it is one of America’s oldest
art museums and, by virtue of the prominent place in
holds in the city’s landscape and its remarkable architec-

ture, one of its most recognizable.

Being the backdrop for the famous run that Sylvester
Stallone took up the art museum steps in the film Rocky

has not hurt!

Let me begin this talk with a disclaimer. I represent the
perspective of American museums and how they function
within a broader system of cultural production and
preservation, one that is different in many ways than the
systems that have created and continue to sustain art
museums in other countries. In this regard, I am mindful
that what I say about the future of museums is specific to
the context in which I work and may not be applicable to
how museums function in other cultural or national
contexts. In other words, mine is, by definition, a particu-
larly American point of view. That said, I also believe that
we—the museum professionals in the audience do share a
set of common interests and common challenges. We are
well served, then, by having an opportunity such as this to

think together about the future and the challenge and

opportunities it holds for us and for our institutions.

About ten years ago, shortly after I had been appointed
director of the Philadelphia Museum of Art, I was asked to
participate in a panel discussion of new museum directors
at Art Basel Miami, the great art fair held in Miami Beach
each December. At the end of this discussion, the modera-
tor asked each of the participants what was foremost on
their minds as they started their new jobs. Tanswered by
saying that perhaps more than any of the other great
encyclopedic art museums in our country—the Metropoli-
tan Museum of Art, the Museum of Fine Arts, Boston, or
the Art Institute of Chicago, to name just a few—the
Philadelphia Museum of Art was a great civic institution,
one that brilliantly reflected the character and history of
the city it was founded to serve and a dominant feature of
Philadelphia’s landscape. For this reason, I explained that I
was intrigued by how we might define the civic purpose of
a museum like the one I had recently been asked to lead
and, as corollary, how the answer—or answers—we gave to
this question might differ from how we defined the civic
purpose of a museum like the Philadelphia Museum of Art

in the past.

At the beginning of my tenure in Philadelphia, I was asked
by our trustees to develop a new strategic plan for the
museum. This is never any easy task—indeed, some of my
colleagues would liken it to paying a visit to the dentist—
because it requires us to look to the future and to think in
a careful and sustained way about what matters most to
our institutions. It also represents an opportunity—al-
though this, too, is not an easy task—to engage a broad
range of constituents—trustees, staff, and the public—in a
conversation about the future as well as an obligation to
sort through the many different and, at times, conflicting

answers that this process yields.
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In the event, our exercise in strategic planning identified

four core objectives:

1. The development of new audiences as a key to the
future

2.The enrichment the experience of our visitors as a
key to greater engagement

3.The need to “activate” our collection in ways that
would make it truly meaningful for new audiences

4. A commitment to civic engagement

I should note here that I did not suggest that civic engage-
ment be a focus of our strategic plan. Rather, this emerged
during the process and seemed to be on the minds of many
participants. What's more, it was clearly a topic about

which they cared very deeply.

That did not come as a surprise to me; nor should it have.
Public art museums in the United States, perhaps uniquely
among their peers throughout the world, have always had
a profoundly civic purpose. That is to say, they were
founded not simply to serve as means for the production
and diffusion of knowledge or as emblems of the growing
economic prosperity and cultural “coming of age” that
America experienced in the late nineteenth century, but

also for the betterment of their communities.

engagin
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Such was the case in nearly all of the cities—Detroit, St.
Louis, Cincinnati, Boston, and Philadelphia, to name just
a few—in which art museums were established in the
1870s and 1880s. Their function was not solely aesthetic
or antiquarian—that is to say, to foster a broader under-
standing of the history of art and an appreciation of the
past, as important as these goals may have been. They were
intended to serve a useful purpose as well. To characterize
this in philosophical terms, the American art museum,
according to its advocates, was seen as not only intrinsical-
ly valuable in and of itself; it also had an “instrumental”

value, one which served as a means to an end.

What I would like to do in the time that remains to me is
to ask how we might understand what the “useful pur-
pose” of an art museum is, how this has changed over time,
and how this is related to the question of civic engage-
ment. I will do so largely by referring to the history of the
Philadelphia Museum of Art, but the same story—one
that is truly American in character—could be told about
many other great civic museums such as those in Boston,
Chicago, Cleveland, or Cincinnati. Modeling their
approach on the recently founded South Kensington
Museum (1854) in London, the supporters of the new
museum in Philadelphia likewise chose a great internation-

al fair—the Centennial Exposition of 1876, marking the

one-hundredth anniversary of the Declaration of Indepen-
dence and the start of the Revolutionary War—to launch
this new enterprise. And like the Victoria and Albert
Museum, as it is known today, the focus of Philadelphia’s
new museum was on collecting the very best of the applied
arts—ceramics, furniture, glass, metalwork, and textiles, to
name just a few—including historical as well as contempo-
rary examples so that these could be used for both an
educational and an economic purpose: to improve the
quality the work produced by designers and craftsmen so
that Philadelphia’s industries would continue to prosper in

an increasingly competitive world.
Education and Public Support

The first name of this new institution, The Pennsylvania
Museum and School of Industrial Art (our title was
changed in 1938 to the Philadelphia Museum of Art),
clearly signaled the nature of this new enterprise. And so,
too, did the decision to found a museum and school
together; for the one, the school, provided the justification
for the other, the museum. Education—and by this I do
not mean simply the study of art history—was the mission
of this new institution, and its purpose was profoundly

civic in character.

Over time, the schools that had been more often than not
established as integral parts of our great civic museums
were separated from them and declined in importance.
This was due in part to the gradual transformation of the
training of artists and designers, who were no longer
encouraged to look to the past for models to emulate, but
rather to reject it and embrace abstract principles of design
such as those advocated by educators like Walter Gropius
and Johannes Itten at the Bauhaus. This shift would have
profound consequences: If art museums were no longer to
be useful as the primary sources of reference for aspiring
artists and designers, how then could they continue to
fulfill their educational missions and serve the civic

purpose for which they were founded?

They did so by focusing instead on public education. This
change was already well underway by the beginning of the
twentieth century, and it had significant implications for
the pattern of investment in American art museums and
how they defined their work. By the 1950s this transfor-
mation was virtually complete, with most institutions like

the Philadelphia Museum of Art offering a wide range of

programs for visitors such as gallery tours, seminars, and
lectures, as a well as a variety of services—tours, teacher
training, and guidance for how to integrate the visual arts
into the curriculum—for public schools. This resulted in
extensive and long-lasting partnerships between museums
and school systems throughout the country, by means of
which cities like Philadelphia came to rely upon institu-
tions like the Philadelphia Museum of Art to provide a
modest introduction to the history of art for students in

primary and secondary schools (i.e., from kindergarten

through high school).

By the mid-twentieth century museums had also commit-
ted significant resources to the development of education
centers, which could include, in addition to classrooms,
studios, lecture halls, and performance spaces. In this
regard, it is important to note that the plans for the great
museums, including Philadelphia’s, built in the late
nineteenth and early twentieth centuries rarely included
such functions, the need for which was recognized only
after these institutions realized how very important public
education had become to their efforts to fulfill their

missions and make a compelling case for public support.

This is a broad and significant topic which we do not have
time to cover in depth today; and so to illustrate its impact
I will only mention two of many such examples. First, at
the peak of our relationship with Philadelphia’s public
schools, more than 85,000 students from the school
district visited the Philadelphia Museum of Art annually.
Given the number of students it served, this partnership,
which included educators employed by the school district
working at the museum, was for many decades considered
the very foundation of our commitment to civic engage-
ment and an effective means for us to continue to increase
funding for the work of our education department, which

remains today one of the largest departments in the museum.

The second example speaks to the investment that many
museums made in educational facilities in the decades
immediately after World War I In the late 1960s, the
legendary director of the Cleveland Museum of Art,
Sherman Lee, persuaded his Board of Trustees to build a
large addition to the museum designed by the great
modernist architect Marcel Breuer. Lee’s reputation is
largely based upon his successful efforts to develop Cleve-
land’s great collection, especially in the fields of Japanese

and Chinese art. But in this instance he didn’t argue for
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more galleries in which to display the museum’s collection,

as much as these may have been needed. Instead, Lee
proposed what was essentially a grand education center,
with classrooms, studios, a lecture and recital hall, and an
auditorium that could seat more than 700 people. What's
more—recognizing the power of engaging audiences and
encouraging the financial support of donors through a
variety of programs— Lee made this, his new education
building the principal entrance to the Cleveland Museum
of Art.

Let me pause here to make an obvious, but essential point.
In contrast to the art museums in many other parts of the
world, American art museums—holding aside a few
notable exceptions like the National Gallery of Art in
Washington, D.C.—are largely funded through private
financial support and earned income rather than from
local, state, or federal governments. Much could be said
about this difference, but I will limit myself to one point:
Because the great majority of our donors are from Phila-
delphia and care deeply about the future of our city, if we
hope to continue to receive funding from them we cannot
simply excel by the criteria with which we have traditional-
ly judged art museums—the development of important
special exhibitions, the quality of acquisitions, or the value
of curatorial research, to name just a few—but also, and
just as importantly, we must demonstrate how our work
benefits the community. To put this another way, our
donors must be persuaded that the museum is vitally
important to the city today and one of the keys to its

future. If we cannot do this well, then, simply put, we will
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not be able to compete in an increasingly crowded field of
cultural institutions vying for contributions and we risk
becoming less relevant than we should be in any conversa-

tion about Philadelphia today and tomorrow.
Civic Engagement as a Strategic Goal

If museums in the late nineteenth century might have
defined civic engagement primarily as providing access for
audiences to a “public collection” as well as operating a
school that offered technical training in support of local
industries or, for most of the twentieth century as a
commitment to public education, how do we define civic
engagement today? From my vantage point, this is one of
the key questions American art museums are facing in the
early twenty-first century. It is also a challenging question

that, at this moment in time, requires new answers.

To illustrate this point, let’s return to the brief description
I gave you of our strategic plan. Of the four goals we
established for our new plan—audience development,
visitor experience, activating the collection, and civic
engagement—it was the last of these that was most
difficult for our staff and trustees to understand in a
holistic sense. Nearly everyone felt that we should be
doing more for the city and also believed that what we had
done in the past was no longer effective—in other words,
that change was needed. Many good ideas—for example,
for new school programs, partnerships with other cultural
institutions, or support for local artists—were suggested as

means to address important needs within certain commu-

nities; but no one could “crack the code,” so to speak, and
articulate a new way of thinking about civic engagement
that would animate the entire institution and redefine its
relationship with the city it was founded to serve. At this
point in the story I would like to tell you that it was I who
came up with a persuasive answer, but that was not the
case. Rather, as many of those who are responsible for lead-
ing institutions like mine will tell you, sometimes the most

important thing to do is to continue to ask questions.

And so I did just that. What we learned in the process was
immensely valuable and provided a number of useful
answers to the question of how we should think about
civic engagement and the role of museums in our commu-
nities at a time of rapid social and technological change. It
also encouraged us to experiment in ways that helped us
see the big picture—the forest for the trees, as the old
saying goes—and shaped a new understanding within the

museum of what it meant for us to be civically engaged.

So, how have we at the Philadelphia Museum of Art come
to define this idea and what steps have we taken to put it
into practice? First of all, a point about organizational
culture: The responsibility for civic engagement—for
connecting with and serving the community—should not
be a project assigned to one department like Education, but
rather it should be understood as a collective commitment
and one that requires the participation of everyone across
the institution. This, you might argue, should be self-evi-
dent, but I assure you it is not. To the contrary, conversa-
tions about how to engage and support the communities
in which we work are rarely easy for professional staff—cu-
rators, educators, registrars, and conservators—who have
specific types of expertise that are vitally important to the
management of collections or the development of exhibi-
tions and programs, but are not often asked to think about
how museums can best engage audiences and forge
stronger connections with their communities. Yet it is
critically important that they do so, and that they do so
together. How else will a commitment to civic engage-

ment truly become a part of the culture of the institution?
Engaging New Audiences

“Only connect,” the phrase made famous by E. M. Forster
in his novel Howards End, has always come to mind when
I have thought about the question of engaging new

audiences. This is where museums must start, and this

must remain for them a constant point of reference. When
considering this issue, we should be careful to distinguish
attendance—the number of visitors who come through
our doors each year—from engagement. To be sure,
attendance matters; but it is only one measure of success
and one that is focused entirely on the present. That’s fine
as far as it goes, but it leaves an important question unan-
swered: What do we need to do to prepare our institutions
for the future? Will a new generation of visitors be as
interested in what we have to offer? And how can art
museums broaden their appeal and reach out beyond what
we call our “core audience” today to connect with new
visitors? As symphony orchestras in the United States,
which continue to experience significant declines in atten-
dance and have seen their patrons grown older have learned,

if we ignore this question, we do so at our own peril.

In this regard, I find thinking about engagement to be
enormously useful. This is not something we can measure
simply by the numbers, but rather by looking at the quality
of the experience we offer to our visitors. Was it enjoyable
to them? Was it meaningful? Will they come back? And,
most importantly, will they choose to make the museum a
part of their lives? To put this another way: Are we meeting
our visitors where they are by offering them what they will

consider to be a satisfying cultural experience?
-Activities defined as Culture

In recent years, art museums in the United States have
been increasingly reminded that we know far less about
our audiences than we should. That is now changing. To a
certain extent the revolution in digital marketing and
social media has forced us to take a more thoughtful look
at this issue simply because we now have the opportunity—
which simply didn’t exist before—to communicate directly
with individual consumers and to know what they like or
dislike. So, too, has the increasing availability of survey
data about customer behaviors and cultural preferences.
Once the domain of companies that produced entertain-
ment and consumer products, this work is now yielding
useful insights into the characteristics and preferences of
audiences who participate in a broad range of cultural

activities.

To illustrate my point, I'd like to share with you a few of
the findings on cultural participation in the United States

from a biennial survey called Culture Track. The bar chart
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Activities Defined as “Culture”

Historic Attraction / Museum
Art / Design Museum
Community Festival / Street Fair
Music Festiva

Natural History Museum
Public / Street Art

Food and Drink Experience
Musical

Classical Music

Play (Non-Musical)

Opera

Ballet

Movies / Film

v

displayed on the screen lists—in descending order of
consensus—those activities that Americans today define
and value as “cultural activities.” The good news for art
museums—as opposed ballet or opera companies—is that
they continue to appeal to a broad audience as such. What
might seem curious, and perhaps frightening to some is
that activities such as seeing street art, an evening of
drinking or dining on the town, or even watching televi-
sion are considered by many to be cultural activities as
well. This trend, coupled with the growth of online
experiences, is changing what we define as “cultural” and
creating an increasingly democratic and crowded field for
traditional institutions like museums, orchestras, and
dance companies as consumers continue to think about

culture in broader and non-traditional ways.
-Motivators for Cultural Participation

Even more illuminating is what this report has identified
as the principal motivators for cultural participation,
especially among young audiences—the 18-to-39-year-olds
whom we call “millennials.” What do they value most?

“Having fun”—which I take to mean an experience that is
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both enjoyable and memorable—ranks highest on this list.

So, too, does the joy of discovery—of experiencing some-
thing new—as well as the desire for what has been called a
“drop shoulder” experience: something that relieves rather
than induces stress in a world increasingly filled with
pressure and anxiety. Near the top of this list are other
desires that are perhaps more familiar to us and that we
value greatly as part of the experience of an art museum: a
deep interest in content; the pleasure of learning about
new things; inspiration; and the recognition that cultural

experiences can be shared with others.

What do we do with this kind of information, and where
will it lead us? The first answer to this question is that
change is inevitable: As audiences change, so, too, must
the institutions that serve them. So, it is not a matter of if,
but how museums must change. This does not mean that
we have to fundamentally alter our mission—to collect,
preserve, and interpret great works of art for the benefit
the public—or the ways in which we fulfill this, but rather

how we choose to do so: by placing audiences first.

What'’s more, institutions like the Yokohama Museum of

Motivators For Cultural Participation

Having fun

Interest in the content
Experiencing new things
Feeling less stressed
Leaning something new
Feeling inspired

Interacting with others
Feeling transported

Feeling welcome

Gives life a deeper meaning
Connecting to my community
Bettering health / well-being
Grew up participating

Being able to go by myself
0% 20

Art or the Philadelphia Museum of Art are uniquely
suited to adapt what they offer to meet the expectations of
today’s audiences. Here, again from the Culture Track
survey, are some of desires that visitors want to fulfill from

their engagement with a cultural institution:

“Having it change the way you think or challenging norms.
Anything that makes you feel anything and question what
you already know.” (Transforming Perspectives, Culture

Track, 2017)

“Building stronger communities by bringing people who
may not think they have much in common together.”
(Building Community, Culture Track, 2017)

“Broadening my horizons, understanding of life and
situations, and helping me learn about other peoples of the

world.” (Educating the Public, Culture Track, 2017)

“Bringing people of many different backgrounds together,
and cementing the fact that our world is better for having
so many diverse cultures. It needs to bring understanding

and acceptance.” (Fostering Empathy, Culture Track, 2017)

40 60 80

LaPlaca Cohen Culture Track ‘17

If we were not simply to acknowledge, but fully embrace
such ideas, we found that we had to reorient our work by
making it outward-facing and asking, first and foremost,
how we could draw visitors to the museum by offering
experiences that were enjoyable, sociable, and added
meaning to their lives. We also realized that this percep-
tion had to inform everything we did, from our graphic
identity and the language we used to welcome our visitors
when they walked in the door to the development of

exhibitions and educational programs.

Putting People First:
Everything We Do is for You

When an institution makes a commitment to putting
people first and engaging new audiences, much of what
needs to be done seems on its face to be fairly obvious. At
the Philadelphia Museum of Art, we renewed our focus on
the frontline experience, offering a warm welcome to all of
our visitors and ensuring that the faces that greeted visitors
when they arrived looked like them and mirrored our
community. This commitment to service, shared by our

admissions and security staff, is an attribute that makes the
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Philadelphia Museum of art distinctive among America’s

grcat art museums.

Six years ago, we also initiated a pay-what-you-wish
admissions policy for every Wednesday evening from 5 to
9 pm, thus ensuring that a visitor could enjoy the museum
essentially for free at least once every week. Since this
policy was introduced attendance has averaged about
1,000 visitors per week on Wednesday evenings, or another

50,000 visitors each year. In sum, we increased access.

At the same time, we initiated a summer-long program
designed for families called Art Splash. When I say
“designed,” I mean that we put a great deal of time and
resources into making Art Splash a rich and deeply re-
warding experience for children and their families. We also
decided to offer this program all day, every day for two
months—July and August—during the summer, which is

the best time of the year to engage families.

Both of these initiatives, which have been enormously
successful, reflected a sustained commitment on the part
of the museum to focus on audience development by
asking how we could most effectively invest in the future.
Each has bolstered attendance in the short term—Art
Splash attracts 35,000 - 40,000 family visits each summer
and our Wednesday Night pay-what-you-wish initiative
has been an important factor in lowering the average age
of our adult visitor—that is to say our visitors over the age
of 18—to 33 and increasing the diversity of our visitors.
But the real value in these programs is how they are
helping to build relationships with the museum that will

last a lifetime.

Connecting with the Community Through
Exhibitions and Programs

We can—and we should—also use our exhibitions and

programs far more precisely as a tool for audience develop-

ment and civic engagement. To give you a few examples

from our own experience: The staff of the museum was
deeply skeptical when I asked our Curator of Korean art to
organize an exhibition of the art of the Joseon Dynasty,
assuming that audiences in Philadelphia would not be
interest in Korean art and how it reflects the history of
that country. To the contrary, the interpretive plan we
created for this exhibition and the story it told—through
remarkable works of art—about the development of
Korean art and culture over the course of five centuries
proved to be remarkably effective because it unfolded as
just that—a story that did not rely solely upon the aesthet-
ic quality or rarity of the works of art on display, but
rather through interpretive programming and digital inter-
actives brought this distant culture to life for audiences in
Philadelphia. Exhibitions—even those that at first glance
may not have the potential to be “blockbusters”—can be
useful in broadening horizons and building empathy—and
these things, in an increasingly global world, are what our

audiences care for and will respond to.

During the nearly thirty years I have spent working as a
director, I have become entirely convinced of how valuable
and flexible a tool programming can be for our museums.
It can be used as a means for bringing our collections to
life through the use of different interpretive strategies. It
can be used as a means for what is today called “co-cura-
tion”—collaborating with artists or other arts organiza-
tions to present their work in the museum’s galleries and
public spaces. And it can be used as a tool for audience
development. Such was the case with our exhibition on
the art of Korea’s Joscon dynasty when we invited a troupe
of K-Pop dancers to perform in the museum’s Great Stair
during the presentation of this show. I attended the
performance that evening and would bet that I was the
oldest person in the room. The point is that the event
drew a young and predominantly Korean-American
audience, many of whom I am sure were first-time visitors
to the museum. What pleased me most is that when the
music stopped and the dancers took a break, the 900
young adults who attended this event went into the
galleries and took a good look—together—at the exhibi-
tion. They made the museum their own that evening, and

I came away with the feeling that this was our future.

We can—and we should always try to—present exhibi-
tions and programs that strike a resonant chord with
audiences today. This is not always casy to do, but it is one
of the keys to engaging young people and affirming how
our museums can be relevant to their lives. The exhibition,
“Paint the Revolution: Mexican Modernism, 1910-1950,”
opened just two weeks before the 2016 presidential
election in the United States. The Republican candidate
and eventual winner, Donald Trump, made a point—as
many of you know—of his desire to build a wall on the
border between our country and Mexico, a policy goal
that remains highly controversial (and, happily, unful-
filled) to this day. This image—a painting by the Mexican
artist Frida Kahlo depicting herself straddling the border
between Mexico and the United States—had an enormous
public appeal and encouraged many people to come see
the exhibition, which seemed to resonate in the moment,

particularly for our younger visitors.

There are many different ways—through the choice of
exhibitions and programs or the interpretation of our
collections—that museums like those in which I have
worked in Cincinnati, Cleveland, and Philadelphia can

take on a contemporary relevance for audiences today.
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Most often—and most appropriately—this is done through

the presentation of contemporary art. But encyclopedic art
museums with great historical collections have a broader
obligation: to bring the past into conversation with the
present and make the objects in their care come to life and
take on personal meaning for their visitors. Simply put,
great works of art have rich and fascinating stories to tell;
and these are one of the keys to engagement if we know

how to bring them to life and share them with others.

Sometimes these stories can be about pride of place—in
this case, the city of Cincinnati—and the important role
(of which Cincinnatians are very proud) that it played in

the history of American art.

Or we can find them in individual works of art, such as
this painting, entitled Zhe Cottage Door, by the great
English artist Thomas Gainsborough, which, through the
poetry of light and atmosphere and the fluency of the
painter’s brushwork, brings vividly to life a world far
distant in time and place from our own. Again, E.M.
Forster’s motto “Only Connect” comes to mind. The
instrumental value of art can be clearly seen in the many
ways it can bring us together through shared experience,

fostering understanding and building a sense of empathy.

074

Museums can also create a sense of place, one that is open,
accessible, and welcoming to all: a space that is “civic,” in
the best possible sense of this word, where we can come
together and experience new things and new ideas in the
company of others who may be like us, but—in an increas-
ingly diverse world—are most likely not. This was the idea
behind the new atrium that was built at the center of the
renovated and expanded Cleveland Museum of Art. I was
fond of characterizing its potential as a “village green,” a
civic space that the community could make its very own.
Judging from the reports I have received from Cleveland,

it has fulfilled that promise.
The Forum and Accessibility

This is my hope for a new public space, which we are
calling The Forum, that the celebrated architect Frank
Gehry has designed and is now being built as part of his
master plan for the renovation and expansion of the
Philadelphia Museum of Art. As a grand and beautiful
room, it promises to be an integral part of the experience
that visitors have of the museum. But I hasten to add that
its potential is far more than architectural. What matters
most is how we animate it and bring it to life with differ-

ent types of activities that are intended, to be sure, to

foster a greater understanding and appreciation of the arts,

but also to bring people together.

We are the stewards of our cultural heritage, of great
collections and great buildings that we have inherited
from the past and are committed to preserving for posteri-
ty. But in doing so we must recognize that they have a
present purpose. They must be accessible: valued by and
meaningful to audiences today. Let me end with this
acrial view of the Philadelphia Museum of Art—our great
temple of culture—on the screen by sharing an anecdote
with you. Shortly after I arrived in Philadelphia ten years
ago and began to speak increasingly with our staff about
access and civic engagement, our director of facilities—Ira-
nian born and an engineer by training—said to me one
day: “Timothy, I am beginning to see what you want.
You'd like the museum to be less like an acropolis and
more like an agora.” This, I believe, should be the future of

our muscums.
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Osaka Eriko

Director, Yokohama Museum of Art
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Art Museums Evolving Towards
the Age of Diversity

Osaka Eriko (Osaka): Good afternoon, everyone. Thank you for
coming to our symposium on a Saturday afternoon. After I
present the discussion topics over the next ten minutes, I
will invite Aaron Seeto, Takahashi Mizuki, and Timothy

Rub to take part in a panel discussion.

The English translation of the symposium title is “Your
Museum, Your Future: For What and For Whom Do
Museums Stand.” We initially had another title idea, “Our
Museum, Our Future.” After discussing the translation
internally, we decided on “Your Museum, Your Future” to
express our invitation to the audience to think about the
art museum and its future, even though it is the art
museum that actually offers different programs and

services to its visitors.

I think we are now living through tumultuous times.
Opened in 1989, the first year of the Heisei period, our
museum celebrates its thirtieth anniversary this year.
During these three decades, our social, economic, and
political environment has drastically changed. Amid such
changes, an art museum is now expected to evolve and
meet the needs of this diverse age. While there are many
relevant topics for discussion, I am going to highlight just

four today.

The first is that an art museum needs to have a long-term
vision that connects the past, present, and the future.
While everything we do today seems to be merely re-
sponding to short-term tasks and it is becoming ever more
difficult to handle things with care and time, an art
museum always has to bridge the past, present, and the
future, and continue to work with long-term visions. The
second point is the importance of a “soft” approach
connected to human dignity, spirituality, and creativity.
Our activities especially in coming years need to empha-
size these issues related to humanity. The third point is the
importance of art museum education and holistic educa-
tion in general. The activities of an art museum are related
to learning, investigating, and deepening our understand-
ing of humanity. The fourth point is the shift from culti-
vating museum enthusiasts to harnessing true supporters
who are committed to the appreciation of art and art

museums. The art museum receives support from a broad

base of citizens. While providing temporary enjoyment is
important, we have to increase the number of people who
genuinely think that art and the art museum are an

indispensable part of their lives.

History of the Port City Yokohama
and Yokohama Museum of Art

Next, I would like to briefly unravel the history of Yokoha-
ma. Yokohama is young in comparison with Japan’s other
historical cities. The city started developing after Yokoha-
ma Port opened in 1859, 160 years ago today. We can
certainly say that without the port’s opening, the present
Yokohama would not have existed. At the time, Yokohama
was a small fishing village comprising a mere hundred
housceholds. Today, however, with a population of 3.7
million, it is the second largest city after Tokyo. Designed
by Tange Kenzo, Yokohama Museum of Art opened in
1989 to commemorate the port’s 130th anniversary. The
museum now holds a collection of 12,000 artworks. Due
to our history as a port that opened in the nineteenth
century, our collection focuses on modern and contempo-
rary art as well as photography, produced after the

mid-nineteenth century.

In the painting, Commodore Perry Coming Ashore at
Yokohama, which depicts the scene when Matthew C.
Perry landed at Yokohama in 1854, Perry stands in front of
the American flag with the US navy forces, behind which
there is a large audience of villagers. This painting illus-
trates how people at that time received Perry with much

curiosity.

Yokohama’s waterfront area today, 160 years later, is lined
with commercial buildings and high-rise apartments, and
Yokohama Museum of Art is located behind Yokohama
Landmark Tower. Tange’s architecture for the museum is
very different from Philadelphia Museum of Art in terms
of scale, but the museum’s pyramid-shaped facade covering
the entrance and how buildings extend on both sides have
some similarities with Philadelphia Museum of Art. The
collection I mentioned earlier includes Nihonga-paintings
by Yokoyama Taikan, Shimomura Kanzan, and Hishida
Shunso, who all belonged to Nibon Bijutsuin, an art
organization established by Okakura Tenshin, as well as
works of Post-Impressionism, Surrealism, photography,

woodblock prints, and contemporary art.
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Our Founding Objectives
and the Meaning of the Art Museum

When the museum opened, it conceived three objectives:
“see,” “learn,” and “create.” “See” implies the museum’s
gallery activities as represented by exhibitions. “Create”
corresponds to the activities that support the creative
activities of children, citizens of Yokohama, and students
through the Children’s Workshop and the Citizens’
Workshop programs. “Learn” corresponds to the activities
of the Art Information and Media Center that holds
110,000 art-related books and video materials in its
collection and is open to the members of the public for
research purposes. We have attempted to expand what we
can offer to the public by integrating these three objectives
into our activities instead of developing them individually

across separatc programs.

Some in the audience here might have viewed our current
exhibition, “Meet the Collection.” In this exhibition, the
artist Asai Yusuke created a mural painting in a gallery
space using different kinds of soil. In order to create this
mural, we first collected soil from members of the public. I
brought soil from my garden, as did the vice director from

his parents” home. Under the guidance of Asai, it took

eleven days to complete this work with the participation
from members of the public, students, and volunteers. We
were able to share the joy of creating the work together
with educators, ordinary members of the public, curators,

and students.

I'd like next to discuss the meaning or significance of the
art museum. It’s difficult to narrow this down to a few as
there are so many, but I would like to focus particularly on
the following four points today: conserving artworks for
the future; organizing attractive exhibitions and programs;
creating experimental and new values; and supporting

artists.

I think the biggest mission of an art museum is to conserve
and hand down the artworks to the next generation.
Another mission is to organize appealing programs that
attract a lot of people so that they have the opportunity to
share experiences of high quality at a museum. And we
also need to contribute to creating experimental and new
set of values, even though they might not be accepted
right away. And lastly, we need to support artists. There

are, of course, many more points.

One example of creating experimental and new values and

supporting artists is the painting made by exploding

gunpowder for Cai Guo-Qiang’s solo exhibition, “There
and Back Again,” which we held in 2015. We were original-
ly looking for places such as a former factory or a gymnasi-
um of a big school where we could blow up gunpowder.
But when Cai came to the museum for a site visit, he
suggested that we use the museum’s Grand Gallery. So we
obtained permissions from the fire and police departments
as well as Kanagawa Prefecture and the City of Yokohama,
and he was able to create the painting by exploding
gunpowder inside the museum. This project enthralled

many people.

Another example is “Tahi Saihate: Exhibiting Poetry,” held
in February and March of 2019. This exhibition was
conceived and realized by one of the younger curators of
the museum. The poet Saihate is known for not appearing
in public and, instead, using social media to present her
poetry and reach her audience. Her works have been
published and have received awards. In the exhibition, the
lines and words in her poem were divided into fragments
and presented in a form of mobiles suspended from the
ceiling. This exhibition went viral on social media, much
more so than we had originally anticipated, and younger
visitors responded well. At that time, the “Changing and
Unchanging Things: Noguchi and Hasegawa in Postwar

Japan” exhibition was concurrently held in the special

exhibition galleries, but it was nearly overwhelmed by
Saihate’s poetry exhibition. It was a good example of
understanding about the interests and concerns of the

young people today.

Reaching Out / Opening Up Inclusive Activities
for Diverse Audiences

Let me know touch on the key phrase, “reaching out and
opening up” a museum. While it’s easy to say “open up” a
museum, it actually takes time and effort to do so. That
being said, however, we have to engage with inclusive
activities for diverse audiences. We have to think about
how to reach out to a wide range of our public. We need to
carefully foster supporters in a broad sense, including
those our volunteers and others who support us in various
ways. We have to expand our activities more than ever, and
we need to expand our scope to include corporations and

organizations, not only individuals.

Another important activity for opening up a museum is
international exchange. Japan is an island and regarded as
the Far East. Japan’s long history and its culture has been
attracting foreign visitors, but we don’t really have places
to engage with people from overseas. Additionally, it’s said

that more than 2.5 million foreigners work in Japan today,

2T International Exchange
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but we are not so good at communicating with them. As
such, actively promoting international exchange in the

museum is one of the pillars of Yokohama Museum of Art.

One of the socially inclusive activities of Yokohama
Museum of Art is the outreach programs at nursing homes
carried out by our educators of our Citizens’ Workshop.
They have asked students of universities in Yokohama to
participate and work alongside the elderly on a one-to-one
basis during this program. We have heard that a person
who usually do not smile started smiling a little bit, and
another who had trouble communicating was enthusiastic

during the program.

We also have programs that invite students with disabilities
from special-needs schools. Our team from the Children’s
Workshop works in close partnership with school teachers
to offer workshops to such students so that they have an

opportunity to draw and create in their own ways.

A program that has been most fruitful in terms of interna-
tional exchange is, of course, the Yokohama Triennale.
Since 2011, the museum has hosted this large-scale con-
temporary art festival by dedicating all the gallery spaces
to the Triennale every three years. By effectively using the
Grand Gallery, which is usually not used for an exhibition,
during the Triennale, we have been success in communi-
cating the fun and attractive aspects of contemporary art,

which people often say is difficult to understand.

The Role of Art Museums
in the Age of Artificial Intelligence

I would also like to propose the era of artificial intelligence
(AI), which we are experiencing right now, as a topic for
discussion. As Al becomes more widespread in the years to
come, it might well replace people in some fields where it
performs better than humans, such as for menial work. I
considered the five roles an art museum could play in this

kind of society.

The first role is to emphasize analog experiences. Given
that we can easily do a lot of things using computers today,
we need to use our own physical bodies to get dirty, feel
pain, become stimulated, and sense smells. These experi-
ences, along with the experiences from directly interacting

with other human beings, will become increasingly vital.

The second role is to encourage understanding of others. It
is critical for a museum to offer an opportunity for people
to know that there are people who are different from
themselves. Moreover, we also need to learn that we are
the same despite our differences. This understanding, in
fact, leads us to be conscious of coexistence with a diverse
range of people, which is the third role a museum could
play. We would like to make sure that art museums and art
could trigger imagination and thoughts among people for
co-existing with diverse groups of people and understand-
ing others. Such gestures need not to aim for a big goal; it
could be done in familiar environments, such as homes,

schools, and workplaces.

The fourth role is to help people understand values that
are invisible. When we look at artworks, instead of just
looking at what is literally depicted, asking questions such
as the intention of the artist, and the reason for their
making such works, provides us with an opportunity to
improve our level of imagination to read invisible values. I
think this ability to interpret values which are not appar-
ent and visible, will be more important for our lives in the

years to come.

The last role of a museum is to serve as a bridge between
society and humanity. I think art is something that

connects society and humanity.
Capacity Building and Art Museum Governance

My last topic is capacity building and art museum gover-
nance. A museum is a large institution. Unless the museum
employees could work with enthusiasm, a museum as an
institution can’t function effectively. For this reason, it is
important to share the core visions of the institution
including for what and for whom a museum stand. Only
with these visions can we connect these to the infrastruc-

ture of a museum.

Moreover, securing talents and training people who work
at art museums, and raising their consciousness as museum
professionals, is equally critical. It is not easy for museum
staff to divert their attention to the areas outside their
professional field, but those of us who work at museums
have to improve and change our mindsets, especially when
there is a great need for thinking about ways to cater to a

wide range of people.

For this, the leadership of the director is indispensable.
While this is quite evident in American and European art
museums, it’s not necessarily the case in Japanese muse-
ums. A lot of directors at Japanese museums are honorary
directors, meaning that they only come to their museums
once a week or three times a month. Even though the
position exists, in terms of how many of them actually
commit to the day-to-day activities of museums, I think
the number is quite small. For this reason, the leadership
of a director is critical for Japanese museums. By taking
leadership, we can enhance the museum’s management
base, which requires a flexible and adaptable system
design. I hope that we can discuss this issue with my

colleagues here, today.

I would now like to ask the panelists to introduce their

case studies. Let’s start with Aaron Seeto.
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Response 1: In the case of Indonesia

Aaron Seeto
Director, Museum of Modern and Contemporary Art in Nusantara (Museum MACAN)
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Museum MACAN

Aaron Seeto (Seeto): Established in November 2017, the Museum
of Modern and Contemporary Art in Nusantara (Museum
MACAN) is a private museum that provides public access
to a significant collection, exhibitions and a public program

focused on education and stimulating art appreciation.

Museum MACAN is a private museum, but considers its
activities within the context of the public sphere, with art
education and art appreciation driving the underlying
philosophy of the Museum. Jakarta’s sizeable population of
twenty million, its great religious, ethnic and economic
diversity, the prevalence of social media and digital
engagement, and a city constrained by traffic and infra-
structure, has required the museum to consider carefully

its understanding of what constitutes ‘the public’

In answering the question about the future of museums

- what are they and who are they for - I will briefly explore
some of the aspects of development of Museum MACAN
and the specific context of Jakarta. I have also been asked
to discuss differences between Indonesia, and Australia,

where I previously worked.

Indonesia is complex - it is the fourth most populous
country with over a quarter of a billion people, it is
cthnically and religiously diverse, with extremes of wealth
and poverty and constrained by a lack of infrastructure -
answering the questions of ‘what’ and ‘for whom’ needs to
be answered in the context of the specific demographic
situation in which we find ourselves and modulated by the
21st century opportunities provided to us through tech-

nology and social media.

Education as

the Foundation of the Museum’s Existence

As of 2016, there are 428 registered museums in Indonesia.
As of this year, Jakarta has 64 registered museums. Muse-
um MACAN is the first modern and contemporary art
museum in Indonesia, and as a private museum, it was
developed through private capital, through a foundation,
and houses a collection of around 800 works of modern
and contemporary art that has been collected over a
twenty-five-year period. The Museum is the first of its

kind, and although Indonesia has many museums, our

focus on international modern and contemporary art and
our modern facilities set us apart. In simple terms, we are a
building that houses a collection and presents exhibitions.
But we see ourselves playing an important civic role which
has education as its core. The focus on education is the

foundation of the museum’s existence.

The founder of the Museum, set a mission which focused
on four things. First, to build a physical space, in a country
where there is little museum infrastructure, and to facili-
tate access to art and culture by the public. Second, to
provide access to art, and to educate, in order to promote
ideas of tolerance, and opportunities for empathy. He
believes that in a multi-ethnic and multi-religious country
like Indonesia, art opens up the possibility to see the world
through the eyes of others. Third, to nurture and support
the development of Indonesia’s art ecology through
education and training through art education and human
resource development. Fourth, to stimulate cultural
exchange between Indonesia and the world. We see
Indonesia as part of global conversations of art and
culture, and the museum can provide a context that will
allow people to consider themselves as part of a much
larger global discussions, to consider how we connect and
interact with the world around us, and how Indonesia

imagines itself as part of the world.
The Indonesian Public Sphere

Our focus on education through modern and contempo-
rary art also makes us unique in this landscape, as well as
our global outlook which bridges the activities of Indone-
sia with the world is part of a broader strategy to stimulate
cultural exchange. Our situation indicates activity where
the private sector has taken up many of the conversations
that, in the West, one would have expected the public

sector to champion.

Though we are a private museum, we are acutely aware that
our activities function within the public sphere, we take
our exhibitions and education seriously, we take our
professional staffing seriously, we have ongoing and regular

programs, and we have a long-term view.

As a new museum, which offers something completely
different in Indonesia, and to some extent within South
East Asia, many of our activities and organizational

principles are completely new. We have limited bench-
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marks to compare ourselves with, and a public that is not
ordinarily accustomed to visiting museums. But this has
also allowed us to think deeply about the role of the
museum and how we want to make a difference. Our
model, I hope, aligns with the very specific social, cultural
and economic experience of Indonesia, I do not believe it
is possible to overlay the expectations or operations of a
western museum, onto the city of Jakarta. Perhaps, the
differences between Indonesia and elsewhere have quite
distinctly directed our attitude and understanding of the
public and our civic role. And these differences revolve
around the education and formative experiences of art
appreciation; the large ranges of economic capacity within

society; and the relationships between public and private.
What does a museum do?

This is a very basic definition which I often refer to
describe what a museum does, and how it makes, by
enriching the lives of its audiences, a civic contribution. In
the most basic terms, “What do experiences of visiting
museums do?” Museums provide intellectual, aesthetic
and emotional experiences, which gives a visitor insight

into history, themselves and the world around them.

So we may contend that there is both an emotional and

Indonesia at a Glance

Total population:

close to 263 million; \“ *
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4th most populous
country in the world
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rational experience to be had with the encounter between
oneself and a work of art. Art speaks to us in ways which
are factual and fantastic, great works of art can generate
conversations and research for centuries, giving up endless
perspective and insight into the world around us or the
world at a particular moment in time, yet an encounter
with art may also be personal, transformative, expansive
and not describable in words. It is not a contradiction to

have both experiences from a single work of art.

Who is our Public?
The Diversity and the Location of the Public

Museums require people as much as they require art. But
we should also be aware about what we mean by people,
when we look at museums in many parts of the world,
their history, is also a history of social class and exclusion.
We can point to the representation of the indigenous,
women, the handling of race and migration in the narra-
tives of museum collections to understand that maybe the
definition of ‘the public’ is not easily reconciled to the

reality of society.

Of course, the practice of artists and the current practice
of museums, works hard to disassemble these silent

institutional privileges. It is fair to say, that museums

nowadays are well aware of the diversity of their publics,
and actively engaging with the need to be reflective, and in
some cases, to revise the inequities of their structure. As
much as this is a challenge that is inherent within the
history of museum culture itself, it is very much a contem-
porary conversation about the need and desire for museums,
and all institutions, for that matter — to be diverse and
embrace more expansive definitions of the contemporary

public.

While of course honest appraisal of the structure of
privilege within a museum opens up this conversation,
technology and social media might help to wedge this

access even further.
Looking at the Future

I work in a country of nearly 263 million people, it is the
fourth most populous country in the world. Its young
people, and people of working age, as a group, is larger
than its senior and child demographic - so as a population,
it has extraordinary potential. It has a massively growing
middle class; one in five Indonesians belong to this middle
class, making it the world’s fourth largest middle class with
19.6 million households in 2016. The numbers are project-
ed to continually rise until 2030. It has over 130 million
active social media users which also grows ten percent each
year and has over 350 million Sim Card subscriptions. This
illustrates that Indonesia is truly a country which craves
communication and actively embraces social media - and
this is certainly the experience that we have observed in
our first 12 months of operations at the museum. Commu-
nications is forecasted to be the fastest-growing industry
between 2017-2030, due to rising penetration rates of
internet services and digital devices like laptops, smart-

phones and tablets amongst the expanding middle class;

Coming back to the question of ‘who is our public?, we
have reccived quite an interesting result from our recent
visitors’ survey and found out that over seventy percent of
our visitors are female and that our visitors are young,
falling between the ages of 18 to 29 years old. Most of
them belong to the middle class, with above average
income. Top overseas visitors come from Singapore,
Malaysia and the Philippines. Finally, a big portion of our

visitors are first-time museum visitors.

In our first year of operation, we welcomed over 350,000

visitors, including approximately 80,000 children and
students. Until now, the Indonesian public did not have
the opportunity to be engaged with the world of art in the
same way as in those countries with museums infrastruc-

tures in place.

In 2018, the Time magazine listed us as one of the 100
world’s greatest places, bringing the museum into a public
discourse of global culture and tourism. Google in Indone-
sia notified us that our museum was the fourth most
searched term in Indonesia in the category of culture,

competing alongside movie stars and musicians.

There is a strong desire among the Indonesian public to
experience culture, understand art, and go to museums.

Thank you.

Osaka: Thank you, Mr. Seeto. Our next presenter is Ms.
Takahashi Mizuki.
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Centre for Heritage, Arts and Textile (CHAT)

Takahashi Mizuki (Takahashi): Thank you for inviting me to
participate in this international symposium. After moving
to Hong Kong in 2016, I have been involved in establish-
ing CHAT (the Centre for Heritage, Arts and Textile), an
art center that opened in March 2019 as part of a project
revitalizing a former cotton spinning mill. Our art center
is different from the Philadelphia Museum of Art and
Yokohama Museum of Art, whose activities center around
their collections. However, my case on CHAT may be able
to offer an interesting perspective for looking at contem-
porary art in the context of cultural heritage, because the
City of Yokohama has also incorporated such perspectives
in their Creative City policy. Today, I am going to talk
introduce the brief historical background of CHAT and

our activities.

CHAT as Part of The Mills, a Project to Revitalize
a Former Cotton Spinning Mill

I will also begin my presentation by looking at a map.
Hong Kong is a familiar travel destination for Japanese
people, so many of you here might have visited the city.
Hong Kong consists of several islands and the Kowloon
peninsula. Most of the tourist attractions, art galleries,
contemporary art institutions and events, including the
Peak, Art Basel Hong Kong, and the recently opened Tai
Kwun Contemporary Art, are centrally located on Hong
Kong Island. CHAT, where I currently work, is located in
Tsuen Wan, the last station of the MTR metro that runs
north to south and connects Hong Kong Island to Kow-
loon. The construction of the large-scale art museum M+
is underway at a newly constructed landfill site in Kow-

loon, known as the West Kowloon Cultural District.

Between the 1950s and the mid-1980s, there were many
spinning mills in the Tsuen Wan district, where CHAT is
located. CHAT was founded as part of a privately funded
project to revitalize and utilize these former spinning
mills. The name of this project is called The Mills. Think-
ing about similar examples in Japan, there is the Roppongi
Hills, which is also a redevelopment project, and Mori Art
Museum, which is located inside the Roppongi Hills.
Besides CHAT, there are shops, cafes, and restaurants run
by young Hong Kong owners, as well as the Mills Fabrica,
an incubation office that supports young entrepreneurs to

launch new projects inside The Mills.

The Mills was created in the renovated factories of Nan
Fung Textiles. Looking at the picture of the factories
before their renovation, we can see how cotton was spun
inside the buildings. These factories were in operation
until 2008. Just like how Yokohama was once a fishing
village as Ms. Osaka mentioned earlier, Hong Kong also
used to be a small fishing village, although it is known as a
city of finance today. During the 1950s after the end of
World War II, a lot of capitalists and workers from Main-
land China came to Hong Kong to escape from the civil
war and the textile, plastic, and toy manufacturing indus-
tries emerged during these years. I am often asked why the
textile industry is so important for Hong Kong even today,
and the answer is that it is one of the industries that built
Hong Kong’s economic foundation and is closely related
to Hong Kong’s identity. When I talk to young people
today, I discover that a lot of their parents and grandpar-
ents used to work in the textile industry or garment
manufacturing industry. When we look at American
denim products by such brands as Levi’s and Lee manufac-
tured in the 1980s, a lot of them were actually made in
Hong Kong. At its peak, one third of Hong Kong’s labor
force was doing jobs related to spinning, weaving, and

textile manufacturing,

The renovation of the factories was done in such a way as
to keep their original characteristics. Initiated by the
private sector, it is an unusual project in that it conserves
Hong Kong’s industrial heritage. The rooftop of The Mills
is a park open to the public and CHAT is located on the
floor beneath it. CHAT refers to “chatting” in English,
and we gave our institution this nickname with the hope
that a lot of conversations and discussions would be
generated here. Our logo represents two things: the
relationship between warp and woof on a weaving ma-
chine as well as a hashtag used on social media such as
Instagram. We adopted a symbol with this image of people
coming together around a specific theme while embodying

different characteristics.

The video we created prior to CHATs opening illustrates
a blue print that connects tradition and experiment, art
and community, and the international and the local.
CHAT consists of three gallery spaces and a shop. With
its approximately 1,000-square-meter exhibition space, I
think CHAT is as large as Art Tower Mito, where I used
to work. I am now going to introduce the functions and
activities of CHAT.
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CHAT’s Functions:
Three Galleries, Lounge, and Arcade

One of the galleries, the D.H. Chen Foundation Gallery,
was named after Chen Dinh-hwa, who established Nan
Fung Textiles. This gallery serves to introduce Hong
Kong’s textile industry as a permanent exhibition. We
built the gallery’s spatial design concept from scratch
together with Assemble, the architecture collective who
received the Turner Prize several years ago, and HATO, a
graphic designer based in London and Hong Kong. On
one of the walls, we exhibit objects made of vintage cotton
produced in Hong Kong. On another wall, the video
illustrates how cotton is harvested from flower and
becomes thread, as well as how many inspections are done
for cotton to become thread. We hope to shed light on the
workers who used to work here. For this reason, we shot
many oral history videos. We have a wall that is dedicated
to exhibiting documentation of the factory workers,
including a pay envelope donated by a former employee.
Hong Kong’s textile industry provided work not only for
people in Hong Kong but also for migrants from China.
There is also a section that illustrates the different kinds of
training an individual worker went through to become a

professional cotton spinner.

CHAT has two galleries for special exhibitions. Our
opening exhibition, “Unfolding: Fabric of Our Life, is
currently on view, which presents work by seventeen
contemporary artists and collectives invited from the
Asia-Pacific region that refer to issues related to labor and
history as well as the technology behind the textile
industry. CHAT Lounge is a space where people can come
together to talk or relax after viewing an exhibition. We
commissioned Michael Ling, a Taiwanese artist, to create
work for the lounge. The work Lin created was inspired by
the research into the textile market he conducted in Hong
Kong. CHAT Arcade is a hallway with a unique virtual
reality section. We actively incorporate the latest digital
technology into our space. Since we don’t have enough
exhibition spaces to show what the factory was like in the
past, we decided to use a virtual space. In collaboration
with a Dutch VR design team, we conducted research to
make an educational virtual reality video. When you put
on a pair of VR goggles, you can travel back in time to the
1950s and learn how the industry landed in Hong Kong

and spinning was done in the factory.
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CHAT’s Activities:
Workshops, Residencies, Symposia,

and Demonstrations

A factory is a place where something is manufactured,
right? Since CHAT is housed in renovated former facto-
ries, we decided to give CHAT an identity as a place for
creation, developed from its manufacturing past. The
motto of CHAT is “Weaving Creative Experiences for
All” The Tsuen Wan district used to be an industrial area
and is now home to a lot of local Hong Kong families. It’s

very likely that people in this area haven’t had many
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chances to visit an art museum, or aren’t familiar with
contemporary art. For this reason, the programs we
organize always in some way or other attempt to involve
the Hong Kong community and its residents in the process

of collaborating with artists.

We hold a large-scale exhibition three times a year in,
respectively, spring, summer, and winter. It does not
necessarily have to be about textiles, but inevitably, we
work with artists who understand the historical context of

CHAT and its community.
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The attitude of learning together is another characteristic
feature of CHAT, so we host workshops to teach
hand-spinning techniques almost every day at the D.H.
Chen Foundation Gallery, which shares the history of
Hong Kong’s textile industry with visitors. In textiles,
materials and texture are very important. While we use
cotton every day, many people don’t experience the process
of how it is actually produced. So here, we communicate

how cotton thread is produced.

And what we value is the involvement in our activities of

retired people who used to work in the textile and garment
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manufacturing industries. We employ and pay wages to
retired workers to create work with artists. More specifi-
cally, this means they work as assistants to artists or as
photography models. When contact Gonzo, a Japanese art
group, did a performance at CHAT recently, we had the

workers on stage with the group.

We host an international symposium related to textiles
once a year, offering an opportunity for a group of people
who are engaged with textiles but have never met one
another to come together. We have a different theme each
year: the first was on gender, the second on textiles and
community, and the third on textile and legacy. With this
year’s theme, “Staging Textiles,” we will invite designers,

artists, curators, and researchers from all over the world.

CHAT also organizes an artist residency program. Once a
year, we invite an artist to Hong Kong for the duration of
three months to create work. We invited Alma Quinto, a
Filipino artist, last year. She created work through a series of
workshops she organized with domestic workers from the
Philippines who live in Hong Kong in large numbers. There
are a lot of immigrants living in Hong Kong, including
myself, from many different countries. We create projects
that engage with various communities here while also
thinking about a definition of what it means to be a Hong
Kongers. On the CHAT website, you can watch a video

archive including documentation of the opening exhibition.

Centrefor
Heritage
Arts&
Textile

CHAT and The Mills - Tsuen Wan, Hong Kong

Located in one of the first industrial hubs of Hong
Kong- Tsuen Wan, the revitalized heritage site from
the 1960s were previously 3 cotton spinning mills of
Nan Fung Textiles, now renamed as The Mills — 45
Pak Tin Par Street, Tsuen Wan
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+ The Mills house 3 pillars
» Centre for Heritage, Arts and Textile (CHAT)

* Mills Fabrica (incubator and co-working space)
Mills Shopfront (experiential retail)

Additionally, in the D.H. Chen Foundation Gallery, we
demonstrate the operation of the spinning machine with
the help of ex-textile workers. One of the demonstrators
was working as a bathroom cleaner for the Mills after
retiring from a factory. One day, when one of our staff
talked to her, we discovered that she used to work in the
spinning industry and knows how to run a machine. We
then recruited her to work with us, and that’s how she
changed her job from cleaner to workshop demonstrator.
She does the demonstration once a month and each time
she explains the machine to our visitors with much
enthusiasm. We have had many opportunities to talk to
people who used to work in the textile industry, but have
found that many of them don’t find any value in their
work. This was the case for the cleaner. She never imagined
that the work she used to do in the past could be viewed
by young people with such interest and provide them with
new insights. I want CHAT to be a place like this, where
we can shed light on people and things that were not

valued in the past.

Our opening exhibition put the spotlight on the down-
sides of the textile industry, such as issues related to
colonialism, labor, economy, and the environment. I have
been asked whether it was okay for an art center built in a
former textile factory to organize an exhibition that looks
critically at the industry. I think it’s important to refer to

the aspects that are often overlooked or invisible. And

that’s precisely the point of updating the industrial heri-
tage, and through the accumulation of these activities, we
hope CHAT becomes a symbol of the civic pride in the
region. Thank you.

Osaka: Thank you, Ms. Takahashi. I'd now like to invite
Timothy Rub and Aaron Seeto back onto the stage to start

our discussion.
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Discussion:
“For What and
For Whom Do Museums Stand ?”

Panelists: Timothy Rub, Aaron Seeto, Takahashi Mizuki
Moderator: Osaka Eriko
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Examining the Quality of Audience Experience

Osaka: We would like to start our discussion with all the
panelists on stage. When we look at the time periods in
which these four institutions were established, Philadel-
phia Museum of Art opened in the late nineteenth centu-
ry, Yokohama Museum of Art in the late twenticth centu-
ry, Museum MACAN in 2017, and CHAT in 2019, which
is really very new indeed. Moreover, Museum MACAN

B8 A
Takahashi Mizuki

and CHAT, both of which are privately funded, are
responsive in their approach in engaging with their local
communities. Yokohama Museum of Art is funded by the
City of Yokohama and Philadelphia Museum of Art is
civic in its outlook. The scales and activities of these four
institutions are very different from each another. That said,
however, we have a lot in common in terms of how we
engage with visitors and the local community in the effort

to disseminate the values of art.
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All of you are highly conscious of building relationships
with your respective communities. First, I want to ask a
question Mr. Rub as the director of a museum with the
longest history of all the institutions represented on the
panel. Since the 9/11 attacks in 2001, the world has been
in a state of constant conflict and warfare, and the issue of
immigration has dominated the whole of Europe. People
are expected to understand each other and accept diversi-
ty, but the situation around the world is becoming ever
more difficult. In the midst of all this, have you seen any
changes in the way your museum engages with the public

in the past ten years?

Rub: Not really. What has changed is the way we think
about programming. The responsibility of a civic art
museum like ours is to provide a safe place for people to
come together to reflect on and have difficult conversa-
tions about the challenges we’re facing today. This is
particularly important, because there are very few such
places that are safe, open and inclusive in contemporary
society. Therefore, I think museums have increasingly
focused on creating programming that helps people to
come together for these purposes, knowing that they have

an obligation to do so.

Osaka: Thank you. Next, I would like to ask about Museum

MACAN, which was inaugurated as the first international
modern and contemporary art museum in Indonesia with
a modern facility. You mentioned that seventy percent of
your visitors are female and predominantly in their teens
and twenties. What are your ideas about reaching out to
other demographics? What kind of potential do you see,
when you present your museum as being a place where

people feel safe to discuss various issues?

Seeto: For many of our audiences, it is the first time that
they have encountered the world of art, or stepped into a
museum, so we have to think very carefully about how we
create a welcoming space for people. Yes, our audience is
primarily millennial and female, but it’s not as if that’s the
only audience that we attract. We do many things where
we help open up a space for people so that they can enter
into a conversation with us. Social media, of course, is very
important, but so is our audience outreach. That’s when we
send people out to schools or bring children into the
museum. There’s a whole range of different strategies and
activities with which we engage, all the way through to
interpretation. How do we actually explain what a muse-
um is to somebody who has never been to a museum?
How are they to interact with the works? Very simple
museum codes that we take for granted, such as not to

touch works of art, must be communicated.
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Osaka: Let me ask Ms. Takahashi about your experience.
You mentioned how a cleaning lady became a workshop
demonstrator at your museum. So, you actually witnessed
a person being transformed as a result of bringing in a new
perspective. Your institution is very new and I am curious
to know in more details about how CHAT distinguishes
itself from other art centers in Hong Kong. Keeping in
mind CHAT’s motto, “Weaving Creative Experiences for
All” what are your ideas about how to change the quality

of the visitor and employee experiences?

Takahashi: As I mentioned in my presentation, Tai Kwun
opened last year as an art center housed in a renovated
former police station, M+ is now preparing to open, and
there is CHAT. These are the major art institutions in
Hong Kong that focus on modern and contemporary art.
Among these three, CHAT specifically puts an emphasis
on locality and history of Hong Kong.

For example, when we invite contemporary artists, we
always ask them to engage with our archive. The textile
industry was common also in neighboring countries, such
as South Korea and Taiwan. In fact, it is a global industry,
so we always question whether the artist can personally
engage with the context of Hong Kong’s textile or the
global textile industry. Based on this premise, artists are
commissioned to produce artworks and these artworks

become part of our contemporary art collection.

Our collection, for this reason, is inevitably composed of
contemporary artworks related to the textile industry in

Hong Kong as well as the Asian region.

Museum Buildings and
their Relationships with the Audience

Osaka: All of you are highly conscience about not only
organizing exhibitions, but also about ways of communi-
cating them to your respective audiences. Mr. Rub, you
have worked as director of other museums prior to Phila-
delphia Museum of Art, and I assume that each museum
had its own distinct characteristics. Based on your experi-
ence, what do you think is the most important factor
regarding communication with the audience? In other
words, how do you think museums should commit to its

audience?

Rub: Simply put, I think the key message we need to

communicate to our audiences, first, last, and always, is
“This place is for you.” In essence, I think that is at the
heart of what inclusion means: it’s that invitation to cross
the threshold and come into a different space. Many
people may initially feel that it is not for them. They may
not know what it is. They may not have been invited to
come into that space. They may not know how to behave
or act there, or what’s in store for them, or what the
possibilities are when they go there and begin to explore.
I don’t think we should ever lose sight of the fact thata
heartfelt invitation can open a door that will then remain

open for a lifetime. That’s the most important thing.

I think we also need to understand that only one kind of
invitation doesn’t suit everyone. We have to think about
different audiences, their backgrounds, and their experi-
ences. I'm struck by the description of trying to work with
audiences in Jakarta who don’t know about contemporary
art, don’t know about museums, and don’t know about
civic spaces at all. How do you begin that conversation
with them? If we ask our staff to think about this very
issue, I think we will be successful. Again, I think it’s a
matter of connection. When I arrived at Cincinnati more
than fifteen years ago, I was asked what I wanted to do
with the great museum from the late nineteenth century
housed in a very inspiring architecture with a classical
portico in a park. What I said was that I wanted to take
the museum down off the hill, to connect it to people in
the community. That was the most important thing for

me.

Osaka: Bringing “the museum down from the top of the hill,
and connect(ing) it to people in the community” is a good

point.

CHAT is an art center housed inside a former factory.
Museum MACAN is a contemporary art museum located
within a building complex. Since architecture was brought
up, could I ask you to speak in more details about your
discussions with the architect or the designer during the

process of building your museum or art center?

Takahashi: Like the hand spinning workshop mentioned in
my presentation, CHAT has a space where people can
create and touch textiles in the middle of our permanent
exhibition room, in addition to the workshop space next
to it. As curators, we requested Assemble to create a space

where the visitors could see people making something.
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They had prior experience developing projects that
involved a community in Liverpool creating crafts and
products, so I think they were able to sense that “making”
and “showing” are not opposing forces but rather contigu-
ous. I want this center to be a place that stimulates creativ-
ity and inspire people to make something themselves. So,
we consulted the architects and the designer to see how we
could put the spaces for making and showing in proximity

with each other and make the two visible.
Osaka: Mr. Seeto, what about you?

Seeto: Apart from working on the physical spaces to exhibit
artworks, we expressed to the architects that we wanted
the architecture to be open, invoke curiosity and, most
importantly, create social places where people could meet.
As a result, our public zones are quite expansive, open and
very flexible. It’s really about creating those moments for

socializing before you actually even enter the galleries.
g y y g

Rub: In the case of the Philadelphia Museum of Art, as well
as in the cases of the Cleveland Museum of Art and
Cincinnati Art Museum, I inherited buildings that were a
hundred years old or more and built in a style that weren’t
engaging to the current audiences. We once did a survey in
Cincinnati about perceptions of the museum. We asked
how people felt about the institution, particularly it’s
architecture, which is a great classical building on top of
the hill. Half of the audience said it was noble, inspiring,
and edifying. The other half asked who was buried there. I
think that’s a good illustration of the old adage, “architec-
ture is destiny.” Not all of us have the opportunity to either
completely retrofit an industrial building to meet our
needs or to build a new building from the ground up with
the kind of social spaces and access that work for today’s
audiences. In the cases of Cincinnati, Cleveland, and
Philadelphia, I have often spoken about playing against
type and using the building in different ways for different
groups, so that we can open it up, metaphorically and
engage with visitors by meeting them where they are. We
often talk about throwing the doors open, enabling people
to see into the building and understand what’s going on in
there to play against the type. You often have to do this
with buildings that were built for another generation of
people who follow a very different set of values to that of

today.

Seeto: I would like to add one thing. I wasn’t perhaps very
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clear in my presentation that my museum is part of a
bigger complex of offices, with a hotel and a residential
area. I think this kind of architecture has a very local
resonance as well. In fact, the experience of entering into
the museum through an office entrance rather than
walking through a grand building is probably more
familiar to local audiences. We are constantly thinking
about how our activities, and museum codes might

resonate or work within a very Indonesian context.

Osaka: When it comes to art museum and its space, there
are many different ways to think about it, whether it is an
out-of-the-ordinary space or an extension of ordinary life.
Philadelphia Museum of Art was featured in the movie
Rocky, so many people might already be familiar with the
museum building, but looking at its aerial view, it does
have a monumental look of a temple with the great
staircase leading up to the museum entrance. As the
building now undergoing a large-scale renovation, how
will it be transformed from the current traditional build-

ing into something that meets today’s needs?

Rub: That’s a very good question. I'll let you know in about
ayear’s time, but there are two things I can say by way of
an answer. One will seem quite counterintuitive. For many
people who are unfamiliar with the building and a little bit
hesitant about coming in, the grand nature of the architec-
ture—that wonderful experience of a beautiful, monumen-
tal and awe-inspiring building—is something that can be
shared only once people feel free enough and welcomed
enough to come in and take a look. The museum can be
quite a moving experience for our visitors. In fact, the
historical experience of a museum, whether it’s the Phila-
delphia Museum of Art, the Metropolitan Museum of Art
in New York, the British Museum in London, or the
Louvre in Paris, can be grand, monumental, and very
inspiring. But the question is, “How do you make them
work for the audience today?” I think the answer is very

simple.

As I mentioned in my keynote address, it comes down to
extending a genuine welcome. Sometimes that’s about
knowing your audience and speaking to visitors in terms
that they understand. At other times, it’s knowing how to
enter into a conversation with them when they come in and
making sure that their experience of the museum—coming
in through the doors, entering the reception hall and then

going on to the galleries—is one that becomes welcome,

familiar, and ultimately enjoyable. It also comes down to,
and I can’t emphasize this enough, programming welcom-
ing, that is supple and flexible so that it makes a museum
seem welcomimg, and friendly, and ultimately rewarding
to different kinds of people. Whether it’s K-pop dancers or
programs for families, you can tailor those experienses
address different needs. You can also offer these programs
at different times of the day or week so that people can
make the museum a part of their everyday lives—for
example, inviting millennials into the museums on
Wednesday evenings or families during the summertime.
There are many ways you can share time in a very purpose-

ful way. I think that’s terribly important.
Communication with Audiences

Osaka: What you said just now can be considered as the
spirit of hospitability. On the one hand, the art museum
has a mission to conserve artworks so that they are handed
down to the future generation. In this sense, being protec-
tive—that is, keeping the museum closed, or exclusive and
secure—is vital. Listening to Mr. Rub just now, on the
other hand, when we say a museum is “open,” I think
human engagement becomes key. When visitors enter the
space of the museum, besides experiencing the atmosphere

of the building, it is also extremely important how the

museum staff communicate with them, because they are

the first people our visitors encounter. What do you think
about this, Ms. Takahashi?

Takahashi: Coincidently, I went to Philadelphia Museum of
Art to see an exhibition last year. What I remember the
most is how the security guards there were friendly and
kind to me and made me feel like I want to go back again.
I want CHAT to be like that, but the presumption of what
it means to come to a museum and view artworks, which is
taken for granted in Japan, is yet to be shared by many in
Hong Kong. I think Museum MACAN faces the same
challenges and the need to make similar adjustments to

ours.

For example, what shocked me was that in Hong Kong,
taking a picture in a yoga pose in front of an artwork is
popular for some reason. It’s not that there is a yoga
workshop taking place inside the museum, but visitors do
come, strike a yoga pose out of the blue, and then upload
the photo on their Instagram account. When I first
received a report of this incident, I thought it’s dangerous
for the artworks as well as the visitors, since there are no
yoga mats at the center. Just like this case, unexpected
things do happen, and we learn how to interact with our

audience on a daily basis. Encouraging the audience to
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view artworks with respect, and not touch them, is

something we struggle with every day. I assume that you

are having the same experience at MACAN?

Seeto: I have no problem with social media or Instagram. I
agree that it can sometimes be distracting to have people
striking a pose in front of a work. But I also think that it’s
not a problem. If this is how people want to engage with
art, I think that it’s fascinating. I think that we need to be
able to harness the power of Instagram to communicate
widely across social and economic class. I believe that
social media, because it is inexpensive has great capacity to
communicate and we need to be open to its potential. I
think that it poses a challenge to an institutional mindset,

and not necessarily to the experience of art.

Rub: Since you mentioned Instagram, I would like to add
one thing. Today, there are individual forms of connecting
people’s experiences with an object or a place. For me, it’s a
wonderful thing to talk and share about the experience of
a museum visit. I also don’t quite understand where people
go with social media and why they do certain things they
do, but I am profoundly impressed by how it’s transform-
ing the way we communicate, the way we understand what
museums are about, and the way in which others value

museums. We don’t have to do that work on our own now.
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We have an army of people who can amplify and deliver
that message in purely personal terms. Some of what we're
saying about the museum is what they’re saying about the
museum. We are at such a different moment now in terms
of how we can communicate the value of an institution.
It’s an unusual one because we have to understand its
power and encourage that. At the same time, we have to
give up some authority because that is the nature of how
social media works. We have to let go of our authority over
the museum’s values and ideas. That’s ultimately a very

refreshing thing.

Osaka: Since we can no longer ignore Instagram, you are
thinking of ways to actively use it. Art museums need to
seck different ways to communicate that were not imagin-
able in the twentieth century. I think that there are many
possibilities in terms of how we communicate with our

audience today.
Training Staff to Respond to Changing Needs

Osaka: Art museums are run by people, but when we think
about the people who work at museums, it’s difficult to
have to have a sufficient number of staff who could imme-
diately respond to the different needs of the visitors. Mr.

Rub, since you head a very large organization, what do you

find important in terms staff training so that they are able
to create a hospitable atmosphere for visitors when they
enter the museum and be responsive to their different

needs?

We can’t increase the number of permanent staff at our
museum. While we want to expand on the potential of our
museum to meet the specific needs of the times by offering
different services, we face financial issues as well as short-
age of qualified human resources. How have you tried to
solve these challenging issues at Philadelphia Museum of
Art?

Rub: I was hoping that you would give me those answers. I
think you've asked a big question to which there can be no
one answer, but many. Let me first return to your question
about communication. I'm going to use the term “amplifi-
cation” to describe this remarkable moment in which we
can encourage others to work on our behalf as partners,
and to share a personal moment, a sense of excitement, and
an invitation to think about the museum, about coming
and engaging with it in a certain way. I am enormously
encouraged by this because it opens up a whole realm of
new possibilities for people to connect with the institu-
tion, and to learn more about it, feel invited, and feel that
it’s theirs, than I think has ever been possible before. It’s
going to open up a whole set of new dimensions for
museums in the areas of marketing and communications,
of which the staff don’t necessarily have enough resources
on the ground to do that work effectively, so I'm enor-

mously encouraged by this.

The second question you asked is one that’s key, particular-
ly for those of us who are dealing with either new build-
ings, or renovating older buildings. How does everything
that you do—the space you build, the way you outfit it,
what you do with wayfinding or signage, how you train
your staff—come into alignment around this question of
welcoming and encouraging people to come and be
curious, begin to own the place themselves until they’re
very, very comfortable there. That is indeed the key, and
that’s where all of these things we’ve been talking about -
whether it’s civic engagement, or activating the collections,
or visitor experience, or audience development - all come
together towards one goal and that’s really to get some-
body involved, engaged, and comfortable, and happy to be

there. That’s the most important thing to me.

Osaka: Now I would like to ask Mr. Seeto a similar question.
Given that Museum MACAN is the first contemporary
art museum in Indonesia, the work you do is pioneering.
Can you tell us the number of people working at your
museum and the challenges you face in terms of staff

training?

Seeto: I have a core team of thirty-five. I wouldn’t call ourselves

a pioneer, but we are learning and adapting every day.
y day.

Osaka: You said that the curatorial team is comprised of

three people. Does that include you?

Seeto: I have two assistant curators and one curator and I

am involved in program and setting direction.
Osaka: How about at CHAT?

Takahashi: The number of staff at CHAT is about twenty-five
at present, excluding the part-time staff. I know how
Japanese museums function, so if I were to compare the
two, I would say that the biggest difference between
CHAT and Japanese museums is the size of the marketing
team, which is quite big. In particular, Instagram and
Facebook, and other digital marketing tools require us to
keep them updated on a daily-basis, so we need to allocate

relevant manpower to keep up.

We are currently looking for curators. At the moment, I
am the only curator in charge of exhibitions. There is
another curator who is responsible for the learning pro-
grams along with the textile project team, which consists
of three people. I am a contemporary art curator and
CHAT is not a textile museum, but an art center with a
core focus on textile. But once we say “textile,” many
contemporary art curators would say “I don’t really know
about textiles” and won’t apply for the position. Converse-
ly, the ones who do apply as textiles curators think that the
position will give them the opportunity to handle antique
gowns that the kings of the past used to wear. Even though
“Interdisciplinary” is a buzzword in contemporary art and
cultural policy, it seems to me that not many people are

able to truly correspond to what this means in practice.
Osaka: How did you recruit staff for Museum MACAN?

Seeto: My team is entirely Indonesian, so I'm the only

foreigner who works at the museum. One of the things
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that I learned very carly on is that Indonesians have a great
curiosity about the museum and so, my team is incredibly
proud of what they do. Almost all of the services and
departments are run by our in-house staff. We worked with
the human resource department to identify skill sets that
we needed, for example, for a registrar, and adapted to
existing industries to find the right person who could grow
into the role. The area that we really struggled to find a
person with the right skills was conservation, and more
work needs to be done to ensure that the young students
with an interest in conservation are being educated and
trained, for the future. In this case the larger, regional
network becomes very important (for example, talking to
our colleagues in Singapore, Hong Kong, and elsewhere.)
What we realized is that many museums, and probably art
spaces in Indonesia as well, face very similar issues regard-
ing, not only education, but also training. Hopefully, in
the next ten years, that will completely change. I think one
of the reasons that we built our museum in Jakarta is to
create a space where those students who are enrolled in
museum courses don’t have to go to Singapore, Hong
Kong, or to Australia to work, they actually have a place to

work in Indonesia.

Osaka: Thank you. Now I want to go back to Philadelphia

with its 500 employees, including the security guards.

How much are you involved in training staff or new hires?

Rub: T can only speak to so many people alone, so many of
my staff are involved in identifying and hiring new staff
members. As a director of an institution of our size, I work
on key hires in certain leadership positions. Who's going
to be our deputy director for collections and programs,
and how does he or she understand the world of museums
and art making as it’s evolving? How does our head of
education think about community engagement or inter-

pretation, and are his or her ideas aligned with my own?

One wants a leadership team that shares the same values
and is committed to a certain vision of the museum for the
future. For me the ideal size of a museum staff is about
twenty-five to thirty-five, so I envy both of you, even
though I know that means a lot more work for you as
directors. My first job was at a museum of about twen-
ty-five people, so it was much easier to keep in touch with
all of them and we knew what each other were doing. It
was easier to create and maintain a community spirit. The
larger institution gets, specialization becomes more
prominent: there are people who are brilliant as conserva-
tors, curators, educators, registrars and so on. The question

is whether or not those managers who are responsible for

directing the work understand, share and communicate
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the values of this institution. This is important because the
vision and the directions in alignment with that vision
can’t be implemented by the director alone. Managing
museums has to be a shared responsibility and, in a very
large institution like ours, that is one of the most import-

ant things for a director to focus on.

The other thing that has become increasingly important to
me as a director of a museum that has a lot of employees, is
not to make decisions top-down and to ensure that the
management of the museum doesn’t get overly hierarchi-
cal, with all of the direction coming from the top and
filtering down through a number of senior staff. Instead,
one needs to empower the staff across the institution to
take responsibility for developing a broad range of initia-
tives in order to move museum forward. That means
spreading the responsibility across the institution giving
opportunities to young people to work on their own as
well as together. We need to do so in ways that don’t
require them to always ask for permission, which is a killer
of initiative. My hope is to turn the organization of our
museum into a flatter structure, with a lot more work done
across departments rather than through channels that go
up and down. If that works well, I'll have more time to do

other things as a director.

Osaka: If institutions could provide an environment that
encourages people in junior positions to freely express

different opinions, they would be more vibrant and viable.
Leadership in Museums

Osaka: Despite the differences of size and history, you are all
running your institutions as directors. Before we finish, I
want to ask one more question to everyone. Let’s first start
with CHAT, as it is still quite new. Ms. Takahashi, under-
standing that your position and responsibility are different
from the ones you held in Japan, what kind of things do
you want to focus on in the future as CHAT’s director?
And what is the most important thing about being a

director?

Takahashi: For me, what changed the most after becoming a
museum director was my understanding of the importance
of staff training. This is because there was no nonprofit,
modern or contemporary art museum in Hong Kong,
meaning that we have a very few experienced staff locally.

There were many employees who couldn’t even compre-

hend what a museum is about and what it means to be
open as a forward-looking museum because they simply
don’t have the experience. What we need to do is to build
programs with them; to fail, succeed, and share the same
time while working together with artists. I believe that by
sharing the joy from overcoming the challenges, they will
find their passion for museum and art. I try to allocate my
time to do this as much as possible through work. It would
be great, if the idea of an art center as a place where people
can speak and think freely and nurture critical perspectives
could be transmitted like a DNA to the next generation.
Right now, I am putting quite a lot of energy into internal

team training.

Osaka: Thank you. Mr. Seeto, what is the most important
thing for you right now as a director and how do you want
to develop MACAN?

Seeto: I want to make sure that we’re doing great program-
ming that is reflective of how artists are thinking, not just
in Indonesia but also within Southeast Asia, and doing
that by not overlaying those expectations of a Western
institution into an Indonesian context, but openingup a
very different space for dialogue between Indonesia and
the rest of the world. I think that we would simply be
building upon the work of many other curators and
independent spaces who have really driven the art scene in
the 1990s and 2000s, but with the museum, we can really
try to solidify their work and give a voice to people in the
region, so it’s not coming from Australia, Japan or else-
where, but from Indonesia. In other words, we would like
to voice an artistic vision that is being galvanized by the

people living in Indonesia.
Osaka: Mr. Rub?

Rub: We’re different from the two institutions that my
colleagues here run in a couple of fundamental ways. One
is that we're an institution founded nearly 150 years ago
and, therefore, quite old by comparison. We are one of the
oldest museums in the United States. We're also quite a
large institution with a staff of 500 people, and not one,
but six buildings totaling more than a million square feet,
or about a 110 thousand square meters, and a collection of
250,000 works of art, which are quite diverse. It is big and
complex. Together with the history and all the traditions
that come along with it, sometimes this bigness can feel

suffocating. It can stop you from doing what you need to
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do for the future, because just attending to the present and
facing all the challenges of operating a museum can, at
times, seem overwhelming. And so I've come to believe
that the most important part of my job is to encourage
innovation, experimentation, and risk-taking in an organi-
zation that is somewhat allergic to that and reluctant to
take chances, risks, or to think about doing things differ-
ently. But that’s exactly the history of art making. Why

shouldn’t we remember that and embrace that idea?

The second thing is that in an increasingly specialized
world with the structure of museums supporting this, I
think collaboration, working across disciplines and
coming together around big ideas, programming, audience
development, civic engagement, and other things that
matter most is important. I increasingly place a premium
value on the importance of doing things together and the

effect that this may have on our organization.

Lastly, as someone who has been working as a director in
institutions with collections for now nearly thirty years,
I've come to value how important collections are. Those
collections that we inherit and the steps we take to
strengthen and expand them are -both an enormously
rewarding part of my work. Obviously, it’s something of a
legacy because what I've done with our staff, with our
trustees and our donors will be passed on to the next
generation. What we’ve done is to build up on a very
strong foundation. There’s nothing so powerfully motivat-
ing and so rich in its potential as a great collection like
ours. So my goal, in every conversation that I have with my
staff, is to encourage them to use the collection in creative
ways, as a catalyst for interpretation, change, and for
connection. How do we take the work of art in our care
and use it so that it becomes a point of departure for
imagining something that’s rich, different, and ultimately

connects with others?
Questions and Answers

Question 1: What is the biggest difference between American

and Japanese art museums?

Rub: That’s a very large question that could prompt a lot of
different answers. The ways that museums are supported
financially in different parts of the world is a key distinc-
tion. My understanding of the museum funding here in

Japan is that the museums are largely funded by the
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government, whether this is for the national, prefectural,
or municipal museums. In the United States, there are
many different ways that museums are supported, but
most of them are funded through private sources rather
than governmental sources. There are notable exceptions
to this, such as those under the Smithsonian Institution in
Washington D.C., which receives a very significant
amount of federal funding. There are a number of muse-
ums in various states, notably in places like North Carolina
and Virginia that receive funding from the state govern-
ments. But by and large, the great art museums in our
country were founded by private initiatives, in other
words, by individuals coming together and providing
financial support as well as making donations to build the
collections of these institutions. The Metropolitan Muse-
um of Art, Museum of Fine Arts, Boston, Philadelphia
Museum of Art, the Art Institute of Chicago, and so on,
are all the products of private philanthropy, both in their
founding and the way that they are supported today. That’s
one of the most remarkable things about the system of

cultural support in our country.

Question 2: I'd like to know your thoughts on permanent
exhibitions and what kind of policy you have at your

institution?

Takahashi: The permanent exhibition is extremely important
for CHAT because it represents the history of our build-
ing and our identity as an art center. It is critical to keep
the permanent exhibition alive and connects to the special
temporary exhibitions. Since we will probably change our
permanent exhibition once every two years or so, [ am
thinking about the ways in which special exhibitions could
help our audiences view our permanent exhibition differ-
ently. Basically, I want to open up channels for different

interpretations through our special exhibitions.

Seeto: I really love working with collections. Museum
MACAN?s collection is quite interesting at the moment
because it’s undergoing a transition from beinga very
private collection to becoming something that contributes
to a public discourse. So, it is a very special moment for us.
It also means we have to do a lot of work in reviewing what
was in the mind of the collector when he was acquiring the
work. The collection has been built over a period of nearly
thirty years. It looks quite eclectic in general, but when
you really investigate the works, you can begin to better

understand some of the motivations of the founder in

building our museum. We see moments of transition
resulting from when art and artists traveled from one
culture to another, when technology changed, or when
world history shifted in certain dialogues and discussions.
This occurs across a wide geography, from North America,
to Europe, Japan, Korea, Southeast Asia, and India. It’s
very interesting to see how a worldview from one individu-
al collector can be articulated through what he and his

family have collected.

Rub: I think collections mean everything. I would go so far
as to say that a museum is incomplete without having a
collection and making a sustained commitment to its
ongoing development. I say this knowing that there are
many places without a collection that do wonderful
exhibitions and programs. I've had the great privilege of
working in a number of museums that aspire to be univer-
sal, in the sense that collections represent, broadly speak-
ing, the range of human production and the arts over time.
I say “aspire,” because no collection is comprehensive.
What'’s remarkable about these collections—and the larger
the collection, the more I marvel at it—is how much
information they hold about art: its production over time,
its meaning and its value in different cultures. It’s an open
book to which one can go back to again and again, to learn
more about these fundamental and very important ques-
tions. In this regard I think these great museums continue
to be important places of discovery. There are masterpieces
that everyone will know in their collections, but also rare
and unusual things that people do not know, but will be
discovered and appreciated once again in the fullness of

time. This potential, for great collections to yield more
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new things to each generation, is one of the most inspiring

things about working in a museum for me.

Osaka: Yokohama Museum of Art has about 12,000 art-
works in our collection. I personally think that the collec-
tion shapes the identity of a museum. In Japan, special
exhibitions often attract more visitors, but fortunately a
lot of people also come to see our permanent collection.
For this thirtieth anniversary exhibition, we have filled all
of our gallery spaces with our permanent collection for the

first time.

The question of acquisition is a very difficult one because
it is quite hard for us to keep up with acquiring new works
to develop our collection like the Philadelphia Museum of
Art. However, expanding the collection is one of the
primary missions of an art museum. Our curatorial team is
always trying to organize attractive exhibitions of our
permanent collection through different approaches, just

like organizing and curating interesting special exhibitions.

Question 3: I want to ask the panelists about the diversity of
your teams, as [ assume all of you are well aware of the situ-

ation overseas.

Today’s theme is “For What and For Whom Do Museums
Stand?” and the people who work at museums are also at
different stages of their lives and come from different
contexts and backgrounds. I'd like to ask this question to
you who work as directors in Hong Kong, Indonesia, and
the United States, where a lot of discussions on race and

human rights are taking place.
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Rub: This is a big topic at my museum and many other
museums in the United States right now. We have a truly
diverse staff in some ways, but not in others. Before I talk
about how our staff is composed, let me also speak about
the question of diversity in the United States and how it is
or is not measured. It’s measured rarely in terms of age or
gender. The measure of diversity in our museum is largely
about racial representation, or people’s ethnic back-
grounds, measured against the composition of the audi-
ence and the city or the region that the museum serves.
Philadelphia’s population, for example, is more than fifty
percent African American now, and also has a very large
population of people of Hispanic descent. So against these
particular criteria, we are by no means as diverse, but in
junior and service positions, and other positions like
marketing and so on, in particular, we have significant
diversity. In those professional positions that we associate
with museums, such as curators, educators, and conserva-

tors, we are nowhere near as diverse as we should be.

If you measure diversity by other criteria, particularly
gender, museums have undergone a remarkable change in
the last generation and during my professional lifetime.
The greater number of individuals working today in
museums today are women, and this was not the case
twenty-five or thirty years ago, particularly in the profes-
sional positions. What I've also found and watched with
increasing interest is that the staff in our professional
fields—again, curatorial, conservation, and education—are

becoming far more diverse internationally.

Let me come back to the question of racial representation

Osaka Eriko

106

and how we might mirror our own community. What
American museums have found, particularly in the curato-
rial and conservation positions, is that the schools that
train our staff are less diverse than museums themselves.
That’s been this way for a long time, and I do not see that
changing. Therefore, many of our museums, including the
Philadelphia Museum of Art, have started to work directly
with colleges and universities to identify and invite
undergraduates, who are Hispanic, Asian American and
African American and are in the first four year of college,
to come to the museum and work as interns and fellows to
gain professional experience, and more importantly,
insight into what a future in a museum might be. We do
this to diversify the pipeline itself. I think it’s a very good

start.

Seeto: I was very aware of the issues of diversity within the
Museum MACAN team. I'm the only non-Indonesian,
and the rest of my team is Indonesian who are very young
with the average age of about thirty to thirty-five, and
mostly female. I think there are maybe five male members
in the professional team of about thirty-five. There’s a mix
of religions, from Islam to Christianity, which is also a
reflection of the Indonesia’s broader society. The chair of
the museum’s foundation is also the daughter of the found-
er, so there is a very strong sense of women’s empowerment
within the foundation. I think there’s another cultural
layer that needs to be looked at here. At this point, many
men don’t think that it’s worthwhile to work in a museum,
because it’s not working in resources or finance, and it isn’t
highly paid. I think that it is important to have different

viewpoints through a cultural mix within our organiza-

tion. I think the museum team is broadly reflective of the
vastness of Indonesia itself, like the people in Jakarta, my

team comes from different parts of Indonesia.

Takahashi: CHAT is similar to Museum MACAN. We have
about twenty-five staff in total; twenty are female and five
are male. I think the average age is mid-thirties or perhaps
even slightly younger. In terms of ethnicity, I am Japanese
and my co-director, who is the managing director, is Singa-
porean. There are Colombian, Taiwanese, and Chinese
members in our curatorial team, and the rest are Hong-
Kongers. When we hire people, applicants don’t have to
indicate anything about their age, gender, or marital status
on their résumé. As such, we can’t judge people based on

these criteria.

And in spite of being an art center with a focus on Hong
Kong’s industrial heritage and history, I am grateful for
the fact that my colleagues are open and tolerant, as well as
very conscious of gender-bias, in embracing a non-Hong-

Konger female curator as a director.

Osaka: I would like to now conclude this symposium. For
today’s international symposium commemorating the
thirtieth anniversary of Yokohama Museum of Art, we
invited leading art museum directors working in different

contexts.

I think there is ultimately no casy answer to the question of
how art museums and art should spread their roots in this
complex world, confront our diverse society, and build a
future. I hope that everyone in the audience today was able

to find something that they could take home. Thank you.
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Timothy Rub

The George D. Widener Director and CEO, Philadelphia Museum of Art

Timothy Rub is the 13th Director of the Philadelphia Museum of Art. He began his tenure in Septer 009
aftter serving as Director of the Cleveland Museum of Art (2006-2009), Director of the Cincinnati Art Museum
(2000-2006) and Director of the Hood Museum of Art at Dartmouth College in Hanover, New Hampshire
(1991-1999). He has earned an M.A. and a Certificate in Curatorial Studies at New York University’s Institute of
Fine Arts, and later received an M.B.A. from the Yale University School of Management (1987) and participated
in the Harvard University program for Art Museum Directors (1997-1998). He is a specialist in architectural his-

tory and modern and contemporary art.
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Director, Yokohama Museum of Art

Osaka Eriko became director of the Yokohama Museum of Art in 2009 and has taken leadership in organizing and
hosting d ama ‘Tri t the museum since 2011. She has worked as Artistic Director at the Mori Art
Museum 009), as Senior Curator (1994-1997) and Artistic Director (1997-2006) at Contemporary Art
Center, Art Tower Mito prior to her arrival in Yokohama. She has many experiences in organizing and curating
international exhibitions of contemporary art, while at the Japan Foundation and ICA, Nagoya carlier in her ca-
reer, and working as Co-curator for the Japan section of the 3rd Asian Pacific Triennial (1999) and Commissio

for the Japan Pavilion in the 49th Venice Bi 2001), among others.

Aaron Seeto

Director, Museum of Modern Art and Contemporary Art in Nusantara (Muscum MACAN)

Aaro 0 was appointed as the Director of Museum MACAN in fall 2016. He was formerly Curatorial Manag-
er of Asian and Pacific Art, at Queensland Art Gallery | Gallery of Modern Art in Brisbane, Australia where he led
the curatorial team at the cighth Asia Pacific Trien: ntemporary Art (APT8) in 2015. For cight y

he was the Director of Sydney’s ground-breaking 4A Centre for Contemporary Asian Art. He has a vast experience
working to advance the goals of contemporary arts organizations and curating significant exhibitions of artis

the Asia and Pacific regions.

ahashi Mizuki

Co-Director, Centre for Heritage, Arts and Textile (CHAT)

Takahashi Mizuki moved to Hong Kong in 2016 and assumed the position of Co-Director of Centre for Heritage,
Arts and Textile in Hong Kong in 2017. After serving as a founding curatorial member at Mori Art Museum in

kyo from 1999-2 she worked a or Curator at Contemporary Art Center, Art Tower Mito, and realized
numerous transdisciplinary ex . ing various artistic forms including manga, film, £

ture, performance and contemporary art.

For What and For Whom
Does the Yokohama Museum of Art Stand ?

-What Our Visitors Tell Us

During the “Meet the Collection” exhibition that was held to commemorate
the thirtieth anniversary of the Yokohama Museum of Art (April 13 - June 23,
2019), we took a visitor survey on their memories of the museum.The following
selection of responses provide us with some clues for understanding how our
museum has engaged with our public.

*The numbers in the parentheses are the age group of the respondents.



For what and for whom do we stand?

From the various responses we received in the survey,

we understood that the Yokohama Museum of Art

should continue to be

“the familiar place to encounter the wider world,”

and “a museum just like home” for the citizens.

In 1989, there were citizens who waited for the opening of the new museum

with much anticipation. Some people have continued to visit us since then:

I never imagined that the derelict lot would turn into a museum. I remember how I was delighted to see

the completion of the museum building. (50s)

I remember how the museum stood in a district that was reclaimed land for urban development under
the Minato Mirai 21 plan. One day, I was invited as one of the guests for a preview of the museum
building prior to its completion. As I went inside, there were too many people and too few slippers; I
remember walking around in my socks. I also remember being very happy at the time because a museum
was finally opening in Yokohama, too. An expo was held thereafter, and the district further developed

to become what it is today. (70s)

I was proud that a beautiful new museum had opened in my hometown Yokohama. I remember visiting
with much expectation and excitement with my children who were a first-grader and a fourth-grader
then. This experience inspired them to pursue careers in the arts. I think the museum has enriched me,

not as a mother, but as a human being. I am grateful for the thirty years of the museum’s presence. (60s)

We have kept our doors open:

I visited this museum when my child was still one-years old. I picked the baby up from the stroller to
enter the museum, but the staff informed me that I could enter with the stroller. Thanks to this service,

I was able to calmly walk through the gallery spaces with my child. (50s)

Since my mother used to paint, she would take me to various museums from the time I entered elemen-
tary school. The Yokohama Museum of Art, with its attractive facade, is one of my most favorite

museums. I would like to come again with my mother, who is now on a wheelchair. (50s)

Our museum has, at times, moved people’s heart.

I discovered how profound contemporary art could be, and my outlook on life dramatically changed

since then. (50s)

I was a patient at a mental clinic, but when I was granted permission to go home for a day, I remember
coming to the museum to see the solo show of Matsui Fuyuko (2012) in the rain, because I so much
wanted to see this exhibition. That was my first step to getting my usual life back. Since then, the

museum has been a very important place for me. (30s)

I remember how an absolutely breathtaking space appeared as I walked under the silk curtain. I had
never experienced such a sophisticated and translucent view in a museum before. That was the first time

I wept for seeing something beautiful. (20s)

Many people have pursued art as a career after visiting the various exhibitions

at our museum:

I used to often visit the museum because the admission for junior high school students was free. I found
that the Surrealist artworks in the collection were often on display. I liked them so much that I studied

Western Art History. My life is now very rich as I am able to engage with art. (40s)

I have been visiting the museum since elementary school. Back then, I often asked myself what kind of a
person I was...I was impressed how art, indeed, embraced a very interesting worldview! I am now

making art. (30s)

I was thirteen. I encountered contemporary art that shocked me and turned me into an art addict. I am
now studying art at an art university. I think it is thanks to the Yokohama Museum of Art that I like art

of the twentieth century. (20s)

Our museum is a place for family memories:

I visited with my father when my extra-curricular activities became less busy. I remember feeling gentle.

I have become closer with my father since. (20s)

I was walking through Minato Mirai with my nine-months-old daughter and I found out that it was a free
admission day at the museum, so I casually stepped inside and was delighted to see the wonderful art-

works by Dali, Picasso, Asai Yusuke, among others. My daughter had the best first visit to a museum!

The time spent at our museum has enriched one’s life:

I realized that I often visited the museum when I was depressed. I always felt better afterwards. (70s)

I love spending time with my boyfriend in the museum and discussing this and that about art. It doesn’t

matter if we are not so well informed on art. (20s)

The experience of the workshop that I participated during elementary school has remained in my heart.

It continues to nourish me while I pursue my life. I would like to continue coming to this museum. (30s)
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