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“You could never have told me what it would be like"
Staff and exchange between art museums and galleries in the Asia Pacific today

. Alison Carrall
Dresetor of Asahnk Arls |Urivemsiby of Melbourne, Susiralia)

Thank you for the invitation to talk today. | am very glad 1o be here, asked 1o speak about something close to my heart:
axchanges betwean art musaums in Asia, particularly from the point of view of the people who work in those museums.

I've given the talk the Bt "You could never have told me what it would be like” bacause | do think it is all about under-
standing, respect, and, most importantly, experience of another cultural situation. The quote is a real ane from a senior
Australian curator who we sant with an exhibition of Australian art to Kuala Lumpur. She had to supervise installation,
do the candition reporting, do the press briefing, talk at the upal:uing and give a public lecture, all well known tasks, and
in an English-speaking environment, bat she still came back to us with this comment of surpnise and interest.

I am showing & selection of images of curators and other museum and gallery staff members from Australia and Asia,
wiorking together an vanous Asialink projects over the last few years, This is to give you something 1o look at, and also
1o stress that this side of our work is about the key element of penple*wkirg together and communicating.

In our work in art museurns and gallenes we keap objects safely and encowage communication about them to an audi-
ence. The museum itself mirrors cultural communities in having its own core set of values and structures, but that it is
surrounded, enviched and nounished by communication - or in other words, exchange - with others: with those across
the office, or the street, or the country, or across national borders,

Iwill talk about three stages of exchange in art museums that all involve staff: first between museums, second, within
the museum and third, Bevond the mussum.

There are three aspects of exchange betweesn museums: literal staff exchange, project exchange, and then building
future exchange.

First, literal staff exchanga. This is an anza increasingly explored, but still fairy new in Asia, and includes residencies,
internships, and managing visits of groups of staff for say 7-10 days being built inte museum experience and budgets.
We had a meeting in Japan three years ago, with 30 art museun professionals from Japan and Australia, and the key
recommendation was developing people exchanges, from curators and other museum peogle, to artists. There wasn't
an emphasis on buildings or programs; rather the motto was ‘bodies not boxes'.

Wi have run thrae types of programs at Asialink that address this, Tha first is our residency pragram, with in this case
Australian mussvm staft funded to spend up to four menths in 2 host musaum or gallery in Asia. People have gone to
Japan, Hong Kong, the Philippines, Korea, Vietnam, Singapore and China, and from almost all of these, projects have
developed, colleagues formed, and mternational understanding increasad. Funding is mostly from our Federal Goven-
ment, thaugh the sending museum covars salary and some costs, and the host generally looks after their visitor. The

CECSinE |

121



funding for four months from us is around USD10,000. It 5 an exchange based on bwo-way learning.

W have also run an intemship program for Indonasian arts managers, including museism people, carming to Australia
awer the last 10 years, funded through the Ford Foundation in Jakarta. They were selectod by a partner in Indonesia,
and placed by us in the most appropriate host organisations in Australia for around three months, Unlike residencies
it has a more one-way focus, with the Indonesian intern there to leam. It had many good individual results, but e
disadvantage is that infrastructure in Indonesia remains weak, 5o it was naver an equally driven program. It was also
difficult to develop projects out of it, which is a key desire.

We are also just finishing a program of having oroups of Australian curators spend two weeks m Japan, meeting
colleagues and making connections. From the earliest iteration of this, we now have a Japanase curator placed at
an Australian State art museum for two years, funded by the Japan Foundation: Shihoks lida from Tokyo Opera City
Gallery, now working at the Queensland Art Gallery. That is a clever decision by the Japan Foundation in making sure
Japanese art is seen in a strong way in Australia for the next B 0r 50 years.

We'd lowe it if some of these mare balanced exchanges came to Australia more and would of course be glad to see
muore happening within Asia. -

The next part of exchange between mussums that affects staff is project exchange.

At Asialink we have toured some B0 exhibitions to around 15 countrias in the last 20 years; that is about 250 venues.
Most of these exhibitions have been initiated by us. They have theee stages: preparing the program with partners
in Australia; working with partners to prepare it in other countries, then putting it all into effect. Museum staff of all
descriptions have parts in this. v

Wa have some principles in this that are also important: the first is to balance what we want to show and what we
think athers want to see. To da this well, we have to take rigks with our programs, to tread in new areas, to be brave.

The second principle is being flexibla: wa have to undarstand when things don't work not to insist, but to bend. Feople
in many Asian cultures understand this batter than Europeans for wham there is often just one way. 'We say to our
curators who travel with our exhibitions, "if you find a situation you are not happy with, do what you can, but then go
with the flow. You are a guest in another culture and you must respect that.”

The third principle is perseverance. It isn't easy and you must just keep going.
]
To prepare these projects, we sk people to join us who have indicated some interest in our type of work. We paint

out an idea, o ask them for ideas. and then we discuss what they can do. We dn think peopla have to want to be
involved in our programs.

Within the musesm or galkery, 2 major advantage for being invalved 15 seen as professional development for staff,
which is another way of building communication with others, seeing other cultures, and how they work, building net-
warks and colleagues to work together on new projects after this. People in gond museums love doing thig. They get
excited and see possibilities, and this influences others.

In practical terms we say ta each museum, please bring to the project what you can. Everyone provides their curatorial
capacity. A larger museum is expected to provide registration, packing and crating, some marketing, Some Consena-

SEgER0E T



tion; a smaller ane not 50 much. We have funds from our Federal Government to cover these costs if the museum
cannot do it. But they are our partner; they own the project; they must love it and nurture it until the end.

If we are doing a joint project with an international partner, we either match-make ourselves, or encourage curators to
nat togather to do it, Then the international curator matches their infrastructure with ours in Australia

At its best, this arrangement is egual: equal intellectually, organisationally and financially. This has been the basis of
programs we have run in Korea, Japan, and Singapore, We have had variations, bacause of different aceess to funding,
in Vietnam, Malaysia and India

The third stage in this of s@aff exchange between museums is nurturing a project through its life. For us, this means
sending corators or other museum staff to each venue with our shows.

We always send the exhibition’s curatar 1o the first venue, so they test-drive it and see it works! Then we give the
apportunity to their colleagues, always trying to spread the experience of working in a differant culture. Working in
a different culture is of course hugely different from just visiting or being on holiday. It is when you really understand
difference, it is meaningful and exciting. It also gives more and different people the chance to mest with others and
dréam up mew projects.

| now move to exchange within tha museumn and then extending it beyond the musaum, A radical proposal at both
ends of the expenence.

First, cross-cultural exchange within the mussum,

Iworked a8 a curator ina State art musewm for 10 vears, with clear curatorial demarcations around what | could and
couldn't do. | see this practice getting more extrame — what | call “the mystic of so-called professionalism”, with ter-
ritory guarded, and communication and understanding styrmied

It was after | left that job in the State art museum that | leamt the business end of touring exhibitions, crating and
freight and insurance. | leamit how to practically install art works. | leamt how to raise money and do budgets | don't
do any of that on a day to day basis, but | know how it works, can see when things are lop-sided or slow for no reason
or too expensiva, and it makes ma able w do the main things of my job better,

I teach & curatorial class now, and | think | shock the students when | talk about the importance of understanding
mongey. It isn’t seen as an appropriate conversation. However if you know income and expenditure budgets, it means
as a curator you decide whether you want that hesvy work, or a hetfer catalogue.

5o, | have a recommendation that exchanges in art museumns also, for staff, work within the musesm. That once every
six months, each specialist staff member spends half a day working with a colleague in another section, A curator
working with the marketing team; the finance officer working with the conservator; the registrar working with the
designars, and 50 on. Understanding their work, respecting it and experiencing what it means to da it

If the finance officer sees why the consarvator is taking so long and nesding that special equipment, they are mors
understanding of the budget he or she is approving. If the registrar sees the way the designers need information set
on & page, they might rethink the way they keep their recosds, so the flow-through is quicker and perhaps easier, The
curatar works with the marketing team and sees how that difficult concept needs to be clearer for the particular new
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apdience in view

Lastly, @ more complex project we are working on, that applies the ideals of being open, saying yes, taking risks, certainly
being flewible and certainly needing perseverance, that encourages exchange for musaum staff beyvand the mesewm.

The Utopia project was developed by Japanese and Australian art and art meseum colleagues in Sydney in 2008, The
idea i5 incheding warious levels of galleries and museuns — from large to small, natonal 1o lacal — in a roving visual arts
gvent to be held every two years in different cities of the Azia-Pacific region.

It takes a5 its model the Manifesta program in Europa, whara cities bid to host the evant and partner members bring
their projacts, art and artists 1o each different site as it moves around, Cosis ane shared, the administration is intense just
once in each city, and then it movas on. |t 15 based on a parinership, "exchange’ ideal . Unlike a biennale or triennala there
i no problem with one site maintaining both the energy and financial commitment to @ major an-going event,

The rale of the local art museems in this project has to be central, but it enables and insists on the museums working

with colleagues around the region, plus with smaller or different visual arts organisations i their own city and beyond
It insists on further exchange.

The project is in development stage nove = with the Australian side raising funds to get the discussion going further
We hope to have more action” becoming apparant early in 2010

In the Asia Pacific we have the wonderful freedom that museum practice was really developed elsewhere and for
different contexts. 5o we can take what we think suits us, and leave the rest. Because they do it like "= in Londaon or
Paris, does not mean it needs o be done like that here. So we can think anew.

Fig. 1. Fig. & Fip. 3.

Fig. 1. HA| S HEC YERFI2H| o4 U2 oS3 F2{0[x, ofdat, 2008
Geralone Barlo (curator Bonash University Museum af Art), with Brosé Andreaw Fye o Epe exhahition Manila 2008

Fig. 2. fiA| dHEE & Hal=) SEF0lg, Alhamra Art Council, &2, 2006
=aan Kelly [independent curatar, Hobart) talking about Faom an siznd Soudt, Alkamra A Council Galkary, Lahone, 2006

Fig. 3. Fire & Life 223 E &tof 571 &) 20 [EIS
Artists and curatoes, Fira & Life project (IndiaAustralia 1996-97 keurators: bower row, laft.Julis Ewington, (Quesnsland Art Gal-
kary|; upper ronw, centre Shireen Gandbry (Chemould|, Subanya Aattel |2AG), Victoria Lynn [Art Gallery of NSW], Alisan Carroll
[Asialink], Chaitarya Samirani



Feg- 4. ZEPH-| HI3PHEN Museurn and Art Gallery of the Narthern Territory F240]E 21 Y|A 0} || SiA| Z20M 2007

Joanna Barrkman |curator, Buseum and A Gallery of the Narthern Tarritory] On residency in Indonesia 2007

Fig. 5. Fellolef & SCel7h2dia =2} 221, =8 Hillside Forum, 2003
Curator Djon Munding {canitre) and two artists (Richand Birrinbirmn and Mevilla Gulawqubayl, Hillside Farum Takya, with Spirit
Country axhibition 2000

Fig. B ®| 0l 20| A2 B3 H|E2)0} 0|E L FHlc|E % 2|3 LAFHSR), Living Together is Fasy B, 2004
Jason Srath (Mational Gallery of Victorial and Eriko Osaka [Art Tewar Mitnlco-coratons Living dopather is sany, Melboume
Niito, 7004

fig.? Fig. . Fig. 4

Fig. 7. S0} 43I0 Experimenta TFAI0|E] | M2 8% A8 0] 2065
Emma MeRae (curator, Expesimantal with axhibition | thougfit Jknew but [was wong New Video Art from Sustralia at Ssameie
Space, Seoul, 2005

Fig 8. L2 23S F Y{M) Gertrude Contemporary Art Space F2fo (6], 5150| L 2p= | s Q) 547 30008 §/=H
ERE AlFID|z=EE 0L

Curator Matalie King |second left) with Chairman and curator Haromi Miwa (fourth left] and 3 artists, Superatural Ariificial

exhibation, Tokyo Metropolitan Museum of Photography, 2004

Fig. 9. R HEEP X HE PEME o|ERS]e| Fallo|ef, FA0(E] x| HA| T2 33, &£ 2007

Zon Butt [Queerskand Art Gallery), Curator in Residence, a Fittle bah blak, Ho Chi Mink City, 2007
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Fig.10. 21y A|OF CIE THLZ B E oIS, &4 2005

Indanesian aris menagement intems to Australia, mesting Solo, 2005

Fig11. A8 2 BICHE £ F THSWE Zeie w=ld E{ ) £Ij5) AlSH HEHA B0
Shilokn |ida {Takyn Opera City Gal lery} @nd Bec Detin {Performance Space, Syrdney] prior 10 co-curatorship of Trace Elaments
miaa
[ 1L

Fig 12 MIREl W2 2iis] he} o|S2H7 120, EFCHAHEH W S22 FHRUF), Brook Andrew: £ye fo Epe HA2EL|
o2} FHI0|EH, 2008

Garaldine Barlow, curator, with Brack Andrew Eye to Eye exhibition, Yuchenges Museum, harala 2008

Fig. 13 Fig. 14. Fig, 15.

Fig.13. Cl&ol ofz|2} ol2k2hz], HolE] oEiF 2ES|on|2 Hajo|el. Printemps-Ele: Akira lsogawa 3, AMs
House, £71E2 2005
Australian designer Akira lsogavva and curatar Katie Samerville {Natwrsl Gallery af Victonal with exhibition Frinfemps-Ete

Akira lsogawa, Arts House, Singapara, 2005

Fig. 14, 29| FA|0| ChS QEE0) AT Ul20j= Jam Factory Centre far Craft and Design C|eE|, Secrat History of
Biue and White ™ Vietnam Fine Arts Museum, 2006
Sreahan ']LI'-':J_!I'\_: :Ei. ertar Jam .'__.::|.|: J [:r_.'r":: far Graft ard E-Jf,irlﬂ_ Adelasdel 5:I_!_!Lil'lﬂ at his exhibelan SE'I:-'F.'r |L|.|F|'-\."-"\-'!."!:'r EIIIJE

and Wikite Vietnam Fire &ris Museun, 2006

Fig.15. LHEl2| & [7HEH) Gertrude Contern porary Art Space RelolEE H7HE, =2 ApEIO) R 2004
Curator Matalie King (Gerinsde Contemporaey At Space, Mealbawne], and DYD artists, autside exhibitian Supermanural -

cial, Tokyo Metropalitan Museum of Phatograghy. 2004



Fig. 16 Rg. IT Fig, 18

Fig.16. ZHZ -4 E0l Lpe2| Zis) Gertrude Contemparary Art Space F8|0|Ef
Curator Matalie King, installing Suparmatval Amifchal Tokyo

Fig.17. Fire & Life TA|Hoiut 2fmlE) MEas olEHei2] Falolg], Aol 70c)?126)) Bulo| Chemould Z242)
T2 0[E)
Suhamya Raffel (Owesnsland At Gelergd and Shirgen Gandhy {Gallery Chemould, Mumbea | curatonial team Ffra & L exhibition

Fg.18. AROJEI ZHC(EH Zeio| Chemould W22 FH0(ef, HolejLE el | oIs =2l ol
Shireen Gandhy {Gallery Chemould, Mumbai) and Chaitanva Sambrani lindependent curator, Indig) in Sudney, prior 1o Fire &
Life exhehition

Fig.14 Fig. 20. Fig. 21




Fig.19. 20A| a2 Gertrude Contemporary Arl Space HjSE2| =25
Colleaguas in Thalland with Alesie Glass, (Director, Gattrude Cantemparary Art Space, Malbaurng)

Fig.20. Tokyo Wonder Sitet]| I8 F10[HE
Visiting curators John Kirkman [Parrith Rageanal Gallery, Lisa Havilah [Campbelitown Art Gallary) and Kan Bouriots {Gasula
Posechause] with Yasukadmamura, Tokyo Wonder Siva, 2008

Fig.21. ei2ajd A| H|di'g2]| Gold Award, CIFY, 2004
Bangladeshi High Commissioner to Ausiralia, artist Michael Rilay and Alesdair Foster (Diractar, Australian Centre for Photog-
raphy| with Bangladesh Biennale Gold Award, Tollewing showing of exhibition Fhotograghics Australis, Dhaka, 200+

Fig 22 Fig. 73. Fig. 24.

Fig.22. Art Front Gallery ~E85 G 3, 2002

Sally Couacaud icurater, City of Sydney, middle row second from nght | with staff of Art Front Gallery, Tokyo, 2002; Director
Fram Kitaganwa Iowes right.

Fig.23. Fallolef A-o| 2E=lojolf0 2 YESEE]), =3 AT, 2005
Sophie [ Brien (curator, Biennaba of Sydnay) at AT, Tokyo, with Roger MeDonald, 2005

Fig.24. Z 718} R 0[E|F, New Wideo Arf from Austraiiz H, TS, 2004
Atists and curstors: centre: Gridthiva Gaweewong | Switch New Media Festial), Julanne Pearce Australian Cermire far Art and Tech
nalogy), and Alexie Glass |Austrakan Centre for the Maving Image), with exbbition New Wideo Art from Austraiiz, Banghok, 2004



