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Subcommittee on
West Kowloon Cultural District Development

Progress of the West Kowloon Cultural District Project

Introduction

This paper reports on the progress of work on the West
Kowloon Cultural District (WKCD) project.

Consultative Committee on the Core Arts and Cultural
Facilities of the West Kowloon Cultural District

2. The Consultative Committee (CC) on the Core Arts and
Cultural Facilities of the West Kowloon Cultural District (WKCD)
and its three Advisory Groups (AGs), namely the Museums
Advisory Group (“MAG”), the Performing Arts and Tourism
Advisory Group (“PATAG”) and the Financial Matters Advisory
Group (“FMAG”) have been actively working on their respective
recommendations since their establishment in April 2006.

3. At its fourth meeting held on 23 November 2006, CC
discussed the recommendation report submitted by MAG. It
endorsed the MAG’s recommendation to set up an innovative
and forward-looking cultural institution (the M+ concept) which
embodies museum functions plus some important key values in
WKCD, and agreed to forward the report to FMAG for
assessment of the financial implications. FMAG is planning to
submit to the CC its recommendation report during the first
quarter of 2007. The CC would then take an overall view,
deliberate and submit its recommendations to the Chief
Executive on the need and justifications for the arts and cultural
facilities to be provided in the WKCD, their financial
implications, as well as the possible financing approaches for
developing and operating these facilities.

The Recommendations of the Museums Advisory Group

4. In drawing up their recommendations, MAG has in



mind their primary task — to deliberate and recommend the
types of museum(s) which can best achieve the stated objective
and vision of WKCD, i.e. a world-class arts and cultural district
comprising local, traditional as well as international elements,
which could sustain Hong Kong’s cultural position as a Special
Administrative Region in China which bridges Chinese culture
and other cultures of the world. Members have also considered
views received from the public and local / overseas experts
through public consultations, sharing sessions and overseas
study visit, and the current provision of museums in
Hong Kong.

S. Following thorough deliberations, MAG recommends
to set up in WKCD a brand new and forward-looking cultural
institution — which focuses on 20t-21st visual culture under the
name M+, or Museum Plus — in place of the four museums
proposed in the original Invitation for Proposals (IFP). In a
nutshell, M+ is more than a museum or a building space. It is
a new and emerging form of cultural institution that embodies
museum functions plus other important key values. It
emphasizes on maximum cross-fertilization and minimum fixed
boundaries. It should be interactive, outreaching and dynamic,
should be able to inspire, delight, educate and engage the public,
and should explore diversity and foster creativity. In other
words, M+ should be an innovative platform for interpreting and
presenting visual culture through ways and means that goes
beyond typical presentations in traditional museums. It is a
forward-looking, flexible and responsive cultural institution
encompassing ideas, displays, dialogue, education and
entertainment.

0. As for the originally proposed Art Exhibition Centre
(AEC) in the IFP, MAG has reconfirmed the need for it, but
considered that it should not be used solely for art exhibition
purpose, and should tentatively be named the “Exhibition
Centre” to reflect a wider usage.

7. The key recommendations of MAG and the rationale
behind are as follows:

(a) The Concept of Visual Culture

8. Following the public consultations held in May and
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June 2006, MAG conducted an initial assessment of the themes
received with the assistance of professional staff of Leisure and
Cultural Services Department. MAG noted that about 60% of
the themes received are related to visual culture.

9. The term “visual culture” refers to areas of culture that
are founded on visual expressions and embrace a broad range of
creative activity and experiences that cross many media. Given
its broad and evolutionary boundaries, visual culture includes
not only visual art (such as installation, painting, photography
and sculpture), but also architecture, design (such as fashion,
graphic and product design), moving image (such as film,
television and video) and popular culture (such as advertising
and comics). It is an area of shared interest with rich
development potential. It also covers most of the themes or
subject areas for museums which were proposed by different
parties during the public consultation.

10. MAG considers that the selection of visual culture for
development of museum institutions in WKCD could adequately
respond to the public views as well as in line with various key
principles and considerations which MAG had taken into
account in selecting subject areas for museums. These
considerations are set out at Annex A.

11. Given the fact that the boundaries of visual culture are
broad, fluid, overlapping and elastic, MAG recommends the
following four initial broad groupings (in alphabetical order) for
development (i) Design; (ii) Moving Image; (iii) Popular Culture;
and (iv) Visual Art (including ink art).

(b) M+ - A Platform for Visual Culture

12. Given the nature of visual culture, MAG considers that
it would be more appropriate to accommodate and develop this
area through a new type of cultural institution (instead of
different thematic museums. This would allow maximum
flexibility in presentation, as well as ample space for
co-operation and interaction between different initial broad
groupings.

13. MAG recommends to set up a cultural institution
named M+. The M+ (or Museum Plus) is a new and emerging
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form of cultural institution which embraces all museum
functions plus other important key values (see para 5 above).
with a mission to focus on 20th — 21st century visual culture,
broadly defined, from a Hong Kong perspective, the perspective
of now and with a global vision.

14. The main features of M+ are as follows:

(i) The initial broad groupings (in alphabetical order) are
“Design”, “Moving Image”, “Popular Culture” and
“Visual Art (including ink art)”. New groupings could
be explored in the course of development;

(ii) The key characteristics of M+’s unique curatorial
vision should include the following:

(@) presenting visual culture from a Hong Kong
perspective;

(b) presenting visual culture from the perspective of
now (i.e. from the time in which we are living,
presenting visual culture of the past if it can see
its relevance to the present moment);

(c) presenting visual culture with a commitment to
its diversity;

(d) presenting visual culture with a flexible attitude
open to new interpretations, fostering
cross-fertilization and communication;

(e) presenting visual culture by promoting
community engagement, based on a continuing
dialogue with the public; and

(f) presenting visual culture with respect for
curatorial and other specialized professional
expertise.

(iii) The key functions of M+ are:
(a) collection building and preservation;
(b) education and outreach;
(c) exhibition and display; and
(d) research and publications.

(iv) The M+, as a “Museum Plus”, must comply with the

highest professional standards comparable to those of
well-acclaimed museums worldwide;
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(v)  Given the nature of M+ and the changing environment,
MAG considers that the collection strategy should be
broad and general at this stage, and recommends the
following strategy, having regard to the wunique
position of M+ and the strength of Hong Kong in
relevant fields:

+ The collection may focus on 20t and 21st century
visual culture, beginning with visual art, design,
moving image and popular culture from Hong Kong,
expanding to other regions of China, Asia and the
rest of the world.

+ Hong Kong has rich collections of ink art works.
M+ should try to attract those collections, to
showcase this important visual form and its
interplay with other art forms.

(vij The ownership of the collections will be held in a
public trust and supervised by a Board of Trustees;

(vii) The governance should preferably take the form of a
statutory body with an independent Board of Trustees;

(viii) The facilities proposed in M+ are exhibition galleries
and back-of-house facilities, a dedicated outreach and
education centre, a library cum archive, screening
facility, a bookstore, artists-in-residence studios,
amenities including catering facilities and shops and
outdoor space.

Site and Space requirements and Architectural Programme

15. MAG considers that the architecture of M+ has to be
iconic, innovative, forward-looking and flexible to cater for
organic growth in future. MAG strongly recommends holding
an open international architectural competition for M+.

16. MAG acknowledges the importance of size and a need

to allow flexibility for future expansion. Following a
benchmarking survey of three well-known overseas museums of
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similar nature and size (Centre Pompidou, New York Museum of
Modern Art and Tate Modern), MAG proposes the preliminary
development parameters as follows:

First phase Subsequent| Eventual

phase(s) size!
Site area? 37 500 m?
Net operating floor aregq 2 2 2
(“NOFA”) 49 000 m? | 26 000 m 75 000 m

Net exhibition area® 20 000 m* | 10 000 m* | 30 000 m?

Gross floor area , ) )
(“GFA”) (estimated) 81 000 m* | 44 000 m* | 125 000 m

MAG also recommends that the location and configuration of the
land lot for M+ should be left to the jurisdiction of the future
master planner of the WKCD.

(c) Exhibition Centre

17. MAG is aware that there is an acute shortage of quality
exhibition space for arts and culture related events in Hong
Kong. MAG considers that the scope of the originally proposed
AEC in the IFP should not be confined to the arts and, therefore,
the AEC should be re-named as Exhibition Centre (“EC”) as a
working title to reflect its wider usage.

18. MAG recommends the EC to give priority to uses
relating to arts, culture, creative industries and events /
activities related to WKCD. With the establishment of the EC,
major art, culture and creative industries related events like art
fairs, auctions, conferences, design shows etc. as well as a
mixture of different uses (some of which could be beyond
traditional forms) could be held frequently to enhance the
attraction of WKCD.

1 The proposed figures in the table above are recommended to be verified by the future
museum experts and planners for the M+.

2 The site area is worked out based on the assumption that net area is 60% of gross area,
M+ has five storeys and 50% open space would be allowed within the M+.

3 According to the benchmarking survey and information obtained from different sources,
normally 40% of the NOFA is designated for exhibition area. The net exhibition area of
the first phase of M+ is benchmarked from the average of the current net exhibition
areas of Centre Pompidou and New York MOMA.
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19.
(@)
(i)

(iii)

(iv)

The main features of the EC are:
it should have a separate identity from the M+;

the NOFA is recommended to remain as 10 000 m? as

originally proposed in the IFP. In addition, 20% open
space at the site should be provided;

the EC should be self-contained with a maximum of
two storeys. Its internal space should be flexible to
cater for a wide range of usages / events of different
nature;

the EC should aim to run on a self-financing basis
with its management to be overseen by an
independent body; and

certain time slots could be earmarked or
concessionary rates could be given to relevant uses to
achieve the objective to promote arts, culture and
creative industries.

(d) Action Steps

20.

MAG considers that the interim period from the

decision to establish M+ to its formal opening is crucial in laying
a solid foundation for the success of M+. Preparatory steps
should be taken as soon as practicable. The interim steps
proposed are :

(i)

(i)

(iii)
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to set up an advisory committee to take forward the
recommendations of MAG, including advising on the
promotion plan, implementation plan, collection
strategy and public education in the arts;

to identify an interim venue for M+ to gather
momentum for WKCD as well as providing a platform
for training professional staff and nurturing a sizable
audience for M+;

to start collecting, acquiring and building up
collections as soon as practicable, and to foster a



donation culture through introducing incentives to
help build up sizable and impressive collections;

(iv) to encourage training in professional pursuits and
fields related to the initial broad groupings, as well as
education on the arts for public of all ages; and

(v) to establish strategic networking with local and global
cultural institutions, particularly the existing
museums in Hong Kong. The relationship between
M+ and other public museums should be further
examined when the future WKCD Authority is in place.

The full report is at Annex B.

Progress of the Financial Matters Advisory Group

21. The FMAG has been tasked to advise the CC on the
financial implications of developing and operating the arts and
cultural facilities as recommended by the PATAG and MAG.
Given the sequential nature of the work among the three
Advisory Groups, the work of the FMAG has to dovetail with that
of the PATAG and MAG. The FMAG has so far held five
meetings.

22. The CC had discussed, in September and November
2006 respectively, the recommendation reports submitted by
the PATAG and MAG on the provision of performing arts
facilities, museums, exhibition centre and other related facilities,
and had forwarded the reports to the FMAG for assessing the
related financial implications. With the assistance of the
Financial Consultant appointed by the Government, the FMAG
is currently conducting detailed analysis and assessment on the
financial implications of developing and operating the proposed
facilities under private sector involvement scenarios. In
carrying out such analysis, the FMAG has made reference to
local and overseas experiences in developing and operating
cultural and other facilities under the Public Private Partnership
approach. The Financial Consultant will also prepare a Public
Sector Comparator for developing and operating the arts and
cultural facilities in the WKCD.
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23. The FMAG plans to submit to the CC, in the first
quarter of 2007, its recommendation report on the financial
implications of developing and operating the arts and cultural
facilities and other related facilities as recommended by the
other two Advisory Groups.

Home Affairs Bureau
December 2006
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Annex A

MAG’s initial considerations for assessing
the museum theme(s) for inclusion in WKCD

Basic Requirements

e  Whether the proposed theme(s) and development concept of
the museum should be conducive to achieving the
objectives of developing WKCD into a world-class arts and
cultural district comprising local, traditional as well as
international elements, and to sustaining Hong Kong’s
cultural position as a Special Administrative Region in
China which bridges Chinese culture and other cultures of
the world.

e Whether the proposed theme(s) could also reflect the
cultural characteristics of Hong Kong.

Function

e Whether the proposed theme(s) are compatible with the
development of the museum as a cultural institution
performing its core functions, including preservation,

research, interpretation and education.

Sustainable development of the New Museum Facility

e Whether there is strong potential to sustain the interests of,
and engagements with local and overseas visitors.

Feasibility of the New Museum Facility

e Whether there is sufficient expertise available to provide
sustainable support in museum management and curating
as well as providing input to enhance the museum’s
collection acquisition, development, research and
educational role.

e Whether there is strong potential for quality collection
development and creative interpretation.



Contribution to the Cultural Ecology of Hong Kong

e Whether the theme(s) can enrich the cultural ecology! of
Hong Kong.

! «Cultural ecology” refers to a holistic cultural environment in which cultural growth is
sustained by a simulative and mutually supporting mechanism within a diversified,
multi-faceted yet interdependent cultural equilibrium. Literally speaking, it is the
objective environment formed within an integrated network of institutions and
practitioners, such as museum, theatre, media, artist, audience, art mediator,
educationalists, and policy makers etc. in the making of an overall cultural scenario.
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Mr Peter KWOK, Principal Assistant Secretary (Culture) 2
Miss Susanna SIU, Assistant Secretary (WKCD)1 (Designate)
Mrs Candy YEUNG, Assistant Secretary (WKCD)1 (Secretary)

Leisure and Cultural Services Department

Mr CHUNG Ling-hoi, JP, Deputy Director (Culture)

Mr HO Kam-chuen, Chief Curator (Heritage & Museum Services)
Mr TANG Hoi-chiu, Chief Curator (Art)

Mr Albert LEE, Chief Manager (Film & Cultural Exchange)

Ms Angela TONG, Head (Film Archive)

Ms Evita YEUNG, Curator (Conservation) 3D Objects

Absent with apology

Museums Advisory Group

Mr Benny CHIA

Mr Oscar HO

Ms LO Kai yin

Dr Peter WONG, BBS, JP
Dr Philip WU, BBS, JP
Mr Wucius WONG

Mr YEUNG Chun-tong
Mr Rocco YIM

Mr YIM Shui-yuen
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Briefing by Mr Tony Sweeney, Director / CEO of Australia
Museum of Moving Image, Melbourne

Date 10 July 2006
Time 2:35 p.m. —4:10 p.m.
Venue : Conference Room, Home Affairs Bureau,
25/F., Wanchai Tower, Hong Kong
Attendees :  see Appendix
Background
1. The idea for the establishment of The Australian Centre for

the Moving Image (“ACMI”) could be traced back to 1940s
when the State Film Centre was established with reference to
the model of Canada and the UK to promote both mainstream
films and educational programmes, documentaries and
archives about the history and culture of Australia.

In the late 80s, the State Film Centre was joined together with
Film Victoria, which was an institution for investment of
Filmmaking and renamed as Cinemedia in order to promote
screen culture through screen exhibition, archiving and also
film investment.

In early 1990s, there was a discussion on the need to
establish a public film center, which paved the way for the
split of Cinemedia into two entities: The Australian Centre for
the Moving Image, and Film Victoria, with the latter focussing
only on film investment. The reason for the split of two
Cinemedia was mainly due to the different needs of film
making community and film culture community.

ACMI was established under the Film Act in 2001. The
government provided a capital funding of $67 million
(Australian Dollars). ACMI was operated under the
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governance of an independent board of trustee. It worked
closely with the relevant government departments and at
arm’s length with the Parliament. The government
positioned ACMI as an important institution in Melbourne as
a culturally interesting place and world-class tourism
destination.

5. ACMI opened in 2002 in the Federation Square located in the
city center of Melbourne. It was situated in the Federation
Square which was a demolished old industrial building next
to Victoria Arts Centre and Fenwick Street Central Station.
The Square was now a major big public square for the arts
and public celebration. The building, which was in
modernistic style, had four levels. It also included a TV
station and studios named SBS, cinemas, small museum,
shops and restaurant. There was a pent floor with a gallery
and function space with stairs going down to the exhibition

gallery.

6. ACMI launched exhibitions on digital media art that had wide
international acclaim. However, the public questioned the
value of ACMI after one year of its operation as digital art only
served minority interest.

7. From 2003 to 2004, ACMI suffered from a crisis. Due to
high involvement but diverse interests from different sectors
such as internet, digital media, video games, tradition film
industry etc. in the beginning of the project, ACMI lacked a
clear idea about its role and functions and ran into trouble as
a result. The original management team was dismissed.
With strong government and public support, a new
management team was then formed to seek new development
direction for ACMI.

Operations in ACMI

8. The concept of ACMI was different from traditional film
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10.

11.

12.

13.

14.

museum. It was about film, television, games, new media
and arts, which included both traditional and emerging art
forms.

The mission of ACMI was to create a place for audience to
experience the world of film, television and digital media and
to make it beyond just a “traditional museum” by engaging
not only filmmakers, film industry, digital mobile industry,
film festivals but also the public for creative production.

These were the five elements ACMI targeted at different
audiences of different generations (a) (not yet launched)
permanent exhibitions; (b) special exhibition in gallery for
digital media shows; (c) cinemas to screen moving images, (d)
media production studios and (e) (not yet launched) a
cultural resource centre. As ACMI was not allowed to
compete with the commercial sector, screening of fresh
release and contemporary films was only done occasionally.

The special exhibition gallery comprised a 1 200 m*> area with
a ceiling of 7 m which provided a flexible exhibition space. A
lot of big shows such as the celebration of 50 years of
Australian Federation were held.

Two cinemas (398 seats and 198 seats) and a preview theatre
of 25 seats catered for broadcasters and the film industry for
preview screenings. It was also a popular venue for festivals
such as Melbourne International Film Festival and other
cultural partnership programmes.

Public education programmes for animations were held at the
media production studios inside ACMI in daytime and
evening. ACMI also provided a platform for the community
to show their works through their programmes.

The Games Lab in ACMI helped the development of mobile
games. It received a lot of industry support because
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distributors could look for independent new products
through the exhibitions and events.

15. ACMI had 15 000 titles in DVD and VHS for lending by about
2 600 active members. However, as video format had been
changing fast, ACMI was facing a problem of updating video
format in their collections.

Public Perception about ACMI

16. According to a recent independent survey, the Australian
public regarded ACMI as a mixture of museum, film centre
and art gallery. It was also observed that the audience bases
were different between visitors of traditional art gallery and
cinemas.

Visitation

17. The number of visitors had been increasing since 2002.
During the period from July 2005 to June 2006, there were
510 000 visitors (200 000 for special exhibition, 145 000 for
cinemas, 25 000 for education programmes and 140 000 for
general events). In general, 64% of the visitors were from
Victoria and Melbourne, 25% from the rest of Australia and
11% international visitors. The number of website visitors
was nearly doubled to about 3.2 million in 2005/06 as
compared with 2004/05. The number of visitation to
programmes and websites were the main performance
indicators for ACMI. ACMI was expected to have 20%
increase in the number of visitation since the number of
visitors grew rapidly due to extensive media coverage for
popular events of film, media and game in ACMI. A very
dynamic programming strategy was adopted in a 3-year
cycle.
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Financial Information

18. ACMI had a budget about $20M (Australian dollars). As
ACMI was regarded as one of the flagship cultural attraction
of Melbourne, the government committed about 85% of its
budget. Around 15% of ACMI’s budget was for its rental cost
to the Federation Square. The budget for acquisition was
small in ACMI but it would develop a serious collection policy
in the near future.

Relationship with Other Museums / Institutions in Federation
Square

19. There was not much collaboration with other museums /
institutions in Federation Square but ACMI worked closely
with the MTV, another Victorian institution operating by a
trustee body. For examples, in 2004 for successful shows
every 2 years, which included concerts screening, festivals,
animation, shows, TV exhibition, giant TV dinner and open
air activities. The notion of outdoor arena worked very well.

Comparison with the UK Museums of Moving Image

20. There were two museums for moving images in the UK,
namely Museum of Photo, Film and Television (“MPFT”)
located in the 200 miles north of London and the Museum of
the Moving Images (“MOMI”) in South bank of London as part
of the London Film Institute. The former worked really well
but the latter closed down in early to mid-1990s as it was
badly located and lacked investment in updating its contents.

21. The reason for the success of MPFT despite its location was
outside London was that it constantly changed its special
exhibitions to sustain the audiences’ interest. The annual

Annex_Page 66



22.

23.

budget of MPFT was around £7 million, 60% of which was
government-funded. Other self-earned sources revenue
included I-Max cinema, shops and admission fees. Unlike
ACMI, MPFT was not required to pay rent.

The challenge of MPFT would be how to keep itself growing.
A possible way could be to expand its current scope into the
contemporary and digital art area. Another possible way
was to make use of internet era to enhance the relationship
between the film industry and different digital media by
providing a platform for them to exchange ideas.

ACMI would make reference to the MPFT model and might
take it even further to bring diversity to digital art as well as
to help people to look back into history.

Relationship between ACMI and Film Industry

24.

The relationship between the two was very close since the era
of Cinemedia. The industry helped ACMI and the film
industry to develop the audience interest in cultural films,
which would in turn help the film production. Through talks
and classes hosted by filmmakers and producers for ACMI,
the film industry could produce the films which appeal to the
public.

Challenges for ACMI

25.

26.

The notion of Federation Square as a place accommodating a
variety of art forms was a good idea indeed. However, the
identity for ACMI was apparently subsumed under it.

The tastes of audiences on digital art were split. Although
ACMI had a strong reputation in the professional field, it did
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not have enough support from the public. ACMI would
produce more programmes specifically for the public. It was
expected that the audience for digital art would grow through
word of mouth in future.

Competition with Other Moving Image Museums

27. In the UK, MPFT was still a major attraction outside London
for many years because of its reputation.

28. In Paris, the overall number of museums had been increasing
despite the fact that there were many museums already. It
was believed that museums could mutually benefit from each
other through healthy competition. In fact, by visiting one
museum, audiences would discover more museums nearby.

29. The City of Melbourne used to invest in blockbuster
international exhibitions exclusively in Victoria so as to
generate an impression that only Melbourne could provide
these services.

30. When comparing with other museums of moving image and
film centre around the world, ACMI was expected to take over
the leading role of MPFT in the future. It was because those
other museums were either badly located or lack
comprehensive programmes catering for different audiences.
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Appendix

List of Attendees

Presenter

Mr Tony SWEENEY, Director/CEO, Australian Centre for the
Moving Image

Museums Advisory Group

Hon Victor LO, GBS, JP (Convenor)
Dr David CLARKE

Ms Jane DEBEVOISE

Ms Sabrina FUNG

Ms Claire HSU

Mr Freeman LAU, BBS

Mr Andrew LAM

Mr Tim LI

Prof David LUNG, SBS, JP
Mr Vincent LO, BBS, JP
Ms Nansun SHI

Ms Ada WONG, JP

Committee on Museums

Mr Tony CHAN
Mr Richard KAN
Dr KWOK View

Government Officials

Home Affairs Bureau

Ms Esther LEUNG, Deputy Secretary for Home Affairs (3)

Mr Vincent FUNG, Principal Assistant Secretary (WKCD)1
Mr Danny LAU, Principal Assistant Secretary (WKCD)2

Mr Peter KWOK, Principal Assistant Secretary (Culture) 2
Miss Susanna SIU, Assistant Secretary (WKCD)1 (Designate)
Mrs Candy Yeung, Assistant Secretary (WKCD)1 (Secretary)

Annex_Page 69



Leisure and Cultural Services Department

Mr CHUNG Ling-hoi, JP, Deputy Director (Culture)

Mr HO Kam-chuen, Chief Curator (Heritage & Museum Services)
Mr TANG Hoi-chiu, Chief Curator (Art)

Ms Evita YEUNG, Curator (Conservation)3D Objects

Mr Albert LEE, Chief Manager (Film & Cultural Exchange)

Ms Angela TONG, Head (Film Archive)

Absent with apology
Museums Advisory Group
Mr Benny CHIA

Mr Oscar HO

Ms LO Kai yin

Dr Peter WONG, BBS, JP
Dr Philip WU, BBS, JP
Mr Wucius WONG

Mr YEUNG Chun-tong
Mr Rocco YIM

Mr YIM Shui-yuen
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Briefing by Ms Kate Brennan, Chief Executive Officer of
Federation Square Pty. Ltd.

Date 11 July 2006

Time 2:30 p.m. — 4:30 p.m.

Venue : Conference Room, Home Affairs Bureau,
25/F, Wanchai Tower, Wan Chai

Attendants see Appendix

Background of Federation Square

The Federation Square (“Fed. Sq.”) was a highly integrated
multi-interest space. It was mooted when a desire for a
public square in Melbourne was seriously contemplated. Its
site, at the heart of Melbourne, was formerly a busy centre of
water and rail transport. It was therefore a drastic
re-configuration of the old space to make way for culture and
civic uses. Its architectural design, although remarkable as
reputed, was very arbitrary and controversial especially on its
un-compatible design to the heritage nearby.

The Fed. Sq. project commanded great support from the
government and community, which was reflected by the
acceptance of the substantial increase of budget and delay of
project, i.e. the budget rose from AUS $128M to $450M and
the project was delayed by a couple of years.

Although the Fed. Sq. and the WKCD shared similarities in
their framework, the current set up of the square was
actually the outcome of a gradual evolution of different
concepts of free expressions of cultural identity, rather than a
rational pre-planning.
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Organization

4.  The Fed. Sq. was a corporation company holding the title for
the land which was affected at the will of Government and the
city. The company was wholly owned by the state trustees
which were represented by a minister of Government, who
was currently the Treasurer. Technically, the single shares
of the title were held by representatives of Government.

5. The Fed. Sq. had 26 staff members, four of whom were
contractors. Although the company was small, it was
flexible. The board of the Fed. Sq. had four members whom
were appointed by the Minister. The Board met nine times a
year to discuss routines, financial performance, corporate
plan etc.

Business Plan

6. The Fed. Sq. was currently developing its business plan with
an aim to be seen as international contemporary world site
and at the same time, a constant attraction to local
community and a place belonged to the whole community.

7. Working towards a multi-cultural community, building up
strong leadership and developing partnership for projects
were important goals of the Fed. Sq. For instance, it
encouraged individual artists to utilize the space for their
creative works and the public to come to experience the arts.

8. The major characteristics of the Fed. Sq. and the reasons for
the success of the square were:

- Close collaboration amongst the institutions achieved;
- Service excellence at every level pursued,;

-  Environmental sustainability, creative sustainability
and financial sustainability achieved,;
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One of the major challenges ahead currently was the city edge
development site which was about 6 hectares in size, for
development into a complementary site for Fed. Sq. with
much focus on private uses.

Financial Aspect

10.

11.

12.

The Fed. Sq. was a small entity from a financial point of view,
with a turn over of about AUS $20M and a small cash
surplus.

It received no recurrent funding from Government although it
was required to manage and develop a half a billion dollars of
public asset. The operation revenue had to, therefore, reply
solely on commercial and cultural tenancy revenue, and
sponsorship. As a result, achieving financial sustainability
was one of their major concerns of Fed. Sq.

The financial model of Fed. Sq. was a mix of cultural and
commercial activities. It had both upside and downside.
To make the model successful, the Fed. Sq. had to ensure
that the cultural and commercial institutions were operating
successfully and the institutions to fully interacting with
each other, and to communicating with the management.

Operation

13.

The operation problems of the Fed. Sq. included practicable
problem arising from architecture and design, e.g. not
enough commercial floor space (7 000 m? at present,
1 000 m? would be adequate); confusion to visitors created by
the many lane ways around the square etc.
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14.

15.

16.

17.

The Fed. Sq. was operated 24 hours a day in high standard.
It organised 1 500 events annually, representing 4-5
activities a day.

There were 34 different tenancies on the site, 6 of which were
non-profit and the rest were retails, food and beverages etc.
managed by individual owners / managers.

Until January 2006, about 80% of the activities in the public
space were organised by third party organizations. Now that
there were 35 % of the activities run by the proprietor of Fed.
Sq. which had adopted a pro-active approach in running the
square recently. The CEO did not expect the proprietor to do
more than 50% of the activities.

Political bodies were allowed to use the public space of the
square for protest, rally etc. on condition that the activities
were conducted legally and in a safe way.

Visitation and Statistics

18.

19.

The total visitation since the opening of the square four years
ago was 3 million. Although it had a short history, the Fed.
Sq. had already been regarded as a popular meeting place of
the local community and had won 50 awards.

30% of the people in Victoria hated the architecture of Fed.
Sq., same percentage loved the architecture, and more than
80% liked to come to Fed. Sq. to enjoy the activities.
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20. Composition of visitors:
- 50% were local Melbourne people (who would revisit the
square);
- 20% from the State;
- 14% from other parts of the country; and

- About 17% from overseas.

No significant change of the composition since the opening of
the Fed. Sq.

21. More than 80% of the population of the State visited the Fed.
Sq. in the past 12 months. Most of the visitors came for live
broadcast of World Cup soccer matches, not cultural

facilities.

22. The Fed. Sq. was one of the top three attractions to foreign
visitors to Victoria.
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Appendix

List of Attendees

Museums Advisory Group
Hon Victor LO, GBS, JP (Convenor)
Mr Benny CHIA

Ms Jane DEBEVOISE

Mr Oscar HO

Ms Claire HSU

Mr Andrew LAM

Mr Freeman LAU, BBS

Mr Vincent LO, BBS, JP
Prof David LUNG, SBS, JP
Ms Nansun SHI

Ms Ada WONG, JP

Mr Rocco YIM

Government Officials

Home Affairs Bureau

Ms Esther LEUNG, Deputy Secretary for Home Affairs (3)
Mr Vincent FUNG, Principal Assistant Secretary (WKCD)1
Mr Danny LAU, Principal Assistant Secretary (WKCD)2

Mr Peter KWOK, Principal Assistant Secretary (Culture) 2

Miss Susanna SIU, Assistant Secretary (WKCD)1 (Designate)
(Secretary)

Mrs Candy YEUNG, Assistant Secretary (WKCD)1

Leisure and Cultural Services Department

Mr CHUNG Ling-hoi, JP, Deputy Director (Culture)
Ms Alice TSANG, Curator (Conservation) 2D Objects
Ms Evita YEUNG, Curator (Conservation) 3D Objects
Ms Eve TAM, Curator (Art) Modern Art
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Absent with apology

Museums Advisory Group

Dr David CLARKE

Ms Sabrina FUNG

Mr Tim LI

Ms LO Kai-yin

Mr Wucius WONG

Dr Peter WONG King-keung, BBS, JP
Dr Philip WU Po-him, BBS, JP

Mr YEUNG Chun-tong

Mr YIM Shui-yuen
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Briefing by Ms Yuko HASEGAWA, Chief Curator, Museum of
Contemporary Art, Tokyo

Date : 12 July 2006
Time : 11:25 a.m. — 1:25 p.m.
Venue : Conference Room, Home Affairs Bureau,

25/F., Wanchai Tower, Hong Kong
Attendees :  see Appendix

Background of the 21st Century Museum of Contemporary Art,
Kanazawa (“Kanazawa Museum”)

1. 100 architects took part in a competition on the design of the
Kanazawa Museum. The winner had successfully integrated
open space and closed areas (such as museum and library) in
one building.

2. The Kanazawa Museum opened in 2004. It composed of an
art museum, a library, a theatre, a studio, a museum shop, a
conference room and many showrooms.

3. There was minimum number of walls in the Museum, which
allowed the general public more space to appreciate arts.
Besides, there was a Japanese style garden inside the
museum, which made the museum as a linking space for
people.

4.  The theatre had about 100 seats, which could have flexible
arrangement for different kinds of functions and activities.

5. A small “swimming pool” located at the entrance provided
visitor a home feeling. Visitors would like to have more direct
interaction with the artwork by themselves and were likely
attracted to visit the Museum if they were allowed to create
their own experience.
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Operational Information & Visitation of the Kanazawa Museum

6. The Museum was operated by a Director who oversaw a
general affairs section, a curatorial section and a
communication section.

7. The Kanazawa Museum built up their collections five years
before its opening. The Museum focused on the artworks that
were made in 1980s and 1990s as they were more affordable.
The Museum had about 200 items of collection up to the
moment.

8. About 60 pre-events were held five years before the opening of
the Museum to educate the audience. The events were held at
different places from the city, such as temple, teahouse &
mini cinemas.

9. The Museum invited different curators to organise a number
of small-scale exhibitions for the local community to educate
them on “Art is for our life” and “We can live with art”.
Post-discussions (which were facilitated by scientists,
psychologists or socialists) were also held for each exhibition.
The facilitator shared their views on the artwork with the
participants and listened to their comments. All these
activities were well received by participants.

10. Besides, the Museum invited a young designer to design the
uniform for security guards in the Museum to create a new
and good-looking image at work. A famous singer in Western
Europe was also invited to compose a song for promoting the
Museum’s branding.

11. The mounting cost for a car exhibition was about US$1.2M.
The exhibition had about 17 000 visitors in two months
period. It would likely attract more visitors if the exhibition
would extend for 2-4 months.
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12.

There were about 2 million visitors for the Kanazawa Museum
since its opening. About 50% of them were from places other
than Kanazawa.

Background of the Museum of Contemporary Art, Tokyo (“Tokyo

Museum”)

13.

14.

The Tokyo Museum was opened in March 1995. It
presented a great number of important exhibitions to local
and international visitors. The Museum had presented
artworks selected from 3 800 works in the historical
permanent collections, in order to provide visitors a
systematic understanding on the development of
contemporary art.

Apart from exhibition programmes, the Museum also
organised various outreach and educational programmes for
children and parents. There was an information center, an
auditorium with 120 seats, a library and a workshop in the
Museum.

Operation & Visitation of the Tokyo Museum

15.

16.

17.

The Museum was operated by a Director who oversaw an
administrative department and a curatorial department.

There were about 300 000 paid visitors for the Museum last
year while one-third of them had visited the exhibition on
permanent collections.

For the latest exhibition “Collection of the Foundation Cartier
pour l’'art contemporain” from April to July 2006, there were
about 74 000 visitors joining various kinds of programmes.
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18. A museum of contemporary art would generally need a lot of
financial support from public funding. In Tokyo, people
could easily see different interesting arts on street. It was
quite difficult to attract them to visit contemporary art in a
museum. In order to attract more visitors without incurring
much cost, the Museums did a lot of proactive collaborative
works with local artists (e.g. re-organization of some
programmes to suit local artists’ needs). In addition, it
sought extra funding resources and explored the possibility
to mix the existing artwork collections with other art forms.

View on the Scope and Operation of a Museum of Contemporary
Art (“MOCA”)

19. There were three essential elements for a MOCA: (a) archive
and memory; (b) communication; and (c) inspirational &
spiritual sharing. On (a), it was important for MOCA to show
the history of art development for a specific region. On (b), a
museum should produce its own programme as well as to
pass on an artistic idea to audience so as to educate the
visitors especially the younger generations, and to enhance
the experience sharing between local and international
curators. On (c), music played an important element for a
programme in MOCA. Information and sound should be
everywhere inside MOCA.

20. Internet was a good channel to promote the exhibitions in a
museum and build up branding. Most people would be
curious to know what new elements would be available in a
museum via internet. Branding was not only important in
the commercial world, but also for the creative industry.

21. Basically, people were not just coming to visit a place, but
also to share their feeling and idea about human beings with
each other. A museum was just a media to promote the
concept of contemporary living to people and therefore it
should create its own character.

Annex_Page 81



22.

A museum should pay more attention to selecting its
artworks. For the preparation work, it must be conscious of
how the artwork would be presented in the museum and how
the people would react to the artwork. Furthermore,
stimulation and imagination that inspired by the artwork
were also important.

Views on the West Kowloon Cultural District (“WKCD?”) Project

23.

24.

25.

26.

Regarding the four original proposed museum themes for
WKCD, it was considered there were already target markets
for Ink Art and Moving Image, so they should be ready to
build up their own museums in WKCD. However, it would
not be easy to make a difference between Design and
Contemporary Art. Therefore, it might be more practicable if
Design could be part of Contemporary Art so that more
dialogue and interaction would take place between these two
art forms.

Hong Kong is famous for its multi-national qualities with a
mixture of Western and Chinese culture. A Museum of
Contemporary Art in Hong Kong should be able to connect
these concepts together with a unique character. However,
considerations should be given to the preparation for building
up the collections so that people could enjoy visiting the
Museum.

As different artworks would have different life spans, a
museum of contemporary art would be more flexible than a
museum of modern art.

A modern museum in Munich would be a good reference to
demonstrate how contemporary art interface with design.
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Appendix

List of Attendees

Presenter

Ms Yuko HASEGAWA, Chief Curator, Museum of Contemporary
Art, Tokyo

Museums Advisory Group

Hon Victor LO, GBS, JP (Convenor)
Dr David CLARKE

Ms Jane DEBEVOISE
Ms Sabrina FUNG

Mr Oscar HO

Ms Claire HSU

Mr Andrew LAM

Mr Freeman LAU, BBS
Mr Tim LI

Mr Vincent LO, BBS, JP
Mr Wucius WONG

Mr YEUNG Chun-tong

Committee on Museums

Mr Tony CHAN
Mr Stephen C.M. SY, JP

Government Official

Home Affairs Bureau

Ms Esther LEUNG, Deputy Secretary for Home Affairs (3)
Mr Vincent FUNG, Principal Assistant Secretary (WKCD)1
Mr Danny LAU, Principal Assistant Secretary (WKCD)2
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Miss Susanna SIU, Assistant Secretary (WKCD)1 (Designate)
Mrs Candy YEUNG, Assistant Secretary (WKCD)1 (Secretary)

Leisure and Cultural Services Department

Mr CHUNG Ling-hoi, JP, Deputy Director (Culture)
Mr TANG Hoi-chiu, Chief Curator (Art)

Absent with apology

Museums Advisory Group

Mr Benny CHIA

Ms LO Kai yin

Prof David LUNG, SBS, JP
Ms Nansun SHI

Ms Ada WONG, JP

Dr Peter WONG, BBS, JP
Dr Philip WU, BBS, JP

Mr Rocco YIM

Mr YIM Shui-yuen
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Annex 9

Consultative Committee on the Core Arts and Cultural
Facilities of the West Kowloon Cultural District

Museums Advisory Group

Report on the
Duty Visit to Major Overseas Museums

Period: 17 - 25 July 2006
Destinations: Paris - Centre Pompidou
- French Ministry of Culture
- Quai Branly Museum
London - Tate Modern
- Design Museum
New York - Museum of Modern Art

- P.S.1 Contemporary Art
Centre

San Francisco - Asian Art Museum
- Exploratorium

- San Francisco Museum of
Modern Art

- de Young Museum

MAG Delegates: Hon Victor Lo, GBS, JP
(Convenor)

Ms Jane Debevoise
Ms Claire Hsu
Report prepared by: Mr Vincent Fung, PAS (WKCD)1

I. Center Pompidou

1. Received by Mr Bruno Racine, President; Ms Kara Lennon,
Adviser and Mr Joel Girard, Adviser.
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2. Background

a. Theme

The Centre Pompidou was named after President Georges
Pompidou who wanted to create a cultural centre which
served as a center focusing on modern and contemporary
creation, where fine arts would exist alongside music,
cinema, books and audio-visual research. Therefore, it
was named as a “Centre” rather than a “Museum”.

b. Mission

To spread knowledge about all creative works from the
20th century and those heralding the new millennium.

c. Building

In 1970, an international architectural competition was
launched. It was based on a programme aimed at
achieving the objectives set by President Georges Pompidou.
The prize-winners were Renzo Piano, Richard Rogers and
Gianfranco Franchini. The building was designed on the
lines of an "evolving spatial diagram" aiming to maximize
spatial movement and flow to foster an interdisciplinary
approach.

d. Museum Composition
% The National Museum of Modern Art (“MNAM?”)
% The Public Reference Library (“BPI”)
% The Music and Acoustic Research Institute (“IRCAM”)
% The Atelier Brancusi
% The Children’s Gallery
% The Espace 315
% The Kandinsky Library

% The cinema and performance halls
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e. Governance

A statutory body with financial autonomy. Staff are not
civil servants but as employees of this body. Administered
by a Board of Directors, whose members are:

% President of the Centre Pompidou, Chairman of the
Board

X 6 representatives of the state

% 4 members of Parliament and the Senate

% Mayor of Paris

% 3 people with recognized expertise in the arts field

X% 3 representatives of the staff

The President of the Centre is nominated by the French
Minister of Culture. His term is five years, which can be
extended for another three years. For the Board of
Directors, its functions and number of Board members are
fixed by law. The Chairman of the Board of Directors
(same as President) manages and deals with the daily
operation of the Centre. The managing director, who
acts under the authority of the chairman, is responsible for
the management and administration tasks.

The Centre's units are as follows:

X Public and Educational Action Unit
% Safety and Building Unit

% Communication Unit

% Publishing Unit

% Legal and Financial Unit

% Production Unit

X Human Resources Unit

X IT Unit

The Centre also has:
% Office for audiovisual cultural action

% Digitisation office
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% Accounts office

f. Facts

Opened in: 1977, renovation in 1997 - 1999,
reopened in 2000

Area: 8 floors, 103 305 m? including
60 000 m? of public space

Staff: 1 000 with 60 curators

Collection: 60 000 works by 5 000 artists of 100
nationalities, dated the earliest from
mid-20th century before the set up of
the Centre (visitor’s notes)

Visitors: 175 million since opening
5.5 million annually
18 000 per day

Composition: 65% less than 35 years old
41% school or university students

Membership: 45,149; 45% under 26 years old

g. Visitor Information
Opening Hours: 6 days per week
(closed on Tuesdays and 1 May

11:00 a.m. — 10:00 p.m., late
opening on Thursdays until 11:00

p.m.)
Entrance Fees: Full price: € 10 (HK$ 100)
Concessions: € 8 (HK$ 80)
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Free Entrance for under 18 years
old, unemployed and on the 1st
Sunday of every month

Annual Pass: € 22 (HK$ 220)
(Students)

€ 40 (HK$ 400)
(Full price)
€ 70 (HK$ 700)

(for two people in
two years)

3. Acquisition and Loan

All acquisition work are decided and approved by the Minister
of Culture as per advice by the Acquisition Committee. The
membership comprises of art historians, collectors, gallerists
and other experts who are appointed by the Minister of Culture.
All collections are owned by the Government and the Centre
had no right to sell them out. The budget for acquisition is
about € 7 million per year. The Centre intends to acquire
more “upcoming” artworks, which are more affordable. In
addition, the Centre lobbies very hard for donation of artefacts.

Centre Pompidou adopts an active loan policy. In 2005, 3,327
artworks items were on loan to other museums (1,800 items to
international museums).

4. Finance

The Centre has an annual budget of about €100 million. 75%
of its income (about €75 million) is Government subsidy while
25% (about €25 million) is self-earned income including
admission fees, souvenirs, concessions, royalties and traveling
exhibition fees. About 90% of its expenditure [€ 90 million
(about HK$ 900 million)] is operating cost, programming cost
and acquisition cost while the rest of 10% (€ 10 million (about
HK$ 100 million)) is other expenses.
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Budget

75% Government subsidy
25% Self-earned including

- Admission fees

(includes membership fees)
- Product sales and concessions
- Publishing

- Contributions, grants,
donations

- Rental
- Fundraising

- Travelling exhibition fees,
Royalties

- In-kind contributions

- Other (financial products,
investments, ...)

Total

€ 75 million
€ 25 million
€ 8.9 million

€ 3.2 million
€ 2.5 million
€ 1.9 million

€ 1.3 million
€ 1.2 million
€ 0.8 million

€ 0.3 million

€ 5 million

€ 100 million

(HK$ 750 million)
(HK$ 250 million)
(HK$ 89 million)

(HK$ 32 million)
(HK$ 25 million)
(HK$ 19 million)

(HK$ 13 million)
(HK$ 12 million)
(HK$ 8 million)

(HK$ 3 million)
(HK$ 50 million)

(HK$ 1,000 million)

Expenditure

70 % Operating costs
- Staff cost

- Building maintenance and
security

- Utility charges

20 % Programme costs
- Production and restoration
- Acquisitions

- Communication and education

10 % Other (taxes, reserve...)

Total

€ 70 million
€ 50 million
€ 17.6 million

€ 3.5 million
€ 20 million
€ 8.7 million
€ 7 million

€ 4.4 million

€ 10 million
€ 100 million

(HK$ 700 million)
(HK$ 500 million)
(HK$ 176 million)

(HK$ 35 million)
(HK$ 200 million)
(HK$ 87 million)
(HK$ 70 million)
(HK$ 44 million)

(HK$ 100 million)
(HK$ 1,000 million)
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5. Discussion on WKCD

a. Architecture

The museum entity with an outstanding architectural
design is important. @ An impressive architecture is
intrinsically an attraction which could draw in crowds.

b. A “Complex” Concept

Centre Pompidou has three major parts, i.e. the Centre
Pompidou for Art and Culture, a library and a music center.
However, the majority of tourists visit Centre Pompidou
only whereas mainly local residents visit the library and the
music center. But legally speaking, all the facilities are
under the administration of Centre Pompidou.

For the Centre Pompidou for Art and Culture, it
accommodates lots of different art forms, departments and
operation units such as cinema and theatre. This
collaboration will generate a synergy.

It was recommended that WKCD could incorporate a
complex comprising of different art forms, like moving
image and design, or even different cultural items, except
ink. These varieties needed not be located under the same
roof but should have an institutional link among them.

c. Collections

It will be a constraint for a museum without its own
collections. The ownership of collections not only
facilitates one’s own implementation of exhibition but can
also be used to exchange for other exhibitions. Collections
loaned to foreign places can also act as a promotion
medium for the affiliated museum itself and help to gain
international prestige.
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d. Importance of Change of Content

While charming architecture can attract first visit,
constant change of content can secure repeated visits.
30% of the Centre visitors are international visitors, 30%
from Paris and 40% from other parts of France. People
perceive museums such as Centre Pompidou different from
Louvre and Versailles for they expect regular influx of new
elements in the former.

e. Programming and Connection with Creative Industry

Centre Pompidou has over 70 programmes / exhibitions
per year. All programmes have been discussed at the
Programming Committee composed of President of the
Centre, Museum Director, Library Director and Music
Research Institute Director whom would also discuss the
programmes with the curators in specialized field from
different departments. Despite a public institution status,
the Centre enjoys independence in programming.

Streams in creative industry such as advertising, design,
architecture, sound etc were inter-related parts and Centre
Pompidou has been inviting students from these streams to
present their works in the Centre.
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II. French Ministry of Culture

1. Received by Mr Jean Haussonville, Counsellor, and Ms
Mariani-Ducray, Director of the Museums of France.

2. Background

The Minister of Culture is in charge of national museums and
monuments; promoting and protecting the arts (visual, plastic,
theatrical, musical, dance, architectural, literary, televisual
and cinematographic) in France and abroad; and managing the
national archives and regional culture centres.

3. Governance

The development of French museums has been immensely
affected by the history of France. For example, the Louvre is
actually the display of collections once owned by the French
imperial family and opens to the public after the downfall of the
regime. In this connection, the majority of museums is
directly under the government and administered by civil
servants, except Centre Pompidou. In addition to the Ministry
of Culture, some other ministries, such as education and
defense, are also managing museums in France.

But when the incumbent Minister of Culture took office two
years ago, a new policy was introduced. He extended the
model of Centre Pompidou’s autonomous status to a few large
museums such as the Louvre and the Versailles and allowed
them to run autonomously as a statutory body.

In view of the input of government resources, criteria are set
forth for both operational monitoring and evaluation of
achievements. There are professional standards which apply
to museums of different scales: the larger the museum, the
stricter the requirements.
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4. Finance

Funding allocation, no matter for museums directly under
government’s control or museums operating through a
statutory body, is controlled by the government’s budget.
Museums staff are employed in accordance with civil service
terms.

€250 million (HK$2.5 billion) is usually budgeted per year for
the entire museum system including €60 million (HK$600
million) for acquisition use. However, a budget cut of 15%
was imposed recently in view of the unfavorable economic
condition. This move forced museums, especially large scale
ones operating under a statutory status, to solicit additional
funding elsewhere.

Since the concept of foundation is not common in France, the
museums tend to solicit cash donation from large corporations
and raise income from admission fees, venue rental and sale of
souvenir items. The situation is even worse for small-scale
museums which do not have the resources to seek external
sponsorship.

5. Visitation

It was pointed out that some of the museums in France were
mainly visited by tourists, such as the Louvre and the
Versailles, as the exhibits basically remain unchanged and
local people therefore did not feel the urgency to revisit these
museums frequently. In recent years, the French government
was trying to encourage more local people to pay frequent visits
to these museums.
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III. Quai Branly Museum

1. Received by Mr Stephane Martin, President.

2. Background

a. Set Up Story

When the French President Jacques Chirac assumed office
in 1995, he started to consider the setting up of a
non-Western arts museum. A piece of land close to the
Eiffel Tower was finally chosen to build the museum.

b. Theme

Quai Branly Museum features indigenous art, culture and
civilizations from Africa, Asia, Oceania and the Americas.

c. Mission

To allow the diversity of the glances on the objects, the
ethnology to the history of art, and to officially recognize
the place which occupy civilizations and the inheritance of
people sometimes kept away of the current culture of
planet.

d. Building

Built over 25 000 m? of land, the architectural concept of
this original project was by Jean Nouvel. The building
resembles a long footbridge, partly equipped with wood.
The architectural unit develops on five levels crowned by a
broad terrace, offering a seizing sight on the Eiffel and Paris.
Inside the museum, walls of glass replace the windows.
The extraordinary “living wall” (200 m long by 12 m tall) on
part of the exterior of the museum is designed and planned
by Patrick Blanc.

e. Museum Composition
% Museum entity, 25 100 m?
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% Garden, 17 500 m?2

% Vegetable frontage, 800 m?
% Theatre Claude Lévi-Strauss
% Media library

f. Governance

The Quai Branly Museum is an “administrative
publicly-owned” establishment placed under triple
supervision of the Ministry for the Culture and the
Communication, Ministry for National Education and
Ministry for Research. It is administered by a Board of
Directors, with members from the Parliament, local
communities, relevant ministries and staff representatives.

g. Facts

Opened on: 23 June 2006; collection housed in
the Louvre before, 120 works are
still exhibiting in the Louvre after
the Quai Branly Museum’s opening

Area: 25 100 m?2, 4 750 m? for permanent
collection

Collections: approximately 300 000 objects

Visitors: 151 000 visitors for the first month
of opening

Operation Cost: €6.361 million (HK$63.61 million)
(2003)

Publicity &: €1.508 million (HK$15.08 million)

Development Cost (2003)
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h. Visitor Information

Opening Hours: Tuesdays to Sundays from 10:00
a.m. — 6:30 p.m.; Thursday nights
until 9:30 p.m. and closed on
Tuesdays

Entrance Fee: Permanent Exhibition:
€ 8.5 (HK$ 85) / € 6 (HK$ 60)
Thematic Exhibition:
€ 8.5 (HK$ 85) / € 6 (HK$ 60)
One-day Pass:
€ 13 (HK$ 130) / € 9.5 (HK$ 95)

3. Strategy

A museum should not be limited to its name and the themes
chosen. Regular introduction of new elements and
time-limited exhibitions could attract repeated visitors whereas
collections are for tourists. In other words, content pluralism
and space flexibility should outweigh theme and collection in
the development of a museum’s strategy.

The strategy for Quai Branly Museum is to attract young and
frequent visitors. They therefore often take reference from
Centre Pompidou. The target is to build up a “cultural life” in
the surrounding area. @ Museum should provide holistic
“expereinces” rather than just a visit to see the collections.

4. Collections

Securing precious collections is not solely for exhibitions but
also for loans and exchanges with museum counterparts
around the world. Again, the collections on loan from other
places should not be confined to certain themes or forms only.
Museums are places to demostrate world-wide exhibits to open
up the minds of locals, rather than just showing local heritage.
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5. Architecture

Good architecture and lots of open space are crucial. It
should be attractive enough to draw visitors in the vicinity to
come close and take a rest in the area, and then visit the
museum. Quai Branly Museum well demonstrates this
principle through its spacious garden and green frontage area.
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IV. Tate Modern

1. Received by Mr Alex Beard, Deputy Director of Tate, Mr
Vincente Todoli, Director of Tate Modern, Ms Virginia Ibbott,
Head of International Council, Mr Frances Morris, Head of
Acquisitions and Mr Matthew Gale, Curator.

2. Background

a. Theme

Tate is the national collection of British art from the year
1500 to the present day.

b. Mission

Tate’s mission is drawn from the 1992 Museums and
Galleries Act, which is to increase public knowledge,
understanding and appreciation of British art from the
sixteenth century to the present day and of international
modern and contemporary art.

c. Set Up Story

In the late 1980s it became clear to Tate that its collection
had outgrown its home at Millbank. To solve this problem,
the disused Bankside Power Station, built in two phases
between 1947 and 1963, was chosen to be the new entity.
The building was converted by architects Herzog & de
Meuron. The power station consisted of a huge turbine
hall, which became a dramatic entrance area, with ramped
access, as well as an exhibition space for very large
sculptural projects. The boiler house became the galleries.
These were on three levels running the full length of the
building. The galleries were disposed in separate but
linked blocks, known as suites, on either side of the central
escalators. The Tate collection of modern art was
displayed on two of the gallery floors. The third was
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devoted to temporary exhibitions. Above the original
roofline of the power station Herzog and De Meuron added
a two-storey glass penthouse, known as the lightbeam.
The chimney was capped by a coloured light feature
designed by the artist Michael Craig-Martin, known as the
Swiss Light. At night, the penthouse lightbeam and the
Swiss Light has become a landmark.

d. Governance

A Board of Trustee under Museum & Galleries Act,
supported by a full management / programming team to
run the 4 museums under Tate, with Tate Modern and Tate
Britain as flagships. Fund-raising, sponsorship and
development were important to Tate. Therefore the top
management put a lot efforts to attract sponsors from the
commercial sector.

e. Facts
Opened in: 2000
Area: 7 floors, 34 500 m?2
Collections: over 65 000 works of art encompassing
(including the national collection of historic
Tate Modern British art from 1 500, and the national

L collection of international modern art
Tate Britain,

Tate Liverpool
and Tate St Ives)

Visitors: More than 20 million since opening
3 900 000 in 2005

Expenditure: Operation cost: &£1.82 million (04/095)
(including (HK$27.12 million)

Tate Modern,
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Tate Britain, Acquisition: £17.70 million (04/0535)
Tate Liverpool (HK$263.76 million)

and Tate St Ives)
Program cost: £52.22 million (04/095)
(HK$778.11 million)

f. Visitor Information

Opening Hours: Sundays to Thursdays, 10:00 a.m. -
6:00 p.m.
Fridays and Saturdays, 10:00 a.m. -
10:00 p.m.

Closed 24, 25, 26 December (open as
normal on 1 January)

Entrance Fees: Admission to the gallery is free.
Entrance fees charged for some
temporary exhibitions ranging from £7
(HK$101) to £10 (HK$145)

3. Collections
The 65 000 artworks are placed in a few different places.
During the opening of Tate Modern, they have to purchase new
collections, especially in the theme of modern art.

4. Funding
X About 60% from the Department for Culture, Media and
Sport (“DCMS”)

% Others from tickets, commercial sponsors, rental, etc.

5. Space
Tate Modern well demonstrates the advantage of having
abundant space which enhances exhibition flexibility.
However, they are again facing inadaquacy of space now and
becoming more selective in choosing exhibitions.

Annex_Page 101



6. Programming

A lot of programmes, especially those cater for youth and

students, are organised which largely contribute to the high

attendance.

7. Reasons for Success

Strong demand for a modern art museum from the British
community

Image building: Tate maintains a significant cultural
institute in UK

Becoming part of the public life of local people, an
impressive architectural design is determinant to ignite
sense of belonging and pay regular visits

Correct pricing policy
Uniqueness in the service
Very strong marketing work

Good programming and display policy (In a recent survey of
visitors to Tate Modern, 53% said the collection / displays
was the principal reason for their visit.)

8. Views on WKCD

Better to have statutory body to oversee the whole district
A trust fund is a must to ensure continuous funding

Whether there is a need for a museum ordinance to run
museums depends on what risk you want to avoid i.e. not a
matter of cultural policy

To have a good modern art / contemporary art museum,
must build up good connections with collectors / curators /
major business firms / academics and the museum
community i.e. to purchase good collections and secure
loans of exhibits
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V. Design Museum

1. Received by Sir Terence Conran, Founder and Ms Donna
Loveday, Head of Exhibitions.

2. Background

a. Theme

Modern and contemporary design

b. Mission

To excite everyone about design.

c. Strategic Goals

% To raise public awareness of design and architecture
through its exhibitions, website, publishing activities,
awards and advocacy

% To provide practical and inspirational training to
students, lifelong learners and educators at all levels
throughout the UK to improve their knowledge and
professional skills

% To develop new audiences, and nurture existing ones, to
broaden public understanding of design and
architecture

d. Building

The Design Museum is located in an elegant modernist
building on the River Thames by Tower Bridge with
spectacular views of the City and Canary Wharf. The
building was converted from a former 1940s banana
warehouse, which was altered beyond recognition.

e. Museum Composition

% Ground floor: admission desk, museum shop and
restroom
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X First floor:

% Design Museum:

% Second floor:

f. Governance

exhibition area

mezzanine floor, not generally,
accessible space to public, for
special use or hiring

exhibition area and education
centre

The Design Museum is a registered charity and a company
limited by guarantee. It is governed by a Board of
Directors. The Director of the Museum reports to the

Board. Design Museum Enterprises Limited is the trading

arm and wholly owned subsidiary of the Design Museum.

It undertakes retail and corporate hospitality activities.

g. Facts
Opened in:
Area:
Collection:
Visitors:

Operation Cost:

1989

2 floors, small museum
no permanent collections
over 250 000 in 2005
£1.96 million (2005)
(HK$29.17 million)

Publicity & Development: £0.28 million (2005)

Cost

h. Visitor Information

Opening Hours:

Entrance Fees:
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(HK$4.15 million)

Daily 10:00 a.m. — 5:45 p.m.
Open on all bank and national
holidays, except 25 & 26 December

adults £7 (HK$101)

students and concessions £4



(HK$58)

Free for under 12

3. Collections and Exhibitions

Own a small amount of collections only but they change
exhibition once in a few months in order to attract visitors to
visit frequently.

4. Funding
% Department for Culture, Media and Sports: 25%
(non-recurrent funds on projects only)
X Tickets: 25%
% Rental (bookshop / bar / restaurant): 25%
X% Sponsorship / Events: 25%

5. Commercial Events

Deemed to be a site with potential to organise commercial
events.

6. Plan for a New Building

In view of the space constraints, they were planning to move to
a larger building close to Tate Modern.

7. Views on WKCD
A statutory body to oversee the whole district of WKCD was

advisable.

Raising public awareness of the importance of the themes in
the museum is also important.
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VI.

The Museum of Modern Art, New York

Received by Mr Peter Reed, Senior Deputy Director for
Curatorial Affairs.

Background

Theme

Modern art

Mission
The encouragement of an ever deeper understanding and

enjoyment of modern and contemporary art by the diverse
local, national, and international audiences that it serves.

Building

This new building nearly doubles the space for Museum of
Modern Art’s (“MoMA”) exhibitions and programmes.
Designed by Yoshio Taniguchi, the new MoMA features
58 529 m?2 of new and redesigned space. A new gallery
building on the western portion of the site houses the main
exhibition galleries and the Museum's first stand-alone
Education and Research Center on the eastern portion of
the site provide more space for classrooms, auditoriums,
teacher training workshops, and the Museum's expanded
Library and Archives. These two buildings frame the
enlarged Abby Aldrich Rockefeller Sculpture Garden.

Governance

Administered by a Board of Trustees and supported by a
Director with his management team.

Facts

Opened in: 1929 as an educational institution; a
recent extensive renovation in 2002 and
reopened in 2004
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Area:

Staff:

Collection:

Visitors:

Operation Cost:

Program &
Exhibition Cost

58 529 m?

800

Include 150 000 paintings, sculptures,
drawings, prints, photographs,
architectural models and drawings, and
design objects. 22 000 films, videos,
and media works, as well as film stills,
scripts, posters and historical
documents

2.67 million from November 2004 to
November 2005

US$70 million (HK$546 million)

US$21 million (HK$163.8 million)

f. Visitor Information

Opening Hours:
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Saturdays 10:30 a.m. — 5:30 p.m.

Sundays 10:30 a.m. — 5:30 p.m.
Mondays 10:30 a.m. — 5:30 p.m.
Tuesdays Closed

Wednesdays 10:30 a.m. — 5:30 p.m.
Thursdays 10:30 a.m. — 5:30 p.m.

Fridays 10:30 a.m. — 8:00 p.m.
Closed on Christmas day and
Thanksgiving Day

- Entrance Fees: Adults $20 (HK$
156)

- Seniors: $16 (HK$ 125) (65 and over



with ID)

- Students: $12 (HK$ 94) (full-time
with current ID)

- Children: Free (sixteen and under)

- This policy does not apply to children
in groups

- Members: Free

- Admission is free for all visitors
during Target Free Friday Nights,
sponsored by Target, every Friday
evening, 4:00 p.m. — 8:00 p.m.

3. Theme and Staffing

Though emphasizing on “modern art”, there are a lot different
themes under the roof of MoMA.

It may not be necessary to draw a distinction between modern
art and contemporary art, as the timeline changes from time to
time.

For the selection criteria of design artefacts inside a modern art
museum, the aesthetic side should be emphasized instead of
other practical values.

4. Collections

Collections are not solely for in-house display. It should be of
extensive use in helping a museum to build image
internationally. MoMA continues its world-wide parade of
exhibition by continual exchange of collections with other
museums during its renovation period. The traveling
exhibitions also enhance souvenir sales revenue, especially for
museum like MoMA with world-wide retail outlets.

5. Finance
MoMA’s total budget is US$ 140 million per year. Some
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40-50% is spent on operational matters and 15% on
programming and exhibitions. It also operates a very
successful art product business.

In terms of revenue, MoMA has a strong team in soliciting
donations, sponsorships and fundraising which is critical for
its continual operation. Their revenue relies on donation,
endowment fund, admission fee, membership fee, rental of
venues and retail etc. Government funding is minimal.

6. Use of Space

MoMA well demonstrates the advantages of a spacious entity
and flexible use of space. The configuration of movable walls
and partitions allow enormous choices of exhibition without
space constraint.

7. Affiliation with P.S.1

MoMA formalizes its affiliation with P.S.1 Contemporary Art
Center in January 2000. The principal objective of MoMA's
partnership with P.S.1 is to promote the enjoyment,
appreciation, study, and understanding of contemporary art to
a wide and growing audience. Collaborative programmes of
exhibitions, educational activities, and special projects allowed
both institutions to draw on their respective strengths and
resources and to continue shaping a cultural discourse (See
part VII below).

8. Views on WKCD

A museum’s theme affects aspects such as presentation or
collection oriented, staffing strategy, budget of expenditure and
space requirement.

The selection and grouping of themes largely depend on the
local circumstances.
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VII. P.S.1 Contemporary Art Centre

1. Received by Ms Alanna Heiss, Director of P.S.1.

2. Background

a. History

PS1 was a public school from 1893 - 1963. The Institute
for Contemporary Art and Resources, later P.S.1
Contemporary Art Center, was founded in 1971 as a
non-profit organization dedicated to the transformation of
abandoned and underutilized buildings in New York City
into exhibition, performance, and studio spaces for artists.
In June 1976 the 83-year-old building opened its doors
again, but became a space devoted to contemporary art.

b. Theme and Mission

Devoted to the production, presentation, interpretation and
dissemination of the work of innovative artists in all media,
fostering creativity and uninhibited artistic exploration.
P.S.1 aims to provide an engaging environment for artists;
to inform, inspire, and challenge its audiences; to actively
attract new audiences; and to be an accessible resource
that elevates the role of art in contemporary culture.

c. Building

It is not housed in a new and current form of architecture
but in a refurbished schoolhouse built in 1893. It thriftily
resides in the educational facilities which lend it its name,
Public School 1.

d. Governance

Led by a Board of Directors with a management team as
follows:
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Directors Office
Administration

Exhibitions Department

Development Department

Finance Department

Curatorial Department

Visitor Services

e. Facts

Opened in:

Area:

Exhibition:

1971

2 floors, 12 500 m? exhibition space
including 2 000 m? of which is
courtyard

Currently 8 separate exhibitions and
over 50 installations and artist projects

f. Visitor Information

Opening hours:

Entrance Fees:

3. Theme

12:00 p.m. to 6:00 p.m., Thursdays
through Mondays

Closed on Thanksgiving, Christmas
and New Year’s Days

US$5.00 suggested donation

US$2.00 for students and senior
citizens; free for MoMA members and
MoMA admission ticket holders

P.S.1 allows calculated risk and flexibility to try new ideas out.
In view of its location, scale, background and orientation, it
affords less qualified and experimental exhibitions from young

artists.
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They also reveal that the investment is high in modern art
display which often involves a great deal of modern technology.
This should be taken into consideration in terms of costing
calculation.

4. Staffing

Fewer curators are needed (4 out of 19 staff) due to the focus on
exhibition space and the small entity.

5. Affiliation to MoMA

Being one of the satellite institutions of MoMA, the affiliation is
mainly built upon the aspects of finance and administration.

6. Finance

The annual expenditure budget is about US$5 million. More
than US$3 million comes from fund raising. Operations and
programmes of P.S.1 are supported by the P.S.1 Board of
Directors, the New York City Department of Cultural Affairs,
The Office of the President of the Borough of Queens, The
Council of the City of New York, the National Endowment for
the Arts, and the New York State Council on the Arts.
Additional funding is provided by individuals, foundations and
corporate contributions.

Since P.S.1 receive government subsidy, they in return
conduct programmes for educational purpose for schools.
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VIII. Asian Art Museum

1. Received by Dr Michael Knight, Senior Curator of Chinese Art
and Deputy Director of Strategic Programmes and Partnerships,
Doria Leong, Director of Development, Mark McLoughlin, Chief
Operating Office, Tim Hallman, Director of Marketing and
Communications, Amory Sharpe, Director of Institutional
Partnership and Akiko Yamazaki, Trustee, Co-Chair of
Strategic Planning Committee.

2. Background

a. History

The Asian Art Museum (“AAM”) was established in 1966
when Mr Avery Brundage donated over 5 000 pieces of
Asian art collections to the city of San Francisco. It was
moved to the present venue in 2003.

b. Theme and Mission

To lead a diverse global audience in discovering the unique
material, aesthetic, and intellectual achievements of Asian
art and culture.

c. Building

The building was constructed through the rehabilitation
and adaptive reuse of the city’s former Main Library under
the direction of Italian architect Gae Aulenti after the
destruction caused by the 1989 earthquake. The building
was a 1917 Beaux Arts-style building recognized as one of
San Francisco’s most important historic structures. The
museum is approximately 18 500 m2. The new Asian Art
Museum opened on 20 March 2003.

d. Museum Composition

% 2 900 m? of gallery space for collection display on second
and third floors
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% 8350 m? of gallery space on the museum's ground floor
dedicated to temporary exhibitions

% Education Resource Center on the ground floor, allowing
visitors to drop in and view videos, listen to audiotapes,
and check out other resources

% Samsung Hall, located at the center of the building, is
used to showcase live demonstrations, hands-on art
activities, and self-paced learning activities

X% 3 multi-purpose classrooms to support the wide range of
educational and cultural programmes

e. Governance

The Asian Art Commission is responsible for the
determination of policy for and the administration of the
Asian Art Museum of San Francisco. The Commission
consists of 27 members, nominated by the Commission but
subject to the Mayor’s approval. Commissioners serve a
three-year term which may be renewed for a second
consecutive term. Exceptional circumstances permit
renewal for a third term.

At the time the Asian Art Museum was formed, upon the
significant donation of art collections from Mr Avery
Brundage, the Asian Art Museum Foundation was
established as the private fundraising arm of the Museum.

Commissioners and Foundation Trustees work together for
the benefit of the Museum, frequently serving on each
other’s committees.

f. Facts
Opened in: 1966
Area: 18 500 m?
Stalff: There are about 200 staff covering

development, registration, facilities
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Collection:

Visitors:

Membership:

g. Visitor Information

Opening Hours:

Entrance Fees:
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operation and security

Approximately 16 000 objects
ranging from tiny jades to
monumental sculptures of stone,
bronze, wood and other materials,
paintings on screens, hanging
scrolls and other formats, porcelains
and ceramics, lacquers, textiles,
furniture, arms and armor, puppets,
and basketry

More than 400 000 visitors during
the first full year (2003 - 2004) of
operation, a high percentage of
tourists visited the museum during
summer holidays

21 000

Tuesdays through Sundays 10:00
a.m. to 5:00 p.m. with extended
evening hours every Thursday until
9:00 p.m.

Closed on Mondays, major holidays
(New Year’s Days, Thanksgiving and
Christmas), and during certain large
scale Civic Center Events

Adults $10  (HKS 78)
Seniors $7 (HK$ 55)
65 and older with ID

College students $6 (HKS$ 47)

with ID and youth ages 13 through



17
Children 12 and under, Free

Museum Members, and SFUSD
students with ID

Thursday evenings $5 (HK$ 39)

after 5:00 p.m. for all visitors except
those under 12 and members

"Target Tuesdays" courtesy of Free

Target Stores on the first Tuesday of
every month

3. Collections and Exhibitions

AAM is a traditional museum with a standardized collection on
display and a few galleries displaying different thematic
exhibitions. There are a number of galleries inside AAM.
Visitors can walk through from one gallery to another which is
a journey in Asia from West to East. The biggest part of the
collection was from China. There are 11 000 Chinese objects
available for display. Nevertheless, visitors from different
countries may feel that there are not enough collections of their
particular country. It is always a challenge for the museum
on how to maintain a balanced collection.

The permanent collection of the museum has a special mission
for the audience. It would attract tourists if they know about
the collection. It also helps advancing the San Francisco
public along the route of understanding and awareness of
Asian art.

Apart from private donations, the museum curators work with
a small group of collectors to borrow their collections on a
regular basis. They work with the collecting community
closely and keep them involved in the museum.

According to marketing surveys, most of the visitors come to
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AAM for special exhibitions rather than permanent collections.
Therefore, AAM puts lot of resources in organising special
exhibitions.

The total exhibition space of the museum is about 3 750 m?, of
which about 2 900 m?® is for permanent collection and 850 m?
for special exhibitions. Therefore, the museum requires “big
black box” for storage of collection. It is suggested that for
planning purpose, the size of the “big black box” should be
about 1 200 m®. According to survey results, the audience
usually spent about 1.5 hour in a museum. It may be a
problem if the museum is too big in size. In addition, people
tend to go to one museum per trip per day. Therefore, if there
are several big exhibitions at different museums at the same
period of time, the museums would compete with each other
for visitors.

4. Programming

The museum conducts a lot education programmes e.g.
student and teacher tours and school group visits.

5. Finance

The budget for AAM in the fiscal year 2005-06 was $16 million
(HK$124.8 million). Of which, 34% came from City and
County of San Francisco, 64% were from private contribution
and earned income. The collections of the museum and the
building belong to the City of San Francisco. 10% of the
museum’s revenue comes from admission fee. Nevertheless,
attendance is very important, as high attendance would attract
sponsorship from large corporations.

The museum works closely with a number of large foundations,
which supports AAM financially and in organising exhibitions
and educational programmes.
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AAM puts effort in developing corporate partners. These large
corporate partners are mainly concerned about what kind of
exposure they could get by supporting the museum
programmes.

6. Views on WKCD

There are a number of very interesting museums in Hong Kong
which form a good representation. There may be a need to
conduct some strategic planning to facilitate a good start for
working out some balancing and complementing themes for
the new museums in WKCD.

It is considered that having separate museums of different
themes would not be successful in San Francisco but it may be
feasible in Hong Kong.
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IX. Exploratorium

1. Self visit without reception.

2. Background

a. Theme

The Exploratorium is a museum of science, art, and
human perception founded in 1969. A museum as
“educational center”. It provides access to, and
information about, science, nature, art, and technology.

b. Mission

The Exploratorium's mission is to create a culture of
learning through innovative environments, programmes,
and tools that help people nurture their curiosity about the
world around them.

c. Building

The Exploratorium occupies 11 000 m? within San
Francisco's historic Palace of Fine Arts, a vacant remnant
of the Panama-Pacific International Exposition of 1915,
plus offices and exhibit-building shops in adjacent Presidio
Buildings.

d. Museum Composition

% Multimedia Learning Center with library
X% nine wired classrooms

% life science laboratory

X% Phyllis C. Wattis Webcast Studio

% 150-seat McBean Theater

e. Governance

Led by a Board of Directors and an Advisory Council.
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f. Facts
Opened in:

Area:

Staff:

Collection:

Visitors:

Membership:

g. Visitor Information

Opening Hours:
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1969

11 000 m?

412

650 original interactive exhibits,
displays, and artworks have been
designed, prototyped, and built on
site, with currently 400 on view

530 000 people annually visited the
Exploratorium

- 51% of visitors were adults and
499% are children

- 30% were from the Bay Area, 28%
from the rest of California, 31%
from other states, 11% outside
U.S.

- 128 800 students and teachers
visited on school field trips each
year

10 000 individuals and families

Open Tuesdays through Sundays
10:00 a.m. to 5:00 p.m.

Closed Mondays (Except Martin
Luther King Day, President's Day,
Memorial Day and Labor Day)

Closed on Thanksgiving, Christmas
Eve at 3:00 p.m. and Christmas Day



Entrance Fees:
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Adult (18-64): $13.00 (HK$ 101)
Student (over 18 with ID) /
Seniors (65+): $10.00 (HK$ 78)
People with Disabilities:

$10.00 (HK$ 78)

Youth (ages 13-17):

$10.00 (HK$ 78)

Children (ages 4-12):

$8.00 (HK$ 62)

Children (3 and under): Free
Tactile Dome: $16.00 (HK$ 125)

(7+; general admission included)



X. San Francisco Museum of Modern Art

1. Self visit without reception.

2. Background

a. Theme

Modern and contemporary art

b. Mission

The Museum strives to engage and inspire a diverse range
of audiences by pursuing an innovative programme of
exhibitions, education, publications, and collections
activities. International in scope, while reflecting the
distinctive character of the region, the Museum explores
compelling expressions of visual culture.

c. Building

In January 1995, San Francisco Museum of Modern Art
(“SFMoMA”) opened a new museum facility of 22 500 m2, in
the burgeoning South of Market district, designed by
renowned Swiss architect Mario Botta in the tradition of
Modernist design.

d. Museum Composition
% four floors of galleries

% 280-seat Phyllis Wattis Theater that accommodated
lectures, symposia, seminars, film presentations and
performances

% The Schwab Room, a multiple-use event space
% 700 m? Koret Visitor Education Center

% Museum library

X% one classroom with seating capacity for 100

¥ conservation studio
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e. Governance

Overseen by a Board of Trustees.

f. Facts
Opened in: 1935
Area: 22 500 m?2
- 5 000 m? were dedicated to
galleries
- three very large galleries of
approximately 750 m?2 each
- over 20 galleries ranging from 50
to 350 m?2
Collection: 23 861 works
Visitors: 768 483 in 2004
Membership: 57 000 in 2004
Operation Cost: US$ 20.76 million (2004)
(HK$ 161.93 million)
Publicity &: US$13.14 million (2004)

Development Cost (HK$ 102.49 million)

g. Visitor Information
Opening Hours: Mondays — Tuesdays: 11:00 a.m. —

5:45 p.m.
Closed on Wednesdays
Thursdays: 11:00 a.m. —
8:45 p.m.
Fridays — Sundays: 11:00 a.m. —
5:45 p.m.
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Entrance Fee:

3. Configuration

SFMoMA is located

Closed on New Year's Day, Fourth of
July, Thanksgiving, and Christmas

Closed at 4:45 p.m. on Christmas Eve
and New Year's Eve

Open the Wednesday between
Christmas and New Year's Day

Adults:
$12.50 (HK$ 98)

Seniors (62 years and older):
$8.00 (HK$ 62)

Students (with current ID):
$7.00 (HK$ 55)

Members and children under 12 and
accompanied by adults:

Free

Thursday evenings

(6:00 p.m. — 9:00 p.m.): Half-price
admission

First Tuesday of each month:

Free

in a new building. The venue

configuration shows that they value architecture, space and a

lively environment for display, which could attract many young

audiences.
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XI. de Young Museum

1. Received by Ms Elisabeth Cornu, Head Conservator.

2. Background

a.

Theme
Fine Arts

Mission

The Fine Arts Museums of San Francisco have rendered a
century of public service in the arts with a mission to
extend that service into the next century.

Building

The new de Young Museum of 29 300 m? embraces both art
and nature. On 15 October 2005, the de Young Museum
re-opened in a state-of-the-art new facility that integrates
art, architecture and the natural landscape in one
multi-faceted destination. Designed by the Swiss
architecture firm Herzog & de Meuron and Fong & Chan
Architects in San Francisco.

Museum Composition
% Permanent Collection Galleries 7 320 m?

% Temporary Exhibition Galleries 1 200 m?2

% Other Art Display Areas 1 100 m?2
% Education Areas 2 000 m?2
X% Conservation Facilities 1 320 m2
% Sculpture Garden 3 500 m?2
X% Children’s Garden 4 750 m?2
% Entry Court 110 m?2
% Auditorium / Lecture Hall 390 m?2
X Tower Observation Floor 250 m?2
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e. Governance

Administered by a Board of Trustees and an Executive
Committee together with the following management
departments:

X Administration
X Conservation
% Curatorial

% Education

X General

X Press

f. Facts
Opened in: 1895

Area: 29 300 m?

Collection: 25 000 works including art in America to
the 20th century, contemporary art, art of
the Americas, native American art, art of
Africa, art of Oceania, textiles and
photography

g. Visitor Information
Opening Hours: Tuesdays — Sundays:
9:30 a.m. - 5:15 p.m.

Fridays:
open until 8:45 p.m.

Entrance Fees: Adults $10 (HK$78)
Seniors $7 (HK$55)
Youth 13-17 and $6 (HK$47)
College students with ID and children
12 and under Free
First Tuesday of Each Month Free
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MUNI visitor discount $2 off (HK$16)
(fast pass or transfer)

School Groups and Leaders, disabled
Groups and Leaders, S.F. public /
private K-12 students with ID
Members Free

3. Reason for Success

% The architecture of de Young plays a significant role in its
success. The environment is able to convey a sense of life
enjoyment. It is spacious, with greening around and
provides some tourist facilities. People are willing to cluster
in the area. The impressive architecture also becomes a
focus for museum promotion.

% The museum is able to keep the momentum during its
closure time from 2000-2005. They keep using another
museum to organise exhibitions and take the opportunity to
do a comprehensive conservation to all collections they have.
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Observations

1. Decision on Themes to be Adopted

The selection of themes for new museums relates to a number
of factors, some of which may be subjective. For example,
some of the recently opened museums include Quai Branly
Museum which focuses on non-Western arts is attributable to
strong national collections as well as the president’s advocacy;
Tate’s decision to build a modern art museum is an outcome of
insufficient space in the Tate Gallery (now Tate Britain); Asian
Art Museum was facilitated by an American millionaire’s
donation of a considerable number of good quality collections
of Asian art to San Francisco.

2. Architecture is Important

Referencing from Tate Modern, Quai Branly Museum and de
Young, it is obvious that an impressive architectural design,
together with a spacious surrounding with sufficient indoor
area within the building, could be particularly conducive to the
development of a museum, especially in terms of boosting
attendance. The point is widely supported and advocated by
experts visited throughout the trip. An open, comfortable and
user-friendly environment could attract people to wander
around even they may not be an arts lover. The tower of de
Young illustrates an iconic feature which worth to take
reference from.

3. Flexible Configuration of Space

Centre Pompidou, Tate Modern, de Young and MoMA well
demonstrate the advantages of an entity with flexible use of
space. In view of the dynamic needs for installation and
display of art works, the configuration of usable space has
become critical to the development of a museum. In other
words, a flexible configuration of space with movable walls or
partitions that accomodate an ever-changing forms of artistic
expression is important.
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4. Strategy

The development and programming strategy as well as
orientation of the museum would have a significant impact on
cost, attendance and staffing etc. As pointed out by museum
professionals throughout the trip, a museum mainly displays
its own collections would attract tourists but a museum which
keeps an influx of time-limited new exhibitions could attract
repeat visitors, particularly from the local area. As stressed
by Quai Branly, de Young and P.S.1, new elements are
essential to keep a museum lively.

5. Significance of Collections

The proportion of a museum’s operating expenditure to be
designated to collections is an important museum
management decision, as collections should not only be
considered solely for display, but also an asset with different
purposes such as cultural exchange.

6. Funding

Museum programming which includes the organization of good
and attractive exhibitions is very expensive. In addition, itis a
world trend that Governments no longer provide substantial
funding for museums to purchase collections. Therefore, the
role of the Development Office in each museum is becoming
increasingly important. This office would have to solicit
funding, sponsorships, commercial events and donations (of
private collections/in kind sponsorships).

Secretariat, Museums Advisory Group
August 2006
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MAG Meetings

1st meeting

2nd meeting
Special meeting
3rd meeting
Special meeting
4th meeting

Sth meeting
Special meeting
6th meeting

7th meeting

8th meeting

Oth meeting

10th meeting

11th meeting
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List of Meetings Held by MAG

24 April 2006

15 May 2006

13 June 2006

4 July 2006

3 August 2006

8 August 2006

1 September 2006
8 September 2006
22 September 2006
27 September 2006
10 October 2006
20 October 2006
31 October 2006

15 November 2006
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Annex 11

Hong Kong’s Cultural Policy

Hong Kong’s cultural policy mainly refers to the policy on
culture and the arts. Our policy objective is to create an
environment which is conducive to the freedom of artistic
expression and creation, and the wider participation in cultural
activities. The policy comprises the following four major
elements:

+ respect freedom of creation and expression
+ provide opportunities for participation
+ encourage diversified and balanced development

« support environment and conditions (venues, funding,
education and administration)

This policy is in line with the core values of Hong Kong as a free,
diversified and open society.

2. The Culture and Heritage Commission (“CHC”) Policy
Recommendation Report released in March 2003 is the blueprint
of Hong Kong’s cultural policy. Our cultural policy is generally in
line with the six principles laid down by the CHC. The six
principles are -

+ people-oriented

+ pluralism

- freedom of expression and protection of intellectual property
+ holistic approach

+ partnership

« community-driven
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The elaboration of these six principles by CHC are as follows —

+ People-oriented

The development of culture cannot be separated from the needs
of the people and the community at large. The society of Hong
Kong inclines towards short-term interests and utilitarianism at
the expense of spiritual pursuit. We need a social environment
that pays due respect to culture and the arts.

+ Pluralism

Hong Kong is an international city in southern China with the
overwhelming majority of the population being Chinese. We
must assimilate the best of Chinese and other cultures, and
build a cultural environment that starts out from local culture,
is grounded in Chinese culture but pluralistic and open to the
world.

+ Freedom of expression and protection of intellectual property

These are essential conditions for the lively development of a
thriving cultural scene. Both the Government and the
community must maintain and advance the achievement of
Hong Kong in these areas.

« Holistic approach

The development of culture is closely related to many policy
areas such as education, urban planning, tourism, creative
industries, and trade and economic development. The
Government should take cultural development as an important
consideration in formulating policies.

« Partnership

The Government must allocate adequate resources on culture,
encourage community participation and establish partnership
among the Government, the business community and the
cultural sector.
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« Community-driven

In the long run, non-government organizations should take the
lead in cultural development, and the Government should
gradually reduce its direct involvement and management in
cultural facilities and activities.

3. As a facilitator, the Government will neither impose an
official definition on culture and the arts, nor influence the specific
operation of artistic creation or contents of creativity. Instead, we
are committed to upholding the freedom of cultural and artistic
creation and expression, as well as providing an environment that
keenly supports the development of culture and the arts.
Therefore, we provide platforms and support to both “high culture”
with traditional values as well as to those avant garde artistic
expressions.

4. The long tradition of Chinese culture has offered a great
treasure house for the sustained development of the artists local
culture, as well as its pluralistic and international character where
contributes to Hong Kong’s unique cultural position, ‘diversity
with identity’. Hong Kong people’s cultural identity should start
from acknowledging its local character as well as the deeply-rooted
Chinese cultural traditions. It should also possess a global vision
which is open and pluralistic. As a Special Administrative Region
of China, Hong Kong should position itself as a metropolis in China
which is most capable of bridging China and the world. It is on
this premise that Hong Kong will be able to open up new
opportunities on the cultural front and to achieve the aim of
becoming an international cultural metropolis.
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Annex 12

Key Data of the Benchmarking Museums

Centre New York Tate Modern
Pompidou MoMA
1. Site area (m?) 20 000 m*> | Not yet available 34 300 m?
2. Number of storeys 7 6 7
(excluding
mezzanine
floor)
3. Open space (m?) 10 000 m? 1 988 m? Not yet available
4. Total gross floor 103 305 m? 58 529 m? 34 500 m?
area (m?)
5. Total net exhibition 22 000 m? 11 613 m? 9 127 m?
space (m?)
6. Total net temporary 5415 m? Not yet available 1 300 m?
exhibition
space (m?)
7. Total net Not yet Not yet available | Over 2 850 m?
back-of-house space available
(m?)
8. Library / archives (a) 10 390 m? | Not yet available| Not yet available
(a) Net area (m?) (b) 371 000
(b) Collections books
9. Bookstore 3 bookstores 1 bookshop with | (see museum
(a) Net area (m?) (on levels 0, 5 | over 1 500 book shops)
(b) Themes of books | and 6) titles
10. Restaurants restaurant: 2 cafés and cafe 1:
(a) Net area (m? 1 350 m? 1 restaurant 240 seats
(b) Seats
café 2:
200 seats
restaurant
on level 7
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Centre
Pompidou

New York
MoMA

Tate Modern

2 kiosks at the
river and main
entrances

11. Total net area (m?)

of museum shops

3 000 items on
sale at the
Printemps
Design Store
(level 0O)

1 design and
book store in
MOMA building
(with over 2 000
book titles)

2 other design
stores in New

shop 1: 500 m?
shop 2: 300 m?

shop 3: 150 m?

York City
12. Auditoria and cinema 1: theatre: 2 one auditorium:
screening facilities 257 m?, 240 seats
(a) Net area (m? 326 seats auditorium:
(b) Seats cinema 2: 1125 seats
150 m?,
150 seats
auditorium 1:
440 seats
auditorium 2:
150 seats
13. Artists-in-residence N/A N/A all residences

studios

(a) Net area (m?)

(b) Number of
studios

are at Tate St

Ives
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