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Abstract 
 
This study concerns the public art museums in Singapore (Singapore Art Museum, 

National Museum of Singapore and National Gallery Singapore) and their work in the 

visual arts in Singapore. The aims are to develop an understanding of the historical 

background (from 2004 to 2008) and recent developments (from 2009 to 2013) 

regarding the work of the public art museums in the visual arts in Singapore and to 

investigate the expectations of the government and private sponsors, in reference to 

provision of sponsorship to the public art museums in Singapore. In line with this, the 

study is guided by four research questions: What is the historical background to the 

public art museums’ work in the visual arts in Singapore? What are the recent 

developments regarding the work of the public art museums in the visual arts in 

Singapore? What can we learn from the literature about the expectations of the 

government and private sponsors and the strategies and skills necessary to manage the 

expectations of the government and private sponsors? What are the expectations of the 

government and private sponsors, in reference to provision of sponsorship to the public 

art museums in Singapore? For research questions one and two, data from the National 

Heritage Board annual reports from 2004 to 2013 was collected and analysed. For 

research question three, ten key topics from the literature obtained mainly from recent 

journal articles and books focusing on the expectations of the government and private 

sponsors and the strategies and skills necessary to manage the expectations of the 

government and private sponsors are investigated. For research question four, the data 

from in-depth semi-structured individual interviews with nine museum leaders was 

collected and analysed. The findings show that during the period from 2004 to 2008, the 

public art museums organized exhibitions and public programmes to reach out to the 

community to raise their awareness of heritage, culture and the visual arts in order to 

forge a sense of rootedness. During the more recent period from 2009 to 2013, the 
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public art museums evolved in their strategies to cater to the artistic and aesthetic needs 

of the community through “blockbuster” exhibitions and stronger public programmes. 

For research question three the literature reveals that the art museums are primarily 

created as institutions that transmit information about society through exhibitions and 

public programmes. Government sponsorship is to contribute to national responsibility 

through accountability. The museum leaders are required to be effective communicators 

to demonstrate skills of negotiation to build good working relationships with the 

sponsors. Curatorial approaches assist to educate and impart learning. The private 

sponsors require visibility for the sponsorships provided. For research question four, the 

major expectations of the government sponsor are national responsibility, agreement 

terms and communication and the major expectations of the private sponsors are 

extended exhibition programming, agreement terms and negotiation.  Recommendations 

for the future work of public art museums are drawn from these findings.   

 Keywords: public art museums, visual arts, government sponsor, private 

sponsor 
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Chapter 1 
 

Introduction 
 
1.1 Aims of the Study 

The aims of this study are to develop an understanding of the historical 

background (from 2004 to 2008) and recent developments (from 2009 to 2013) 

regarding the work of the public art museums in the visual arts in Singapore and to 

investigate the expectations of the government and private sponsors, in reference to 

provision of sponsorship to the public art museums in Singapore.  

The reason for concentrating on the ten-year period, from 2004 to 2013 is that 

this period provides sufficient information on the work of the public art museums in the 

visual arts in Singapore. The exhibitions and public programmes organized during the 

historical period from 2004 to 2008 are similar to the period prior to 2004 as the public 

art museums focused on heritage, culture and visual arts exhibitions and public 

programmes. For the period after 2013, the public art museums are actively organizing 

exhibitions and public programmes similar to the period of recent developments (from 

2009 to 2013), which focus on the evolving visual arts in Singapore. The museum 

leaders use the exhibitions and public programmes as platforms for collective 

community participation. 

This study focuses on three public art museums in Singapore, namely Singapore 

Art Museum, National Museum of Singapore and National Gallery Singapore. These 

museums are actively involved in the visual arts in Singapore through the organization 

of exhibitions and public programmes. They are also actively involved with the 

government and private sponsors, in reference to sponsorships in order to organize their 

full-spectrum of exhibitions and public programmes for the artistic and aesthetic 

experiences of the community. The other public museums in Singapore are the Asian 

Civilisations Museum, the Peranakan Museum, the Singapore Philatelic Museum, the 
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Reflections at Bukit Chandu and Our Museum@ Taman Jurong. These public art 

museums are not included in this study as they are primarily focused on Singapore’s 

ancestral cultures and antiquity, Peranakan artifacts, stamps and archival philatelic 

materials, Singapore’s heritage of heroism and national collections and community 

artworks respectively. These specialist museums are not the focus of this study. The 

reasons for choosing the time periods and the selection of three public art museums are 

further discussed in chapter 2. 

1.2 Investment in the Arts and Culture 

Since the late 1990s, a lot of attention has been channelled at promoting the arts 

and culture in Singapore. Located in the midst of east and west, Singapore is well 

known for its economic achievements in the past 40 years (Advisory Council on Culture 

and the Arts, 1989). An Advisory Council on Culture and the Arts was created at the 

request of the former Deputy Prime Minister Goh Chok Tong to review the current state 

of the arts and culture in Singapore and to make recommendations that would make 

Singapore a culturally vibrant society (Advisory Council on Culture and the Arts, 1989).  

The report by the Advisory Council on Culture and the Arts identifies the 

importance of the arts as a form of personal enrichment that widens people’s minds, 

improves the quality of life, strengthens the social cohesion and contributes to the 

tourist and entertainment sectors (Advisory Council on Culture and the Arts, 1989). The 

key strategies outlined in this report are to fulfil the need to encourage more people to 

cultivate an interest in culture and the arts, to participate in art activities, to construct a 

pool of good artists, to create more modern purpose-built exhibition facilities for the 

arts, to have more artworks in public places and to promote more original Singapore 

works (Advisory Council on Culture and the Arts, 1989).  

In line with this, the National Heritage Board was formed on 1 August 1993; its 

mission was to encourage nationhood, identity and creativity through heritage and 
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cultural development. The National Heritage Board is responsible for the public art 

museums (National Heritage Board, 2013). Adding on to the 1989 Advisory Council on 

Culture and the Arts Report, the government created a Renaissance City Report in 1999, 

and its vision was to transform Singapore into an arts hub (Ministry of Information and 

the Arts, 2000).  

Since the 1990s, Singapore’s cultural policy resulted in the development of its 

arts and heritage and this led to the development of several world-class public art 

museums such as the Singapore Art Museum and National Museum of Singapore 

(Advisory Council on Culture and the Arts, 1989). In 2007, the government announced 

that the former Supreme Court would be turned into the National Gallery Singapore, 

which would be ready by 2015 (National Gallery Singapore, 2010). Since then, the 

Singapore Art Museum, National Museum of Singapore and National Gallery Singapore 

have been actively catering to the artistic and aesthetic experiences of the local and 

international communities with their numerous exhibitions and public programmes.  

The main intention of infrastructural investments in the visual arts is to make 

Singapore a successful global city for the arts that is connected with the international 

scene where the world’s talents and ideas naturally come together and multiplied 

(Ministry of Information and the Arts, 2000). In addition, developing a cultural industry 

would help to navigate the economy of the nation.  In the government’s perspective, 

sound physical infrastructure is imperative in maximizing economic benefits because of 

its potential to attract world-class visual arts exhibitions and international audiences. 

Much effort was put into the physical visual arts structures in order to promote the 

country as a global arts destination in Asia offering world-class events (Ministry of 

Information and the Arts, 2000).  

In the case of Singapore, it is recognized that the arts and culture contribute to 

the creation of Singapore as a vibrant global city, as an arts and lifestyle centre that is 
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overflowing with activity, enabling it to be a wonderful place to live, work, and play in, 

and a quality location for tourism consumption and extended stay (Koh, 2010). In recent 

years, the heritage sector in Singapore has strengthened tremendously. There has been 

renewed interest in heritage and culture among the general public. Heritage activities 

span a wide range of educational and lifestyle interests, and Singapore’s heritage and 

cultural products were reaching out to new segments of the population. The evolution of 

museums to become more attractive as lifestyle-oriented venues has contributed to the 

increase in the community engaging in heritage, culture and visual arts events (Koh, 

2010).  

The number of visitors to the National Heritage Board’s museums has increased 

from 7.7 million in Financial Year 2010 to 8.4 million in Financial Year 2012. The 

exhibitions and programmes of the museums are more engaging and relevant, attracting 

a wide range of audiences (National Arts Council, 2013). The total support to arts and 

culture, including cash and in-kind donations and sponsorship as well as artwork 

donations, was at $45.0 million in 2012, up from $40.6 million in 2011. Likewise, the 

government funding for the arts and culture has continued to grow, increasing by about 

ten percent from 2011 to $478.8 million in 2012. The statistics reflect both the public art 

museums’ constant involvement in raising public awareness of the visual arts and the 

government’s commitment to developing the arts and cultural scenes (National Arts 

Council, 2013).  

1.3 Why is this study needed? 

The museums face many demands in the twenty-first century and this includes 

the need to increase visitor numbers. This is a result of the wide variety in leisure 

choices available to the community and the accessibility to the internet. The museums 

have to compete with other recreational, learning and educational organisations (Kelly, 

2010). Museums have to be profit-driven and need to work with partners in order to be 
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financially sustainable, moving away from being guided by curators, to be more market-

centred (Kelly, 2010). 

There has been an increase towards the need for higher accountability by 

government, philanthropic and corporate funding entities as to where they direct 

funding and how they validate the impact of such funding (Evans, Bridson, & 

Minkiewicz, 2013). There is an increased pressure on arts organizations that receives 

the funding, to undergo a cultural shift and focus on providing the economic and/or 

social impact of their activities. Public art museums in particular are an important 

segment of the non-profit, social, arts and heritage arena (Evans, Bridson, & 

Minkiewicz, 2013). Public art museums are cultural and educational institutions with 

close links to the community. The landscape public art museums operate within is 

becoming more competitive and they need to meet the expectations of multiple 

stakeholders. Today, public art museums have diverse missions that require them to 

fulfil a public objective as well as be accountable to a range of stakeholders (Evans, 

Bridson, & Minkiewicz, 2013).  

This study is about the public art museums in Singapore, namely the Singapore 

Art Museum, National Museum of Singapore and National Gallery Singapore. The total 

visitor numbers to these public art museums stood at 2.8 million in 2012, which was an 

increase compared to previous years. Likewise, the government’s funding of the arts 

and culture has continued to grow steadily, increasing by about ten percent from 2011 to 

$478.8 million in 2012 (National Arts Council, 2013). A closer look at both sponsorship 

from the government over the years and the type of exhibitions and public programmes 

that are organized by the public art museums, indicates that there are multiple influences 

in decision-making concerning the types of exhibitions and public programmes that are 

organized by the public art museums. To further support their exhibition programming, 
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the public art museums also seek sponsorship from private sponsors, including 

individuals and organizations.  

The sponsorships from the government and private sponsors have direct impacts 

on their exhibitions and public programmes because of contractual agreements. The 

public art museums are accountable to the government and private sponsors and this is 

clearly reflected in the annual reports as presented by the National Heritage Board. In 

light of these, this study provides a consolidated literature on the historical background 

and the recent developments in the work of the public art museums in the visual arts in 

Singapore as well as investigating the government and private sponsors’ expectations in 

reference to provision of sponsorships. 

1.4 Relevance to Professional Practice 

This research contributes to the researcher’s professional practice in three ways:  

First, the researcher works as a Manager (Operations) in the curatorial division 

of a local Arts College. That work requires the researcher to work with the director and 

curator to organise local and international exhibitions and to support them on 

sponsorship applications to government and private sponsors.  

The researcher is included in email discussions with the government and private 

sponsors together with the director and curator on sponsorship matters. The researcher 

has observed the expectations of the government and private sponsors and the strategies 

used by the director, curator and himself in order to reach ‘win-win’ situations to obtain 

the sponsorships. Through this study the researcher now has a greater understanding of 

how to work with the government and private sponsors and the skills and strategies 

required to manage their expectations. 

Second, the researcher at times is required to assist the director to explore 

previous exhibitions that were organised by the public art museums. There is no existing 

single document that could be referred to and therefore the researcher needs to 
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investigate the National Heritage Board’s annual reports. This is a very time-consuming 

activity. The researcher is now able to use the information gathered in this study as a 

single source of reference in Chapter 3 Historical Background and Recent 

Developments on the exhibitions and public programmes organised by the public art 

museums during the period 2004–2013 to identify the public art museums’ exhibition 

programme patterns.  

Third, the researcher together with the director and curator works with one of the 

public art museums on a major collaborative exhibition biennially that is funded by the 

government sponsor. The researcher is included in the email discussions that the 

director and curator have with the public art museum and observed the expectations of 

the government sponsor. The researcher has first-hand opportunity to observe how the 

museum leader and the director manage the expectations of the government sponsor. 

These considerations then prompted the researcher to want to investigate the 

skills and knowledge that are useful in dealing with government and private sponsors as 

well as to create a single document as a reference to identify the public art museums’ 

exhibition programme patterns. 

 
1.5 Research Questions 

As stated at the beginning of this chapter, the aims of this study are to develop 

an understanding of the historical background (from 2004 to 2008) and recent 

developments (from 2009 to 2013) regarding the work of the public art museums in the 

visual arts in Singapore and to investigate the expectations of the government and 

private sponsors, in reference to provision of sponsorship to the public art museums in 

Singapore. It is guided by four research questions.  

1. What is the historical background to the public art museums’ work in the visual 

arts in Singapore? 
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2. What are the recent developments regarding the work of the public art museums 

in the visual arts in Singapore? 

3. What can we learn from the literature about the expectations of the government 

and private sponsors and the strategies and skills necessary to manage the 

expectations of the government and private sponsors? 

4. What are the expectations of the government and private sponsors, in reference 

to provision of sponsorship to the public art museums in Singapore? 

The first and second research questions are aimed at developing an 

understanding of the historical background and recent developments in the public art 

museums’ work in the visual arts. Punch (2009) pointed out that, “Documents, both 

historical and contemporary, are a rich source of data for education and social research." 

(p. 158). To this end, data contained in a wide range of public records are reviewed and 

in this study the documents investigated are the National Heritage Board annual reports 

(from 2004 to 2013). The third research question is about the review of the literature 

regarding the expectations of the government and private sponsors and the strategies 

and skills necessary to manage the expectations of the government and private sponsors. 

To address this research question, ten key topics from the literature obtained mainly 

from recent journal articles and books are explored.  

The fourth research question investigates the expectations of the government and 

private sponsors, in reference to provision of sponsorship to the public art museums in 

Singapore. This question is investigated by means of in-depth semi-structured 

individual interviews with nine museum leaders (directors and curators). The 

interpretive approach is used as a theoretical framework for this study in respect to the 

in-depth semi-structured individual interviews with the nine museum leaders. The 

interview questions are directed at the museum leaders’ experiences in working with the 

government and private sponsors. From these, the expectations of the government and 
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private sponsors are investigated. The interview data are analysed using thematic 

analysis, beginning with transcribing the interviews, followed by coding and 

identification of patterns and themes. 

1.6 Significance 

This study is significant in three ways. First, there is no specific literature that 

highlights the historical background and recent developments of the public art 

museums’ work in the visual arts in Singapore. As such, this study provides in-depth 

information to those who wish to know more about the historical background and recent 

developments of the public art museums’ work in the visual arts in Singapore. Second, 

this appears to be the first study to investigate the expectations of the government and 

private sponsors, in reference to provision of sponsorship to the public art museums in 

Singapore. Third, the identification of the expectations of the government and private 

sponsors leads to improvements in the current working methods of the museum leaders. 

1.7 Definitions of Terms 

Museum 

The American Alliance of Museums (2005) defines a museum as a public or 

private non-profit institution, operating on a long-term basis for educational and 

aesthetic purposes, that cares for and owns or uses tangible objects, and exhibits these 

on a regular basis. It is open to the general public on a regular basis. Edson and Dean 

(1996) pointed out that a museum is a non-profit-making, permanent institution that 

serves the society and participates in its development, and is open to the public. It 

acquires, conserves, researches, communicates and exhibits, for purposes of study, 

education and enjoyment, material evidence of people and their environment. They are 

considered to be centres of culture and they enrich the quality of life. Museums improve 

basic skills, basic knowledge, basic comprehension, and basic understanding of the 

people (Bloom & Powell, 1984). 
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Visual arts 

Visual arts are defined as the arts created primarily for visual perception, such as 

drawing, graphics, painting, sculpture and the decorative arts (Dissanayake, 2015). 

1.8 Overview of the Study  

This study comprises six chapters. After this introductory chapter, chapter 2 

(Research Methods) describes the methods used for the collection and analysis of data. 

The research data is a combination of document study (National Heritage Board annual 

reports from 2004 to 2013) used for research questions one and two, ten key topics from 

the literature obtained mainly from recent journal articles and books are used for 

research question three and in-depth semi-structured individual-based interviews with 

nine museum leaders are used for research question four.  

Chapter 3 (Historical Background and Recent Developments) addresses the first 

and second research questions through the investigation of the National Heritage Board 

annual reports (from 2004 to 2013). The annual reports provide an overview of the 

heritage, cultural and visual arts exhibitions and public programmes that were organized 

by the public art museums (Singapore Arts Museum, National Museum of Singapore 

and National Gallery Singapore) to meet the artistic and aesthetic needs of the 

community during the period from 2004 to 2013.  

Chapter 4 (Review of Literature) deals with the literature related to the third 

research question. In this chapter, ten key topics from the literature focusing on the 

expectations of the government and private sponsors and the strategies and skills 

necessary to manage the expectations of the government and private sponsors are 

explored.  

Chapter 5 (Interview Data Analysis and Findings) presents the analysis of data 

collected during the qualitative in-depth semi-structured individual interviews with nine 

museum leaders in reference to the fourth research question. The findings are presented 
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in terms of patterns and themes identified through thematic analysis of the interview 

data.  

Chapter 6 (Summary, Discussion, Implications and Recommendations) begins 

with a summary of the study including the aims of the study and the research methods. 

The second section is the summary of the findings. The third section is the discussion 

on the data from the National Heritage Board annual reports (from 2004 to 2013) and 

the findings from the qualitative in-depth semi-structured individual interviews with 

nine museum leaders. The chapter ends with implications and recommendations. 
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Chapter 2 
 

Research Methods 
 

This chapter describes the research design and methods. First, the theoretical  

framework that underpins the study is outlined. Second, the manner in which the 

interpretive paradigm is adopted in relation to each of the four research questions is 

considered. Third, an overview of methods of data collection used in the study is 

presented. Fourth, the data analysis process is described. Finally, the provisions related 

to validity and confidentiality are outlined.  

2.1 Theoretical Framework 

A theoretical framework is the philosophical stance that describes the 

methodology (Crotty, 2003). It provides a context for the study by defining the 

researcher’s understanding of the world. The aims of this study are to develop an 

understanding of the historical background (from 2004 to 2008) and recent 

developments (from 2009 to 2013) regarding the work of the public art museums in the 

visual arts in Singapore and to investigate the expectations of the government and 

private sponsors, in reference to provision of sponsorship to the public art museums in 

Singapore. 

The theoretical framework used in this study is interpretivism. The interpretivist 

approach is selected to guide the study because it is aimed at revealing the different 

meanings identified by people in a social context (Gubrium & Holstein, 2002). 

Schwandt (2003) pointed out that from an interpretivist point of view, human and social 

actions are naturally meaningful. In order to discover that meaning, the interpretivist 

inquirer has to interpret in a particular way what actors are doing—specifically, the 

interpretivist approach allows the researcher to comprehend what people understand 

regarding a phenomenon (Litchman, 2010).  
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The interpretivist approach highlights social interaction as the reason for  

knowledge. The interpretivist approach requires the researcher to understand the world 

through the lens of others. The researcher uses semi-structured and open-ended 

interviews with people to gather data about their environments. Other sources of 

available data are documents and other records. The researcher needs to be adaptable, 

interactive and have a good sense of judgement. This leads to a large quantity of data 

about a small sample size (O’ Donoghue, 2007). 

2.2 Research Questions 
 

This study focuses on four closely interrelated aspects of the work of the 

public art museums in the visual arts in Singapore. The first and second research 

questions investigate the historical background and recent developments regarding the 

work of the public art museums in the visual arts in Singapore respectively. The third 

research question is about the review of the literature regarding the expectations of the 

government and private sponsors and the strategies and skills necessary to manage the 

expectations of the government and private sponsors. The fourth research question is an 

investigation of the expectations of the government and private sponsors, in reference to 

provision of sponsorship to the public art museums in Singapore. Sarantakos (2005) 

states that researchers investigate documents most, if not more than, people. To this end, 

data contained in a wide range of public records are reviewed and in this study the 

documents reviewed are the National Heritage Board annual reports (from 2004 to 

2013).  

Document Study 

Documents both historical and contemporary are rich sources of data for 

education and social research. In this study, the National Heritage Board annual reports 

are investigated to highlight exhibitions and public programmes that the public art 

museums organised in order to enrich the artistic and aesthetic experiences of the 
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community. The National Heritage Board annual reports investigated are from 2004 to 

2013. This period is broken down into two sections, historical background (from 2004 

to 2008) and recent developments (from 2009 to 2013). The reason for selecting a ten-

year span (from 2004 to 2013) is because it is sufficient and thorough in providing 

relevant information on the work (exhibitions and public programmes) of the public art 

museums in the visual arts in Singapore. The exhibitions and public programmes 

organised during the historical period from 2004 to 2008 were similar to the period prior 

to 2004 as the public art museums focused on heritage, culture and visual arts 

exhibitions and public programmes. 

For the period from 2004 to 2008, the museum leaders organised exhibitions and 

public programmes related to heritage, culture and also to showcase the emerging local 

visual arts. The objectives of the museum leaders were to provide a keen sense of 

belonging, create unity, enable heritage, cultural, artistic and aesthetic appreciation and 

cooperation among the members of the diverse ethnic and age groups in the community. 

In addition, they wanted to create a vibrant community through exposure to the 

emerging local visual arts. In so doing, they believed firmly that the visual arts 

contribute to increased quality of life in the community. In the recent developments 

period (from 2009 to 2013), the community was further exposed to multi-faceted 

exhibitions and public programmes in the evolving visual arts in Singapore. For the 

period after 2013, the public art museums have been actively and continually organising 

exhibitions and public programmes similar to the period of recent developments. 

The museum leaders use the exhibition programmes as platforms for collective 

community participation. During this period, they also engaged with educators to 

integrate the exhibition resources into the curriculum and learning process at all levels 

in the local education system. By using the local visual arts as a foundation to teaching 

multidisciplinary subject matter, the museum leaders alongside educators were able to 
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inculcate in the students the discovery of new ways to reconnect with the community. 

This in turn provided students with knowledge, experiences, techniques and skills that 

could later be applicable to them in larger global contexts. 

Third Research Question 

To address the third research question ten key topics from the literature obtained 

mainly from recent journal articles and books on the expectations of the government 

and private sponsors and the strategies and skills necessary to manage the expectations 

of the government and private sponsors are investigated. The ten key topics establish the 

art museums’ roles in society, the multiple financial supports the museum leaders secure 

from the government and private sponsors with underlying conditions that need to be 

achieved and the necessary strategies and skills required to manage the expectations of 

the government and private sponsors.  

Fourth Research Question 

Qualitative interviews provide understanding of a social phenomenon as they  

allow the interviewees to reflect and contemplate on a range of subjects in another  

way (Folkestad, 2008). This data-gathering method is most appropriate for a study  

adopting an interpretivist approach (O' Donoghue, 2007). Thus, the fourth research  

question is investigated by means of in-depth semi-structured individual interviews with  

nine museum leaders (directors and curators). This study uses interview as a data 

collection method to enable the researcher to obtain perceptions of people’s reality (O’ 

Donoghue, 2007). 

The interview questions are directed at the museum leaders’ working  

experiences with the government and private sponsors. From these, the expectations of  

the government and private sponsors are investigated in reference to the provisions of  

sponsorships to the public art museums in Singapore. In-depth interviews require 

intensive individual interviews with a small number of participants to investigate their  
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perceptions on a particular situation (Boyce & Neale, 2006).  

Data collection: Selecting the Public Art Museums 

Three public art museums are selected for this study, namely, the Singapore Art 

Museum, the National Museum of Singapore and the National Gallery Singapore. The 

fourth research question investigates the expectations of the government and private 

sponsors, in reference to provision of sponsorship to the public art museums in 

Singapore. The three public art museums are selected purposefully for their specific 

roles and their active involvement in the organization of heritage, culture and visual arts 

exhibitions and public programmes in Singapore. The following sections briefly 

describe each of these public art museums. 

The Singapore Art Museum’s collections include Southeast Asian contemporary 

artworks. It collaborates with international contemporary art museums to present 

contemporary art exhibitions. Through these strategic partnerships, the Singapore Art 

Museum is involved in various aspects of exhibition programming. It engages with the 

community through its exhibition and public programmes and these benefit the 

community by bolstering its appreciation of the contemporary visual arts (Singapore Art 

Museum, 2013). 

The National Museum of Singapore contains artefacts and exhibits that 

demonstrate Singapore’s historical past. It adopts a progressive exhibition-making 

approach by placing the exhibits by themes that include film, photography, fashion and 

food. The exhibits are enhanced through the use of audio-visual equipment to enable 

visitors to have sensory experiences. It organises the annual Singapore Night Festival, 

art installations and festivals, performances, film screenings and cultural and historical 

exhibitions (National Museum of Singapore, 2013). 

The National Gallery Singapore was opened in 2015. It organises Southeast 

Asian and Singapore Art exhibitions and public programmes from the 19th century to 
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present day. It is focused on becoming a centre for the visual arts in the region. The 

exhibitions provide social, economic and political histories of Singapore and the 

regional countries. The gallery primarily possesses modern Southeast Asian artworks in 

its collection and uses contemporary approach in the interpretation of these artworks. To 

extend its range of Asian visual arts culture, the gallery looks into artworks from both 

local and regional countries (National Gallery Singapore, 2015). 

The other public museums in Singapore are the Asian Civilisations Museum, the 

Peranakan Museum, the Singapore Philatelic Museum, the Reflections at Bukit Chandu 

and Our Museum@ Taman Jurong. These public art museums are not included in this 

study as they are specialist museums primarily focused on Singapore’s ancestral 

cultures and antiquity, Peranakan artifacts, stamps and archival philatelic materials, 

Singapore’s heritage of heroism and national collections and community artworks 

respectively. These specialist museums are not the focus of this study.  

Data collection: Selecting the Museum Leaders  

The museum leaders (specifically curators and directors) are selected from the 

three public art museums. These museum leaders have a range of five to 25 years of 

working experience between them. As they are the prime focus of this study, the first 

consideration was the number of museum leaders to recruit. An important criterion was 

to select interviewees for their ability to provide the relevant information useful to the 

aims of the study. The emphasis was on the richness of the data collected, rather than on 

actual sample size (Bodan & Biklen, 2007).  

Altogether nine museum leaders are selected for the interview. Qualitative in-

depth semi-structured individual interviews were used for the data collection from them. 

The nine museum leaders are important contributors to the visual arts in Singapore and 

by interviewing them, the expectations of the government and private sponsors, in 

reference to provision of sponsorship to the public art museums in Singapore are 
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investigated. This study uses deliberate and purposeful sampling (Punch, 2009).  The 

museum leaders selected for the interview are influential, prominent and well-informed 

individuals within their respective public art museums. They are also able to provide 

contextual views on the expectations of the government and private sponsors, in 

reference to provision of sponsorship to the public art museums in Singapore. 

Table 1 

The breakdown of museum leaders interviewed from each public art museum 
 
 
Public art Museum Leaders Role  Date, time   Total number 
museum interviewed for   and length of  of leaders in  

this study each interview  each  
museum 

 
 
 
Singapore  Museum Leader 3 Senior   23 October 2015 Two Senior  
Art Museum    Curator (3:00–4:30 pm) Curators 
       1.5 hours 
 

Museum Leader 2 Curator 19 October 2015 Two  
       (3:00–4:30 pm) Curators 
       1.5 hours 
 
 
  Museum Leader 5 Curator 28 October 2015 
       (2:00–3:30 pm) 
       1.5 hours 
 
  Museum Leader 6 Assistant 3 November 2015 One  
     Curator (10:30 am –   Assistant 

              12:00 noon)  Curator 
       1.5 hours 
 
National  Museum Leader 7 Deputy  3 November 2015 One Deputy  
Museum of    Director (3:00–4:30 pm) Director 
Singapore    (Curatorial) 1.5 hours  (Curatorial) 
         

Museum Leader 8 Curator 5 November 2015 One Senior  
(3:00–4:30 pm) Curator 
1.5 hours   One Curator 

 
National Museum Leader 4 Deputy  26 October 2015 One Deputy 
Gallery     Director (9:00–10:30 am) Director 
Singapore    (Curatorial) 1.5 hours  (Curatorial) 
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  Museum Leader 1 Senior  13 October 2015 Two Senior 
     Curator (12:00 noon –  Curators 
         1:30 pm) 
       1.5 hours 
 
  Museum Leader 9 Curator 3 December 2015 Eight  
       (10:30 am –  Curators 
         12:00 noon) 
       1.5 hours 
 

 

The museum leaders are selected based on the following criteria: (i) they have 

positional authority to initiate and contribute directly and are responsible for the 

organization of the exhibitions and public programmes; (ii) they are responsible for the 

development of the budget and project timelines for the exhibitions and public 

programmes; (iii) they are responsible for leading the various internal and external staff 

involved in the exhibitions and public programmes; (iv) they are responsible for the 

artworks exhibited and stored in their public art museums and (v) they are responsible 

for acquiring the relevant sponsorships from the government and private sponsors.  

Data collection: Interview procedures 

The interviews took place at the offices of the museum leaders. It was necessary 

to meet them in their respective offices, as this prevented any interruption to their busy 

schedules. The environment selected for the interview was quiet to prevent any form of 

disruption or distraction. Each interview was an in-depth semi-structured individual 

interview. The aim of this interview format was to ensure an open and relaxed 

atmosphere, which allowed opportunities for discussion, clarification and follow up 

questioning. With the semi-structured interview approach, the interviewees are provided 

more freedom to answer the questions in their own understanding and on the other hand 

it gives the interviewer greater opportunity to look into the meanings and the 

significance beyond the responses than a standard questionnaire would allow (May, 

2001). 
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For this reason, it was important to develop rapport with the interviewees and to 

earn their confidence so that they felt comfortable to respond honestly and not simply 

respond what they thought was required or what they believed ought to be said. 

Developing rapport with the interviewees also engendered their commitment to the aims 

of this study. Prior to meeting the interviewees, brief written descriptions of the study 

containing the purpose and details of the study were communicated to them through 

email. The Participant Information Form (Appendix A) was provided to each 

interviewee and it communicated the proposed study topic, the purpose, procedures 

including time commitment of the interviewee, risks and benefits of the study, and the 

confidentiality of their information.  

The interviewees had the right not to participate in the study, and the freedom to 

decline or withdraw at any time. The interviewees were asked to sign the Participant 

Consent Form (Appendix B) before the interviews, which gave them full assurance of 

the confidentiality of their responses. The interviewees also received this assurance of 

confidentiality to make them comfortable in sharing and explaining their personal views 

(Cobb & Forbes, 2002). The signed Participant Consent Forms are retained for a 

maximum of three years.  

Only upon their confirmation and acceptance to participate in this study was the 

interview schedule drafted and communicated to them. It was made clear to each 

interviewee that anonymity and confidentiality would be observed at all times. The 

interview was approximately one hour for each interviewee. The date and time for the 

interview were decided by the respective museum leaders.  The interview allowed the 

interviewees to express their thoughts without much restriction and as such, the 

researcher was able to gather various comments and views in the interviews.   

Each interview was tape-recorded and all recordings were transcribed 

for analysis. All transcribed recordings were sent to the interviewees by email 
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for verification and addition of new information that they might not have included in the 

initial interview. Each interviewee was invited to make additions, alterations, 

or deletions (O’ Donoghue, 2007). This allowed for rich data to be obtained for 

analysis. In closing the interview with each of the interviewees, it was important to 

thank each one of them for their time and participation in this study. This enabled 

follow-up communication and future collaborations.  

The collected information is stored in an excel file maintained on a password 

protected flash memory data storage device. The hardcopies of the interview transcripts 

including the signed Participant Consent Forms are stored in a locked cabinet, which 

only the researcher has access to. After three years have elapsed, these hard copies will 

be shredded to protect the interviewees’ identity information. 

Data collection: Interview questions 

The 22 interview questions (Appendix C) were developed to support the  

fourth research question.  The interview questions were identified through consultation 

with museum colleagues, as well as review of literature. The museum colleagues each 

have extensive years of working experience working in the public art museum sector. 

One is a former senior curator with 25 years of working experience and the other is a 

senior curator with 10 years of working experience.  

The consultation with the two museum colleagues was useful in creating 

interview questions that portrayed what would be the potential expectations of the 

government and private sponsors, as well as the motivation, working principles and 

strategies museum leaders use in the course of their work with government and private 

sponsors. The interview questions primarily investigate the expectations of the 

government and private sponsors, in reference to provision of sponsorship to the public 

art museums in Singapore for the organisation of exhibitions and public programmes in 

the visual arts. On the other hand, the review of the literature highlights the expectations 
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of the government and private sponsors and the strategies and skills necessary to 

manage the expectations of the government and private sponsors. It also highlights 

pertinent information such as accountability, national responsibility and return of 

investment that the museum leaders need to fulfil. The interview questions are designed 

to cover three broad aspects of the museum leaders’ experiences: 

Personal background and intentions 

• Personal philosophies and views about being a museum leader 

• The importance of the visual arts in the 21st century 

• The strategies they use when organising an exhibition. 

Working with government sponsor 

• Importance of working with the government sponsor 

• Challenges they face and why (expectations)? 

• The strategies they use to ensure a successful collaboration. 

Working with private sponsor 

• Importance of working with private sponsor 

• Challenges they face and why (expectations)? 

• The strategies they use to ensure a successful collaboration. 

All of the interviewees received the identical set-of interview questions, 

allowing them to expand their responses to the individual interview questions as 

appropriate. In responding to the individual interview questions, the interviewees were 

prompted and probed to continue answering until they had nothing else to add to their 

responses. The interview questions were reviewed and pre-tested with a professional 

colleague (director), who has worked in a public art museum overseas for 25 years, her 

last appointment being a senior curator.  

In addition, the interview questions were reviewed and pre-tested with another 

professional colleague from the local public art museum; he has worked in the museum 
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industry for 10 years as a curator and his current appointment is a senior curator. The 

process of reviewing and pre-testing the interview questions before the actual interview 

process with the identified nine museum leaders helped the researcher to (i) identify 

wording issues or questions that are difficult to understand and answer (question 

language), (ii) estimate the time length to conduct the full interview and (iii) verify that 

the questions are clear and encapsulate the purpose of the research question. 

Data Analysis: Thematic Analysis 

Thematic analysis is used to analyse the data collected. Thematic analysis is used as 

a qualitative analytic method to identify and analyse patterns obtained from the data and 

it is suitable with research associated with the interpretivist paradigm. Thematic analysis 

involves identifying themes across a data set after patterns have been identified that 

relate to the research question (Braun & Clarke, 2006). A theme describes an important 

component in the data relevant to the research question. A theme captures something 

important about the data in relation to the research question and represents some level of 

patterned response or meaning within the data set. Themes can be identified inductively 

from the data rather than fitting into a preconceived theory or coding frame (Braun & 

Clarke, 2006). An overview of the step-by-step process of data analysis to identify 

emerging patterns and themes is summarized in Figure 1. 
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1. Interviews were recorded and transcribed 

 
 

2. Right margins were inserted on each page of interview transcripts 
 
 

3. Multiple readings of the transcripts for data familiarisation 
 
 

4. Line-by-line or two-three lines of interview statements were coded 
 
 

5. Codes and related interview data were imported to Excel spread sheet 
 
 

6. Codes and related data were sorted and grouped according to similar and 
interrelated ideas or concepts, in order to identify emerging patterns 

 
 

7. Patterns were mapped together according to their shared properties to 
identify emerging themes 

 
 
Figure 1. Step-by-step process of data analysis 

 
Following each interview, each audio file was reviewed and any identifying 

information such as names were removed from the audio file. The audio files were 

transcribed verbatim into text (Braun and Clarke, 2006). Transcribing verbatim enabled 

the researcher to be familiar with the interview data and to listen and understand what 

the interviewees were saying. The primary principle that guides the transcription was 

that someone reading the interview transcript should be able to understand the essence 

of the conversation and what was being communicated in the interviews. The recordings 

were transcribed to present the data in codifiable units of meaning (Bird, 2005). The 

transcripts were then analysed using thematic analysis. 

A wide margin was inserted on the right of each page of the interview 

transcripts. Next in the analysis process, each interview transcript was coded, line-by-

line or every two or three lines of the data to identify key words, concepts, images and 

reflections and this was done for the entire data set (Appendix D). This is the most time-
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consuming step and was very exploratory. The transcripts were examined in great detail 

and everything of interest was noted. Coding is an explicit and iterative process. The 

coding process involved the labelling of the data in the interview with unique codes. 

Codes were used to describe the data and captured the essence of what museum leaders 

were saying. Some were literal codes that simply summarized what the museum leaders 

were saying, whilst others had an element of interpretation. In Table 2, an example of 

coding is illustrated using extracts from the transcripts of interviews conducted with 

three museum leaders. 

Table 2 

Example of interview coding (identification of codes) 

Interviewee Interviewee statements Actual words or 
short phrases of 
interviewee 
 

Codes 

 
Leader 1 

 
It is important to work with 
them in terms of exhibitions as 
they are funded by the 
government…help to shape 
certain national agendas…in 
terms of nation building…it 
creates a sense of rootedness 
for Singaporeans.  
 
Therefore, exhibitions that 
promote nation building, 
national cultural identity is 
regarded as important…and the 
government sees these as 
important. 
 
The idea of a construction of a 
national heritage that all 
Singaporeans share is critical 
to Singapore’s continued 
survival, especially in an 
increasingly globalized 
environment…the aims of the 
museums are in some ways for 
government bodies, it could be 
really clear, it’s for nation 
building…it’s really for the 

 
Funded by 
government 

 
Shape national 
identity 

 
Promote nation 
building 
 
Promote 
national cultural 
identity 
 
Construct 
national heritage 

 
Nation building 

 
Construct 
national 
narratives 
 

 
Public or 
people centred 

 
National well-
being 

 
Raise 
awareness of 
art scene 

 
Represent 
local art scene 
on an 
international 
platform 

 
Singaporeans’ 
interests are 
important 

 
Nationalistic 
themes 
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construction of national 
narratives. 
 

Leader 3 Our dealings with them are 
largely to draw on their 
funding…, we still receive 
bulk of our funding from the 
Ministry of Culture, 
Community and Youth. So in 
that sense we work with them 
to get the funding for our 
programmes… because it had a 
community and family focus, 
we were able to apply for the 
funding for projects which 
have a more community-based 
approach. 
 

Receive large 
funding 

 
Community and 
family focus 

 
Community 
based projects 

Leader 4 We want to put together 
exhibitions or curate 
exhibitions that will have a 
large public benefit in that a lot 
of people would benefit from. 
It cannot be a topic that is too 
limited in appeal. 
 

Public benefit 
 
Topic cannot be 
too limited in 
appeal 

 

A code is clear and concise. It appropriately defines the essence of the statement 

made. The codes lead to patterns and themes that are used by the researcher (Boyatzis, 

1998). Subsequently, the codes and the related data are imported into an excel spread 

sheet for the next step of data analysis, which is to identify the emerging patterns and 

themes as described in the following sections. 

Patterns 

The codes and related data are sorted and grouped into clusters around similar 

and interrelated ideas or concepts, in order to identify emerging patterns at a higher 

level of abstraction. The patterns consist of summaries and examples drawn from the 

interviewees’ accounts in relation to the research question. The patterns are identified 

by the groups of codes that are repeated in a patterned way and in multiple situations, 

throughout the data analysis process. The researcher identified emerging patterns by 
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looking for links between the codes and the frequency of the same codes occurring in 

the text (Holloway & Wheeler, 2010). The patterns encompass the essence of the 

respective grouped codes. The patterns identified in this research are shown in Table 3 

and Table 4. An example of how the patterns are generated is provided in Appendix D.  

Themes 

The next step is the development of the themes for this study. The identified 

patterns are mapped together according to their shared properties to produce broader 

and more abstract patterns of meaning. The themes emerge inductively from the 

empirical data during analysis through abstraction and making a connection between 

developing themes relevant to current supporting literature. 

The themes identified in this study are shown in Table 3 and Table 4. An 

example of how the themes are generated is provided in Appendix D. The majority of 

themes identified are exclusive to each sponsor, namely government sponsor and private 

sponsors, however, the theme of ‘Agreement terms’ is a consistent theme that appears in 

both categories of sponsors. The development of themes is a common feature of 

qualitative data analysis. In this study, it is done systematically to search for patterns to 

generate full descriptions that shed light on the fourth research question. The identified 

themes are refined by constantly referring back to the data and research question under 

investigation.  
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Table 3 
 
Themes and patterns: Government sponsor 
 
Theme     Pattern 
 
 
national responsibility   community-focus 
     accountability 
 
agreement terms   restrictions 
 
communication   curatorial planning 
     continuous discussions 
 
 
 
Table 4   
 
Themes and patterns: Private sponsors 
 
Theme     Pattern 
 
 
extended exhibition programming additional funding 
     access to private collections 
 
agreement terms   return on investment 
 
negotiation    cultivating good working relationships 
 

 

Validity and Confidentiality 

Validity is important in qualitative research. It is ensured by the researcher 

through the use of careful procedures to ensure accuracy in the findings (Creswell, 

2003). In this study, in an effort to ensure validity, the interview questions were 

reviewed and pre-tested with a professional colleague (director) in the organization, 

who has worked in an international public art museum for 25 years, with a previous 

appointment as a senior curator. Similarly, the interview questions were reviewed and 

pre-tested with another professional colleague from the local public art museum who 

has worked in the museum industry for 10 years as a curator and his current 

appointment is a senior curator. The purpose is to ensure that the identified interview 
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questions are adequate and relevant in answering the fourth research question. In 

addition to this, efforts to ensure validity were also investigated through member checks 

which refers to communication with research participants following the interviews. The 

transcribed interview scripts were sent back to the interviewees for their approval and to 

add or delete the information gathered during the interviews. This was done prior to the 

beginning of the data analysis.  

Regarding confidentiality, the first point of contact with the interviewees was 

through emails to confirm their participation and attendance. Every effort was made, 

during and after the study, to protect and preserve the confidentiality of the research 

interviewees. The researcher informed the interviewees that records of the interviews 

would be kept in a secure location after the completion of the study and then shredded. 

The recordings, interview notes and transcripts would be kept by the researcher in a 

locked cupboard and the key kept by the researcher.  

A statement explaining the purpose of the study, interests of the researcher in the 

study and issues of privacy, anonymity and confidentiality was given to the 

interviewees, who read it and gave it back to the researcher after having signed it 

(Appendices A and B).  Interviewees were assured that they were free to withdraw from 

the study at any time up until the end of data collection. Regarding reporting or 

publishing the findings of the study, interviewees were assured that there would be 

anonymity in the final document, and in possible subsequent publications.  

To protect anonymity, the researcher assigned pseudonyms to interviewees and 

all identifying information was removed. The identity of the interviewees remained 

confidential and could not be directly associated with any data. Care was taken to 

minimize any harm caused to the interviewees, by confirming at the start whether they 

had any concerns to participating in the study or whether they would experience any 

negative impact by participating in it. 
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In summary, this chapter has described the research methods used to address the 

four research questions. The theoretical framework used in this study is interpretivism. 

The first and second research questions investigate the historical background (from 

2004 to 2008) and recent developments (from 2009 to 2013) regarding the public art 

museums’ work in the visual arts in Singapore. The data contained in the National 

Heritage Board annual reports (from 2004 to 2013) are investigated to address these two 

research questions. To address research question three, the literature is reviewed to 

identify ten key topics obtained mainly from recent journal articles and books on the 

expectations of the government and private sponsors and the strategies and skills 

required to manage the expectations of these sponsors.  

For research question four, the expectations of the government and private 

sponsors are identified through in-depth semi-structured individual interviews with nine 

museum leaders. They were selected from three public art museums in Singapore 

(Singapore Art Museum, National Museum of Singapore and National Gallery 

Singapore) and were identified for their potential to provide the richest amount of 

information relevant to this study. Thematic analysis is used to analyse the interview 

data to produce patterns and themes. For research question four, the major expectations 

(themes) of the government sponsor are national responsibility, agreement terms and 

communication and the major expectations (themes) of the private sponsors are 

extended exhibition programming, agreement terms and negotiation. The chapter 

concluded with a section on validity and confidentiality.  

The next chapter addresses the first and second research questions through the 

investigation of the National Heritage Board annual reports (from 2004 to 2013), 

regarding the work of the public art museums in the visual arts in Singapore. 
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Chapter 3 
 

Historical Background and Recent Developments 
 

The aim of this chapter is to address the first and second research questions 

through the investigation of the National Heritage Board annual reports (from 2004 to 

2013). The annual reports provide an overview of the heritage, culture and visual arts 

exhibitions and public programmes that were organised by the public art museums 

(Singapore Arts Museum, National Museum of Singapore and National Gallery 

Singapore) to meet the artistic and aesthetic needs of the community during the period 

from 2004 to 2013.  

In the annual reports there appears to be very little information available on the 

historical data of the public art museums. The annual reports highlight the strategic 

initiatives through exhibitions and public programmes to cultivate the museum-going 

culture in Singapore. The discussion on historical background (2004–2008) and recent 

developments (2009–2013) regarding the work of the public art museums is presented 

in chapter 6, in section 6.3 (Discussion).  In addition, there appears to be very little 

information on sponsorship in the annual reports and the only available information 

regarding sponsorship is the list of donors and heritage partners.  

The first and second research questions are used to frame this chapter. The 

historical background and recent developments periods are described in sections 3.1 and 

3.2 respectively. Each period is supported with examples of exhibitions and public 

programmes organized by the public art museums.  

3.1 Historical Background (from 2004 to 2008) 

The first research question is addressed by investigating the historical 

background (from 2004 to 2008) regarding the work of the public art museums in the 

visual arts in Singapore. The public art museums attribute historical significance to this 

period as it shapes the context in which the community understands and appreciates its 
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heritage, culture and visual arts. They play an important role in shaping the community 

and have the capacity to enrich conversations, influence attitudes and define shared 

values. The purpose of the public art museums is to enrich the artistic and aesthetic 

experiences of the community through holistic understanding of the heritage, culture 

and visual arts.  

This begins with the community’s exposure to heritage, culture and visual arts 

exhibitions and public programmes. This also enables the community to have a 

chronological understanding of the exhibitions and public programmes that were 

organized by the public art museums that have shaped the heritage, culture and visual 

arts in Singapore. Most of all, for a nation where community identity is diverse, 

complex and multi-layered, the heritage, culture and visual arts facilitate inter-cultural 

dialogues and collaborations, nurture community cohesion and help strengthen the 

social fabric of the nation. Collective memories and shared experiences are forged 

through heritage, culture and visual arts and these bind the different members in the 

community (National Arts Council, 2012). 

  For the period of 2004 to 2008, the public art museums were actively involved 

in bringing heritage, culture and visual arts to the people through multiple exhibitions 

and public programmes.  Through these, the public art museums are able to identify and 

respect what is important to the community and also to pass these social values on to 

future generations so that they have a clear understanding of what came before them. 

Heritage, culture and visual arts are embraced by the community as lifestyle activities 

and these have made the public art museums accessible to all members in the 

community. Heritage, culture and visual arts are inclusive and interactive means for 

reaching out to and bringing together different segments of the community. A museum 

in many ways represents the heart of a community. At the heart of it all is what 

museums and exhibitions have in common, the ability to draw people into an oasis of 
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beauty and a shared sense of the past (National Heritage Board, 2015). This contributes 

to the community’s quality of life, cultural and heritage identity.  

The historical background regarding the work of the public art museums in the 

visual arts is a focal point for community gatherings resulting in a sense of belonging. 

The public art museums create networks between them, the artists and members in the 

community. Through these they want heritage, culture and the visual arts to be 

appreciated by everyone (National Arts Council, 2018). The public art museums want to 

create a comprehensive framework for the preservations of culture and heritage and the 

manifestation of the talents of the local visual artists. They develop strategies to 

promote a museum-going culture among Singaporeans. The multi-ethnic composition of 

the community and its diverse cultural heritage enabled the local artists to produce 

artworks that benefit all members in the community, enriching their aesthetic and 

artistic experiences. These experiences should be shared by everyone in the community 

and not restricted to a select few. Heritage, culture and the arts should be an important 

part of Singaporeans’ lives (National Arts Council, 2008). 

The historical background highlights the wealth of information and knowledge 

transmitted through shaped values and aspirations that the public art museums develop 

through their heritage, culture and visual arts for the betterment of the diverse age 

groups in the community. In the face of growing globalisation, the public art museums 

through their work in the historical background period are able to maintain cultural 

diversity through the understanding of intangible heritage and cultural values that 

enable dialogues to take place within the community and encourage appreciation of the 

visual arts. 

Confronted with these rapid shifts in globalisation, the public art museums 

utilise exhibitions and public programmes organised in the historical background period 

to foster a greater understanding of heritage, culture and the visual arts. In this way they 
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establish and anchor a sense of identity that is essential to the building of a more 

cohesive, confident and resilient society that is able to confront and adapt effectively to 

societal changes. They enrich the lives of Singaporeans, making Singapore an enticing 

location to work, live and play. They create community bonds and interactions among 

the diverse multi-ethnic people in the community.  

The public art museums’ active role in the historical background period, creates 

awareness among the people of their heritage, culture and visual arts. This enables them 

to appreciate the importance of being rooted in the cultural fabric of the nation in the 

midst of globalisation. The public art museums are actively involved in reaching out to 

the public through heritage, culture and visual arts related exhibitions and public 

programmes that are both organised within the respective public museums and also at 

selected major locations in Singapore. It is also important to the public art museums that 

during this period that they showcase the talents of the local visual artists, and this was 

achieved by the participation of these artists in both local and international exhibitions 

that were organised by the public art museums. In the following section examples of the 

exhibitions and public programmes organised during the historical background period 

are presented. 

From 2004 to 2008: Exhibitions and public programmes 

In 2004, the National Heritage Board through the public art museums 

successfully brought heritage to the people and the people to the museums, festivals and 

other events. This was to increase the community’s appreciation of the relevance of the 

Singapore’s history and the visual arts. The public art museums and their events were 

visited or participated in by close to one million people in a year. The launch of 

Heritage-On-The-Move showcased an innovative twist to how heritage and culture are 

imparted to the masses. Interactive exhibits on Singapore’s history and heritage were 

displayed in a converted bus which has travelled to schools. Outreach was an important 
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part of the work of the public art museums objectives and was carried out through 

collaborative projects (National Heritage Board, 2004). Heritage Express was a 

pioneering project where two Singapore Mass Rapid Transit (SMRT) trains were 

transformed into ‘moving museums’. SMRT commuters were exposed to a lifestyle-

themed heritage and art experience. More than 102 beautiful information panels on-

board two SMRT trains enriched dull journeys for thousands of commuters over a three-

month period and this generated appreciation among the public of the relevance of 

history and visual arts to their contemporary lifestyles (National Heritage Board, 2004).  

The public art museums held various exhibitions and public programmes to 

cultivate awareness and appreciation among the community by promoting greater 

appreciation of the local visual arts. The Singapore Art Museum initiated the first public 

art library in Singapore that allowed the community to loan artworks created in various 

medium by local artists (National Heritage Board, 2004). Museum tours with a 

conservation topic informed visitors on the extensive procedures required to organise 

exhibitions at the museums. Customised tours provided visitors with opportunities to 

observe the work needed in organising an exhibition at the Singapore Art Museum. 

After touring the permanent collection exhibition at the Singapore Art Museum, visitors 

saw how the Singapore Art Museum’s collections were preserved at the Heritage 

Conservation Centre (National Heritage Board, 2004).  

To enable a better understanding of heritage, public programmes were organised 

to engage with the community. Topics on contemporary politics and the power of 

culture and civilisation were discussed in a lecture series jointly organised by the 

Singapore Institute of International Affairs and National Heritage Board. (National 

Heritage Board, 2004). The National Heritage Board public art museums perform a key 

role in strengthening and cultivating a sense of rootedness amongst the people in the 

community (National Heritage Board, 2004). The development of Singapore was traced 
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through the historic Singapore River through Rivertales, a new generation museum 

exhibition. The Singapore History Museum (now The National Museum of Singapore) 

commissioned local film-maker Royston Tan to direct a 12-minute short film, The Old 

Man and The River and this film centred on an elderly man and his close links with the 

Singapore River. To facilitate research, the Collection of the Oral History Recording 

Database was integrated to allow the public to access over 700,000 archival records 

(National Heritage Board, 2004). 

In 2005, the National Heritage Board through the public art museums pursued 

the need to forge rootedness among Singaporeans so as to strengthen the cultural fabric 

of the nation.  More than 620,000 Singaporeans and overseas visitors attended the 

inaugural Singapore HeritageFest. The annual festival was one of National Heritage 

Board’s major outreach programmes. Over 206 activities were organized at two festival 

locations—Suntec City and Parco Bugis Junction and also at 20 other locations island-

wide (National Heritage Board, 2005). To reach new audiences, the National Heritage 

Board’s youth ptogramme, Project M attracted more than 174,000 youths at the span of 

nine months. Forty-two exhibitions and public programmes on pop culture with a 

heritage focus were organized. Travelling exhibitions to schools, shopping centers and 

community clubs were seen by more than one million people. An online list of traveling 

exhibition titles was made available to the public, making booking of travelling 

exhibitions easier. SENI, a visual arts exhibition showcasing artist groups and 

collectives from Singapore and Southeast Asian countries and a two-day symposium 

were also organised in conjunction with the festival (National Heritage Board, 2005).  
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A new strategy adopted was effective outreach through travelling exhibitions. 

One of the new travelling exhibitions included was the Reminiscences of the Straits 

Settlements through Postcards (National Heritage Board, 2005). The Public Education 

Division initiated project, Heritage on The Move, a mobile bus exhibition on Myths and 

legends of Singapore attracted some170,000 visitors and travelled to different locations 

in Singapore. Visitors were drawn into the public art museums through blockbuster and 

major exhibitions. The Singapore Art Museum organised the multi-venue exhibition, 

Ju-Ming: Singapore-Shanghai-Beijing by internationally acclaimed sculptor, Ju Ming 

that showcased over 60 works. (National Heritage Board, 2005). 

In 2006, the objectives of the National Heritage Board through the public art 

museums were to foster a heritage-loving, museum-going culture and championing 

Singapore’s heritage sector. To promote the museum industry, efforts to raise public 

awareness were stepped up. Open House Days were held on public holidays to attract 

visitors to the museums and it attracted some 42,000 visitors (National Heritage Board, 

2006). The Singapore Art Museum organised the exhibition, Art Arcade II at the 

Woodlands regional Library. Computer games with artistic focus created by 

Independent Games Festival winners were showcased and the exhibition demonstrated 

how artistry could be found in technical ingenuity. To reach the youths, the National 

Museum of Singapore organised From Page to Stage: The Drama of History 

Competition. More than 400 secondary two students scripted, directed and acted in short 

drama productions on an event, person, or concept in Singapore’s history. Heritage on 

the Move, travelling exhibitions were organised to reach out to the heart landers and 

these reached a total up to 1.2 million visitors. Two new exhibitions were added: Right 

After Birth, an exhibition on the birth rites of Singaporeans and Kids on Board, a 

showcase for children illustrating the life and trading activities on Singapore’s rivers 

(National Heritage Board, 2006). 
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In 2007, the public art museums advanced further in strengthening the identity 

and pride of Singapore’ heritage and history. The annual signature heritage outreach 

event, the 3rd Singapore HeritageFest, continued to bring heritage to the masses with a 

record of up to 1.1million participants (National Heritage Board, 2007). The festival’s 

tagline, What Makes You, You? explored the topic of identity through its over 150 

activities. The festival aimed to increase awareness and appreciation of heritage and 

culture. The rich cultural heritage and capital of Singapore were showcased beyond its 

shores. Singapore Art Museum’s collections on ink paintings were exhibited in Guan 

Shanyue Art Museum for the 5th Shenzhen International Ink Biennale.  It featured 61 

masterpieces from eight local ink-painters (National Heritage Board, 2007).  

The National Museum of Singapore’s initiated artwork, Singa Merlionus and it 

was created by local artist David Chan. It was a modern interpretation of the legendary 

Merlion and it was exhibited at the Soka Art Centre in Taiwan and China (National 

Heritage Board, 2007). The Singapore Art Museum participated in City Asia 2007 in 

Seoul, making Singapore the first Southeast Asian country to curate and present an 

exhibition in this major show. In order for people to have more opportunity to 

experience the visual arts, artworks were commissioned and installed at public spaces. 

The first public artwork, Reed Sculpture was displayed at the Robertson Quay. This 

symbolic artwork was a testimony to Singapore’s determination and resilience in the 

face of daunting odds and repeated challenges (National Heritage Board, 2007). 

In 2008, it was an eventful year for the National Heritage Board public art 

museums. Through an enticing range of exhibitions and public programmes, the 

public’s interest in the museums was further increased. The strategy was to showcase 

Singapore's vibrant contemporary art scene (National Heritage Board, 2008). 8Q SAM 

the new extension of the Singapore Art Museum featured contemporary and 

experimental artworks of emerging young artists. To bring more national art collection 
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to the front, 8 Queen Street (adjacent to the Singapore Art Museum) was designated to 

become part of the Singapore Art Museum gallery spaces. This allowed for another 150 

pieces of the national collection of contemporary art to be displayed at any one time. 

Singapore Art Museum can now display more artworks of young local artists who may 

given time and sufficient exposure become the next generation of masters of Singapore 

Art (National Heritage Board, 2008).  

Local artworks were exhibited at Changi International Airport for the millions of 

people who travelled through the terminals to enjoy. It became an ideal venue for 

National Heritage Board public art museums to provide a quick sampling of local 

heritage and visual. Heritage on the Move, National Heritage Board’s travelling 

exhibition series created a unique learning experience for nearly two million visitors. 

The National Museum of Singapore’s Drama of History competition invited students to 

come up with plays centred on Singapore’s history (National Heritage Board, 2008). 

In summary, for the period of historical background (from 2004 to 2008), the 

public art museums were actively involved in bringing heritage, culture and the visual 

arts to the community through exhibitions and public programmes. This enables the 

community to have a chronological understanding of the exhibitions and public 

programmes that were organised by the public art museums that have shaped the 

heritage, culture and visual arts in Singapore. In addition, for a nation where community  

identity is diverse, complex and multi-layered, the heritage, culture and visual arts 

facilitate inter-cultural dialogues and collaborations, nurture community cohesion and 

help strengthen the social fabric of the nation. Heritage, culture and visual arts are 

important ways of bringing together families, friends, and different members in the 

community. This contributes to the community’s quality of life, cultural and heritage 

identity. 
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3.2 Recent Developments (from 2009 to 2013) 

The second research question is addressed by investigating the recent 

developments (from 2009 to 2013) regarding the work of the public art museums in the 

visual arts in Singapore. During this period, the public art museums created a plethora 

of quality visual arts experiences through exhibitions and public programmes that 

support the community’s artistic and aesthetic needs.  They promote exhibitions and 

public programmes that are topical and challenging by being proactive in their 

approaches taking the community’s needs as a central focus.  

In this period the public art museums have evolved in their strategies and 

directions in order to cater to the artistic and aesthetic needs of the community. It is 

necessary for the public art museums to redefine their functions and strategies to reflect 

the expectations of an evolving society in the midst of globalisation. The population in 

Singapore requires the public art museums to organise interesting and complexed 

exhibition programmes to cater to its interest in the visual arts. The public art museums 

also realised the opportunities that exist overseas for the local visual artists (National 

Arts Council, 2008). Also, in this period the public art museums want to deepen the 

community’s understanding and appreciation of visual arts and to make it accessible to 

all members in the community. To make the visual arts more inclusive and accessible to 

all, diverse exhibition programmes were planned to engage the different segments in the  

community. This is to create more dedicated spaces where the community could come 

together and experience the visual arts collectively. 

The public art museums use integrative approaches to enable the community to 

immerse itself into exhibitions and public programmes centered around the evolving 

visual arts resulting in expanded artistic and aesthetic experiences. The recent 

developments in the work of the public art museums in the visual arts have created a 

collaborative relationship between the public art museums and the community enabling 
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a common language that fosters dialogues that socially unites them. The use of the 

artworks in the exhibitions for educational purposes is also a necessity that the public art 

museums pursue with educators. It is their desire to enrich the lives of the students 

through meaningful engagements with the artworks in the exhibitions. It emphasises the 

importance of a two-way relationship that the public art museums want to create with 

the community through meaningful visual arts exhibitions and public programmes. 

They realise that there is a need for the visual arts to be relevant and accessible to 

different aspects of the community. The public art museums during this period have 

become agents of change and development, the exhibitions and public programmes are 

instruments of progress and indicate developments in the society. They use their unique 

resources and potentials to become more responsive to the evolving dynamics in the 

community. 

The importance of the visual arts and its important role in contributing to various 

aspects in development, is increasingly valued by the community. In order to do so, the 

public art museums create stronger exhibition programming including the showcase of 

major blockbuster exhibitions of local visual artists who also showcase internationally. 

The artworks at the public art museums are made accessible to educators as teaching 

aids in the classrooms thereby bringing the public art museums closer to educational 

institutions. The public art museums are actively reinforcing the importance of the 

visual arts in education through innovative exhibitions and public programmes.  

The public art museums are aware that through museum education, they are able 

support in students’ overall development and enable them to appreciate the visual arts. 

They are able to support the school curriculum through the resources available in the 

public art museums (National Arts Council, 2008). They acknowledge that the students 

are the future audiences and participants in their exhibition programmes and it is 

important to provide them with the relevant platforms available in the public art 
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museums to enhance their life-skills and appreciation of culture and heritage. Some of 

these youths could become future artists who are able to contribute to the visual arts 

ecology in Singapore (National Arts Council, 2008).  

The visual arts has the ability to enable the youth to see the world through 

different lens. The exposure to visual arts programmes would assist in the youths’ 

development and enable them to develop a long-term connection to with the visual arts 

(National Arts Council, 2008). In this respect, it is important for schools to collaborate 

with the public art museums on youth outreach programmes to expose them to the 

visual arts. This enables the youths to appreciate the importance of the visual arts for 

personal development and its benefits to the community. The museum leaders use the 

artworks to provide well-rounded education to the youths (National Arts Council, 

2008).  

To improve the teachers’ visual arts proficiency, visual arts practitioners are 

invited to work with the teachers. The teachers are also exposed to internships with 

industry and public-sector cultural agencies (National Arts Council, 2008). The teachers 

are encouraged to participate in arts and cultural activities, seminars, master-classes and 

learning journeys. These opportunities are to encourage the teachers to engage with the 

visual arts on a regular basis and these in turn inspire their students (National Arts 

Council, 2008). In the following section some examples of the exhibitions and public 

programmes organised during the recent developments period are presented. 

From 2009 to 2013: Exhibitions and public programmes 

In 2009, “blockbuster” exhibitions were organized by the National Heritage 

Board museums to attract audience members. Exhibitions from all over the globe were 

brought into Singapore to enrich the artistic and aesthetic experiences of the 

community. The National Museum of Singapore organised the first ever Singapore 

Night Festival that drew close to 60,000 visitors with 13 electrifying events over two 
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weekends (National Heritage Board, 2009). Weekend extravaganzas featuring local and 

international acts were a hit with both the young and old. Almost 16,000 members of 

the public joined in the Annual Istana Art Event organised by the Singapore Art 

Museum. The National Museum of Singapore’s first ever Night Festival drew close to 

60,000 visitors to 13 electrifying events over two weekends. Visitors gathered to 

witness airborne acrobatic feats by Studio Festi and spectacular light installations at 

both the National Museum of Singapore and Singapore Art Museum (National Heritage 

Board, 2009).  

At the Singapore Art Museum and 8Q SAM, a series of exhibition-inspired art 

workshops were organised in conjunction with Japan media Arts Festival. Celebrating 

Asia was a strategy used to draw visitors to the public art museums. The Singapore Art 

Museum organised a three-day symposium on Modern and Contemporary Vietnamese 

Art (National Heritage Board, 2009). In conjunction with the Korean Festival in 

Singapore, Transcendence: Modernity and Beyond in Korean Art at Singapore Art 

Museum featured over 40 artworks by 13 artists and examined the development of 

contemporary art over the last five decades. The Singapore Art Museum’s extended 

wing 8Q SAM showcased the best of digital and new media art with Japan Arts 

Festival: Growing Together. Cutting-edge artworks were presented alongside popular 

culture from the whimsical world of anime and manga. The public art museums also 

strengthened their position as thought leaders through various intellectual initiatives. 

The Singapore Art Museum organised a three-day symposium on Modern and 

Contemporary Vietnamese Art with notable speakers from the United States, United 

Kingdom, France, Australia, Vietnam and Singapore. It also organised the New Digital 

Technologies & Art Symposium that saw professionals from international digital media 

industry exploring how developments in new digital technologies have shaped and 

produced art (National Heritage Board, 2009). 
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In 2010, site specifics art installations were created in the public spaces to 

engage and appeal to visitors on multiple fronts.  The National Museum of Singapore’s 

Art-On-Site programme invited artists to create innovative and original work that 

changed the visitors’ perceptions of the museum environment. Working closely with the 

museum staff over a period of time, each commissioned artwork would mark a new 

phase or create new opportunities in the creative development of the selected artist. 

There was an increase in overall participation in the public programmes through 

stronger programming measures, reflecting its success in reaching out to the larger 

community and the genuine interest people have in participating in these (National 

Heritage Board, 2010). 

The Singapore Museum put in place education programmes that tap into the 

contemporary visual arts as a learning tool about the world, and encouraged individuals 

and students to learn to see things from different points of view. Its special curator tours 

and talks were attended by around 50 people each time. The museum’s Inside-Out 

Parties were well-subscribed with strong participation from a wide age-group. 

Singapore Art Museum also organised meet-the-artist sessions for visitors to interact 

with the artists (National Heritage Board, 2010). The Singapore Art Museum vitalised 

its exhibition programmes by connecting with living artists thus enabling the museum to 

become a focus for contemporary art both locally and internationally (designboom, 

2010). 

In 2011, outreach efforts to engage the community were implemented to form a 

lifelong attachment to the public art museums. A noteworthy event was the third 

Singapore Biennale, the largest contemporary visual arts show in Singapore. Organised 

by the Singapore Art Museum, it featured a significant number of works by Singapore 

and Southeast Asian artists. In addition to this, it also organised the inaugural 

Collectors’ Stage: Asian Contemporary Art from Private Collections, in cooperation 
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and coinciding with the first edition of Art Stage Singapore (National Heritage Board, 

2011). In this exhibition, visitors were able to view contemporary Asian artworks 

belonging to the private collectors (ShanghART Gallery, 2011). Free admission to the 

museums was given to students and teachers. Young visitors learned to see the world 

around them in different ways through the Singapore Art Museum’s contemporary art 

collection and programmes at its learning gallery. In addition, through the generous 

support of the Deutsche Bank, its Art Bus programme brought students closer to art at 

the Singapore Art Museum (National Heritage Board, 2011).  

The National Gallery Singapore organised the exhibition, Earth and Water: 

Mapping Art in Southeast Asia with exhibits drawn from the national collection. These 

works of art are by the region’s best-known artists and offered multiple manifestations 

of life, society and traditions of Southeast Asia. It also organised the Realism in Asian 

Art exhibition that showcased a selection of paintings from 10 Asian countries that 

explored the impact of realism in the development of 20th century Asian art and how it 

wove together a fascinating tale of heroism, valour and hope (National Heritage Board, 

2011).  

Professional development workshops were conducted for educators on the use of 

artworks as teaching aids and how to apply the relevance of museums in education 

today. They were trained to utilise the museums effectively in their teaching, as well as 

to supplement classroom learning. Close to 100 secondary and tertiary students attended 

a series of filmmaking workshops that introduced different film genres and filmmaking 

processes and techniques. The workshops were held in conjunction with the Singapore 

1960 exhibition organised by the National Museum of Singapore and Objectifs School 

of Photography and Filmmaking (National Heritage Board, 2011). 

 In 2012, exhibitions featuring the best of Singapore as well as that of 

international neighbours were shown at the public art museums. The National Museum 
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of Singapore organised the exhibition, In The Mood for Cheongsam: Modernity & 

Singapore Women that traced the history and development of the one piece traditional 

dress. The exhibition explored the fascinating stories of Singapore women who wore the 

cheongsam and the economic conditions that defined their dress sense. A publication 

was also launched in conjunction with the exhibition and featured the National 

Museum’s collection of cheongsams for the first time (National Heritage Board, 2012).  

The Singapore Art Museum organised Future Proof, the biggest exhibition 

devoted to local contemporary artists that gave visitors the unique opportunity to 

observe artworks which would otherwise not be available. It showcased artworks of the 

new upcoming artists who will direct the next movement of contemporary art 

development in Singapore (National Heritage Board, 2012). The National Gallery 

Singapore organised Liu Kang: A Centennial Celebration exhibition by Liu Kang who 

is considered as one of Singapore’s most important artists. This exhibition provided 

insights into Liu Kang’s contributions to the visual arts scene, his role in education and 

art criticism. The National Gallery Singapore and the Fukuoka Asian Art Museum 

established a long-term bond of cooperation to facilitate the change of exhibitions, staff 

and research (National Heritage Board, 2012).  

The Singapore Art Museum and Centre Pompidou collaborated on the 

exhibition, Video, An Art, A History 1965–2010. The exhibition was a valuable 

opportunity to showcase the works of local and Southeast Asian artists alongside 

renowned international artists. The National Museum of Singapore’s exhibition Dreams 

and Reality: Masterpieces of painting, drawing and photography from the collection of 

Musee D’Orsay, Paris displayed over 140 paintings, drawings and photographs from the 

mid-19th century to the early 20th century that explored the reaction of man towards 

modernity at the turn of century (National Heritage Board, 2012). 
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 In 2013, the public art museums continued to bring the community into deeper 

conversations and engagements in order to nurture an appreciation for Singapore’s 

diverse and multicultural artistic practices and provide platforms for community 

involvement. The first community museum at Taman Jurong, Our Museum@Taman 

Jurong was officially opened on 12 January 2013, encapsulating the idea of home by 

local artists National Heritage Board, 2013). It is part of the commitment to increase 

Singaporeans’ appreciation of and ownership over the distinctive, shared heritage of 

their neighbourhoods and of Singapore. The first exhibition in the community museum, 

Picturing Home, presented several artworks encapsulating the idea of ‘home’ by local 

artists. Curated by the Singapore Art Museum, visitors were encouraged to reflect on 

what home meant to them. The exhibition also saw the national collections being 

brought into the heartlands (National Heritage Board, 2013).  

The exhibition, Panorama: Recent Art from Contemporary Asia, drew entirely 

from the contemporary art collection of the Singapore Art Museum. It offers an 

opportunity to examine the world and allows for a diversity of perspectives, charting 

some of the issues that pervade contemporary art-making in Asia (National Heritage 

Board, 2013). A partnership between the National Archives and the National Museum 

of Singapore, 45–65: Liberation, Unrest… A New Nation demonstrated to the visitors 

the turbulent period of post-war Singapore, up until independence in August 1965. 

Using certain artefacts and archival materials, the exhibition illustrated the challenges 

overcome by Singaporeans during those 20 years, providing a glimpse into the journey 

that created the way for Singapore’s independence (National Heritage Board, 2013). 

In summary, for the period of recent developments (from 2009 to 2013), the 

public art museums created a plethora of quality visual arts experiences through 

exhibitions and public programmes that support the community’s artistic and aesthetic 

needs.  They promoted exhibitions and public programmes that are topical and 
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challenging by being proactive in their approaches taking the community’s needs as a 

central focus. In this period the public art museums have evolved in their strategies and 

directions in order to cater to the artistic and aesthetic needs of the community. It is 

necessary for the public art museums to redefine their functions and strategies to reflect 

the expectations of an evolving society in the midst of globalisation.  

This chapter has addressed the first and second research questions by describing 

the historical background (from 2003 to 2008) and recent developments (from 2009 to 

2013) respectively in regard to the work of the public art museums in the visual arts in 

Singapore. These two periods are supported by examples of exhibitions and public 

programmes that were organised by the public art museums. For the period of historical 

background (from 2004 to 2008), the public art museums were actively involved in 

bringing heritage, culture and the visual arts to the community through exhibitions and 

public programmes. Heritage, culture and the visual arts connected the different 

members in the community and these strengthen social construct of the nation. For the 

period of recent developments (from 2009 to 2013), the public art museums promoted 

exhibitions and public programmes that are topical and challenging by being proactive 

in their approaches taking the community’s needs as a central focus. They evolved in 

their strategies and directions in order to cater to the artistic and aesthetic needs of the 

community to reflect the expectations of an evolving society in the midst of 

globalisation.  

The next chapter addresses the review of literature related to the third research 

question through literature obtained mainly from recent journal articles and books 

focusing on the expectations of the government and private sponsors and the strategies 

and skills necessary to manage the expectations of the government and private sponsors. 
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Chapter 4 

Review of Relevant Literature 

This chapter deals with the literature related to the third research question in this 

study. Before this there is a short section on the museums and society. In the case of this 

study there is a scarcity of local empirical literature. However, there is relevant 

international literature. To address the third research question, ten key topics from the 

literature obtained mainly from recent journal articles and books focusing on the 

expectations of the government and private sponsors and the strategies and skills 

necessary to manage the expectations of the government and private sponsors are 

presented in this chapter.  

In this area, there are several important journals for example, Curator: The 

Museum Journal, Journal of Cultural Economics, Museum International, International 

Journal of Heritage, Journal of the Association for Communication Administration, 

Journal of Aesthetic Education and International Journal of Art & Education. Similarly, 

there are several important books for example, Museum management and marketing, 

Learning from museums: Visitors experiences and the making of meaning, Public 

funding of artistic creation, Marketing culture and the arts, Museums and community, 

ideas, issues and challenges, The Participatory Museum and Power and negotiation. 

 The literature establishes the art museums’ roles in society, the multiple 

financial supports they secure from the government and private sponsors with 

underlying conditions that need to be achieved and the necessary strategies and skills 

required to manage the expectations of the government and private sponsors. The art 

museums are primarily created as institutions that transmit information about society 

through exhibitions and public programmes.  
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4.1 Museums and Society 

The literature indicates that as society moves forward in technology and 

resources, populations diversify. Museums and other art organisations have to modify 

their agendas to meet the requirements of this evolving society. Global awareness is an 

understanding of various issues concerning global and cultural perspectives (Feehan, 

2010). Community partnerships call for museum leaders to work collaboratively with 

individuals representing diverse cultures, religions, and lifestyles in a spirit of 

cooperation. Museums make significant contributions to the social and economic well-

being of their communities (Falk, 2000).  

The director of the Institute for Learning Innovation, a Portland-based 

independent not-for-profit think-tank organization emphasised that museums need to 

adapt to the constant changes in society (Falk, 2000). He stated that we live in a 

changing society in which the barriers between education and entertainment, 

compulsory and independent learning, and profit and non-profit organizations are 

disappearing (Falk, 2000). The museum raises the understanding of technological and 

social changes through the collection of artworks that manifest these changes and also 

by using museum interpretation strategies (Lord, 2007).  

Local museums use art collections to connect with the community. Museum 

curators place importance on cultural values and exhibitions to create relationship with 

the visitors. Museum officials acknowledge the importance of the relation of exhibits to 

the viewer in order to create more meaningful museum visits (Feehan, 2010). Stories of 

art are produced through the curatorial process of identification, placement, and 

interpretation of art in exhibitions and permanent displays. These curatorial strategies 

influence the visitors to construct meaning from their experiences at the exhibitions 

(Robins, 2005).  
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The art museums respond to societal issues by using art exhibits as means of 

communication to the visitors. The visual arts address issues that affect people’s lives 

and it also serve as a bridge to unite the past with the present. The art museums offer the 

visitors a space for contemplation (Feehan, 2010). Museums provide people with a 

reflective space where they can contextualise issues surrounding them, and how those 

issues relate to them as members in society (Houghton, 2004). Museums fulfil their 

societal roles by creating an environment that promotes activism towards social change. 

In order for museums to meet the needs of a changing society, museum leaders must 

determine the effectiveness of their exhibition programmes. An efficient method of 

assessment needs to be developed to determine the impact that museums have on the 

community (Feehan, 2010).  

4.2 Government Sponsorship of the Visual Arts 

Rushton (2002) pointed out that the government funds the arts based on the 

needs of the art sectors and national agenda. Government funding of the arts is for one 

or more of the following reasons—creating a legacy for future generations, contributing 

to national identity, elevating the artistic needs of the community and increasing social 

and political awareness. The government supports the national museums and galleries 

by providing the necessary funds and it also supports through tax deductions the 

continuation of artistic heritage (Hsieh, 2005)   

The goal of government sponsorship is to provide the community with greater 

access to the arts, improving their quality of life and building national identity through 

cultural development. The museum leaders do so by their continuous working 

relationship with the government sponsors. Offering sponsorships to the art museums 

enables growth and it also enables travelling exhibitions, resulting in greater access to 

the arts. In addition, offering support to the artists generates the extension of culture 

and, therefore, national identity (Rushton, 2002).  
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The government has the resources to direct and promote the arts and cultural 

development of a country. The government funding is necessary to prevent 

commercialism of the cultural sector. Government funding is at times seen as interfering 

with artistic freedom (Hsieh, 2005). The museums receive government funding in 

exchange for meeting the government’s objectives. The arts and cultural heritage are 

important components of society and they benefit the population and therefore deserve 

the support from the government and private sectors (Hsieh, 2005). 

4.3 Government Sponsorship: Accountability and Social Responsibility 

The literature indicates that museums engage in an extremely wide range of 

exhibitions and public programmes in an effort to meet the challenge of emerging social 

demands. These have led to a substantial increase in the required resources. This greater 

need for funding has not, however, been matched by a similar growth in their usual 

sources of revenue. In light of this, the museum leaders have to look for alternative 

financial resources to support their exhibition programming. In the specific case of 

public funding, the cutbacks in public budgets, together with a drive for greater 

accountability in public spending, have led over the last few years not only to a 

reduction in spending on culture but also to more stringent requirements for the 

allocated funding (Bakhshi & Throsby, 2010). 

For museums and cultural organisations, accountability and transparency emerge 

as particularly important factors when it comes to fundraising. When a cultural 

institution is efficient, this enhances its chances of securing resources and also its ability 

to organise long-term projects and programmes (Basso & Funari, 2004). Museums need 

to justify that the sponsorships they receive are being put to good use. A museum’s 

accountability and transparency prove more relevant than other factors when creating 

the favourable conditions needed to attract sponsorships. In competing for funding with 

other sectors and other organisations within the same sector, museums have to show 
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how they are achieving the government’s policy goals through social inclusion, 

education and lifelong learning, and tourism and economic development (Johnson, 

2003).  

Arts organisations need the government funders to support their day-to-day 

operations and as a result they need to meet their expectations of accountability 

(Turbide & Laurin, 2003). The need for accountability is a necessity as the expectations 

of government funders require a return from their financial investments (Wu, 2003). 

The government operating within both ‘managerialist’ and ‘economic rationalist’ 

standards, has required the museums they fund to conform to mainstream business 

guidelines and outcomes (Protherough & Pick 2002). Social engagement involves the 

museum’s contribution towards preserving cultural heritage and communicating this to 

the various audiences in the community of what it has to offer through exhibitions and 

public programmes (Sheppard, 2000). This kind of performance is of particular 

importance to donors in the sense that their interests are more closely linked to the idea 

of social responsibility and of helping museums to preserve, disseminate and cultivate 

culture (Sheppard, 2000). The museum is evaluated by the government funder on its 

effectiveness of being able to address issues in the community through its exhibition 

programmes (Feehan, 2010). 

According to the American Alliance of Museums (2005), there are eight 

identifiable standards related to public trust and accountability—the museum looks after 

its resources, it serves its communities well, it performs its duties well in its geographic 

locality, the museum encourages diverse participation considering inclusivity, it places 

education as a service to the public, the museum provides access to its physical 

resources, it is clear in its mission and operations, the museum obeys local, state, and 

federal laws, codes, and regulations related to its infrastructure, operations, and 

governance. 
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4.4 Communication 

Working with the government and private sponsors requires the museum leaders 

to be in constant and effective communication with them. As part of the collaborative 

process, the museum leaders have to fine-tune and have productive dialogues with the 

government and private sponsors so as to achieve their targets of obtaining the 

necessary sponsorships. The museum leaders understand that expectations will be laid 

down by the government and private sponsors and the best way of fulfilling these is 

through communication. The literature indicates that in the last decades, the museums 

are changing their traditional model of management to combine cultural provision with 

the needs of the market. Strategic communication is vital to the museums to attract 

visitors, to source for private funding, to retain staff, and to engage with the 

communities (Colbert, 2009). Museums communicate with their community through 

relational strategies and this is done through strategic communication (Hooper-

Greenhill, 2000).  

The mission of the museums is achieved through strategic communication by the 

distribution of the museums’ cultural heritage and by managing their relationships with 

their various publics (Kotler & Kotler, 1998). In this way, the strategic communication 

contributes to the achievement of the mission of the museums in many forms—by 

distributing the cultural heritage of the museums, by managing the communication and 

the relationships between these institutions and their different audiences (Kotler & 

Kotler, 1998). In a similar manner, the museum leaders communicate with their visitors 

through the exhibitions. This enables the museums to differentiate themselves from 

other leisure and cultural organisations by changing their visitors’ attitudes to improve 

their position (Sandell & Janes, 2007).  

Strategic communication contributes to decision making that is connected to 

long-term objectives of the organisation. This improves the reputation of the 
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organisation and its relationships with the public (Cornelissen, 2004) By using 

communication strategically, the museum leaders gain a valuable opportunity to manage 

long-term relationships with the government and private sponsors. The museum’s 

strategic communication is to create long-term relationships with its audiences, which 

will enable the museum to achieve its objectives (Capriotti, 2013). Effective 

communication contributes to an organization’s success, employee attitude and 

disposition, and customer satisfaction (Eisenberger & Stinglhamber, 2011).  

According to Morreale, Osborn and Pearson (2000), effective communication 

involves the transmission of correct information, keeping in mind the receiver. It 

develops strong business and personal relationships and allows for the communication 

of thoughts and emotions. Through effective communication conflicts are avoided and it 

is essential for the overall aim of the organization. According to Pearson (2013), 

communicating with internal and external stakeholders is the only way to identify and 

agree on a common purpose. When the stakeholders’ interests are identified, it is 

important to communicate the right messages to them. Conflicts are resolved through 

effective communication. Effective communication is about becoming aware of what 

the government and private sponsors want and need and then adapting the presentation 

to match their needs. Effective communication provides clarity and avoids any 

confusion (Morreale, Osborn, & Pearson, 2000).  

The literature indicates that developing a positive relationship with all the 

stakeholders is important and this is achieved through effective communication. By 

attentively listening to and building strong relationships with the them, it is possible to 

avoid conflicts by identifying potential opportunities and threats for the art museums 

(Pearson, 2013). If the government and private sponsors trust the museum leaders, they 

will be more likely to compromise and work towards joint goals. The communication 

strategy should always be clear and understandable for everyone involved. In order to 
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agree on a common purpose with the stakeholders, it is important to deal with the 

conflicts of interest (Bourne, 2016). 

4.5 Negotiation 

Sponsorship supports the artistic and financial needs of the art museums and this 

requires careful negotiation between the museum leaders and the government and 

private sponsors. The sponsors make decisions that are structured and beneficial to 

them. Likewise, the museum leaders have to negotiate the various circumstances that 

entail the collaborations with the sponsors in order to achieve their sponsorship targets. 

Negotiation is about meeting the needs of the sponsors as well as the art museums and 

as such, the museum leaders have to provide a clear sense of direction to the sponsors 

that they have in place a robust measurement of impacts that would result in a win-win 

arrangement for the sponsors and the art museums. 

 Negotiation is a process of communication, in which the museum leaders and 

the government and private sponsors achieve their targets by solving issues through 

discussions. In order for negotiation to take place, a common understanding of the 

issues need to take place prior to reaching an agreeable solution (Jochemczyk & Nowak, 

2010). Negotiation takes places between two parties and the interdependence between 

the parties validates the need to create situations where each party’s interest is addressed 

rather than only one side (Zartman, 2002). 

The shared reality of success occurs when effective negotiation takes place in 

the conversations between the parties resulting in the enlarged negotiated value for each 

party concerned (Jochemczyk & Nowak, 2010). The museum leaders are always 

creating opportunities for conversations to occur with the sponsors so that these allow 

for negotiations to take place regarding issues concerning the exhibitions. They realised 

that it is important to have a positive attitude and good interpersonal skills when dealing 

with the government and private sponsors.  
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The museum leaders and the sponsors must come out of the negotiation realising 

that they have obtained the best possible deal for themselves and that they have not 

agreed to something outside of their interests (Van Boven & Thompson, 2003). 

Negotiation requires compromise. It aims to create a courteous and constructive 

interaction that results in a win-win situation for both parties. A good negotiation leaves 

each party satisfied and ready to do business with each other again (Zartman & Rubin, 

2000).  

4.6 Curatorial Approaches 

The literature indicates that curators play a vital role in the art museums. They 

are required to work according to the museum’s guidelines, external stakeholders’ 

expectations, ensure the integrity of artistic practice and meet the artistic needs of the 

public. The centrality of curatorial practice is the creation of artistic meaning through 

the exhibition. This is achieved through the curator’s knowledge about the artworks in 

the exhibition (Acord, 2010). This is a trade mark of the museum leaders as selection of 

the artworks is dependent of the curatorial concept of the exhibition. The museum 

leaders are required to adopt the appropriate curatorial strategy to organise the 

exhibition. Acord (2010) focuses on the discussions that are necessary between the 

curators and other staff involved in organising the exhibitions. She pointed out that 

through these, their own personal values and interests are revealed. Interpretation takes 

place to reveal artistic integration; it provides value to something and justifies the 

interest provided to the object.  

Exhibitions bring the artists and their artworks together to interact with the 

various members in the community. They act as conduits through which the artworks 

offer the visitors the opportunities to reflect and be informed (Maricola, 2006). The 

most successful exhibitions serve the artists, objects and ideas they set out to illuminate, 

and at the same time draw audiences into satisfying, even transformative, personal 
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encounters with the work. An exhibition design that has a well-planned curatorial 

placement of artworks allows the visitors to navigate through the space smoothly (Dean, 

1997). Quality museum exhibitions require a high degree of development and design to 

serve the public properly (Maricola, 2006).  

A curator is required to oversee every aspect of the exhibition-making process 

and needs to be organised in order to work with the different people involved in the 

exhibition. The curator needs to come up with a comprehensive curatorial placement 

plan to present the artworks in the exhibition effectively so that the artworks can engage 

with the visitors (Kendzuluk, 2017). The curator needs to do curatorial walk to ascertain 

if the artworks are presented well and to confirm if the audience is able to relate to the 

exhibition. The curator works with the museum staff and others to create a positive 

working environment for all involved in the exhibition (Kendzuluk, 2017). Similarly, 

the museum leaders in their pursuits to organise the exhibitions realise the importance 

of working with their colleagues in an amicable environment and that these produce 

positive experiences for everyone. They actively participate in every stage of the 

exhibition-making process so that issues concerning the exhibition could be addressed 

promptly with the concerned staff. 

The curatorial process determines the placement of the artworks in the 

exhibition space. The information on the artworks and the discussions with the artists 

are necessary to confirm the placement of the artworks in the exhibition space. A 

successful curatorial placement is achieved by the curator through the collective 

understanding of the artworks, artists’ intentions and the design layout of the exhibition 

space in the museum. This allows for opportunities to develop new curatorial placement 

strategies (Accord, 2010). 

The placement of the artworks is not confirmed on the first instance. It involves 

multiple movements of the artworks in the exhibition space during the curatorial 
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installation period. The curator needs to make multiple adjustments to the placements of 

the artworks by looking at the artworks at different locations within the gallery (Accord, 

2010). Curating exhibitions that bring out emotional responses from the visitors is a 

crucial element that the museum leaders yearn for. In addition, exhibition design is an 

on-going process. A challenge faced by the curators is how to bring together the 

different elements that make up the exhibition, such as, the curatorial placement of the 

artworks, the narrative behind the exhibition theme and how these are shared with the 

visitors  (Lin, Chen & Lin, 2015). In order to optimise the curatorial placement process, 

the curator has to adapt the artworks to the physical structure of the gallery in order to 

magnify the aesthetics qualities of particular artworks (Accord, 2010). 

To organise an exhibition, the curator has to undertake multiple curatorial 

activities. It starts with the planning and ends with the installation of the exhibition so 

that visitors are able to understand the theme of the exhibition (Lin, Chen & Lin, 2015). 

The curatorial concept and artwork information must be effectively executed by the 

curator so that the exhibition is communicated well to the visitors whose sensory 

experiences at the exhibition is elevated. The curator has to transmit the exhibition 

information to the visitors in an organised manner through strategic curatorial planning. 

In this way the visitors’ aesthetic experiences are increased, leading to their interest in 

learning (Lin, Chen & Lin, 2015). A curatorial theme is identified and this is followed 

by the selection of artworks that support the theme. A wide variety of artworks 

supporting the theme of the exhibition would create a sense of curiosity from the 

visitors. Organising an exhibition requires a thorough planning process (Lin, Chen & 

Lin, 2015). 
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4.7 Aesthetic Education and Experiences 

Visitors to the museum experience independent learning through their 

interactions with artworks and attain valuable information on scientific, cultural and 

social issues. The museum leaders want the visitors to experience the artworks with 

minimal formal interventions (artist or curator talk). Museum learning occurs through 

interactions with the exhibition. The museum leaders use interactive design strategies in 

the exhibition layout to enable the visitors to have self-directed learning that increases 

their understanding of past and new developments in society and environmental issues. 

The exhibition becomes an alternative platform for the visitors to experience learning 

through the museum (Screven, 1993). 

The literature indicates that museum educators assist the visitors to develop 

meanings from their experiences at the museums through their interactions with multi-

sensory and interactive exhibits. The goal is to educate and impart learning to the 

visitors and the museum becomes an informal learning environment (Falk & Dierking, 

2000). Art museums offer the visitors informal education and exposure to social 

responsibility through aesthetic experiences with the exhibitions (Feehan, 2010).  

Informal settings of the museums offer the visitors the opportunities to create 

meanings through the exhibitions and public programmes and through the museums’ 

collections. These offer the visitors, self-directed learning through free-choice and it is 

personalised (Falk & Dierking, 2000). Similarly, the museum leaders use the 

exhibitions as informal learning platforms to encourage visitors to inquire and discover 

for themselves information that would enable self-directed learning to occur. Active 

participation by the visitors takes place in the museums when sensory experiences are 

created through object-centred teaching and learning, resulting in long-lasting memories 

for the visitors (Falk & Dierking, 2000). 
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Museum learning has become an activity in which visitors develop their 

personal contexts through the exhibitions. The visual arts enable visitors to understand 

their surroundings. Since mid-nineteenth century, the individualist artistic practices of 

the artists demonstrated their capabilities to communicate their messages effectively but 

the visual arts in general moved away from being community-specific (De Backer, 

Peeters, Kindekens, Brosens, Elias, & Lombaerts, 2015). Learning in museums is an 

experience gained by interactions with objects. The museum leaders use the exhibits to 

achieve teaching and learning in the museum through interactive and exploratory 

options. Visitors experience learning in the museum through informal manner compared 

to the structured environment in a classroom setting that requires measurable outcomes 

(Packer, 2006). Museums use multiple influences such as encouragement, reality, 

cultural backgrounds and social connections to enable visitors to experience 

independent learning (Bhatia, 2009). 

The museums are being scrutinized for the roles that they play to reach out to a 

diverse and evolving population. Museums play an educational role and they do this by 

including societal issues in the visual arts (Feehan, 2010). Museums use the exhibits to 

convey information to the visitors that have an impact on their perceptions on issues 

affecting the world. When the art that is exhibited connects with viewer this results in a 

meaningful learning experience (Feehan, 2010). 

4.8 Private Sponsorship: Additional Source of Funding  

The museum leaders are aware that the sponsorship from the government 

sponsor is limited and the need to work with private sponsors is required in order to 

fulfil the overall financial targets of the art museums to execute their annual exhibition 

programmes. The literature states that sponsorship is a commercial trade-off between a 

company and an organisation. The company receives free publicity and free admission 

to the organisation’s events in exchange for the funds provided. This collaboration 
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benefits the public even though it seems that the corporate funding is motivated by self-

interest. The art organisations need the corporate funding for financial viability 

(Sonders, 2011). Corporations provide funding based on three areas. First, whether the 

company’s clients benefit from the company’s participation in the cultural activity. 

Second, if there is any publicity for the company, and third, will this partnership benefit 

the company (Recantus, 2002).  

Corporate sponsorship has supported the art institutions since 1950s for the 

proliferation of the arts and the arts institutions (Sonders, 2011). Corporate 

organisations see sponsorship of the arts as an affordable activity and this demonstrates 

their interests in supporting the arts to the public. Due to a lack of funding from other 

sources, art organisations welcome these corporate sponsorships in order to maintain 

financial sustainability (Harman, 2006). The cultural institutions, especially the art 

museums have become reliant on corporate sponsorships during the past 50 years 

(Sonders, 2011). 

Museums and cultural organisations worldwide have, over the last few years, 

have been required to adopt proactive strategies to obtain new sources of funding and to 

create new ways of communicating with their stakeholders (Bakhshi & Throsby, 2010). 

The literature indicates that the aim is to encourage private sponsors’ involvement in 

supporting the arts and culture and it is necessary to understand what motivates 

potential donors to support such activities. As government funding for the arts is 

reducing, the art museums depend on private funding and other sources of income, such 

as admission fees. Organising complex or large-scale exhibitions that draw large 

crowds, have made the art museums dependent of corporate sponsorship to meet their 

operational costs (Sonders, 2011). 

Sponsors provide the funds to support exhibitions that are of interest to them. As 

a result, the sponsors may interfere with the contents of the exhibitions by persuading 
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the museum staff to accommodate their requests (Eva & Helene, 2010). In the next 

chapter, the findings from the analysis of data collected during the qualitative in-depth 

semi-structured individual-based interviews with nine local museum leaders in relation 

to the fourth research question are presented.  

4.9 Private Sponsorship: Public Visibility 

In exchange for the sponsorships provided by the private sponsors, the museum 

leaders are alert to the reality that a trade-off is required in the form of public visibility 

of the private sponsors’ contributions to the art museums. The literature states corporate 

sponsors find that it is of an advantage to them to support the art museums and art 

organisations as this advertises their companies and their products. As museums are not-

for-profit organisations, they have to depend on corporate sponsorship to be financially 

sustainable. The corporate sponsors receive in return for their contributions, tangible 

and intangible promotional benefits from the partnering museums including, publicity 

and marketing benefits (Sonders, 2011).  

Associating with prominent art institutions provides the corporate sponsors the 

visibility with certain audiences specific to the art world that they may not be able to 

access through their routine marketing or advertising platforms (Sonders, 2011). The 

museums have developed customised exhibition-related promotions that link the 

corporate sponsors to the visitors. In exchange for the sponsorship provided to the 

museums, the corporate sponsors through these partnerships with the museums have the 

opportunities to organise private events and tours for their clients (Sonders, 2011).  

The museums offer the corporate sponsors complimentary corporate 

memberships that allow the corporation’s employees to visit the museums at no cost. 

These sponsorships are tax-deductible and benefit the corporate sponsors (Sonders, 

2011). The corporate sponsors’ involvements with the museums demonstrate to their 

clients a worldly and sophisticated appearance of themselves. The public image of the 
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corporate sponsors is enhanced through social responsibility by their involvement in the 

arts (Sonders, 2011). 

Corporate sponsorship is a necessity in the museums’ operational budgets. It 

complements government funding and, together with other private contributions, prove 

essential to the survival of the museums and cultural institutions (Severino, 2014). The 

corporate sponsors seek social recognition by associating with the museums or arts 

organisations, and this creates for themselves the image of a philanthropist. Corporate 

sponsorship of the arts is pragmatic and corporations link their support to the kinds of 

musems, arts organisations and programmes that relate to their own companies’ 

marketing and audience needs (Kirchberg, 2003).  

4.10 Private Sponsorship: Value for Money 

The museum leaders, when approaching the private sponsors, are conscious of 

the need that the sponsorship obtained from the private sponsors would entail the need 

to meet a wider scope of benefits to the private sponsors. The museum leaders in their 

exhibition programming include elements of activities that add value to the artistic and 

aesthetic well-being of the community. When choosing which cultural activity to 

sponsor, corporate sponsors would opt for activities that would enable them to exert 

greater control over where their contributions end up, such as special exhibits (Frey & 

Meier, 2006). In principle, sponsors will be more willing to support museums that offer 

them a wider range of opportunities and that more closely fit in with their investment 

needs. Museums must seek to convey to the corporate sponsors that they can offer the 

greatest value in return for the sponsorship provided (Frey & Meier, 2006).  

In a similar vein, Vázquez, Alvarez and Santos (2002) pointed out that the only 

way to retain sponsors is by providing exhibitions and programmes that deliver value. 

As a result, one key challenge facing the art museums involves presenting potential 

sponsors with exhibitions and programmes that appeal to them. In the late twentieth 
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century, several museums have grown to become centres of attraction involving 

blockbuster exhibitions and corporate patronage. Corporate sponsorship has made the 

museums more visible and have contributed to their financial viability (Sonders, 2011). 

The literature states that sponsors are more inclined to contribute to the 

museums that demonstrate their abilities to spread culture and knowledge, as well as 

other social initiatives that benefit the communities. The decision to sponsor an event or 

cultural activity depends mainly on marketing and publicity considerations; other kinds 

of motivation also seem to influence the sponsors’ choice of event or institution (Frey & 

Meier, 2006).  

The review of literature in this chapter reveals the expectations of the 

government and private sponsors and the roles that museums play in society. It also 

points out the strategies and skills that the museum leaders need to use to manage the 

expectations of the government and private sponsors. The museums are institutions that 

serve the well-being and enrich the aesthetic and artistic experiences of the diverse 

members in the community. The art museums are primarily created as institutions that 

transmit information about society through exhibitions and public programmes. 

Government funding of the visual arts is to contribute to national identity and to 

increase social awareness. Art museums are accountable to the government sponsor and 

are required to be transparent in their processes.  

Working with the government and private sponsors requires the museum leaders 

to be effective in their communication. As part of the collaborative process, the museum 

leaders have to fine-tune and have productive dialogues with the government and 

private sponsors so as to achieve their targets of obtaining the necessary sponsorships. 

The museum leaders need to demonstrate skills of negotiation and have the ability to 

build good working relationships that are paramount to negotiating a mutually 

beneficial arrangement with the sponsors. The centrality of curatorial practice or 
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approaches in the visual arts is the development of artistic meaning through the 

exhibition.  

Museums attract visitors of all ages through exhibitions and public programmes 

and the ultimate goal of these activities is to educate and impart learning. Sponsorship 

from the government sponsor is limited and the need to work with private sponsors is 

required in order to fulfil the overall financial targets of the art museums to execute the 

annual exhibition programmes. In exchange for the sponsorships provided by the private 

sponsors, the museum leaders are alert to the reality that a trade-off is required in the 

form of public visibility of the private sponsors’ contributions to the art museums.  

Associating with the art museums provides the corporate sponsors visibility with a 

selected audience specific to the art museums that they do not have access to through 

their routine advertising and marketing platforms. The museum leaders, when 

approaching private sponsors, are conscious of the need that the sponsorship obtained 

from the private sponsors would entail the need to provide a wider scope of benefits to 

the private sponsors. The museum leaders in their exhibition programming include 

elements of activities that add value to the artistic and aesthetic well-being of the 

community.  

In addition to the present study, which is based on carefully conducted  

interviews with a deliberately chosen sample of museum leaders, another  

example would be survey research, which might investigate the characteristics of the  

various sponsors in Singapore. This would provide targeted results from which to draw  

conclusions and make important decisions concerning effective approaches to dealing  

with private sponsors. Similarly, there appears to be a lack of different analytical and  

evaluative approaches in the literature reviewed, which again suggests an opportunity  

for further research.  For example, research from a critical theory perspective could  

investigate the power structures in place in the society that dominate the reality of how  
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sponsorship arrangements work. The social context in which the museum leaders and  

the government and private sponsors co-exist in could be investigated, while research  

from a rational choice perspective could investigate the museum leaders’ abilities and  

choices to rationally identify the appropriate private sponsors who would most benefit  

their public art museums and extend their scope of exhibition programmes with minimal  

interventions. 

In the next chapter, the findings obtained from the analysis of data collected 

during the qualitative in-depth semi-structured individual-based interviews with nine 

local museum leaders in relation to the fourth research question are presented. 
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Chapter 5 
 

Interview Data Analysis and Findings 
 

This chapter presents the findings from the analysis of data collected during the 

qualitative in-depth semi-structured individual-based interviews with nine local museum 

leaders in relation to the fourth research question. The nine museum leaders are 

identified by numbers. The interview questions are directed at the museum leaders’ 

working experiences with the government and private sponsors in regard to the 

provision of sponsorships to the public art museums. From these, the expectations of the 

government and private sponsors are investigated. The findings developed from the data 

analysis of the interviews of the nine museum leaders in this chapter together with the 

review of literature from chapter 4 are discussed in chapter 6 in section 6.3 

(Discussion). 

The themes identified in relation to working with the government sponsor are 

national responsibility, agreement terms and communication. Similarly, the themes 

identified in relation to working with private sponsors are extended exhibition 

programming, agreement terms and negotiation. The theme agreement terms appears for 

both the government and private sponsors. This is expected as both the government and 

private sponsors have stipulated certain agreement terms in return for the provision of 

sponsorships to the public art museums. 

The coding process involved the labelling of the data in the interviews with 

unique codes. Codes were used to describe the data and captured the essence of the 

museum leaders’ statements in the interviews. Some were literal codes that simply 

summarized what the museum leaders were saying, whilst others were interpretative 

elements. The patterns are identified by the grouping of codes that share the same 

properties. Likewise, the themes are identified by the grouping of patterns that share the 

same properties. A theme describes an important aspect in the data in relation to the 
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fourth research question. In Appendix E, an example of how a theme is identified is 

illustrated using extracts from the transcripts of interviews conducted with three 

museum leaders and likewise through a similar process the themes for the government 

and private sponsors are developed. 

An important feature of the analysis of the findings is the words of the nine 

museum leaders. These are included as quotes from the interviews conducted and are 

presented in the sections that describe the patterns. For each pattern, only the quotes 

from the interviewees that provided specifically identified main data are used. An 

overview of the themes and patterns developed from the findings for the government 

and private sponsors is presented in Table 3 and Table 4 respectively as previously 

indicated in chapter 2. These form the structure of this chapter. Each theme is described 

by its corresponding patterns. Next, each pattern is described and supported with the 

comments of the museum leaders as quotations. The chapter ends with an overview of 

the findings. 

 
Table 3 
 
Themes and patterns: Government sponsor 
 
Theme     Pattern 
 
national responsibility   community-focus 
     accountability 
 
agreement terms   restrictions 
 
communication   curatorial planning 
     continuous discussions 
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Table 4   
 
Themes and patterns: Private sponsors 
 
Theme     Pattern 
 
extended exhibition programming additional funding 
     access to private collections 
 
agreement terms   return on investment 
 
negotiation    cultivating good working relationships 
 
 

5.1 Government Sponsor 

Theme: National responsibility 

The museum leaders agreed that the public art museums in Singapore are 

primarily funded by the government sponsor and therefore, they have the responsibility 

as national institutions to showcase exhibitions and public programmes that promote 

culture, heritage, local visual arts, nation-building and community-bonding. They 

pointed out that the public art museums represent the heart of the community through 

the realisation of exhibitions and public programmes that showcase the community’s 

needs for artistic and aesthetic experiences. Collectively the museum leaders described 

the visual arts, heritage and culture as sources for cultivating social and cultural identity, 

aiming to result in the inclusivity of all members of the community.  

By fulfilling their national responsibilities, the public art museums in Singapore 

aim to inculcate in the people a deeper understanding of the nation’s heritage and 

developments in the areas of visual arts and culture over the years through exhibitions 

and public programmes. The goals of receiving government sponsorship are the 

unification of the visual arts landscape in Singapore and to provide greater access to the 

visual arts, improving quality of life and building national identity through cultural 

development.  
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The theme of national responsibility is supported by two patterns, community-

focus and accountability. The pattern community-focus highlights the importance of 

community outreach and this is achieved by the museum leaders through the 

organization of exhibitions and public programmes centring on culture, heritage and 

local visual arts. The pattern accountability reflects the need for the public art museums 

to be accountable to the government sponsor. They are aware that the government 

sponsor is the main funding agency in Singapore to the public art museums. The need 

for accountability requires them to achieve key performance indicators as stipulated by 

the government sponsor in the sponsorship agreement.  

The museum leaders pointed out that the government sponsor has the financial 

resources to direct and promote the visual arts and awaken cultural development in 

Singapore. The public art museums are required to provide assurance to the government 

sponsor that they have put to good use the sponsorship that is provided to them. They 

diligently pursue accountability as it ensures their chances of securing future 

sponsorships from the government sponsor with fewer bureaucratic hurdles to 

overcome, thereby facilitating the presentation of long-term exhibitions and public 

programmes. 

Pattern: Community-focus 

The museum leaders see the public art museums as socially responsible 

institutions created for the community to enrich its artistic and aesthetic experiences. 

They work hard to present exhibitions and public programmes that interest and motivate 

the diverse members in the community through inclusivity. These initiatives are based 

on the necessity that everyone in in the community should benefit from the public art 

museums. Working closely with the government sponsor creates opportunities for them 

to reach wider audiences, by offering new experiences through community-focused 

exhibition and public programmes. This results in lasting relationships that ensure the 
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community’s continual visits to the public art museums.  

As national institutions, the public art museums’ purpose of engaging with the 

community is to make them an integral aspect of the people’s social lives. The need for 

the public art museums to be relevant to the community is crucial to the museum 

leaders’ endeavours in organising the exhibitions and public programmes. They want to 

create an exhibition environment that allows people to feel safe and be able to reflect on 

issues in society and how these affect them as individuals in the community. The 

engagement with the community is to forge a collective national identity, educating the 

public on social issues and the dissemination of national agendas, and all these are 

coordinated through the public art museums’ exhibitions and public programmes. 

Ultimately their purpose is to inculcate in the visitors an awareness that the community 

is the central focus of the public art museums. The following are some of the comments 

of the museum leaders supporting the pattern, community-focus: 

Leader 1 said that it is important to collaborate with the government sponsor as 

it is the main funding body for the public art museums and the exhibitions organised 

need to have elements that highlight national agendas that benefit the community, “It is 

important to work with the government in terms of exhibitions as they help to shape 

certain national agendas, in terms of nation building and it creates a sense of rootedness 

for Singaporeans.” (Personal communication, October 13, 2015).  

Leader 3 indicated that the bulk of the funding that the public art museums 

receive is from the government sponsor. She pointed out that it is therefore imperative 

that as public institutions, the public art museums need to organise exhibitions and 

public programmes that focus on topics that relate to the community, “We receive the 

bulk of our funding from the Ministry of Culture, Community and Youth. Our 

programmes have a community focus, therefore we are able to apply for the funding.” 

(Personal communication, October 23, 2015). 
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Leader 6 stated that working with the government sponsor entails the reality of 

having to focus on social agendas that are pertinent to the government sponsor, which 

she said is the essence of being a public art museum. She stated that the need to educate 

the community on social issues is a balancing act that is performed through creative 

exhibition programmes, “The government has a social agenda. That’s their job, they 

need to educate the public. The key aim of every museum is education. It is important to 

work with people who govern this country.” (Personal communication, November 3, 

2015). 

The next pattern is accountability and it complements the pattern community-

focus as the funds provided by the government sponsor to the public art museums are 

primarily for the artistic and aesthetic enrichment of the community. This is achieved 

through the presentation of exhibitions and public programmes that are centred on social 

issues and support the artistic practices of local visual artists.  

Pattern: Accountability 

The museum leaders are accountable to the government sponsor through the 

efficient use of the sponsorship provided. They adapt their curatorial plans to evolve 

with the needs of the community thereby focusing on issues that concern them. The 

exhibitions and public programmes organised by the public art museums enrich the 

artistic and aesthetic experiences of the community. They are required to articulate and 

justify their curatorial plans to the government sponsor, in order to present good 

corporate governance, especially when the sponsorships are linked to taxpayers’ money.  

They agreed that the funds provided by the government sponsor have to be 

efficiently utilised and produce results that justify the existence of the public art 

museums and their spending. The museum leaders agreed that in receipt of these funds, 

key performance indicators as stipulated in the sponsorship agreement with the 

government sponsor have to be achieved. The following are some of the comments of 
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the museum leaders supporting the pattern, accountability: 

Leader 1 indicated that the government sponsor provides the funding based on 

objectives that fulfil national agendas. He said that accountability to the government 

sponsor is based on the fact that exhibitions and public programmes organised are 

centred on the community’s interest. Consequently, this results in long-term partnership 

with the government sponsor as trust is developed in the process and provision of funds 

for future projects is a foreseeable possibility: “The concerns of the government 

agencies that are providing the funding are that they see us for what we produce as 

being a kind of public good.” (Personal communication, October 13, 2015). 

Leader 2 said that the resources required to organise the exhibitions are with the 

government, who is the primary sponsorship provider. In order to utilise these 

resources, accountability to the government sponsor is a necessity as the use of these 

financial resources requires that objectives set are fully met: “The government is the 

biggest fund provider. In Singapore, for events that we are proposing, we require 

approvals, clearances for use of space, access to materials, resources and archives; 

therefore, we need to work with the government.” (Personal communication, October 

19, 2015). 

Leader 5 pointed out that it is important for the public art museums to be 

accountable to the taxpayers from whom the money is indirectly coming as sponsorship. 

He said that this is part and parcel of being a national institution, which requires greater 

accountability and transparency in corporate governance: “You are a national 

institution, it comes with national responsibility, you have no choice, every taxpayer can 

come to you and say, some of my tax dollars are funding your museum. So, to a certain 

extent there is a responsibility, which is to be accountable to the public and what you do 

as a national museum.” (Personal communication, October 28, 2015). 
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Leader 6 indicated that there is a close correlation between the funding provided 

by the government sponsor and the exhibition programmes due to key performance 

indicators (KPIs) that have to be achieved. She said that the KPIs are linked to 

community-centred events and exhibitions and failing to achieve the KPIs would 

inevitably affect the sponsorship applications for the subsequent financial year: 

“Because it is what your funding is predicated on. If you don’t achieve the KPIs this 

year, next year, they will reduce your funding because you’re putting up shows that 

people won’t come to see.” (Personal communication, November 3, 2015). 

The pattern, accountability shows that in principle the public art museums have 

to provide accountability to the government sponsor for the funds provided. The need to 

fulfil key performance indicators as stipulated in the sponsorship agreement is important 

as seen by the museum leaders and this ensures the possibilities for future sponsorship 

opportunities. 

Theme: Agreement terms 

The museum leaders indicated that the public art museums obtain large financial 

support from the government sponsor. The government sponsor is increasingly an 

important source of income for them. The government sponsor continuously takes an 

interest in the visual arts and often provides significant financial support for the creation 

of the exhibitions and public programmes. Therefore, they accept that it is natural for 

the government sponsor to stipulate agreement terms in the provision of sponsorships.  

The theme agreement terms is governed by the reality that sponsorships 

provided to the public art museums by the government sponsor have targets that need to 

be achieved and restrictions that the museum leaders need to adhere to. The main 

concern of the government sponsor as seen by them is that the sponsorship is used 

efficiently by the museum leaders to organise exhibitions and public programmes for 

the community and also to ensure that controversial or politically sensitive artworks are 



PUBLIC ART MUSEUMS’ WORK IN SINGAPORE  
 
 

 
 
 

85 

 

avoided. The pattern supporting the theme agreement terms is restrictions which 

highlights the guidelines that control the utilization of financial resources, curatorial 

concept and operations of the public art museums. 

Restrictions 

The government sponsor is a regulator, whose involvement with the museum 

leaders means to a certain extent the need for restrictions. They pointed out that certain 

curatorial concepts or artworks could be seen as controversial by the government 

sponsor, even though they are designed to inform and stimulate the visitors’ learning. 

Their views on restrictions generally are that controversial or politically sensitive 

artworks are not favoured by the government sponsor. Primarily this is to avoid any 

negative feedback from the print and social media platforms.  

Another focal aspect in the pattern restrictions is terms and conditions which 

govern the working relationship between the public art museums and the government 

sponsor. The need to safeguard the interests of the government sponsor and the visitors 

and to avoid exposing them to controversial artworks or curatorial concepts are aspects 

that the museum leaders grapple with as they plan the exhibition making process. The 

following are some of the comments of the museum leaders supporting the pattern 

restrictions: 

Leader 1 said that the funding from the government sponsor comes with 

challenges that affect the exhibition making process: “Challenges really come when we 

want to curate exhibitions that may not necessarily be in line with national agendas. 

Some of the artworks that I might want to show in an exhibition could deal with 

homoeroticism. These are considered issues that the government believes society is not 

ready to deal with at this current moment.” (Personal communication, October 13, 

2015). He noted that the general public is not ready to accept controversial artworks that 
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focus on sensitive topics and this is a problem for the government sponsor as it would 

draw unwarranted attention from print and social media platform. 

Leader 2 pointed out that the public art museum’s execution of exhibition  

programmes would at times differ from the objectives outlined by the government 

sponsor: “Often the funding is usually tied to some criteria which is aligned with other 

agendas set out by the government in order to achieve specific outcomes.” (Personal 

communication, October 19, 2015). This is unavoidable as the funding guidelines at 

certain instances contradict curatorial concepts, as the government sponsor may not 

necessarily understand the museum leaders’ curatorial aspirations. She said that the 

public art museums have the responsibility to fulfil the mandate of showcasing 

contemporary art in its full integrity, which at times may not necessarily be in line with 

the government sponsor’s agreement. 

Leader 4 pointed out that according to the agreement, the public art museum has 

to avoid organizing exhibitions that are politically critical or insensitive, especially 

exhibitions that have artworks that are critical of the government and its policies: “ I 

think it will be very difficult for any public museum to exhibit artworks that publicly 

criticizes current government policy.” (Personal communication, October 26, 2015). 

The museum leaders agreed that restrictions are expected when working with the 

government sponsor because of the stipulated agreement terms in the provision of 

sponsorship. They pointed out that the government sponsor is concerned with artworks 

that are controversial or politically sensitive in nature. This inevitably indicates the need 

for the government sponsor to intervene and safeguard its own interests. The need to 

ensure that the funds provided are efficiently used by the museum leaders is a priority 

for the government sponsor as they are accountable to the taxpayers.  
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Theme: Communication 

The museum leaders indicated that effective communication is achieved through 

the understanding of what the government sponsor requires and this builds strong 

business and personal relationships. The need to communicate curatorial concepts 

clearly to the government sponsor enables the museum leaders to relate to them 

effectively. This prevents unnecessary misunderstandings to arise and assists in solving 

conflicts at the very onset. It also creates harmony by bridging the communication gaps 

between the government sponsor and the museum leaders. They use effective 

communication to enable the government sponsor to accept their curatorial concepts. 

Through effective communication, the museum leaders are promptly made aware of the 

needs of the government sponsor and they adapt their curatorial concepts to meet the 

requirements of the government sponsor.  

In the theme communication, it is evident that the pattern curatorial planning 

together with the pattern continuous discussions result in constructive and productive 

working relationships with the government sponsor. The strategy of adopting the theme 

communication benefits the government sponsor and them, resulting in win-win 

situations. The pattern curatorial planning focuses on the importance of advance 

planning and the need to seek approvals from the relevant authorities regarding certain 

aspects of the exhibition making process. On the other hand, the pattern continuous 

discussions emphasises the relevance of open communication with the government 

sponsor regarding the curatorial concept as well as the desires of the museum leaders to 

resolve any concerns or conflicts that might arise in the collaboration.  

Pattern: Curatorial planning 

The museum leaders stated that curatorial planning when effectively performed 

is able to produce exhibition and public programmes that become prime transmitters of 

knowledge, which benefit the visitors. This provides the visitors with opportunities for 
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contemplation, education and enjoyment of the visual arts. They pointed out that 

curatorial planning is about designing the exhibitions through strategic placements of 

artworks that allow the visitors to move through the exhibition space and be immersed 

into a world of intrigue and curiosity. Some of the strategies they use are appropriate 

curatorial placement of controversial artworks, obtaining approvals from the public art 

museums’ curatorial advisory panels and mediating unforeseen disagreements between 

the concerned parties. Identifying the appropriate exhibition theme, the curatorial 

placements of the artworks and the design layout of the exhibition space require careful 

planning and doing this efficiently allow them to present successful exhibitions that 

meet the expectations of the government sponsor. The following are some of the 

comments of the museum leaders supporting the pattern curatorial planning: 

Leader 1 said that he adopts the strategy of advance planning when he foresees 

the challenges that he would face with the government sponsor and identifies 

appropriate strategies that enable sensitive artwork to be shown: “Working as an 

institutional curator, if I show artworks that deal with homosexuality or sexuality, I need 

to think in advance, how am I going to engage with the ministries that might have issues 

with this. To make it a success, I would curate the artwork in a specific room which 

only allows people above the age of 18 or 21 to enter the room.” (Personal 

communication, October 13, 2015). 

Leader 4 said that it is important to update and provide sufficient information to 

the various stakeholders, for example the public art museum senior management and 

government sponsor. This is to safeguard the interest of the coordinating curator and the 

artist in order to showcase the controversial artworks as well as to address in advance 

the queries from concerned individuals: “We engage with our public stakeholders early 

and not give them a shock at the last minute. We let them know that these are the 

artworks that are potentially going to be in the show and explain to them why we feel 
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this artist is important or why these artworks are important to show.” (Personal 

communication, October 26, 2015). 

Leader 8 highlighted the importance of involving the government sponsor in the 

curatorial planning as it enables distribution of the exhibition making work load and 

also the exchange of ideas regarding the exhibition making process. He said that this 

creates a good working relationship between the public art museum and the government 

sponsor, as the whole curatorial process becomes a collaborative effort: “It’s definitely 

easier to share that workload or effort with somebody else or a team. It’s a good thing 

because it also helps you to exchange certain ideas during the work process.” (Personal 

communication, November 5, 2015). 

Moving to the next pattern continuous discussions, the interests of the 

government sponsor and the public are always on the minds of the museum leaders. The 

pattern continuous discussions focuses on the fundamental need for the museum leaders 

to have open communication with the government sponsor on a regular basis regarding 

curatorial planning and exhibition making matters. 

Pattern: Continuous discussions 

Developing a positive working relationship with the government sponsor is vital 

to the museum leaders as it ensures continuous future sponsorships for the exhibitions 

and public programmes. Trust is an element that they want to create with the 

government sponsor. This results in opportunities for compromise and negotiation and 

also to work towards mutually beneficial goals. They listen attentively to the concerns 

of the government sponsor and this takes place in the midst of continuous discussions 

that they have with the government sponsor during the exhibition making process. They 

are alerted to potential conflicts in advance and have the opportunities to resolve these 

immediately thereby deepening the working relationship with the government sponsor. 

They want to establish long-term relationships with the government sponsor so as to 
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achieve the public art museums’ long-term objectives of securing sponsorships for 

future exhibitions and public programmes. The continuous discussions not only resolve 

emerging concerns that the government sponsor has but they also give them 

opportunities to re-emphasise to the government sponsor the benefits of the 

collaboration. 

The museum leaders said that continuous discussions enable win-win situations 

for the public art museums and the government sponsor. They reinforce the reality that 

problems do surface in the midst of the exhibition making process and talking through 

them one at a time is beneficial to all concerned parties. Effective communication as 

seen by them through continuous discussions builds strong relationship with the 

government sponsor and this allows them to understand exactly what the government 

sponsor wants and how to give it without compromising the artistic integrity of the 

exhibition. Mitigating instances of concern gives the government sponsor the trust that 

the museum leaders are in collaboration with them to ensure mutually benefitting 

instances. They pointed out the need to have continuous discussions from the time when 

the application for the sponsorship takes place and these continuous discussions are 

carried throughout the collaboration. The following are some of the comments of the 

museum leaders supporting the pattern continuous discussions: 

Leader 1 stated that it is important to collaborate and have on-going discussions 

with the government sponsor’s appointed academics who are scholars in the subject 

matter of the exhibition being organized. He pointed out that in so doing, the inclusion 

of these academic scholars enables the government sponsor to be assured that the 

exhibition is presented effectively through the incorporation of their feedback into the 

curatorial concept: “We bring in respected scholars who contribute essays to our 

catalogues and as advisers to our exhibitions.” (Personal communication, October 13, 

2015). 
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Leader 2 indicated that a successful collaboration with the government sponsor 

takes place by organizing exhibitions that focus on promoting local contemporary visual 

arts and artists. This has long-term positive outcomes for the public art museum, 

especially when it comes to future funding applications: “A curator doing an exhibition 

survey on recent contemporary art practices knows what the government is interested in 

and that is to promote Singapore and local artistic talents.” (Personal communication, 

October 19, 2015). 

Leader 4 said that it is important to engage with the government sponsor in 

advance regarding sensitive artworks that would raise concerns with the visitors. He 

pointed out that unwanted negative feedback from the public is avoided and also it 

prevents any negative media attention: “We engage the ministry early, talk to them 

about the artworks and find out their concerns. There would be a lot of discussion 

regarding specific artworks.” (Personal communication, October 26, 2015). 

Leader 9 highlighted that she adopts the strategy of maintaining positive and 

constructive conversations with the government sponsor and this results in achieving 

her targets, “I believe it is about having good relationship through conversations and 

these would speed up the collaborations.” (Personal communication, December 3, 

2015). 

The pattern continuous discussions affirms the reality that in order to achieve a 

fulfilling partnership in exhibition making and organizing public programmes for the 

community, there must exist the element of continuous discussions between the 

museum leaders and the government sponsor. Conflicts are resolved through continuous 

discussions and this results in positive future funding opportunities for the public art 

museums.  
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5.2 Private Sponsor 

Theme: Extended exhibition programming 

The museum leaders stated that the public art museums play a crucial role in 

Singapore’s artistic landscape. They agreed that the government sponsor is the main 

sponsor to the public art museums, however, the sponsorship from the government is 

insufficient to cover the whole spectrum of exhibitions and public programmes that they 

organise. They are drawn to approach the private sponsors to supplement existing 

sponsorship from the government sponsor. They approach this with the concept of 

developing relationships with the private sponsors, moving from one-time sponsorship 

to ongoing relationships that affirm the steady supply of sponsorships for future 

exhibitions and public programmes. 

The theme extended exhibition programming as informed by the museum 

leaders is about providing more exhibitions and public programmes to the community 

with the support of additional funding from the private sponsors. This sponsorship is in 

addition to the sponsorship provided by the government sponsor, thereby increasing the 

visitors’ artistic and aesthetic experiences in the visual arts. Additional funding and 

access to private collections support the theme of extended exhibition programming.  

The pattern additional funding focuses on the insufficiency of existing funding 

for the public art museums in order to provide comprehensive artistic and aesthetic 

experiences to the community and the need to reach out to private sponsors to obtain 

additional funds in order to achieve these targets. This provides opportunities to the 

private sponsors to participate in worthwhile collaborations with the public art 

museums. On the other hand, access to private collections highlights the importance of 

the access to important and relevant artworks that are owned by private collectors with 

whom the public art museums collaborate with regarding selected exhibitions.  
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Pattern: Additional funding 

The need for additional funding is a paramount concern of the museum leaders, 

as this enables them to provide comprehensive artistic and aesthetic experiences to the 

community. It allows the public art museums to function in their maximum capacity by 

providing an extensive array of visual arts exhibitions and public programmes to the 

community. They indicated that the present funding from the government sponsor is 

insufficient to fulfil the full objectives of the public art museums.  

They adopt proactive strategies to secure new sources of sponsorships and 

devise new ways of communicating with the private sponsors.  The financial burdens on 

the public art museums at times are overwhelming and the support from the private 

sponsors assists in alleviating these financial burdens. The opportunities to collaborate 

with the public art museums give the private sponsors opportunities to give back to the 

society through their considerable sponsorships, thereby enabling them to fulfil their 

corporate social responsibilities and also to gain the necessary public visibility. The 

following are some of the comments of the museum leaders supporting the pattern 

additional funding: 

Leader 2 pointed out that organising an exhibition requires huge financial 

commitment on the part of the public art museum. In order to fulfil its mandate as a 

national institution, the public art museum has to source for additional funding from 

private sponsors. The collaborations with the private sponsors therefore reduce the 

financial burdens on the public art museum and therefore enables it to provide more 

variations in its exhibition programmes: “Exhibitions are expensive, so the more 

resources you can get, the better. It’s important to have patronage for the visual arts 

coming from all walks of life.” (Personal communication, October 19, 2015). 

Leader 3 stated that the public art museums reach out to private sponsors like 

large corporations who have annual corporate social responsibilities initiatives to fulfil. 
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The public art museum then presents exhibition proposals that align with these large 

corporations’ corporate social responsibilities initiatives. These large corporations also 

receive public and media recognition as donors of worthy artistic endeavours: “I would 

say because government funding is never enough for the museum’s ambitions, so this is 

where I think private sponsors can come in, especially since these days a lot of 

companies are looking at corporate social responsibilities initiatives, community 

outreach kind of initiatives.” (Personal communication, October 23, 2015). 

Leader 4 pointed out that the funding provided by the government sponsor is 

only sufficient to cover daily aspects of museum operations and selected exhibitions and 

that the additional funds from the private sponsor assist with educational outreach and 

publicity matters: “With a private sponsor coming in to fund or co-fund certain 

exhibitions, we can do a lot more for educational outreach and marketing campaign to 

publicise the show.” (Personal communication, October 26, 2015). 

Leader 9 said that working with the private sponsor was a necessity because 

there was always a need for additional funding required by the public art museum. The 

public art museum had to be creative in sourcing for funding from the private sponsors. 

She said that the funding had terms and conditions and the public art museum had to 

manage the expectations of the private sponsor in a tactful manner: 

“I think it’s important because we’re always short of funding for the exhibitions. 

That’s why we need government or private sponsors, that’s important. Well, yes, 

I think basically why people work with sponsors, because they need financial 

support, but it does not come for free” (Personal communication, December 3, 

2015). 

The pattern additional funding highlights the museum leaders’ firm belief that 

the additional funding is a necessity for the presentation of a comprehensive array of 

exhibitions and public programmes for the community. They pointed out that they have 
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more autonomy to utilize the funds from the private sponsors to organise exhibitions 

that are deemed controversial or sensitive by the government sponsor. By providing the 

sponsorships to the public art museums, the private sponsors such as large corporations 

are able to achieve their corporate social responsibility initiatives as stipulated in their 

strategic objectives.  

The next pattern, access to private collections, complements the pattern 

additional funding as the museum leaders in their pursuit to present a comprehensive 

range of visual arts experiences to the community not only require the additional funds 

but also the artworks that private collectors possess to fill the gaps in the curatorial 

concept. 

Pattern: Access to private collections 

The museum leaders pointed out that the public art museums do not have the 

complete range of artworks in their collections due to insufficient funds. Some artworks 

are purchased by private collectors and these are useful to them as they assist in 

completing the curatorial concept. On many occasions they have to work closely with 

private collectors who own these crucial artworks in order to complete the whole range 

of artworks required for the curatorial concept of the exhibition.  

Providing the artworks on loan to the public art museums also reassures the 

private sponsors that the artworks are in safe environments and are professionally 

handled by qualified art installers. They identify artworks from private collections that 

provide the public with opportunities to see privately owned artworks. The private 

sponsorship is beyond monetary support for exhibitions and public programmes to 

instances where the sponsorship comes in the form of loan of artworks from wealthy 

and influential private collectors in Singapore. The following are some of the comments 

of the museum leaders supporting the pattern access to private collections: 
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Leader 1 pointed that the public art museum may not have the necessary funding 

to acquire critical contemporary artworks, as well as have the facility to house these 

artworks. He said that the public art museums normally work with private collectors 

who own such critical contemporary artworks and loan them on an exhibition-basis in 

order to showcase these critical contemporary artworks to the general public, 

specifically exhibitions with nationalistic themes: “Private collectors are important 

because in Southeast Asia, a lot of the works are in the hands of private collectors. The 

national museums don’t have the kind of funding to get these artworks for them to put 

up in the national collection.” (Personal communication, October 13, 2015). 

Leader 2 said that the public art museums do not have the opportunities to own a 

vast array of contemporary or modern artworks and as such, they have to depend on the 

private collectors to share these important artworks with the public art museums: “In the 

case of private collectors, the museums cannot possibly own everything. These 

collectors hold very important earlier works that the museums may have missed 

acquiring.” (Personal communication, October 19, 2015). 

Leader 4 said that the public art museum has limitations when it comes to having 

the full range of contemporary art collections. In view of this, it is necessary to work 

with private collectors who own important artworks that fills the gap in the curatorial 

concept: “Working with collections, whether private individual collections or 

institutional collections is, again, quite important for us. Because when we curate an 

exhibition, we can't just rely on what we have in our own national collection. Our 

national collection has gaps.”  (Personal communication, October 26, 2015). 

Access to private collections is concerned with the importance to present a 

complete curatorial concept and the need to fill the gaps in art history discourse through 

the loan of artworks from private collectors. In order to do so the museum leaders 

collaborate with the private collectors regarding the loan of the artworks. The private 
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collectors are also researchers in their own right because prior to the purchase of the 

artworks they conduct extensive research into the practice of their preferred artists and 

their artworks. They see this as a valuable knowledge repository that needs to be tapped 

into in order to completely understand the various aspects in the curatorial concept. 

Theme: Agreement terms 

The theme agreement terms appears in the museum leaders’ working 

relationships with private sponsors and it also appears in the museum leaders’ working 

relationships with the government sponsor, in section 5.1. This is a normal phenomenon 

as seen by them as the government sponsor and private sponsor require certain 

guidelines to be met in exchange for the sponsorships provided. They find this to be a 

natural expectation as accountability for sponsorships and evidence for exhibitions and 

public programmes viability are expected requirements.  

The private sponsors naturally opt for exhibitions that provide them with 

maximum media exposure and allow for greater exertion of influence. They are aware 

that the private sponsors are more willing to support the public art museums that offer 

them a wider range of opportunities and that closely fit in with their investment needs. 

For the funds provided by the private sponsors, return on investment highlights the 

needs of the private sponsors wanting their companies’ agendas to be achieved through 

the collaborative partnerships with the public art museums. They pointed out that 

certain private sponsors also require selected portions of the funds to be designated to 

activities as directed by them.  

Pattern: Return on investment 

In addition to the sponsorships provided by the government sponsor which has 

its own set of expectations to fulfil, working with private sponsors also require the 

museum leaders to fulfil expectations as indicated in the contractual agreements. 

Therefore there is a clear connection between the sponsorships provided by the private 
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sponsors and the exhibitions and public programmes organised. They stated that the 

dependency on the private sponsors puts pressure on them as it is crucial for them to 

seek financial support from all possible options. They need to assure the private 

sponsors that they are able to provide return on investments through exhibitions and 

public programmes that provide tangible returns to the private sponsors.  

A primary interest for the private sponsors is enhancing their image in the eyes 

of the general public, highlighting their concerns for the artistic and aesthetic interests 

of the community. They at times have to conform to the private sponsors’ preferences, 

as private sponsors have their own portfolios of exhibitions that interests them. In this 

sense, the sponsorship becomes a two-way commercial exchange, in which they obtain 

the required financial support and the private sponsors receive recognition for their 

sponsorships through media coverage. The following are some of the comments of the 

museum leaders supporting the pattern return on investment: 

Leader 2 said that the large corporations have their own objectives in mind when 

they offer funding to the public art museums. She highlighted that participation in art-

related activities gives a large corporation the opportunity to give back to society. On 

the other hand, she also said that when the large corporation provide the funds, they 

inevitably expect a return on their investment, which normally focuses on exhibitions 

that portray their company’s ideals or values: “When we are approaching large 

corporations, we’re aware that they have their own objectives as well. It’s quite natural, 

actually, because when you go to someone for money, that person wants to get 

something from you as well.” (Personal communication, October 19, 2015). 

Leader 3 said that the private sponsor sets targets that the public art museum has 

to achieve in return for the provided funds. An example she highlighted was how a 

private sponsor she worked with required the exhibition to be publicised in a manner as 

stipulated by them: “They usually have certain, how do I say, targets that they want us 
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to meet. So, in terms of visitor numbers, they often have a very big say in how the 

programme or exhibition is marketed.” (Personal communication, October 23, 2015).  

Leader 5 noted that the private sponsors have their own corporate agendas to 

achieve, in collaborating with the public art museum. He said that it is not purely for the 

benefit of the public art museum but instead the focus is primarily on what they could 

get in return: “I think the other thing is of course their corporate agenda that they want 

to meet.” (Personal communication, October 28, 2015).  

Leader 9 said that in return for the funding provided by the private sponsor, the 

private sponsor had its own agendas in place as a return on investment. The private 

sponsor would not provide sponsorship without strings attached and they expected to 

gain explicitly from their investment, “They require some kind of gains for providing 

you with resources and helping you to put up the exhibition. If you take their 

sponsorship, you need to fulfil what they require” (Personal communication, December 

3, 2015). 

The pattern return on investment highlights the need for the private sponsors to 

obtain return on investment for the sponsorships provided to the public art museum. The 

return on investment could be in the form of print and social media coverage publicising 

their contributions. The private sponsors need their companies’ objectives to be fulfilled 

as these are the very reasons for providing the funds to the public art museums.  

Theme: Negotiation 

Working with the private sponsor requires the museum leaders to employ 

negotiation skills that bring maximum positive outputs for the public art museums and 

the private sponsors. They agreed that most of the decisions are reached through 

negotiations especially when there are moments of disagreement between them and the 

private sponsors. They are in an inter-dependent relationship with the private sponsors 

and they have to create situations where both sides benefit from the collaboration 
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through negotiated pathways when disagreements arise. They, in working with the 

private sponsors, want to create a shared reality that benefits them and this allows for 

differing ideas to be resolved through negotiation. Their goal is to enable a fruitful 

platform for constructive conversations to take place between the private sponsors and 

themselves. They work towards fostering goodwill with the private sponsors, resulting 

in long-term sponsorship arrangements. 

In order for negotiation to take place they cultivate good working relationships 

with the private sponsors and this is paramount to the success of the collaborations. 

They agreed that in order to cultivate good working relationships with the private 

sponsors they have to provide regular updates to the private sponsors on the progress of 

the exhibition making activities, handle the private sponsors tactfully, be well-prepared 

to address their concerns and maintain ongoing working relationships so as to make 

them become long-term partners with the public art museums.  

Pattern: Cultivating good working relationships 

The museum leaders when working with the private sponsors want to inculcate 

in them a common goal of benefitting the community through innovative exhibitions 

and public programmes. It is important to them to build lasting working relationships 

with the private sponsors and also to communicate effectively with them. The need to 

develop positive working relationships with the private sponsors is paramount to them 

as building trust leads to achieving joint goals. This enables win-win situations for the 

private sponsors and them and leads to the creation of a network of private sponsors that 

they can reach-out to for various exhibitions and public programmes. The following are 

some of the comments of the museum leaders supporting the pattern cultivating good 

working relationship: 

Leader 1 pointed that a positive working relationship with the private sponsor is 

required so that continuous conversations occur between the curator and the private 
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sponsor during the exhibition installation period. As a result, this allows for negotiation 

to take place when concerns are raised by the private sponsor. He shared that from the 

initial phase of the planning of the exhibition, it is important to present the exhibition 

and its related public programmes to the private sponsor so that the private sponsor is 

able to have a complete understanding of the outcomes of this collaboration: “I think the 

most important thing is to be open with the sponsor. We explain the whole curatorial 

concept and framework of the exhibition, aims and objectives, and we share with them 

our plans, public programmes and everything.” (Personal communication, October 13, 

2015).  

Leader 3 noted that it is necessary to understand the needs of the private sponsor 

so as to enable a mutually beneficial working relationship to occur. She explained that it 

is important to compromise on certain aspects so that the exhibition and the partnership 

reach a higher level of success for both parties and this happens by maintaining a close 

working relationship with the private sponsor: “It’s always a very long process of 

negotiation, trying to balance the museum’s interests with the company’s interests, and 

sometimes you give some and sometimes you take some. It needs to be a compromise 

on both sides.” (Personal communication, October 23, 2015). 

Leader 4 pointed out that having strong people skills to maintain a good working 

relationship with the private sponsor is crucial. He said that the curator needs to have 

negotiation skills to resolve the concerns of the private sponsor, that crop up during the 

exhibition installation stage: “I think one of the key attributes of being a curator is that 

you must have good interpersonal skills because collectors are human beings too. You 

always have to negotiate with them and explain the situation to them, and eventually try 

and work out a compromise.” (Personal communication, October 26, 2015). 

The pattern cultivating good working relationships shows that the museum 

leaders believe that in order for long-term partnerships to exist, it is necessary to have 
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the right mind-set of wanting to work amicably and professionally with the private 

sponsors. This takes place by cultivating good working relationships even in the midst 

of demanding situations or deadlines. Updating the private sponsors on the progress of 

the exhibition installations assists in addressing the concerns of the private sponsors. 

The need to compromise on curatorial matters as seen by them prevents negative 

feedback from the private sponsors and this brings the partnership to the next level of 

collaboration and creates future sponsorship opportunities.  

5.3 Summary of Findings 

The government sponsor’s primary concern is the use of the sponsorship for the 

artistic and aesthetic benefits of the community through the organization of exhibitions 

and public programmes, whereas, the private sponsors are concerned with public 

recognition for the sponsorship provided. The theme national responsibility is centred 

on the need for the public art museums as national institutions to support the 

government in community-centred exhibitions and public programmes. The public art 

museums need to practise accountability to the government sponsor by utilising the 

funds provided in an efficient manner. The theme agreement terms is governed by the 

reality that sponsorships provided to the public art museums by the government sponsor 

have targets that need to be achieved and restrictions that the museum leaders need to 

adhere to.  

The main concern of the government sponsor as seen by them is that the 

sponsorship is used efficiently by the museum leaders to organise exhibitions and public 

programmes for the community and also to ensure that controversial or politically 

sensitive artworks are avoided. The theme communication is valuable to the museum 

leaders as open and honest conversations with the government sponsor allow for fruitful 

collaborative partnerships to occur. Having a clear communication pathway also allows 
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for continuous discussions to take place concerning the curatorial planning of the 

exhibitions.  

Moving on to the private sponsors, the theme extended exhibition programming 

shows the importance that the museum leaders place on reaching out to private sponsors 

for additional funding to provide wider selections of exhibitions and public programmes 

for the community. They emphasise that sponsorship is not only in the form of 

monetary support but also in the loan of important art works for exhibitions that 

complete the curatorial concept and art history discourse.  The theme agreement terms 

also appears in the museum leaders’ working relationships with private sponsors.  

The private sponsors naturally opt for exhibitions that provide them with 

maximum media exposure and allow for greater exertion of influence. They are aware 

that the private sponsors are more willing to support the public art museums that offer 

them a wider range of opportunities and that closely fit in with their investment needs. 

For the sponsorships provided by the private sponsors, return on investment highlights 

the needs of the private sponsors wanting their companies’ agendas to be achieved 

through the collaborative partnerships with the public art museums. The theme 

negotiation values the importance of cultivating good working relationships with the 

private sponsors so that when concerns arise they are able to negotiate with the private 

sponsors on curatorial matters resulting in win-win situations.  

The next chapter presents the summary of the study including the aims of the 

study and the research methods. The second section is the summary of the findings. The 

third section discusses the data from the National Heritage Board annual reports (from 

2004 to 2013) and the findings from the qualitative in-depth semi-structured individual 

interviews with the nine museum leaders. The chapter ends with implications and 

recommendations. 
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Chapter 6 

Summary, Discussion, Implications and Recommendations  

This chapter begins with a summary of the study including the aims of the study and 

the research methods. The second section is the summary of the findings. The third 

section discusses the data from the National Heritage Board annual reports (from 2004 

to 2013) and the findings from the qualitative in-depth semi-structured individual 

interviews with the nine museum leaders. The chapter ends with implications and 

recommendations. 

6.1 Summary of the Study  

The aims of this study are to develop an understanding of the historical background 

(from 2004 to 2008) and recent developments (from 2009 to 2013) regarding the work 

of the public art museums in the visual arts in Singapore and to investigate the 

expectations of the government and private sponsors, in reference to provision of 

sponsorship to the public art museums in Singapore. It is guided by the four research 

questions. 

1. What is the historical background to the public art museums’ work in the visual arts?  

2. What are the recent developments regarding the work of the public arts museums in 

the visual arts?  

3. What can we learn from the literature about the expectations of the government and 

private sponsors and the strategies and skills necessary to manage the expectations 

of the government and private sponsors? 

4. What are the expectations of the government and private sponsors, in reference to 

provision of sponsorship to the public art museums? 

The research methods used to collect data include document study, review of 

literature and in-depth semi-structured individual-based interviews with nine museum 

leaders. In response to research questions one and two, the National Heritage Board 
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annual reports (document study) are investigated to highlight exhibitions and public 

programmes that the public art museums organised to enrich the artistic and aesthetics 

experiences of the community.  

For research question three, ten key topics from the literature obtained mainly  

from recent journal articles and books focusing on the expectations of the government 

and private sponsors and the strategies and skills necessary to manage the expectations 

of the government and private sponsors are investigated. Before this there is a short 

section dealing with museums and society.  

For research question four, the data is collected from the in-depth semi-

structured individual-based interviews with nine museum leaders to investigate the 

expectations of the government and private sponsors. Thematic analysis is used to 

analyse the data collected to identify themes and patterns.  

6.2 Summary of the Findings 

The findings are summarised in terms of the four research questions.  

Research Question 1: What is the historical background to the public art 

museums’ work in the visual arts?  

For the period of historical background (from 2004 to 2008), the public art 

museums were actively involved in bringing heritage, culture and the visual arts to the 

community through exhibitions and public programmes. This enables the community to 

have a chronological and systematic understanding of the exhibitions and public 

programmes that were organised by the public art museums that have shaped the 

heritage, culture and visual arts in Singapore. In addition, for a nation where community 

identity is diverse, complex and multi-layered, the heritage, culture and visual arts 

facilitate inter-cultural dialogues and collaborations, nurture community cohesion and 

help strengthen the social construct of the nation. Collective memories and shared 
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experiences are forged through heritage, culture and visual arts and these bind the 

different members in the community (National Arts Council, 2012).  

Research Question 2: What are the recent developments regarding the work of the 

public arts museums in the visual arts?  

For the period of recent developments (from 2009 to 2013), the public art museums 

created a plethora of quality visual arts experiences through exhibitions and public 

programmes that support the community’s artistic and aesthetic needs.  They promoted 

exhibitions and public programmes that are topical and challenging by being proactive 

in their approaches taking the community’s needs as a central focus. In this period the 

public art museums have evolved in their strategies and directions in order to cater to the 

artistic and aesthetic needs of the community. It is necessary for the public art museums 

to redefine their functions and strategies to reflect the expectations of an evolving 

society in the midst of globalisation.  

Research Question 3: What can we learn from the literature about the expectations 

of the government and private sponsors and the strategies and skills necessary to 

manage the expectations of the government and private sponsors? 

The art museums are primarily created as institutions that transmit information 

about society through exhibitions and public programmes. Government funding of the 

visual arts is commonly justified on the basis of one or more of the following reasons—

creating a legacy for future generations, contributing to national identity and unity, 

increasing the artistic appreciation of the community and increasing social and political 

awareness. For museums and cultural organisations, accountability and transparency are 

important factors when it comes to sponsorship.  

Working with the government and private sponsors requires the museum leaders 

to be effective in their communication. As part of the collaborative process, the museum 

leaders have to fine-tune and have productive dialogues with the government and 
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private sponsors so as to achieve their targets of obtaining the necessary sponsorships. 

The museum leaders need to demonstrate skills of negotiation and the ability to build 

good working relationships that are paramount to negotiating a mutually beneficial 

arrangement with the sponsors. The centrality of curatorial practice is the creation of 

artistic meaning through the exhibition (Acord, 2010).  

Museum educators assist the visitors to develop meanings from their experiences 

at the museums through their interactions with multi-sensory and interactive exhibits. 

The goal is to educate and impart learning to the visitors and the museum becomes an 

informal learning environment (Falk & Dierking, 2000). Sponsorship from the 

government sponsor is limited and the need to work with private sponsors is required in 

order to fulfil the overall financial targets of the public art museums to execute the 

annual exhibition programmes.  

In exchange for the sponsorships provided by the private sponsors, the museum 

leaders are alert to the reality that a trade-off is required in the form of public visibility 

of the private sponsors’ contributions to the public art museums. Associating with 

prominent art institutions provides the corporate sponsors the visibility with certain 

audiences specific to the art world that they may not be able to access through their 

routine marketing or advertising platforms (Sonders, 2011). The museum leaders, when 

approaching private sponsors, are conscious of the need that the sponsorship obtained 

from the private sponsors would entail the need to provide a wider scope of benefits. 

They include in their exhibition programming elements of activities that add value to 

the artistic and aesthetic well-being of the community. 
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Research Question 4: What are the expectations of the government and private 

sponsors, in reference to provision of sponsorship to the public art museums? 

The government sponsor’s primary concern is the use of the sponsorship for the 

artistic and aesthetic benefits of the community through the organization of exhibitions 

and public programmes, whereas, the private sponsors are concerned with public 

recognition for the sponsorship provided. The theme national responsibility is centred 

on the need for the public art museums as national institutions to support the 

government in community-centred exhibitions and public programmes. The public art 

museums need to demonstrate accountability to the government sponsor by utilizing the 

funds provided in an efficient manner.  

The theme agreement terms is governed by the reality that sponsorships 

provided to the public art museums by the government sponsor have targets that need to 

be achieved and restrictions that the museum leaders need to adhere to. The main 

concern of the government sponsor is that the sponsorship provided is used efficiently 

by the museum leaders to organize exhibitions and public programmes for the 

community and also to ensure that controversial or politically sensitive artworks are 

avoided. The theme communication is valuable to the museum leaders as open and 

honest conversations with the government sponsor allow for fruitful collaborative 

partnerships to occur. Having clear communication pathways also allow for continuous 

discussions to take place concerning the curatorial planning of the exhibitions.  

Moving on to the private sponsors, the theme extended exhibition programming 

shows the importance that the museum leaders place on reaching out to private sponsors 

for additional funding to provide wider selections of exhibitions and public programmes 

for the community. The museum leaders emphasise that sponsorship is not only in the 

form of monetary support but also in the loan of important art works for exhibitions that 

complete the curatorial concept and art history discourse. The theme agreement terms 
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also appears in the museum leaders’ working relationships with private sponsors. The 

private sponsors naturally opt for exhibitions that provide them with maximum media 

exposures and allow for greater exertion of influence. They are aware that the private 

sponsors are more willing to support the public art museums that offer them a wider 

range of opportunities and that closely fit in with their investment needs.  

For the sponsorships provided by the private sponsors, return on investment 

highlights the needs of the private sponsors wanting their companies’ agendas to be 

achieved through the collaborative partnerships with the public art museums. The theme 

negotiation values the importance of cultivating good working relationships with the 

private sponsors so that when concerns arise, the museum leaders are able to negotiate 

with the private sponsors on curatorial matters resulting in win-win situations.  

6.3 Discussion  

In response to research question one, the key exhibitions and public programmes 

that the public art museums organised during the historical period (from 2004 to 2008) 

are discussed below in the topic, ‘Community engagement: Bonding individuals in the 

community’. Similarly, for research question two, the key exhibitions and public 

programmes that the public art museums organised during the recent developments 

period (from 2009 to 2013) are discussed below in the topic ‘The way forward: 

Connecting the community to the visual arts’. 

In response to research question three, ten key topics are derived from the 

review of literature mainly from recent journal articles and books. These ten key topics 

and the themes from the findings through the analysis of interview data are used to 

frame and support the discussion for research question four. 

In response to research question four, it is imperative for the public art museums 

to receive sponsorships from the government and private sponsors in order to organise 

their annual exhibitions and public programmes. The relationships with the government 
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and private sponsors impose expectations that the museum leaders have to fulfil as part 

of the sponsorship arrangements. These expectations influence and impact the public art 

museums’ exhibitions and public programmes. This is discussed below in the topic, 

‘Expectations of the government and private sponsors’. 

Research Question 1: 

Community engagement: Bonding individuals in the community 

Bringing the community together through heritage, culture and visual arts 

exhibitions and public programmes are essential pursuits of the museum leaders during 

the period of historical background from 2004 to 2008. They want the community to be 

conscious of their heritage, culture and visual arts and this creates a sense of belonging, 

unity, and artistic appreciation among the diverse ethnic and age groups. Hsieh (2005) 

noted that the arts and cultural heritage are important components of society and they 

benefit the population and therefore deserve the support from the government and 

private sectors. 

Outreach is an important element that the museum leaders pursue to bring the 

community together to appreciate heritage, culture and visual arts through exhibitions 

and public programmes.  Art museums offer the visitors informal education and 

exposure to social responsibility through aesthetic experiences with the exhibitions 

(Feehan, 2010). The museum leaders would like the public art museums to be 

institutions that the community can incorporate into their daily lives, not only as leisure 

venues but more importantly as institutions that provide opportunities for learning and 

growth in the understanding of the nation’s rich heritage, culture and emerging visual 

arts scene. They believe that the public art museums are able to provide social 

significance to the community through innovative exhibitions and public programmes 

that contribute to their quality of life and awareness of heritage, culture and the visual 

arts.  
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To enable a better understanding of heritage, culture and the visual arts and its 

relevance to the community, the museum leaders organise lectures and talks to engage 

with the community in meaningful dialogues. The visual arts address issues that affect 

people’s lives and it also serve as a bridge to unite the past with the present. The art 

museums offer the visitors a space for contemplation (Feehan, 2010). Museums provide 

people with a reflective space where they can contextualise issues surrounding them, and 

how those issues relate to them as members in society (Houghton, 2004).  

The museum leaders reach target groups like teachers, adults and the youth 

through forum discussions on heritage, culture and the visual arts as part of national 

growth and development. They are constantly organising exhibitions and public 

programmes that reach new and wider audiences in the community. Their strategy is to 

communicate with all age-groups in the community, from the young to the old and 

provide them with the opportunities to experience and participate in the exhibitions and 

public programmes.  

Putnam (2001) stated that bonding and developing personal relationships in 

families, friendships and co-workers is an integral component to strengthening 

community relationships and this in turn contributes to a better society. They raise the 

community’s awareness and appreciation of heritage, culture and the visual arts by 

placing social interaction and learning as the foundation for the curatorial concept of the 

exhibitions and public programmes. This strengthens relationships through the learning of 

heritage, culture and the visual arts.  

Research Question 2: 

The way forward: Connecting the community to the visual arts 

In the next period of recent developments from 2009 to 2013 the museum 

leaders further introduce the community to multi-faceted exhibitions and public 

programmes that focus on the evolving visual arts in Singapore. They also encourage 
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educators to use the exhibits as teaching aids in their curriculum. Crooke (2007) pointed 

out that museums continuously evolve with their communities in an ongoing dialogue, 

adapting their program designs to meet the changing issues relevant to the developing 

community. They use the exhibitions and public programmes as platforms for community 

participation, especially connecting the visitors with each other. To make the visual arts 

more inclusive and accessible to all, diverse exhibitions and public programmes were 

planned by them to engage the different segments in the community. Simon (2010) noted 

that participatory forms of social interaction produce active interconnected individuals 

equipped with the skills and experiences to work in both self-directed and collaborative 

situations. This creates dialogues between the museum leaders and the visitors regarding 

the artworks. 

As public institutions, the museum leaders encourage the inclusion of the 

exhibits as teaching aids in the school curriculum. They conduct workshops and 

exhibition programmes that are tailored to meet the needs of the educators. Putnam 

(2001) indicated that education is a powerful and essential tool for reinvigorating civic 

engagement in the youth and community. The museum leaders engage with target groups 

like teachers, adults and youth through popular forum discussions on heritage, national 

growth and development. Professional development workshops are conducted for 

educators to train them to effectively use the artworks as teaching aids to supplement 

classroom teaching and learning and also to highlight the importance of the public art 

museums in education. In so doing, they develop educational programmes for the various 

tiers in the school system. Museums play an educational role and they do this by 

including societal issues in the visual arts (Feehan, 2010). 

Research Question 3: 

As indicated earlier in this section for research question three, ten key topics are 

derived from the literature obtained mainly from recent journal articles and books 
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focusing on the expectations of the government and private sponsors and the strategies 

and skills necessary to manage their expectations in regard to the provision of 

sponsorships to the public art museums. These ten key topics and the themes from the 

findings through the analysis of interview data are used to frame and support the 

discussion for research question four. 

Research Question 4: 

Expectations of the government and private sponsors 

This topic is discussed through nine sub-topics. The museum leaders are expected 

to work with government and private sponsors in order to realize their annual exhibitions 

and public programmes. They have to fulfil the expectations of these sponsors in order 

for the sponsorship arrangements to be mutually rewarding. Each sub-topic describes the 

expectation related to the government or private sponsor. 

National responsibility: Community is the centre of focus  

The public art museums are public resources for the benefit of the community. 

In a fast-paced and developed country like Singapore, the public art museums are 

havens of exploration, knowledge acquisition and serenity, where visitors are able to 

find time for contemplation, intellectual stimulation and fulfilment in appreciating life 

beyond socio-economic pursuits. The public art museums provide perspectives, an 

understanding of backgrounds and a context for social trends and development in 

contemporary visual arts in Singapore.  Leader 1 said that it is important to collaborate 

with the government sponsor as it is the main funding body for the public art museums 

and the exhibitions organised need to have elements that highlight national agendas that 

benefit the community, “It is important to work with the government in terms of 

exhibitions as they help to shape certain national agendas, in terms of nation building 

and it creates a sense of rootedness for Singaporeans.” (Personal communication, 

October 13, 2015).  
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The public art museums are created by the government as public institutions and 

supported by the government financially. Leader 3 indicated that the bulk of the funding 

that the public art museums receive is from the government sponsor. She pointed out 

that it is therefore imperative that as public institutions, the public art museums need to 

organise exhibitions and public programmes that focus on topics that relate to the 

community, “We receive the bulk of our funding from the Ministry of Culture, 

Community and Youth. Our programmes have a community focus, therefore we are 

able to apply for the funding.” (Personal communication, October 23, 2015). However, 

over time they also develop the necessity to garner financial support from the private 

sponsors. The arts and cultural heritage are important components of society and they 

benefit the population and therefore deserve the support from the government and 

private sectors (Hsieh, 2005). 

The museum leaders establish close ties with the community through their 

innovative exhibitions and public programmes thereby contributing significantly to the 

community’s artistic and aesthetic appreciation and growth. Social engagement involves 

the museum’s contribution towards preserving cultural heritage and communicating this 

to the various audiences in the community of what it has to offer through exhibitions 

and public programmes (Sheppard, 2000). By organising exhibitions and public 

programmes that immerse the visitors into community-focused themes, they are able to 

assist the visitors to cognitively appreciate and preserve the past, define and enjoy the 

present and educate for the future on matters relating to heritage and the visual arts. 

Leader 6 stated that working with the government sponsor entails the reality of having 

to focus on social agendas that are pertinent to the government sponsor, which she said 

is the essence of being a public art museum. She stated that the need to educate the 

community on social issues is a balancing act that is performed through creative 

exhibition programmes, “The government has a social agenda. That’s their job, they 
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need to educate the public. The key aim of every museum is education. It is important to 

work with people who govern this country.” (Personal communication, November 3, 

2015).  The museums’ exhibition programmes address society’s present-day issues. 

They enable the visitors to create understandings regarding present-day issues in the 

society and how these are central to their existence (Fleming, 2011). 

National responsibility: Accountability 

Being accountable to the government sponsor creates a huge sense of confidence 

in the museum leaders about their abilities to handle the sponsorships efficiently. They 

value the impacts that the sponsorships have on the community’s appreciation of 

heritage, culture and the visual arts. Rushton (2002) stated that the goal of public 

funding and support is unification of the arts landscape and to provide greater access to 

the arts, improving quality of life and building national identity through cultural 

development. Leader 1 indicated that the government sponsor provides the funding 

based on objectives that fulfil national agendas. He said that accountability to the 

government sponsor is based on the fact that exhibitions and public programmes 

organised are centred on the community’s interest. Consequently, this results in long-

term partnership with the government sponsor as trust is developed in the process and 

provision of funds for future projects is a foreseeable possibility: “The concerns of the 

government agencies that are providing the funding are that they see us for what we 

produce as being a kind of public good.” (Personal communication, October 13, 2015). 

Accountability to the government sponsor requires the museum leaders to 

identify exhibitions and public programmes that enrich the artistic and aesthetic 

experiences of the visitors. This requires research into the needs of the community. 

Leader 2 said that the resources required to organise the exhibitions are with the 

government, who is the primary sponsorship provider. In order to utilise these 

resources, accountability to the government sponsor is a necessity as the use of these 
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financial resources requires that objectives set are fully met: “The government is the 

biggest fund provider. In Singapore, for events that we are proposing, we require 

approvals, clearances for use of space, access to materials, resources and archives; 

therefore, we need to work with the government.” (Personal communication, October 

19, 2015). 

The museum leaders are committed to fulfilling the sponsorship requirements as 

stated in the sponsorship agreements. The need for accountability is a necessity as the 

expectations of the government funders require a return for their financial investments 

(Wu, 2003).  Leader 5 pointed out that it is important for the public art museums to be 

accountable to the taxpayers from whom the money is indirectly coming as sponsorship. 

He said that this is part and parcel of being a national institution, which requires greater 

accountability and transparency in corporate governance: “You are a national 

institution, it comes with national responsibility, you have no choice, every taxpayer can 

come to you and say, some of my tax dollars are funding your museum. So, to a certain 

extent there is a responsibility, which is to be accountable to the public and what you do 

as a national museum.” (Personal communication, October 28, 2015). The museum 

leaders in the curatorial planning of the exhibitions and public programmes strive to 

include all age-groups in the community. This creates deeply rooted connections that 

foster a unique sense of belonging among the diverse groups of people in the 

community.  

The public art museums are guided by key performance indicators (KPIs) as 

stipulated by the government sponsor and these assist them to organize exhibitions and 

public programmes that benefit every member in the community. In order to obtain the 

annual funding from the government sponsor, the museum leaders diligently achieve 

these KPIs in order to sustain good working relationship with the government sponsor. 

Leader 6 indicated that there is a close correlation between the funding provided by the 
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government sponsor and the exhibition programmes due to key performance indicators 

(KPIs) that have to be achieved. She said that the KPIs are linked to community-centred 

events and exhibitions and failing to achieve the KPIs would inevitably affect the 

sponsorship applications for the subsequent financial year: “Because it is what your 

funding is predicated on. If you don’t achieve the KPIs this year, next year, they will 

reduce your funding because you’re putting up shows that people won’t come to see.” 

(Personal communication, November 3, 2015). By achieving the KPIs the public art 

museums have become leading agents in the nation’s move towards social and 

innovative community-focus endeavors in the visual arts in Singapore through 

collaborative efforts with the government sponsor, private sponsors, artists and other 

visual arts institutions. 

Agreement terms: Restrictions by government sponsor 

The museum leaders understand that the government sponsor’s involvement 

with the public art museums involves guidelines.  The government sponsor requires the 

community to obtain the best visual arts experiences without offending anyone through 

the portrayal of artworks with mature or sensitive themes. Leader 4 pointed out that 

according to the agreement, the public art museum has to avoid organizing exhibitions 

that are politically critical or insensitive, especially exhibitions that have artworks that 

are critical of the government and its policies: “ I think it will be very difficult for any 

public museum to exhibit artworks that publicly criticizes current government policy.” 

(Personal communication, October 26, 2015). They express the view that controversial 

artworks in the curatorial concept would create unwarranted attention and negative 

feedback from the public and efforts to avoid any negative feedback from the print and 

social media platforms are put in place. Frey and Meier (2006) pointed out that 

museums need to ensure that the sponsorship they receive are being put to good use. 

The museum leaders are aware that controversial or politically sensitive artworks are 
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not favoured by the government sponsor. They pointed out that these artworks would 

stir up the emotions of certain visitors. The government sponsor needs to safeguard its 

own interests and needs to avoid unfavourable responses from the print or social media. 

Leader 1 said that the funding from the government sponsor comes with challenges that 

affect the exhibition making process: “Challenges really come when we want to curate 

exhibitions that may not necessarily be in line with national agendas. Some of the 

artworks that I might want to show in an exhibition could deal with homoeroticism. 

These are considered issues that the government believes society is not ready to deal 

with at this current moment.” (Personal communication, October 13, 2015). The 

museum leaders have adapted well to manoeuvre through such instances.  

The museum leaders pointed out that that restrictions are inevitable when 

sponsorships are received from the government sponsor. Stirring their emotions will not 

go well with the museum leaders who know that such instances would affect future 

sponsorship applications. Arts organisations need the government funders to support 

their day-to-day operations and as a result they need to meet their expectations of 

accountability (Turbide & Laurin, 2003). The restrictions that the government sponsor 

imposes act as societal gauge that draws a clear line between the artistic and the 

controversial. They are willing to accept the restrictions that the government sponsor 

imposes as these restrictions guide them to reach a point of compromise without 

affecting the artistic integrity of the artworks as well as affecting the curatorial concept 

of the exhibition. Leader 2 pointed out that the public art museum’s execution of 

exhibition programmes would at times differ from the objectives outlined by the 

government sponsor: “Often the funding is usually tied to some criteria which is aligned 

with other agendas set out by the government in order to achieve specific outcomes.” 

(Personal communication, October 19, 2015). This creates platforms for conversations 

to take place between the museum leaders and the government sponsor.  
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Communication: Curatorial Planning 

As part of the curatorial planning of the exhibitions, the museum leaders are 

aware that the government sponsor is concerned with sensitive or controversial artworks 

that draw attention from the visitors, press and social media. Leader 1 said that he 

adopts the strategy of advance planning when he foresees the challenges that he would 

face with the government sponsor and identifies appropriate strategies that enable 

sensitive artwork to be shown: “Working as an institutional curator, if I show artworks 

that deal with homosexuality or sexuality, I need to think in advance, how am I going to 

engage with the ministries that might have issues with this. To make it a success, I 

would curate the artwork in a specific room which only allows people above the age of 

18 or 21 to enter the room.” (Personal communication, October 13, 2015). Working in 

national institutions such as the public art museums, they are required to demonstrate 

tactfulness in orchestrating the selection of artworks as well as the placements of these 

artworks in the exhibition spaces. The controversial artworks require signage to advise 

the visitors in advance that these artworks contain mature themes and have to be placed 

in strategic locations in the exhibition spaces.  

The visitors are made up of people of various age groups and not everyone 

appreciates sensitive or controversial artworks. As a rule of thumb, they pointed out that 

when presenting exhibition proposals, these have to generally fit in with the public art 

museums’ curatorial directions. An internal committee in the public art museums 

comprising senior curatorial staff vets the exhibition proposals in regard to sensitivity to 

visitors and their responses to the exhibition. The exhibition space is easily accessible 

and sufficiently informal to welcome the visitors and this allows them to experience the 

artworks. Leader 8 highlighted the importance of involving the government sponsor in 

the curatorial planning as it enables distribution of the exhibition making work load and 

also the exchange of ideas regarding the exhibition making process. He said that this 
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creates a good working relationship between the public art museum and the government 

sponsor, as the whole curatorial process becomes a collaborative effort: “It’s definitely 

easier to share that workload or effort with somebody else or a team. It’s a good thing 

because it also helps you to exchange certain ideas during the work process.” (Personal 

communication, November 5, 2015). Maricola (2006) stated that successful exhibitions 

serve the artists, artworks and exhibition concepts they set out to highlight, and 

simultaneously draw visitors into satisfying, interactive and personal encounters with 

the works.  

The museum leaders recognise that an important strategy to adopt to ensure a 

collective acceptance of the exhibition proposal by the government sponsor and the 

internal senior curatorial staff is to provide in advance to them complete information on 

the artists and the artworks included in the exhibition. The feedback from the 

government sponsor and senior curatorial staff provides valuable insights that assist in 

fine-tuning the exhibition proposal. Leader 4 said that it is important to update and 

provide sufficient information to the various stakeholders, for example the public art 

museum senior management and government sponsor. This is to safeguard the interest 

of the coordinating curator and the artist in order to showcase the controversial artworks 

as well as to address in advance the queries from concerned individuals: “We engage 

with our public stakeholders early and not give them a shock at the last minute. We let 

them know that these are the artworks that are potentially going to be in the show and 

explain to them why we feel this artist is important or why these artworks are important 

to show.” (Personal communication, October 26, 2015). 

Acord (2010) said that exhibition design is an on-going process. Consolidating 

the artworks into a balanced state in the exhibition requires adjusting the curatorial 

plans according to the placement of certain artworks to the physical specificities 

observed in the installation. In order to fulfil an installation that fits precisely into the 
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curatorial concept, they observe, identify and mobilize the aesthetic properties of the 

artworks in the exhibition so that the artworks entice the visitors into a state of curiosity. 

Communication: Continuous Discussions 

The museum leaders in their continuous discussions with the government 

sponsor are able to validate their curatorial concept with the academic panel appointed 

by the government sponsor. This primarily provides a platform for collaborative 

discussions to take place and creates opportunities for team-work. Leader 1 stated that it 

is important to collaborate and have on-going discussions with the government 

sponsor’s appointed academics who are scholars in the subject matter of the exhibition 

being organized. He pointed out that in so doing, the inclusion of these academic 

scholars enables the government sponsor to be assured that the exhibition is presented 

effectively through the incorporation of their feedback into the curatorial concept: “We 

bring in respected scholars who contribute essays to our catalogues and as advisers to 

our exhibitions.” (Personal communication, October 13, 2015). 

The museum leaders said that a variety of opinions and points of views surface 

in these continuous discussions. This leads to win-win situations for the government 

sponsor and the museum leaders resulting in the finalisation of the curatorial concept. 

According to Morreale, Osborn and Pearson (2000), effective communication involves 

the transmission of correct information, keeping in mind the receiver. It develops strong 

business and personal relationships and allows for the communication of thoughts and 

emotions. Through effective communication conflicts are avoided and it is essential for 

the overall aim of the organization. Leader 9 highlighted that she adopts the strategy of 

maintaining positive and constructive conversations with the government sponsor and 

this results in achieving her targets, “I believe it is about having good relationship 

through conversations and these would speed up the collaborations.” (Personal 

communication, December 3, 2015). 
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The results of these continuous discussions with the government sponsor enable 

the museum leaders to fine-tune their curatorial skills in order to achieve success in the 

realization of the exhibitions, thereby fulfilling the desired outcomes of both parties. 

Through on-going discussions with the government sponsor, they are able to have 

opportunities to talk to them about future funding opportunities for upcoming 

exhibitions. Leader 2 indicated that a successful collaboration with the government 

sponsor takes place by organizing exhibitions that focus on promoting local 

contemporary visual arts and artists. This has long-term positive outcomes for the public 

art museum, especially when it comes to future funding applications: “A curator doing 

an exhibition survey on recent contemporary art practices knows what the government 

is interested in and that is to promote Singapore and local artistic talents.” (Personal 

communication, October 19, 2015). Establishing effective and inclusive partnerships 

with the government sponsor takes time and they accept this reality, as they recognize 

that to create the right framework from the start and to sustain it requires continuous 

discussions. The museum’s strategic communication is to establish long-term 

relationships with its publics, which will enable the museum to achieve its objectives 

(Capriotti, 2013). 

The museum leaders are constantly listening to the government sponsor’s 

feedback on a regular basis in order to address their concerns effectively.  Through their 

continuous discussions with the government sponsor they are able to introduce 

incremental modifications to the exhibition making process and these continuous 

discussions help to improve the overall outcome of the exhibitions. Leader 4 said that it 

is important to engage with the government sponsor in advance regarding sensitive 

artworks that would raise concerns with the visitors. He pointed out that unwanted 

negative feedback from the public is avoided and also it prevents any negative media 

attention: “We engage the ministry early, talk to them about the artworks and find out 
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their concerns. There would be a lot of discussion regarding specific artworks.” 

(Personal communication, October 26, 2015). Hooper-Greenhill (2000) indicated that 

museums are communicators that adopt consistent relational strategies with their 

publics.   

The continuous discussions enable them to evolve together with the government 

sponsor as partners and these transform their mind-sets to understand the important 

roles that they play in the successful organization of exhibitions and public programmes 

that benefit the community. According to Pearson (2013), communicating with internal 

and external stakeholders is the only way to identify and agree on a common purpose. 

They effectively manage the expectations of the government sponsor and they build 

their own mental capacity to accommodate and compromise, gaining valuable 

experiences in curatorial management. In a sense, the continuous discussions act as 

learning mechanisms for them to fine tune their own management skills in working with 

the government sponsor. 

Extended exhibition programming: Additional funding  

The public art museums exist in an artistic and socio-economic environment 

where they need to work with different stakeholders, namely the government and 

private sponsors. Faced with the gradual reduction in sponsorship from the government 

sponsor and the changes taking place in the model of cultural management, the museum 

leaders must rise to the challenge by devising and implementing strategies to obtain 

additional sponsorships from private sponsors. Collaborating with diverse funding 

entities gives them a collective agenda, that is to enrich the lives of the community 

through the visual arts. Leader 2 pointed out that organising an exhibition requires huge 

financial commitment on the part of the public art museum. In order to fulfil its mandate 

as a national institution, the public art museum has to source for additional funding from 

private sponsors. The collaborations with the private sponsors therefore reduce the 
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financial burdens on the public art museum and therefore enables it to provide more 

variations in its exhibition programmes: “Exhibitions are expensive, so the more 

resources you can get, the better. It’s important to have patronage for the visual arts 

coming from all walks of life.” (Personal communication, October 19, 2015).  

Tobelem (2007) stated that museums have become complex organizations that 

engage in an extremely wide range of activities and programmes in an effort to meet the 

challenges of emerging social demands. This leads to a substantial increase in the 

required financial resources. Leader 4 pointed out that the funding provided by the 

government sponsor is only sufficient to cover daily aspects of museum operations and 

selected exhibitions and that the additional funds from the private sponsor assist with 

educational outreach and publicity matters: “With a private sponsor coming in to fund 

or co-fund certain exhibitions, we can do a lot more for educational outreach and 

marketing campaign to publicise the show.” (Personal communication, October 26, 

2015). They collaborate with the private sponsors to provide a comprehensive array of 

exhibitions and public programmes to the community that cover local and international 

visual arts. This increases the community’s quality of life through the appreciation of 

the visual arts and the understanding of societal issues and developments. Leader 9 said 

that working with the private sponsor was a necessity because there was always a need 

for additional funding required by the public art museum. The public art museum had to 

be creative in sourcing for funding from the private sponsors. She said that the funding 

had terms and conditions and the public art museum had to manage the expectations of 

the private sponsor in a tactful manner: 

“I think it’s important because we’re always short of funding for the exhibitions. 

That’s why we need government or private sponsors, that’s important. Well, yes, 

I think basically why people work with sponsors, because they need financial 
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support, but it does not come for free” (Personal communication, December 3, 

2015). 

The museum leaders use innovative strategies to secure new and additional 

sources of sponsorships from the private sponsors. Leader 3 stated that the public art 

museums reach out to private sponsors like large corporations who have annual 

corporate social responsibilities initiatives to fulfil. The public art museum then presents 

exhibition proposals that align with these large corporations’ corporate social 

responsibilities initiatives. These large corporations also receive public and media 

recognition as donors of worthy artistic endeavours: “I would say because government 

funding is never enough for the museum’s ambitions, so this is where I think private 

sponsors can come in, especially since these days a lot of companies are looking at 

corporate social responsibilities initiatives, community outreach kind of initiatives.” 

(Personal communication, October 23, 2015). Bakhshi and Throsby (2010) pointed out 

that museums and cultural organizations worldwide have, over the last few years, been 

forced to adopt proactive strategies to secure new sources of funding and to devise new 

ways of communicating with their stakeholders. They realise the important need to 

address gaps in visual arts discourses through exhibitions and they pursue this through 

the sponsorships sought from the private sponsors. Through the sponsorships from the 

private sponsors they are able to include artworks in the curatorial concept that would 

not have been possible without the collaborations with the private sponsors.   

Extended exhibition programming: Access to private collections 

In addition to the benefits of obtaining sponsorships from the private sponsors, 

the museum leaders work with them to have access to their private collections of 

artworks that are essential to complete the curatorial concept of the exhibitions. Leader 

1 pointed that the public art museum may not have the necessary funding to acquire 

critical contemporary artworks, as well as have the facility to house these artworks. He 
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said that the public art museums normally work with private collectors who own such 

critical contemporary artworks and loan them on an exhibition-basis in order to 

showcase these critical contemporary artworks to the general public, specifically 

exhibitions with nationalistic themes: “Private collectors are important because in 

Southeast Asia, a lot of the works are in the hands of private collectors. The national 

museums don’t have the kind of funding to get these artworks for them to put up in the 

national collection.” (Personal communication, October 13, 2015).   

As national institutions with limited funds, the public art museums are not able 

to purchase a full list of artworks. They work with the private sponsors to enable them 

to participate in exhibitions that benefit the community through the loan of artworks. 

Leader 2 said that the public art museums do not have the opportunities to own a vast 

array of contemporary or modern artworks and as such, they have to depend on the 

private collectors to share these important artworks with the public art museums: “In the 

case of private collectors, the museums cannot possibly own everything. These 

collectors hold very important earlier works that the museums may have missed 

acquiring.” (Personal communication, October 19, 2015). This allows the visitors to 

view and experience the artworks that would not have been possible to view without the 

collaborations with the private sponsors.  

Private sponsors who are collectors are seen as drivers of taste who are willing 

to explore a wide variety of artworks according to their artistic taste and appetite, which 

is in contrast to public art museums that are governed by acquisitions committees. The 

private sponsors look at it as a responsibility to the community to share their extensive 

art collections, thus bridging the gap between the public and private spheres in the 

visual arts. Leader 4 said that the public art museum has limitations when it comes to 

having the full range of contemporary art collections. In view of this, it is necessary to 

work with private collectors who own important artworks that fills the gap in the 
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curatorial concept: “Working with collections, whether private individual collections or 

institutional collections is, again, quite important for us. Because when we curate an 

exhibition, we can't just rely on what we have in our own national collection. Our 

national collection has gaps.”  (Personal communication, October 26, 2015). The access 

to private sponsors’ collections enhances the image of the public art museums as 

cultural, educational and civic centers of the nation.  

Agreement terms: Return on investments 

The museum leaders recognise that the public art museums face an uncertain or 

limited budget every financial year and therefore they must constantly work to raise 

funds from alternative sources such as private sponsors. This dependency on the private 

sponsors indicates a clear correlation between the private sponsors and the public art 

museums’ organizational outputs, specifically the private sponsors’ influences or 

interference in the exhibitions and public programmes.  

The museum leaders accept the conditions that are related to the sponsorships 

from the private sponsors. They acknowledge that it is becoming increasingly essential 

to understand the preferences of the private sponsors and their agendas for providing the 

sponsorships. Leader 2 said that the large corporations have their own objectives in 

mind when they offer funding to the public art museums. She highlighted that 

participation in art-related activities gives a large corporation the opportunity to give 

back to society. On the other hand, she also said that when the large corporation provide 

the funds, they inevitably expect a return on their investment, which normally focuses 

on exhibitions that portray their company’s ideals or values: “When we are approaching 

large corporations, we’re aware that they have their own objectives as well. It’s quite 

natural, actually, because when you go to someone for money, that person wants to get 

something from you as well.” (Personal communication, October 19, 2015).  Sonders 

(2011) pointed out that partnering with prominent art institutions and museums offers 
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visibility with a sophisticated audience that the corporation may not be able to access by 

ordinary marketing means. As such, these partnerships provide a creative marketing tool 

that helps increase visibility with a discrete population, the art business world. Working 

with the public art museums also helps the private sponsors to achieve their corporate 

social responsibility efforts. 

The museum leaders collaborate with private sponsors on mutually beneficial 

exhibitions and public programmes. This ensures long-term commitment from them and 

ensures that this initial partnership becomes a springboard for future sponsorship 

opportunities. They offer benefits in terms of publicity through the public art museums’ 

social media platforms. This is highly valued by the private sponsors as they gain 

extensive publicity for demonstrating social-consciousness and participation in 

corporate social responsibility initiatives that benefit the community. Leader 9 said that 

in return for the funding provided by the private sponsor, the private sponsor had its 

own agendas in place as a return on investment. The private sponsor would not provide 

sponsorship without strings attached and they expected to gain explicitly from their 

investment, “They require some kind of gains for providing you with resources and 

helping you to put up the exhibition. If you take their sponsorship, you need to fulfil 

what they require” (Personal communication, December 3, 2015). According to Sonders 

(2011), the corporate sponsors receive in return for their contributions, direct and 

indirect promotional benefits from the partnering museums including, publicity and 

marketing benefits.  

The private sponsors are able to promote their companies’ brand, generate 

revenues through greater publicity through the public art museums’ social media 

platforms, entertain current and potential clients at the exhibition opening receptions, 

and pursue other bottom-line ends that provide long-term profit gains. Leader 5 noted 

that the private sponsors have their own corporate agendas to achieve, in collaborating 
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with the public art museum. He said that it is not purely for the benefit of the public art 

museum but instead the focus is primarily on what they could get in return: “I think the 

other thing is of course their corporate agenda that they want to meet.” (Personal 

communication, October 28, 2015). Recantus (2002) pointed out that many museums 

today can no longer exist without external funding from corporate or individual support.
 

When engaging in sponsorship arrangements, cultural institutions can gain monetary 

assistance in their daily economic struggle in exchange for enhancing the public image 

of the sponsoring company.  

Every potential private sponsor to the public art museum has unique interests. 

The museum leaders need to know what these interests are so as to convince the private 

sponsor that the sponsorship to the public art museum will serve these interests. Leader 

3 said that the private sponsor sets targets that the public art museum has to achieve in 

return for the provided funds. An example she highlighted was how a private sponsor 

she worked with required the exhibition to be publicised in a manner as stipulated by 

them: “They usually have certain, how do I say, targets that they want us to meet. So, in 

terms of visitor numbers, they often have a very big say in how the programme or 

exhibition is marketed.” (Personal communication, October 23, 2015). Working with 

the public art museums also helps the private sponsors to achieve their corporate social 

responsibility efforts. The public image of the corporate sponsors is enhanced through 

social responsibility by their involvement in the arts (Sonders, 2011). 

Negotiation: Cultivating Good Working Relationships 

When working with the private sponsors the museum leaders adopt an attitude of 

negotiation to resolve their concerns and this results in good working relationships. A 

good negotiation leaves each party satisfied and ready to do business with each other 

again (Zartman & Rubin, 2000). The museum leaders use effective listening and verbal 

skills to address the concerns of the private sponsors. Leader 1 pointed that a positive 
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working relationship with the private sponsor is required so that continuous 

conversations occur between the curator and the private sponsor during the exhibition 

installation period. As a result, this allows for negotiation to take place when concerns 

are raised by the private sponsor. He shared that from the initial phase of the planning of 

the exhibition, it is important to present the exhibition and its related public programmes 

to the private sponsor so that the private sponsor is able to have a complete 

understanding of the outcomes of this collaboration: “I think the most important thing is 

to be open with the sponsor. We explain the whole curatorial concept and framework of 

the exhibition, aims and objectives, and we share with them our plans, public 

programmes and everything.” (Personal communication, October 13, 2015). Having 

strong negotiation skills extends the scope of the museum leaders’ influence on the 

private sponsors and it also brings tangible benefits, in the form of trust and 

cooperation. Zartman and Rubin (2000) noted that key elements to realizing a win-win 

result are positive attitudes, expectations for success and interpersonal skills, including 

focused listening and efficient speaking. Each party comes out of this collaboration with 

the feeling that they have the best deal.  

They strive to cultivate reliability and integrity in their dealings with the private 

sponsors to ensure fruitful partnerships that benefit the community. The museum leaders 

and the sponsors must come out of the negotiation realising that they have obtained the 

best possible deal for themselves and that they have not agreed to something outside of 

their interests (Van Boven & Thompson, 2003). Leader 3 noted that it is necessary to 

understand the needs of the private sponsor so as to enable a mutually beneficial 

working relationship to occur. She explained that it is important to compromise on 

certain aspects so that the exhibition and the partnership reach a higher level of success 

for both parties and this happens by maintaining a close working relationship with the 

private sponsor: “It’s always a very long process of negotiation, trying to balance the 
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museum’s interests with the company’s interests, and sometimes you give some and 

sometimes you take some. It needs to be a compromise on both sides.” (Personal 

communication, October 23, 2015). Forming deep connections with the private sponsors 

involves continual close working relationships with regular updates on the exhibition 

making process. This creates a genuine attachment to the exhibitions for the private 

sponsors as it allows them to take a personal interest in the growth and success of the 

partnerships. Cultivating a good working relationship with the private sponsors is 

important to them as it creates a healthy working relationship outside of their usual 

domain of working with the government sponsor and artists.  

A positive working relation is built by setting clear expectations, practising 

constant communication with the private sponsors and offering timely responses to the 

private sponsors when matters of concern arise in the midst of the partnerships. Prompt 

responses to the private sponsor’s concerns in real-time prove to the private sponsors 

that the museum leaders are actively responsive to their needs. In return the private 

sponsors reciprocate by indicating their interests and enthusiasm in the partnerships. 

Leader 4 pointed out that having strong people skills to maintain a good working 

relationship with the private sponsor is crucial. He said that the curator needs to have 

negotiation skills to resolve the concerns of the private sponsor, that crop up during the 

exhibition installation stage: “I think one of the key attributes of being a curator is that 

you must have good interpersonal skills because collectors are human beings too. You 

always have to negotiate with them and explain the situation to them, and eventually try 

and work out a compromise.” (Personal communication, October 26, 2015).  

Providing the private sponsors with realistic expectations and efficient 

information regarding the exhibitions and public programmes on a timely basis and 

following up with them on new developments without over-promising facilitate 

satisfying positive working relationships. The collaborations with the private sponsors 
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enable them to be economically viable in a competitive society and also to become 

conscious of the sensitivities of sponsors.  

6.4 Implications for Theory and Practice 

This study focuses on the public art museums in Singapore and their working 

relationships with the government and private sponsors. It adds to existing literature on 

‘Management of Museum Sponsors’, specifically focusing on the public art museums 

(museum leaders, namely curators and directors) working relationships with the 

government and private sponsors in Singapore. This study brings together existing 

theory and current industry practices. It highlights the expectations of the government 

and private sponsor and the strategies and skills that are useful for effective 

management of the government and private sponsors’ expectations. The themes and 

patterns in chapter 5 highlight key aspects that complement existing literature on the 

management of museum sponsors’ expectations. It adds to the understanding in general 

of how partnering with the public art museums through sponsorship arrangements adds 

value to the service-centered operational goals of the government and private sponsors. 

In addition, this study adds to existing ‘Management of Museum Sponsors’ 

industry practices and highlights strategies and skills that are essential to anyone who is 

presently working in the public art museum sector locally and internationally, 

specifically with government and private sponsors. The findings indicate new 

partnership approaches to working with the government and private sponsors to achieve 

win-win situations. This study highlights the strategies and skills that the museum 

leaders need such as negotiation skills, communication skills, relational skills centred on 

understanding and managing the expectations of the sponsors. This study provides a 

new understanding of the working mechanisms of the museum leaders, government and 

private sponsors as well as identifying the significant roles that each entity performs and 

how their respective expectations are managed. It provides the museum leaders with 
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directions on how the expectations of the government and private sponsors could be 

effectively managed, resolved and used for the benefits of the public art museums.  

6.5 Recommendations  

The findings summarised above indicate a number of ways for the museum 

leaders to enhance their existing skills and strategies in their working relationships with 

the government and private sponsors. The recommendations apply to their practice 

(curatorial, relational and management skills) and public art museums’ organizational 

arrangements. 

Recommendation 1: Putting sponsorship at the heart of the public art 

museums 

The museum leaders need to realise that the application for sponsorships to the 

government and private sponsors is not only their responsibility to undertake but it 

requires the combined efforts of different staff members within the public art museums. 

This would reinforce the application process as it would tap into the expertise and 

knowledge of the senior management, board of directors and other key staff members, 

thus ensuring concerted efforts to obtain the necessary sponsorships from government 

and private sponsors. In so doing, sponsorship becomes an integrated aspect of the 

public art museums’ corporate governance and business planning and it cuts across 

other key-functional areas.  

Recommendation 2: Identifying and engaging with the private sponsors  

The museum leaders need to conduct research on existing and new private 

sponsors to establish what they value about the public art museums and identify how the 

collaborations with these private sponsors would ensure continuity of sponsorship 

provisions. They need to work with their internal departments looking after 

development (sponsorships) and information technology to create an online platform 
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that allows private sponsors to register their interests to work with the public art 

museums regarding sponsorships.  

In this online platform, they could provide a list of community-centred or one-

of-a-kind (first in Singapore) type of exhibitions and public programmes that would 

attract the private sponsors and they could register online to express their interests. The 

museum leaders could immediately connect with the interested private sponsors and 

start a conversation with them, providing them with more information about the public 

art museums, exhibitions and public programmes. As a result, the private sponsors 

would feel at ease to better assess their available options and this would help them to 

identify their preferred exhibitions and public programmes to sponsor. 

Recommendation 3: Ensuring access to training  

The museum leaders would benefit tremendously from the provision of training 

in the management of sponsors, using a wide range of options such as on-line ‘know-

how’ resources and one-to-one coaching by consultants. They require training in 

improvisation skills to handle different working situations with the government and 

private sponsors. They have to plan, organize, co-ordinate and control the whole 

working relationship with the sponsors. It can be seen clearly that the main function of 

the museum leaders is to get things done through the actions of the sponsors.  

They need to develop divergent thinking in order to find multiple solutions to a 

certain task, concerns or issues that appear in the midst of their working relationship 

with the sponsors. Equally important, the museum leaders have to attempt to find the 

most convenient, not necessarily the best, possible solution to concerns raised during the 

discussions with the sponsors. Likewise, the museum leaders face many voices from 

different stakeholders in the course of their work, namely the government and private 

sponsors, artists, critics, senior museum staff and audiences. They have to analyse, 

interpret and translate this unstructured mosaic of diverse communication into a unique 
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discourse so that the expectations of the sponsors are managed efficiently for the benefit 

of the public art museums and the community. 

Recommendation 4: Critical review of the effectiveness of the sponsorship 

arrangement 

The museum leaders need to critically review the effectiveness of the 

sponsorship outcomes against the original goals set forth in the sponsorship agreements 

through review meetings with the government and private sponsors. These meetings 

need to be structured and formal to indicate a high degree of professionalism. This 

would enable them to develop a constructive self-critical perspective concerning the 

strategies used and identify areas for improvements. In so doing, they are able to 

conduct a comparative analysis that would indicate the measures and mechanisms 

necessary to identify useful key information, trends and patterns that they could use for 

future sponsorship opportunities.  

Alongside this, it is recommended that the public art museums establish an 

internal working group to draft, enact and publish a written code of ethical standards for 

the sponsors. This enables the sponsors to be aware of their respective roles in the 

sponsorship arrangements with the public art museums. The government and private 

sponsors must participate in and become partners of ‘Best Practices’ requirements for 

governance indicating the relationship between the sponsors and the public art 

museums, including an agreement to follow closely to these requirements in their 

working relationships with one another. 

Several areas of activities should be considered in this ‘Best Practices’ 

requirements document. First, there should be a general expression of what the museum 

leaders and government and private sponsors consider appropriate conduct in these 

working relationships. Then there should be a statement that describes what is expected 

of the museum leaders and sponsors. Next there should be a list of restricted activities or 
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demands that the sponsors are not permitted to do or insist on, without being mutually 

discussed, agreed upon and accepted by the museum leaders and the sponsors.  
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Appendix B: The Participant Consent Form 

  

Faculty of Education 
_________________

PARTICIPANT CONSENT FORM 

Name of Study: 

Chief Investigator: 

Public Art Museums: Their work in the Visual Arts in Singapore 

Emeritus Professor Keith Punch 
The Graduate School of Education, University of Western Australia 

Doctoral Researcher: Ramesh Narayanan 
Doctor of Education (EdD) Candidate 
The Graduate School of Education, University of Western Australia 

Please read the points below and sign in the space below to provide your informed consent to participate 
in the interview. 

• You will not be identified in this study. Quotations from interview transcripts, if used, will be
attributed to a pseudonym such that your anonymity is maintained.

• Your responses will be confidential and any information provided will only be used for the purposes
of this study.

• You are free to withdraw at any time while the interview is being conducted without penalty.

• You agree to audio recording of this interview.

I, ____________________________________________, have read the Participant Information Form provided and any 
questions I have asked have been answered to my satisfaction. I agree to participate in this interview, 
realising that I may withdraw at any time without reason and without prejudice. 

I understand that all identifiable (attributable) information that I provide is treated as strictly confidential 
and will not be released by the investigator in any form that may identify me. The only exception to this 
principle of confidentiality is if documents are required by law. 

I have been advised as to what data is being collected, the purpose for collecting the data, and what will be 
done with the data upon completion of the research. 

I agree that the research data gathered for the study may be published provided my name or other 
identifying information is not used. 

Approval to conduct this research has been provided by the University of Western Australia, in 
accordance with its ethics review and approval procedures. Any person considering participation in 
this research project, or agreeing to participate, may raise any questions or issues with the 
researchers at any time. 

In addition, any person not satisfied with the response of researchers may raise ethics issues or 
concerns, and may make any complaints about this research project by contacting the Human Ethics 
Office at the University of Western Australia on (08) 6488 3703 or by emailing to 
humanethics@uwa.edu.au 

All research participants are entitled to retain a copy of any Participant Information Form and/or 
Participant Consent Form relating to this research project. 

_______________________________ _______________________________ 
Signature of Participant Date 

The University of Western Australia T  +61 8 6488 2388 E  keith.punch@uwa.edu.au 
Perth WA 6009 Australia CRICOS Provider Code 00126G
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Appendix C: Interview Questions 

Title of Thesis: Public Art Museums: Their work in the Visual Arts in Singapore 
 
Interview questions 
 
1. Why have you chosen to work as a museum curator/director?  
 
2. Why is this role important? 
 
3. What strategies do you use to be an effective museum curator/director? 
 
4. Why is the visual arts important in the 21st century? 
 
5. What is it about curating an exhibition that you find meaningful? And why is it 

meaningful? 
 

• Thinking specifically about your own curatorial practice. 
 

6. How would you organise the information about an exhibition that you are 
curating? What strategies do you employ? 

   
• The process of curating an exhibition. 
• Working with multiple artistic practices and art forms. 
• Discussions with artists. 

 
7. Working with government sponsor 
 

7.1 Why is it important to work with government sponsor on exhibitions? 
 

7.2 What are the challenges that you encounter working with government 
sponsor, that fund the exhibition?  

 
 7.3 Why do you think you faced such challenges? 
  
 7.4 What strategies do you employ to ensure a successful collaboration? 
 
 7.5 Why is it important to have a successful collaboration?  
 

7.6 Where there situations when the government sponsor disagreed with 
your curatorial approach/framework/concept?  

 
 7.7 Why do you think such a situation(s) aroused?  
 

7.8 How did you overcome these disagreements? 
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8. Working with private sponsor 
 
 8.1 Why is it important to work with private sponsors on exhibitions? 
 

8.2 What are the challenges that you encounter working with private 
sponsors, that fund the exhibition?  

 
 8.3 Why do you think you faced such challenges? 
  
 8.4 What strategies do you employ to ensure a successful collaboration? 
 
 8.5 Why is it important to have a successful collaboration? 
 

8.6 Where there situations when the private sponsor disagreed with your 
curatorial approach/framework/concept? And why?  

 
 8.7 Why do you think such a situation(s) aroused? 
 
 8.8 How did you overcome these disagreements?  

 

  



PUBLIC ART MUSEUMS’ WORK IN SINGAPORE  
 
 

 
 
 

152 

 

Appendix D: Example of coding interview transcript 
 
Actual words or short phrases of interviewees in the interview statements are imported 

into an excel spreadsheet.  

This facilitates the coding process by attaching codes that summarize chunks of actual 

words or short phrases of the interviewees.  

The codes are consolidated to identify relationships between them to form patterns. 

The relationship between the patterns through consolidation resulted in the 

identification of themes.  

Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

Leader 1 It is important to 
work with them 
in terms of 
exhibitions as 
they are funded 
by the 
government… 
help to shape 
certain national 
agendas…in 
terms of nation 
building…it 
creates a sense 
of rootedness for 
Singaporeans. 
Therefore, 
exhibitions that 
promote nation 
building, 
national cultural 
identity is 
regarded as 
important…and 
the government 
sees these as 
important. 
 
 
 
 

Funded by 
government 

 
Shape national 
identity 

 
Promote nation 
building 

 
Promote 
national 
cultural 
identity 

 

Public or 
people centred 

 
National well-
being 

 
Raise 
awareness of 
art scene 

 
 
 
 

Represent 
local art scene 
on an 
international 
platform 

 
Singaporeans’ 
interest is 
important 
Nationalistic 
themes 
 
 

Community 
focus 

National 
responsib
-ility 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

Leader 1 
 

The idea of a 
construction of a 
national heritage 
that all 
Singaporeans 
share is critical 
to Singapore’s 
continued 
survival, 
especially in an 
increasingly 
globalized 
environment… 
the aims of the 
museums are in 
some ways for 
government 
bodies, it could 
be really clear, 
it’s for nation 
building…it’s 
really for the 
construction of 
national 
narratives. 
 

Construct 
national 
heritage 
 
Nation 
building 
 
Construct 
national 
narratives 

Leader 3 Our dealings 
with them are 
largely to draw 
on their 
funding…, we 
still receive bulk 
of our funding 
from the 
Ministry of 
Culture, 
Community and 
Youth. So in that 
sense we work 
with them to get 
the funding for 
our 
programmes… 
because it had a 
community and 
family focus, we 
were able to 

Receive large 
funding 
 
Community 
and family 
focus 
 
Community 
based projects 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

apply for the 
funding for 
projects which 
have a more 
community-
based approach. 
 

Leader 4 We want to put 
together 
exhibitions or 
curate 
exhibitions that 
will have a large 
public benefit in 
that a lot of 
people would 
benefit from. It 
cannot be a topic 
that is too 
limited in 
appeal. 
 

Public benefit 
 
Topic cannot 
be too limited 
in appeal 

Leader 5 So that’s part 
and parcel of 
being a national 
institution, 
which gives you 
the national 
status. But yet 
there’s the 
saying, with 
power comes 
responsibility. 
You’re a 
national 
institution, it 
comes with 
national 
responsibility. 
To push both 
within the 
country and 
externally a 
certain image of 
the country, a 
certain message 
to the people 

National 
institution 
 
Push image of 
country 
 
Represent the 
entire art scene 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

within the 
country, to 
people outside 
the country. As a 
national 
institution, you 
need to be able 
to say without 
any doubt you 
can represent the 
entire art scene 
because you are 
accountable to 
the people… as 
representative as 
fair as possible. 
 

Leader 5 You are 
accountable to 
certain national 
agenda or 
national 
obligation…as 
you work on a 
national 
scale…national 
museums have 
always been to 
push national 
agendas… 
Governments 
have always 
used the 
museums as 
platforms of 
their voices and 
as part of their 
messaging 
machinery. So 
that’s part and 
parcel of being a 
national 
institution, 
which gives you 
the national 
status. 
 

National 
agenda 
 
National 
obligation 
 
Museums as 
platform of 
their voices 
 
National 
institution 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

Leader 6 The government 
has a social 
agenda. That’s 
their job...they 
need to educate 
the public…the 
key aim of every 
museum is 
through 
education. It is 
important to 
work with 
people who 
govern this 
country. 
 

Social agenda 
 
Educate public 
Work with 
govern people 

Leader 8 …it helps to 
sculpt a bigger 
picture. I think 
the idea of it is 
pretty cool, like 
coming together 
and making 
people aware of 
the scene... 
 

Sculpt bigger 
picture 
 
Making people 
aware of scene 

Leader 1 It’s important 
that the 
government 
institution like 
MCCY, 
understands how 
exhibitions can 
fulfil national 
identity 
agendas…The 
concerns of 
these 
government 
agencies that are 
providing the 
funding are that 
they see us for 
what we produce 
as being a kind 
of public good 
and that is why 

Fulfil national 
agendas 
 
Providing fund 
 
Produce public 
good 

Fund provider 
 
Targets to 
achieve (Key 
performance 
indicators) 
 
Performance 
needs to be 
measured 
 
Responsible to 
stakeholders 
 
Maximize use 
of funds 
provided 
 
National  
Institution 
 

Accountabil
-ity 

National 
responsib
-ility 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

they are funding 
us. 
 

Public benefits 
 
Multiple layers 
of approvals Leader 2 …the 

government is 
the biggest fund 
provider. Also in 
Singapore, for 
events that we 
are proposing, 
we require 
approvals, 
clearances for 
use of space, 
access to 
materials, 
resources, 
archives et, 
cetera, we need 
to work with the 
government. 
Often the 
funding is 
usually tied to 
some criteria, 
which is aligned 
with other 
agendas set out 
by the 
government in 
order to achieve 
specific 
outcomes. 
 

Biggest fund 
provider 
 
Approvals 
from 
government 
 
Criteria  
 
Agendas set 
out 
 
Achieve 
specific 
outcomes 

Leader 3 ….and of course 
we update them 
on our exhibition 
programming, 
because as our 
paymaster they 
want to know 
what’s up on our 
calendar and in 
which directions 
we’re moving 
towards…so in 
that sense we 

Updates 
 

Paymaster 
 
Directions 
moving 
towards 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

work with them 
to get the 
funding for our 
programmes... 
and for specific 
projects. 
 

Leader 3 And we can 
frame an 
exhibition in so 
many ways; we 
just need to learn 
what is 
important for 
them as 
stakeholders and 
we need to pitch 
it appropriately. 
 

Important for 
them 

 
Stakeholders 
 

Leader 3 All financial 
procedures must 
be complied 
with. The funds 
that we use are 
channelled to – 
first, it has a 
public good. 
There’s always, 
of course, the 
challenge in 
being 
accountable to 
the public. 
 

Financial 
procedures 

 
Public good 
 
Accountable to 
public 

Leader 4 As a curator who 
has been 
working with 
public 
institutions, it’s 
important to 
work with 
government or 
statutory board 
because they are 
the ones who 
fund the 
museum. So, 

Fund the 
museum 
 
Responsible 
for 
performance 
 
Accountable to 
them 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

they are the first 
people whom we 
are responsible 
to in terms of 
our performance. 
Therefore, in 
terms of what we 
do, we have to 
be accountable 
to them… 
 

Leader 4 …the main 
challenge would 
be the fact that 
public bodies are 
naturally 
accountable to 
how public 
funds are used. 
Naturally, the 
ministry would 
want you to be 
able to account 
for how these 
funds are used. 
All financial 
procedures must 
be complied 
with. 

How funds are 
used 
 
Account for 
funds 

 
Financial 
procedures 
complied with 

Leader 5 You are a 
national 
institution, it 
comes with 
national 
responsibility, 
you have no 
choice…every 
taxpayer can 
come to you and 
say, and some of 
my tax dollars 
are funding your 
museum. So, to a 
certain extent 
there is a 
responsibility, 
which is to be 

National 
institution 

 
National 
responsibility 

 
Accountable to 
public 

 
Represent 
entire art scene 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

accountable to 
the public and 
what you do as a 
national 
museum. As a 
national 
institution, you 
need to be able 
to say without 
any doubt you 
can represent the 
entire art scene 
because you’re 
accountable. I 
also think that if 
you work in a 
national 
institution, you 
have no choice. 
You have to 
work with 
everybody. You 
have to be fair. 
 

Leader 6 Because it is 
what you’re 
funding is 
predicated on. If 
you don’t meet 
the KPIs this 
year, next year, 
they will reduce 
your funding 
because you’re 
putting up shows 
that people 
won’t come to 
see. So, it’s 
about 
accountability. 
 

Meet KPIs 
(key 
performance 
indicators) 

 
Reduce 
funding 

 
Accountability 

Leader 6 So, you have key 
performance 
indicators, the 
policy thing 
because these 
are cultural 

Key 
performance 
indicators 

 
Cultural 
policies 
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Interviewee Interview 
statements 
 

Actual words 
or short 
phrases of 
interviewee 
 

Code Pattern Theme 

policies and 
these can be 
problematic. 
You have to hit 
10,000 visitors. 
Success has to 
be measured... 
 

 
Success has to 
be measured 
 

Leader 7 Simple reason, 
they are the 
paymasters and 
also because we 
are a national 
institution, so we 
have to work 
within the 
parameters set 
out, because 
funding is there, 
key performance 
indicators are 
there, people are 
watching 
whether are you 
delivering or not. 
It is important 
because you 
need to have 
their buy-in for 
things to proceed 
further. 
 

Paymasters 
 

National 
institution 

 
Key 
performance 
indicators 
 

Leader 8 The difficult 
challenge is, I 
guess having to 
answer to the 
different levels, 
honestly. 
Everybody 
wants to have a 
say and wants to 
say something, 
which is the 
challenge. 
 

Answer to 
different levels 

______________________________________________________________________ 
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Appendix E: Example of interview coding (identification of a theme) 
 
Interviewee Interviewee 

statements 
Actual 
words or 
short 
phrases of 
interviewee 
 

Code Pattern Theme 

Leader 1 It is important to 
work with them in 
terms of 
exhibitions as 
they are funded 
by the 
government… 
help to shape 
certain national 
agendas…in 
terms of nation 
building…it 
creates a sense of 
rootedness for 
Singaporeans.  
 
Therefore, 
exhibitions that 
promote nation 
building, national 
cultural identity is 
regarded as 
important…and 
the government 
sees these as 
important. 
 
The idea of a 
construction of a 
national heritage 
that all 
Singaporeans 
share is critical to 
Singapore’s 
continued 
survival, 
especially in an 
increasingly 
globalized 
environment…the 
aims of the 
museums are in 
some ways for 

funded by 
government 

 
shape 
national 
identity 

 
promote 
nation 
building 
 
promote 
national 
cultural 
identity 
 
construct 
national 
heritage 

 
nation 
building 

 
construct 
national 
narratives 
 
 
 
 
 
 

public or 
people centred 

 
national  
well-being 

 
raise 
awareness of 
art scene 

 
represent local 
art scene on an 
international 
platform 

 
Singaporeans’ 
interests are 
important 

 
nationalistic 
themes 
 

community-
focus 

national 
responsibility 
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government 
bodies, it could be 
really clear, it’s 
for nation 
building…it’s 
really for the 
construction of 
national 
narratives. 
 

Leader 3 Our dealings with 
them are largely 
to draw on their 
funding…, we 
still receive bulk 
of our funding 
from the Ministry 
of Culture, 
Community and 
Youth. So in that 
sense we work 
with them to get 
the funding for 
our 
programmes… 
because it had a 
community and 
family focus, we 
were able to apply 
for the funding 
for projects which 
have a more 
community-based 
approach. 
 

receive 
large 
funding 

 
community 
and family 
focus 

 
community 
based 
projects 

   

Leader 4 We want to put 
together 
exhibitions or 
curate exhibitions 
that will have a 
large public 
benefit in that a 
lot of people 
would benefit 
from. It cannot be 
a topic that is too 
limited in appeal. 
 

public 
benefit 
topic cannot 
be too 
limited in 
appeal 

   

 




