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Bubble
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Gone

This year, we made a part of our
annual acquisitions budget avail-
able to the MO_Beirat, the advi-
sory board of the Museum Ost-
wall. When we told visitors,
colleagues and friends about
this, it often earned us puzzled
expressions. The most common
response was, “That’s a brave
thing to do!”, and it was often
uttered in a tone of doubt. It was
apparent that many were quite
concerned that an artwork might
be chosen that did not meet the
standards of a historically grown
museum collection.

This concern was clearly
unfounded. The advisory board
selected two works by Camille
Chedda and two by Joséphine
Sagna, all of which enrich the
museum collection in a special
way. Chedda exposes colonial
structures and viewing habits in
her works; Sagna, on the other
hand, breaks with racist stereo-
types and beauty norms. This
brochure contains an introduc-
tion to their works by Dr Nicole
Grothe, Head of the Collection.

As a museum, we have notentered
into this process naively, but have
trusted that the advisory board
members, after thoroughgoing
discussions with Dr Nicole Grothe
and Michael Griff, Curator for
Community Engagement, would
make choices that not only com-
plement the existing collection in
a meaningful way, but also bring in
positions that are not currently
represented at the Museum
Ostwall. The advisory board looks
at our collection from the outside,
perceives it from a perspective
that differs from ours, which is
conditioned by years of working
with the collection. They discover
gaps, incongruities and problems
that we cannot discern from our
internal perspective.

The advisory board has
approached its task with a great
sense of responsibility: Since
March 2023, it has been meeting
every fortnight and working with
us to expand the scope and ap-
proachability of the museum. From
our perspective, working with the
advisory board is an in-depth and
labour-intensive process from
which we can learn a great deal. It
is one of several building blocks in
preparing the Museum Ostwall for
the future and developing our-
selves further as a museum that is
in concert with the definition of
the museum as adopted by the In-
ternational Council of Museums
(ICOM) in 2022: inclusive, diverse
and participatory — a place for ed-
ucation, enjoyment, reflection and
an exchange of knowledge.

Regina Selter
Director of the Museum Ostwall

Editorial
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Advisory Board Member

Alexis
Rodriguez
Suarez

I’m Alexis and | was asked to join
the MO advisory board when |
was still working for a queer
youth centre in Dortmund, where
| was heading up a counselling
and empowerment project for
young people of colour. An im-
portant question for us on the
board is: Why are we here? The
advisory board has older and
younger members. Some are
new to the country; others
aren’t. I’'m not the only person of
colour on the advisory board.
Some of us are tradespeople;
some are academics. | believe
that in putting together an advi-
sory board like this, transparency

is important. And besides that,
he question is: Have | been in-
- vited because of my body or be-
_cause of what my body means in
his society? Or have | been in-
vited because of my experience,
which could benefit the group? |
know this is a complex question.

A year ago, those of us on the
advisory board went through the
collection presentation with the
museum team and took on the
role of Critical Friends. There
were practical questions: How
big should the signs be? Which
chairs are people allowed to sit
on and which are works of art?
Where does the exhibition tour
begin? Our feedback was actu-
ally accepted and implemented.

ere?

This year, we discussed with the
museum team how to purchase
art professionally — whatever
that means. My idea at the same
time was that if we wanted to
purchase art that was different
than what is already in the mu-
seum collection, we could use
different acquisition practices. |
had the idea of an open call,
where artists could submit their
work. But because of limitations
in time and resources, we de-
cided to make suggestions our-
selves. | was surprised that my
suggestions were accepted by
the other members, and | hope
that, through purchasing, we are
supporting the production of
more artworks.

hy are we

Advisory Board Member
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Advisory Board Member

True

Participation
Means More

Birgit

Rothenberg

My name is Birgit Rothenberg. |
became a member of the advisory
board because the association |
am involved in, MOBILE — Selbst-
bestimmtes Leben Behinderter e.
V. (MOBILE - Independent Living
for People with Disabilities), was
contacted with this request. The
organization is part of the self-
help movement of disabled peo-
ple, which has a political focus,
and we have a different concept
of disability than is usually found
in society. The fundamental
question is: What constitutes a
disability? In relation to muse-
ums, the question might be: How
can people with impairments visit
museums, but also: What is nec-
essary for them to be represented
in the objects or have a presence
as artists? True participation goes
beyond “barrier-free” visits to a
museum.

For our art purchase, | proposed
three artists with disabilities and
their works, which also appeal to
my personal taste. | was aware
that these works might not be
supported by the majority of ad-
visory board members, but it was
important to me to propose
these artists. One of the artists
is Dorothea Buck. She was forci-
bly sterilized during the Nazi pe-
riod because of her psychosis. In
her sculpture, she worked
through this discrimination, this
physical and emotional trauma.

There have always been works of
art depicting disabled people.
One example is the portrait of a

disabled man from the 16th cen- _

tury in the Chamber of Art and
Wonders at Ambras Castle in
Innsbruck. Researchers from Vi-
enna teamed up with disabled

people to study this painting and
new questions emerged: How did

the picture get there, and why?

What does it have to do with the
role of disabled people in soci-
ety? | see it as the advisory
board’s task to bring these ques-

tions and issues to the Museum

Ostwall. For example, our per-
spectives could be incorporated
into the next collection
presentation.

Advisory Board Member
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- My name is Damian and | was work of art, and the museum
“asked to join the advisory board would display it — | thought of it

when | had a studio at the cul- mostly as a move to attract me-
tural centre Speicher 100 on dia attention. If the advisory
SpeicherstraBe in Dortmund’s board could have had more dis-
harbour district. | am a master cretion with the funds, | would
painter and decorator and | do not have voted to buy art. When
graffiti. | also started training as an artwork is added to a muse-
arestorer in the trades. That’s um’s collection, you don’t know
why | perhaps have a different, if it will ever be shown again. We
more craft-oriented view of art. might have been more inclined

N So far I'm not someone who goes  to invite artists to present their

i to museums on a regular basis. | work in small temporary exhibi-

tend to go to exhibitions by less-
er-known artists in smaller gal-
leries. These are also institu-
tions, but they come across as
less official than museums.
When I think of exhibitions in
museums, | really tend to think of
the medium of painting. The Mu-
seum Ostwall collection is much
more diverse; it also includes
video art by contemporary artists
for example, which | find
interesting.

I am happy with the artworks we
purchased as an advisory board,
and | fully support the decisions.
But if | am completely honest,
the purchasing was the advisory
board task I liked least. When |
heard the concept — the museum
was going to give the advisory
board 30,000 euros to buy a

tions or at events. What the pro-
cess has shown me, however, is
that the purchase is really an at-
tempt to expand the scope of the
museum’s collection and make it
more accessible.

Advisory Board Member
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Advisory Board Member
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My name is Horst Luckhaupt, |
am seventy years old and a doc-
tor by profession. Since my
school days, | have been inter-
ested in art, especially modern
art. I've been going to the Mu-
seum Ostwall on a regular basis
since 1986. The idea of estab-
lishing an advisory board was
appealing to me. The board is
meant to give community mem-
bers in the city an opportunity to
get involved. The Friends of the
Museum Ostwall Association has
been around for a long time, and
| am also a member. Friends and
sponsors play an important role
because they raise awareness
about the work of the museum
and provide real support through
membership fees.

The structure of the advisory
board is different: There are no
membership fees, and we do not
have a chairperson, vice-chair-
person, secretary or treasurer, as
is customary for German associ-
ations. The museum advisory
board focuses on practical mu-
seum work. For example, we de-
veloped a questionnaire for visi-
tors and participated in the
conference The Radically Demo-
cratic Museum. One of the muse-
um’s tasks is to continue to pro-
mote diversification — with

Horst
Luckhaupt

respect to its audience and the
acquisition of artworks. For ex-
ample, unhoused people could
be invited to the museum. When
the advisory board was purchas-
ing art, our guiding question
was: What is missing from the
Museum Ostwall’s collection?
We quickly noticed that female
artists were underrepresented,
and | am very happy with the
choice we made. | am curious to
see how the public will react to
the fact that we, people who are
not professional art historians,
made decisions about the muse-
um’s acquisitions.

g

What Matters
s What’s
Missing in the
Collection

Advisory Board Member

15



Advisory Board Member

From
Different
Directions

My name is Nesrin and | am the
“spring chicken” on the advisory
board. | am currently training to
be a pastry chef. Last year, |
trained as a presenter, and | am
now putting what | learned to
good use as a youth spokesper-
son at the cultural centre Diet-
rich-Keuning-Haus, for example.
It was through my involvement
there that | became connected
to the advisory board.

It was clear from the outset that
we, as the advisory board, would
be purchasing a work of art. |
was only seventeen or eighteen
at the time. | found it exciting to
know that, as a very young per-
son, | would be involved in de-
ciding which work of art to buy. It
was a bit like first love, like but-
terflies in my stomach! | had sug-
gested a different artist, but |
became convinced of Camille
Chedda. One of her artworks
consists of several stones, each
showing two photos. | can still
remember one stone very clearly.
One photo showed a woman on a
sugar cane plantation and the
photo right next to it showed two

Nesrin
Altuntas

men playing golf. The relation
between these photos made a
strong impression on me. On the
one hand, there was a woman
who once worked there for little
money to be able to feed herself
and her children, and on the
other, men were now playing golf
in the same place and just hav-
ing fun.

Being on the advisory board
gives me a lot of knowledge and
opens up new opportunities for
me. For example, | took partin a
workshop on memorial sites,
which dealt with questions that
have always interested me: Why
has this particular memorial been
placed at this location in the
city? Why is a building listed?
And it’s the same with the mu-
seum. We all come together on
the advisory board with our dif-
ferent backgrounds. We all bring
our own experiences to the table
and exchange ideas. In this way,
even an art lover like myself gets
to learn about other types of art.

Advisory Board Member

17
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Other
People

Members of the Advisory board

20

I’'m Sarah and | joined the advi-
sory board after talking with so-
meone who works at the Mu-
seum Ostwall. We were
discussing how people who re-
gularly go to the museum have a
sense of belonging in the mu-
seum, which | was missing. I'm
generally interested in the work
of museums but privately and in
my work as a teacher | hadn’t
been in contact with art much.
Now when I’'m in a museum, | of-
ten ask myself what might be in-
teresting for my pupils.

Reaching

Through my membership on the
advisory board I’ve come to un-

derstand that museums think
about how to reach not only mu

seum-goers but other people as

well. | hadn’t quite expected
that. Of course, “What does th
museum do?” is not the same a
“What does the advisory board
do?”. As long- and short-term
goals of the advisory board, |

would name community partici-
pation and acquisitions respecti-

vely. The Artist Camille Chedda
won the vote about whose art

should be purchased, and José-

phine Sagnha came second.

| believe it makes sense to retain h

some of the funds to acquire Sa ra

works by the runner-up. Both of

these women make art in which | Ka Ia bu C h

recognize myself personally.
They have subjects to which | re-

late as a black woman.

However, | also voted for Doro-
thea Buck. Her story moved me
very much, and | find her sculp-

tures very aesthetic.

Members of the Advisory board

21



Members of the Advisory board
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Making
Art More
Accessible

My name is Scherwin. | studied
communication design. | was
asked if | wanted to join the ad-
visory board because | founded
the Blend Haus, a coworking
space and meeting place for
young creatives in Dortmund.
I’ve always been interested in art
history and liked going to muse-
ums. I’ve long had the dream of
being able to choose art that
would be shown in a museum -
but | didn’t know that there was
something like an advisory
board. | see myself as an ambas-
ador for a younger, independent
ene, though I’'m aware that it’s
)ssible for one person to
esent a large group. This

1e can also be described as a
pculture in which many inde-
dent artists and musicians
ng with many BIPoC* and
ueer people feel at home.

Now that this purchase has been
made through the advisory
board, the question is how to get
the word out, to introduce or
present these items. There is a
lot of space in the Dortmunder U
which we could use, and there is
the advisory board space on the
fourth floor. This would be a

Scherwin
Hosselni

great opportunity to invite peo-
ple from our bubble to take a
look at the museum. After all,
many independent artists think
that the Museum Ostwall is not a
place for them.

| could also see us offering tours
or hosting a small exhibition for
local artists. This might make art
more accessible — both for peo-
ple who regularly go to the mu-
seum and want to see this art
and for people who are inter-
ested but unsure because they
might think, “If I go, | won’t un-
derstand anything”. For the
same reason, it would be a good
idea to make museum guides.
They would give visitors some
orientation in the Dortmunder U
and in the Museum Ostwall.

* Black People, Indigenous People
and People of Colour, a positive self-
designation used by people who have
experienced discrimination

Members of the Advisory board

N
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Shortlist
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Acquisitions
Shortlist

Dorothea Buck was an artist who is con-
nected to disa—bility culture. She is not
represented in the mainstream cultural
sector. At best, her art is shown in medi-
cal contexts, as the work of a psychiatric
patient who engaged in artistic activi-
ties.

“My psychotic experiences have en-
riched my life very much. But the shock
of being treated as an enemy, devalued
and forcibly sterilized because of this
illness was devastating and continues to
have an impact on me to this day.”

(Dorothea Buck)

Mary Duffy first became known in the
art scene in 1995, when she gave a live
performance as “disarming venus”. The
principle of “being stared at” was a leit-
motiv in her work. Forming a part of dis-
ability studies, which have been estab-
lished in the Anglo-American world for
several decades, disability arts and dis-
ability culture continue to be highly un-
derrepresented in German museums.
Their art and their view and bodily ex-
pression are absent in German muse-
ums but will remain relevant 50 or 100
years from now.

Marion Rauch and her “tandem partner”
Peatc VoBmann present works they cre-
ated in their Tandem Whisperings. The
idea behind Tandem Whisperings is to
connect artists with and without disabil-
ities so they can work together. Dort-
mund artist Marion Weirauch works tire-
lessly, drawing, pasting and gluing her
fantasy animals. She likes watching ani-
mal programmes most of all and knows a
lot about them. Numerous exhibitions
and performances have made VoBmann
known in Dortmund. In this project, he
presents works with animals in unreal
positions or surroundings.

Naudline Pierre’s paintings combine
fantasy and iconography to create alter-
native worlds full of ecstasy, devotion
and tenderness. Her prismatic figures
break with traditional myths and art his-
tory, while personal mythology and his-
torical formats create new perspec-
tives. Her works are represented in
many museum collections. In 50 or 100
years, her works will still be significant
at the Museum Ostwall because their
timeless quality and emotional depth
promote healing and reflection. In to-
day’s world, where healing is urgently
needed, they offer visionary perspec-
tives and inspire future generations.

Ménica Hernandez’s large, flowing fig-
ures - often self-portraits or depictions
of women from her circle — wear no
make-up and are not shy. Her oil paint-
ings show BIPoC in everyday situations,
reflecting their confidence as they pro-
ject their own image. Hernandez, origi-
nally from the Dominican Republic, re-
located to New York City when she was
six. She sees social media platforms as
works of art in their own right and
questions the self-portrayals found
there. Her works will be significant for
future generations in the Museum Ost-
wall because they offer authentic and
powerful representations of female life.
Her open and honest art challenges
traditional representations and
strengthens female perspectives.

Shortlist
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The artist became particularly
known for her contribution to infor-
mal painting. After meeting the
painter Fritz Winter in 1938, she de-
veloped a lifelong friendship with
him. Von Rogister repeatedly em-
phasized the inspiration she re-
ceived from him. In the 1960s, their
house in Dortmund-Kley became a
popular cultural meeting place in the
city. She is one of the few women in
the 20th century to have earned a
recognized place in informal paint-
ing. She is also connected with
North Rhine-Westphalia and the Mu-
seum Ostwall: After she had partici-
pated in exhibitions in 1951 and
1958, the museum gave her a solo
exhibition in 1980. She deserves to
be better known, especially in North
Rhine-Westphalia.

Camille Chedda is a visual artist who ex-
plores concepts of race and postcolo-
nial identity through drawing, painting,
collage and installation. The work by
Chedda that | propose is Views (2022),
which was exhibited at documenta 15.
It deals with the colonial history that
connects Europe and the Caribbean.
The work is relevant not only because it
is an artistic approach to colonial his-
tory, but also because it is embedded in
recent history. It seems to me that the
relevance of this work at the MO could
contribute to a fundamental under-
standing of artistic productions on the
subject of colonialism.

Hal Busse was an artist who created
paintings, graphic works and objects.
After dedicating herself to painting,
Busse proved fluent in a wide artistic
spectrum, producing, for instance, nail
paintings and expansive reliefs. She
exhibited with the Zero group. While
Busse was at the centre of the art
avantgarde for several years, she never
received due recognition and was only
rediscovered in the 2000s. Busse
stands out for her artistic versatility:
Compositions such as her nail paintings
are always associated with the
world-famous Giinther Uecker. But
wouldn’t it be interesting and timely to
juxtapose a nail painting by this un-
justly forgotten artist with one by
Uecker?

The Hamburg-based artist Joséphine
Sagna addresses a current theme: that
of blatant clichés with which BIPoC
women are confronted in a hierarchical
system. Attributes such as strength and
self-sacrifice are imposed on them,
which finds reflection in their ongoing
struggle for identity and social belong-
ing. One question | ask myself regarding
the long-term relevance of her work is:
How does her art reflect our current dis-
courses on the visibility of racialized
people in the German context, and in
particular the experiences of women?

The art of Tahlia Stanton is timeless, and
it is characterized by her unique tech-
nique and style. Each picture comes
with its own history, which she captures
as social and cultural commentary in the
form of videos. In this way, she pre-
serves the process behind these art-
works for generations. Stanton commu-
nicates with her audience via social
media, where she presents her art
through photos and videos as well as
live formats. | think this type of art and
its popularity/format via social media
will continue to be relevant in the future,
as digital networks such as Instagram
are playing an increasingly important
role — especially among young audi-
ences.

Shortlist
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The experiment to involve Dortmund
residents in an expansion of the
collection has been successful:

In a multi-step process, the members of the advi-
sory board selected two works by Camille Chedda
and two by Joséphine Sagna. The works follow the
collection guideline in that they are art that has re-
al-life relevance, and they also add new artistic
perspectives to the collection of the Museum
Ostwall.

Camille Chedda was born in Manchester, Jamaica,

in 1985. Her installation Views (2022) consists of
squared timber, hollow brick and other construc-

tion materials, which form the frames for several g

photographs. The photos show palm trees, a golf
course and a colonial- style villa but also destroyed
houses and men working on a plantation. This is
Chedda investigating the effects of colonialism on
present-day life in Jamaica. The villa, called Rose
Hall, is a well-known colonial-era building that is
now rented for events. Where enslaved people
were once forced to work, people now play golf.
Guided tours tell the story of slave owner Annie
Palmer, who gained notoriety for being especially
cruel and whose ghost is said to still haunt the
house. A historical site associated with violence
and exploitation has been turned into a venue
whose element of creepiness is being monetized.
By integrating this history into a framework of un-
sound building materials, Chedda reflects on the
way Jamaica’s historical heritage has been ad-
dressed since independence in 1962: oscillating
between acts of overcoming, appropriation and
repression.
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Views (2022), Camille Chedda, varying
dimensions, mixed media, documenta 15,

Kassel, 2022

This is also the context for her large self-portrait
Cemented (2023). The ambiguous title refers to
the multi-layered interdependencies between a
person’s identity and their social surroundings.
Since independence, cement has often been used
as a building material in Jamaica but is often brit-
tle and unstable due to the addition of cheaper
materials. The Dunce logo in the background al-
ludes to a brand of rucksack that was very popular
among schoolchildren in Jamaica in the early
2020s and sparked heated debate. It recalls the
dunce cap, which was used in Europe until the
19th century to humiliate and punish schoolchil-
dren who did not follow lessons with sufficient
discipline or were slow learners. In the course of
colonization, the dunce cap came to Jamaica,
where it was often used to stigmatize pupils who
did not behave in accordance with European cus-
toms. Chedda asks: Does adopting the colonizers’
label of “dunce” perpetuate this stigmatization, or
is it a defiant gesture of self-empowerment?

* Black People, In-
digenous People
and People of Co-
lour, a positive
self-designation
used by people
who have expe-
rienced discrimi-
nation

Cemented (2023), Camille Chedda, 91.5 x 133
cm, mixed technique, drawing on paper

Joséphine Sagna’s works are likewise about
self-empowerment, although the circumstances
are altogether different. Born as a black person in
Stuttgart in 1989 and socialized among a largely
white population, she addresses structural racism
and assumed stereotypes. In her artwork, she
counters prejudiced perceptions, particularly of
black women, with confident self-presentation.
She finds inspiration on platforms like Instagram,
which she uses to network with other BIPoC*-
women. Sagna draws on images that purposely un-
dermine common normative and stereotyping
ideas of beauty. Her painting being it (2024) and
the carpet with the same title (2021) show BIPoC
women the way they see themselves. The works’
colouration and expressive formal language con-
nect them with modernist portraits in the Museum
Ostwall collection, which, however, predominantly
depict white people. Sagna’s works thus not only
help reflect the diversity of society in our museum
collection; they also build a bridge between the
classical genre of painting and contemporary
visual language in social media.

Nicole Grothe
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being it (2024),
Joséphine Sagna, 180
x 180 cm, acrylic and
oil on canvas

being it (2021),
Joséphine Sagna, 150
x 120 cm, tufted rug
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Community

Advisory Boards in

Museum Practice

If museums, as public institutions with a social
mission, are to be used by the general public, the
question arises as to how they can better under-
stand the views of local residents and respond to
their needs. One way to involve many in developing
a museum as a social space for many is to set up a
community advisory board. With community advi-
sory boards, members of the public are invited to
provide feedback on museum programming or to
actively participate in museum work. Community
advisory boards also encourage museum staff to
develop listening skills and forms of collaboration.
In this short article, | would like to situate the work
of community advisory boards in museum practice
between listening and collaboration. Listening is a
skill that goes beyond merely hearing another per-
son’s words. It is an attentive communication pro-
cess in which one attempts to understand the
meaning of the words and the person who is using
them. Collaboration, on the other hand, means
agreeing on a common goal in a group involving di-
verse actors and working towards it through joint
action.

At the same time, mechanisms of exclusion that in-
here in museums need to be considered when en-
gaging in the practice of both listening and collab-
oration. For even though the opening of museums
in the wake of the Enlightenment granted citizens
a fundamental right to visit the formerly aristocratic
collections, their increased accessibility should
not be equated with democratization.! In particular,
the prerequisite for competency in understanding
visual language to partake in “civic seeing” sys-
tematically excluded audiences of different ages,
genders, ethnicities and classes.2 Today, the still
very middle-class museum visitors and the small
group of only up to 15% who are active in cultural
activity demonstrate the discrepancy between mu-
seum concepts designed to speak to a broad

segment of society and the de facto use of muse-
ums by only a few.3 Out of his conviction that mu-
seums as centres for informal learning, cultural
rights and the promotion of democracy provide the
greatest single contribution to society, David An-
derson makes a case for the “listening museum”.4
While he bases his analysis on the epistemic injus-
tice of cultural institutions and on children as a dis-
advantaged group, we can nevertheless follow his
general conclusion that museums need to develop
their empathic abilities by learning to listen to a di-
verse range of visitors and actively seeking out op-
portunities for participation.

It should be noted that community advisory boards
in museums — in contrast to advisory boards with
renowned experts — are currently still the exception
rather than the rule. They are also rarely featured
prominently on websites not to mention publica-
tions, which makes it difficult to compile compre-
hensive data. An early example took place at the
Denver Art Museum, where, in the course of reor-
ganizing its collections, visitor panels were used to
improve interpretive materials.5 As another exam-
ple, the advisory board for documenta 12 was as-
sembled two years prior to the opening of the me-
ga-exhibition to act as a bridge between local
residents and the contemporary art scene: The ad-
visory board supplied the documenta team with lo-
cal knowledge, helped discuss the themes of the
exhibition in the Kassel community and supported
local initiatives.® Because museum work in the USA
is more sensitized for questions of diversity, many
examples for community advisory boards can be
found there, such as C3 (Creative Community Com-
mittee), which operated as an intercultural leader-
ship network at the Santa Cruz Museum of Art &
History from 2012 to 2019 and has since ramified
into several community groups.” What is more, advi-
sory boards explicitly reach out to children and
youth in order to bring in young perspectives on
programming evaluation and development, which
adult staff don’t bring to the table.2 Examples here
are the Tate Collective Producers Team® and the
Junges Schloss Landesmuseum Baden
Wiirttemberg.'

Luise Reitstéatter
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My own work with community advisory boards
came out of the research project Recht auf Mu-
seum? (Is Going to Museums Our Right?). With fel-
low researchers, | looked at five museums in Vi-
enna and studied how their public relations
strategies changed over time, comparing them
with current perceptions of the museums." Specif-
ically, the Recht auf Museum? advisory board con-
sisted of twenty members who did not represent

Accompanied tour in the House of Austrian History with Recht auf
Museum?- advisory board member Mbaye Cisse and Luise Reitstatter,
photo: Karl Pani, Department of Art History, University of Vienna

the traditional museum audience but instead came
from the broader Viennese populace, based on six
diversity criteria: gender, age, educational back-
ground, migration background, disability and mu-
seum affinity. What happened, however, is that
the 233 applications received for the citizens’ ad-
visory board revealed a great homogeneity of in-
terested persons: The majority of them had a uni-
versity degree (69.1%) and went to museums
often (66.8%). To counteract this tendency, advi-
sory board members were selected by choosing
from among those who had responded to the call
and, in addition, approaching others actively. In-
depth field research with the advisory board was
carried out over the course of 100 accompanied

museum tours (all 20 members visited representa-
tive areas of the permanent exhibition in each of
the five museums), including follow-up information
gathering through museum diaries and interviews
using vignettes. The results, which highlighted
both the specific characteristics of the respective
museum scripts and the individual acquisition
strategies of the advisory board members, were
fed back to the museums in oral presentations and
through documentation; also included was joint
reflection about which conclusions to draw re-
garding practice. The project-specific Recht auf
Museum? advisory board did not interact with the
museums themselves; rather, we researchers
acted as a mouthpiece for their perceptions and
wishes.

Given the desideratum to address the urban popu-
lation of Dortmund in its diversity, the Museum Os-
twall advisory board shares common ground with
the Recht auf Museum? project. At the same time,
the selection of the advisory board members, their
constitution as a group and their activities indicate
a clear difference in focus. Instead of an open call
for applications, the Museum Ostwall chose the
strategy of directly approaching individuals. This
made it possible, on the one hand, to avoid repro-
ducing the museum-savvy audience with an aca-
demic background on the advisory board and, on
the other hand, to assemble a group of creative in-
dividuals with strong ties to the city and civic en-
gagement (but who were not previously associated
with museum work). The eight advisory board
members therefore not only act as everyday repre-
sentatives of urban society, whose individual bio-
graphical backgrounds are appreciated, but also
act as multipliers who create interest among and
for various urban initiatives. The Museum Ostwall’s
advisory board further stands out for being firmly
anchored in the museum, which is reflected both in
terms of budget (in the form of expense allowances
and professional moderation) and structure (e.g in
the form of employment contracts and specially
developed statutes). While earlier in the process,
the advisory board’s radius of activity was largely
defined by reflections on the existing exhibition
programme, it became clear in the course of the

Luise Reitstéatter
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collaboration that decisive expectation manage-
ment and specific goals are beneficial to the advi-
sory board’s work — as demonstrated in the partici-
patory collection work, including acquisitions
decisions, documented in this brochure.™

This brief overview with examples of community
advisory boards illustrates that various forms of
participation — from the exchange of opinions and
feedback within a museum’s panel function to the
co-development of programming and activities di-
rectly linked to the museum’s strategic orientation
- can be realized in museum practice. While the

sConsciously engaging
with community
members’ views, needs
and desire to take
action*

project Recht auf Museum? was focused on lis-
tening to and assessing the perceptions of advi-
sory board members, the example of the advisory
board at the Museum Ostwall goes to show that
community advisory boards can also be involved
in museum work much more actively. This article
has made a case for viewing work with community
boards as an opportunity to consciously engage
with community members’ views, needs and their
desire to take action — without judging the quality
of the board primarily by their degree of involve-
ment in museum work. In my opinion, it is much
more important to listen carefully to feedback
from community members, to assess it and to
look for meaningful forms of collaboration and op-
portunities for change. After all, if museum public
relations strategies can be shifted towards more
empathy for and participation by community
members, this must not only happen on paper, but
also be tried out in practice.
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Please get in touch!
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The Museum Ostwall at the Dortmunder U (MO)
aims to involve the urban community more in the work of
the museum. The goal has been to create a programme and
an art collection with which all residents of Dortmund can
identify. To achieve this level of participation in a sustaina-
ble manner, the Museum Ostwall established an advisory
board in March 2023 whose aim was to embody different
perspectives from the community. Working with the team
from the museum, the advisory board has been providing
input about the collection, forms of presentation and acqui-
sitions. The MO advisory board has been slated for a five-
year period, and its goals include acquiring an artwork for
the museum and helping make the museum’s presentations
more accessible to a wider public.

E For more information on the
o MO advisory board, please
scan the QR code.
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