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Abstract
Following the Arts and Humanities Research Council-funded Fijian Art research project and its culmination in the exhibition Fiji: Art & Life in the Pacific (Sainsbury Centre for Visual Arts, Norwich, 2016-17[footnoteRef:2]), the project team received further funding to translate the results of that project into substantial impacts in Fiji. Under the banner of ‘International Development’ the project engaged with non-academic communities in the hope to bring lasting benefit to Fiji in the cultural heritage sector. The aim of this paper is to reflect on some of the activities that were organised during the project Fiji’s Artistic Heritage: Engagement and Impact in Fiji (AHRC Follow-on-Funding Scheme) and to focus on challenges of translating research into impact and engagement. The most tangible outcome of this project was the exhibition Kamunaga: the story of tabua at the Fiji Museum (2017), curated by staff of the Fiji Museum and iTaukei Trust Fund Board, which is the main case study of this paper.  [2:  The exhibition was later shown at the Los Angeles County Museum of Art (Los Angeles, CA, USA; 15 December 2019 – 2 May 2021).] 


Introduction
This paper explores the challenges of translating the outcomes of an academic research project into the buzz words ‘impact’ and ‘engagement’, which means making academic research relevant to wider communities. The Arts and Humanities Research Council-funded research project Fijian Art: Political Power, Sacred Value, Social Transformation and Collecting Since the 18th Century (2011-14; AH/I003622/1) was a collaboration between colleagues at the Sainsbury Research Unit, University of East Anglia, and the Museum of Archaeology and Anthropology, University of Cambridge, and a wide range of project partners in Europe, the USA and Fiji.[footnoteRef:3] Project staff, led by Principal Investigator Professor Steven Hooper, and partnering museums aimed to revalue Indigenous Fijian (also referred to as iTaukei) collections held globally in ethnographic museums. The largest iTaukei collections, outside of those held by Fiji Museum, are stored in UK museums, a result of Fiji being a British colony between 1874 and 1970. Among other research strands, the team examined the impact of colonial relations on collecting processes, the distribution of collections and looked for Indigenous Fijian voices and agency in the collections. Project outputs included publications and a range of exhibitions in the UK and Fiji.[footnoteRef:4] [3:  A full list of project members and partners can be found on the project’s website (see: http://www.fijianart.sru.uea.ac.uk).]  [4:  Among the outputs were publications such as Herle and Carreau (2013) Chiefs & Governors; Hooper (2016) Fiji: Art & Life in the Pacific; Jacobs (2019) This is Not a Grass Skirt. Exhibitions such as ‘Chiefs & Governors: Art and power in Fiji (2013-14, Museum of Archaeology and Anthropology, University of Cambridge), ‘Art and the Body: Exploring the role of clothing in Fiji’ (2014, Fiji Museum), ‘Fiji: Art & Life in the Pacific’ (2016–17, Sainsbury Centre for Visual Arts, Norwich; 2019–21, Los Angeles County Museum of Art, Los Angeles) and a range of exhibition packages in the UK, which involved working with local curators to enhance documentation and co-curate Fiji-focused exhibitions (see: http://www.fijianart.sru.uea.ac.uk/exhibitions.php).] 

In 2016, the UEA project team received further funding to translate the results of the initial research project into substantial impacts in Fiji, an upper-middle income ODA recipient country (Official Development Assistance; this was a requirement when applying for funding). The Follow-on Funding Highlight Notice for International Development provided an exciting opportunity to extend the impacts and engagement to Fiji itself, building on connections made and opportunities that had arisen since the original research project began in 2011. The project welcomed the opportunity to engage more with non-academic communities in Fiji and hoped to bring lasting benefit to Fiji’s cultural heritage sector. The aim of this paper is to reflect on some of the activities that were organised during the project Fiji’s Artistic Heritage: Engagement and Impact in Fiji (2016-17; AHRC Follow-on-Funding Scheme, AH/P006116/1) and to focus on challenges of translating research into impact and engagement as well as on the project’s impact and legacy. The most tangible outcome of this project was the exhibition Kamunaga: the story of tabua at the Fiji Museum (2017-2020), curated by staff of the Fiji Museum and iTaukei Trust Fund Board, which will be the focus of analysis.
This paper was written collectively by the core team members involved in the Kamunaga exhibition. The authors were based in various institutions and various geographic locations (UK and Fiji) which impacted the way we worked and the trials and benefits that we encountered. We therefore wrote a collective overview of the project but decided to highlight institutional and personal voices in order to convey how an institutional base and location affects the challenges involved in translating Fiji’s heritage across communities and audiences. 
The term ‘translating’ was chosen carefully to resonate with Silverman’s argument that collaboration between communities and cultural heritage institutions necessarily involves a process of translation of knowledges (plural to reflect the potentialexistence of different epistemologies) (Silverman 2015: 2). Collaboration provides an opportunity for a dialogic translation of knowledges, which was important for our project. What this project made clear is that what was needed was the forging of an ‘appropriate museology’ (Kreps 2008). For our collaboration, this was important to recognise because it would assist us in strengthening our collaboration and creating lasting impact, both between our respective institutions but also within Fiji’s cultural heritage sector and amongst the nation’s larger population. Defined as ‘an approach to museum development and training that adapts museum practices and strategies for cultural heritage preservation to local cultural contexts and socioeconomic conditions’ (Kreps 2008: 26), appropriate museology draws on participatory approaches to development and represents a community-based or grassroots framework. As will be discussed further in this paper, we looked towards creating equity, confidence and trust within our own team in order to prioritise how we could collectively better meet the professional requirements and needs of Fiji Museum and the iTaukei Trust Fund Board as well as engage local knowledge and interests.

Follow-on-Funding project: overview
The Fiji’s Artistic Heritage Follow-on-Funding project wished to both convert opportunities that arose during the course of the Fijian Art research project and nurture new relationships that developed during and after the research period (2011-14) to optimise the impact of this research in Fiji, and not just in the UK (the focus of the original project’s impact plans). Apart from the Sainsbury Research Unit (SRU) as the grant holder, two UK-based partners were the Museum of Archaeology and Anthropology (MAA), University of Cambridge, and the Pitt Rivers Museum (PRM), University of Oxford. 
[bookmark: _Hlk71708064]The two Fiji-based partners were Fiji Museum (FM), which was also a partner in the original research project, and the iTaukei Trust Fund Board (TTFB). FM is Fiji’s national museum, serving its diverse and multi-ethnic communities. It exists to collect, care for and share its 10,000+ object, textile, flatwork, archaeology, natural history and archival/photographic collections, and through them, tell a story about Fiji’s history. FM was established in 1904 with the specific purpose of creating a national cultural facility to both protect and preserve Fiji’s cultural heritage as well as create a space for the public to engage with and appreciate the nation’s rich and diverse heritage. TTFB was a new project collaborator. Established in 2004 by the Fijian Government, its mission is to foster advancement of Indigenous Fijians (iTaukei) and Rotumans to assist in their long-term, economic, social, and cultural, community and political development.[footnoteRef:5] As an organisation, they do not hold any permanent collections but work with Fiji’s vanua to safeguard tangible and intangible heritage in their own possession.[footnoteRef:6]TTFB is currently in the process of engaging with stakeholders to build a cultural centre in Fiji’s Western Division focused on Indigenous Fijian and Rotuman cultural heritage; this does not encroach on Fiji Museum’s role within the community as it serves the nation’s wider multi-ethnic community. FM has long had a (inaccurate) public perception of being a storehouse for object collections only, and TTFB lacks objects but actively organises community workshops to help vanua identify their own unique cultural and heritage features. Further project supporters were the Fiji High Commission London, British High Commission Suva, NatureFiji-MareqetiViti and the Sainsbury Centre for Visual Arts, University of East Anglia, which was hosting the Fiji: Art & Life in the Pacific(15 October 2016 – 12 February 2017) exhibition that was used for professional development and capacity building.  [5:  Rotuma, a Fijian dependency since 1881, is an island group north of Fiji. Rotuman people are a unique Indigenous ethnic group and constitute a recognisable minority within the population of Fiji. Like iTaukei, Rotuman language and culture is safeguarded in Fiji.]  [6:  Throughout this paper Indigenous Fijian terms will not be italicised because of their frequency of use, but also to reflect the normalcy of using Fijian words in everyday contexts. This point is highlighted here as the term vanua (lit: land, region, place, spot) is the first Indigenous Fijian word used in the paper.] 

[bookmark: _Hlk71708235]Activities were organised during two phases in the UK and Fiji respectively. During the first phase, activities centred around the Fiji: Art & Life in the Pacific exhibition and it was considered a time when knowledge exchange of mutual benefit could take place. The second phase took place in Fiji and focused on activities that would directly benefit Fiji communities. 
In February 2017, Fiji Museum staff members Mereia Luvunakoro (conservation officer), JotameNaqeletia (conservation assistant) and Prakashni Sharma (marketing & media liaison), and iTaukei Trust Fund Board staff members, Dr Apolonia Tamata (senior culture and heritage officer) and MikaeleSela (archaeology/linguistics project officer) travelled to the UK where they were based at the Sainsbury Centre for Visual Arts (SCVA), hosted by project members at the Sainsbury Research Unit: Professor Steven Hooper (Project’s Principal Investigator), Dr Karen Jacobs (Co-Investigator) and Dr Katrina Talei Igglesden (at the time PhD student on the project). During their stay they had several sessions with SRU and SCVA staff (including the conservation and curatorial team, education and marketing team). They also visited other museums, including project partners MAA and PRM, as well as the Horniman Museum & Gardens in London. 
At MAA, Fijian colleagues participated in talks about museum displays by Dr Anita Herle, collections research by Dr Lucie Carreau, collection management and storage by Rachel Hand, conservation by Kirstie Williams and photo archives and storage by Dr Jocelyne Dudding. At PRM they were hosted by Faye Belsey and went through object and photo collections. In both museums, the different display style compared to the Fiji exhibition in Norwich was remarked upon. The wealth of material on display at MAA and PRM contrasts with SCVA’s display ethos, which aims to highlight the artistic character of objects by exhibiting them in separate display cases allowing the objects to be viewed from all sides, and appealed to the Fijian group as less material on display was viewed as singular and lonely looking – a concept that is not natural to Indigenous Fijian practices of communalism and collectivity. While the Horniman Museum was not an official project partner, they offered to host the Fiji-based team for a visit. During their time with Dr Sarah Byrne, the group toured the museum’s conservation lab, visited the live Fijian coral reef in the museum’s aquarium and provided collaborative input into the redisplay of the museum’s Fijian material. This community museum provided a point of difference to the three university museums visited and appealed to the Fijian team members who related well to the various forms of community collaboration prioritised by the Horniman.
During the final capacity building session of the Fijian colleagues’ visit we began discussing the idea of a co-curated exhibition by FM and TTFB. This would enable the Fiji team to translate their existing and acquired skills and would be an ideal starting point of collaboration. So far the group had mainly learned about loan lists, exhibition design, marketing and educations programmes related to the Fiji: Art & Life in the Pacific exhibition. They had also learned about museological practices such as conservation, collections management and photographic collections during their fieldtrips to other museums, all of which gave the team ideas on how to curate their joint exhibition as well as effectively collaborate with their audiences.
The next project phase took place in Fiji, with Jacobs and Igglesden meeting the team there the following month for a three-day workshop.[footnoteRef:7] The SRU team and the FM and TTFB teams worked together on the joint exhibition by talking through each of the events and stages that need to be completed when organising an exhibition. We covered timetables, division of labour, budget, exhibition themes, object selection, marketing, education, activities, sponsors, and open days associated with the exhibition. A second one-day workshop session occurred the following month in which text writing was a focus, as were general updates on the progress being made by the team. During this workshop, the timetable and budget were revised based on ongoing lessons being learned about collaborative practices and co-curating. [7:  Jacobs stayed for the March workshop only, while Igglesden participated in the March and April workshops.] 

The team chose to focus on the significance of the ceremonial gift known as kamunaga, particularly the tabua. Tabua are presentation sperm whale’s teeth, and their offering is carried out during important Indigenous Fijian ceremonial occasions. As kamunaga, tabua are presented by men with specific mannerisms and language styles depending on the region or vanua they are in/from. Specifically, the team wanted to convey the ‘value’ of tabua; not only in a monetary sense but looking at what constitutes value in an Indigenous context such as size, colour, shape and more. They decided to include newspaper articles on the different ways tabua had been presented as kamunaga such as during Fiji’s coup d’états and when Ben Ryan led Fiji’s national sevens rugby team to an Olympic gold medal, on fake tabua and the news of the large number of seized tabua by the New Zealand Customs Service.[footnoteRef:8] The team also hoped to conduct street interviews asking what tabua meant to people in Suva. These interviews would not only be targeted towards Indigenous Fijians, including both male and female, but all ethnicities represented in the city. There was a clear aim to include a broader audience than either FM or TTFB normally engage with. [8: Tabua are seized by customs services around the world when they leave/arrive in a country without proper documentation. Permits are required to both export and import whale ivory as part of the Convention on International Trade in Endangered Species of Wild Fauna and Flora (CITES; for more information, see https://cites.org/eng/disc/what.php ).] 

Although physically distanced, the UK and Fiji teams remained connected during the exhibition planning and installation phases via a private Facebook group. The private membership meant that the group was unsearchable both on Facebook and online which allowed the project team to communicate openly and freely. It also strengthened the connection between the institutions, creating trust between all members.

Kamunaga: the story of tabua
The exhibition Kamunaga: the story of tabua was opened on 15 June 2017 by His Excellency the President of Fiji, Major-General (ret’d) Joji KonousiKonrote.[footnoteRef:9] Praising the exhibition as being relevant to Fiji’s collective communities, just as kamunaga is a collective valuable item, he highlighted this celebration of iTaukei cultural heritage only weeks after the New Zealand government repatriated seized tabua to the Honourable Prime Minister - tabua that would have once been destroyed instead of recognised for their cultural value. He continued, commenting on the importance of both the exhibition and tabua: [9: President Konrote has since come to play a significant role at Fiji Museum in that he is now the museum’s official patron. An avid supporter of Fiji’s arts and culture sector, Konrote is of Rotuman heritage and is the first non-iTaukei President in Fiji’s history.] 

‘The tabua, which has profound ceremonial and aesthetic value to the iTaukei, embodies many things in many facets and in many ways to all of us. This special exhibition on the kamunaga is sure to provide numerous benefits to the Fijian public and visitors from abroad. The objects on display and the associated stories on the tabua will evoke self-realisation for the young iTaukei to appreciate and recognise the significance, value and importance of the kamunaga’ (HE President Konrote, opening speech, 15 June 2017).
The exhibition’s straightforward display ethos showcased the whale ivory material on a black background in black painted cases. The language of the text panels (which were written in both English and Vosavakaviti)[footnoteRef:10] was aimed towards the overall demographic of Fiji with particular emphasis on high school students. The exhibition, the first fully in-house exhibition curated in more than 30 years, was well received in the media and museum attendance has gone up since. Particularly for Fiji Museum, the exhibition brought new interest and excitement in their collections as many of the tabua and other objects included in the show had either never been displayed or had not been displayed in recent memory. Both staff and visitors showed great enthusiasm for the exhibition and how it was presented, even though some would have liked to have seen more objects in the cases.  [10:  The vernacular Standard (Bauan) Fijian language. In Fiji, there are three official languages: English, Fijian (or Vosavakaviti) and Hindi.] 

[bookmark: _GoBack]The exhibition itself became used as a classroom. The first exercise of visitor participation involved the exhibition team themselves. During a debrief session in July 2017, Igglesden and the Fiji team walked through the exhibition to discuss the challenges and difficulties associated with planning and executing the exhibition which prompted the team to look towards the future and how to actively engage Fiji’s communities in the subject matter. Public programming and staff development workshops were a result of this session. In addition to regular visits by schools to the display, the emphasis on community continued via a dedicated education programme held in September 2017. As kamunaga are iyau (valuables) representing masculinity and are presented by males during ceremonial occasions, the exhibition team partnered with male staff from the Ministry of iTaukei Affairs to hold hands-on sessions for groups of high school boys (years 10-13: 15-17 years old) to learn proper presentation protocols for different life cycle events. The Ministry of iTaukei Affairs created a generic template on traditional presentation protocol that was used to facilitate the programme and the males mentoring the students added in the detailed information that make each vanua different from one another, especially in terms of the openings and closings of the kamunaga presentations. To do this, the students were split into groups according to their matanituvanua (confederacy; Kubuna, Tovata and Burebasaga) as were the facilitators. 
It was a successful education, as well as cultural, programme that was over-subscribed in terms of registration. This is significant because it showed the need for such as programme, as well as the level of intergenerational interest in the exhibition’s subject matter. Also significant from a delivery standpoint was that the multiple facilitators were of different ages, some close to those of the students. In a culture that focuses on hierarchy, being able to connect with males close to one’s own age appeared to be beneficial for the youth and created open and comfortable dialogue. Two of the younger facilitators of the programme were TTFB archaeology/linguistics project officer MikaeleSela and FM conservation assistant JotameNaqeletia, the former of whom describes how they engaged the youth:
‘For the Tovata group, Jotame and I spent some time just talking to students on what they knew or heard about presentations from their own vanua. We also talked about words or phrases from their vanua that were unique and only used during presentations [as a marker and showcase of identity]. This way, those that knew some information were actually helping those that knew nothing. We didn't let the presentations [practiced during the programme] run from beginning to end and interrupted when and where we needed to for questions, corrections and clarifications, so we were critiquing and commending them as they presented, and the others were learning as well. We closed off talking about the importance of mental preparation…and just being totally immersed in that moment so that they speak from the heart and speak to the heart. [Our discussion] was done in very informal/round table talanoa.[footnoteRef:11] We also shared stories and jokes [of] grown men running away or hiding because they didn't know how to do the presentations and … [other] funny things that happened, but all emphasizing the huge need to know, for them as young iTaukei men.’ [11: Storytelling; a common practice across the Pacific in which storytelling and/or conversation is had in an inclusive, facilitative and receptive manner.] 

While only a one-day event, the Kamunaga education programme provided a tangible means of not just preserving old things, but also encouraging and promoting the contemporary significance and relevance of culture through practice. The programme was also supposed to mark the end of the exhibition, as most displays in FM’s Temporary Exhibition Gallery are only open for 3-4 months. However, the exhibition ran until early 2020 (the original closing date was 16 September 2017) because of its popularity and role as a place of learning for Fiji’s diverse audiences. This exemplified the exhibition’s resonance as a classroom and a site of knowledge sharing and exchange; it also spoke to the forging of an appropriate museology methodology when conceptualising the project and the exhibition. Working from the ground up in a community-driven and focused approach encouraged the privileging of local knowledge, skill and practice, creating an engaging experience for the programme participants, while at the same time encompassing and catering to the needs of FM and TTFB. In the same vein, and when thinking about possible future education programmes, it was noted that while the objects displayed were important to the exhibition and its reception, the connection to and with audiences and between cultural heritage sector communities was a significant aspect of the exhibition and its longevity.

Engagement:different perspectives
While the exhibition was successful and for all authors one of the most beneficial aspects of the Fiji’s Artistic Heritage project, it is important to reflect on the challenges in translating research and heritage across communities and to different audiences as well. 
For the UK-based team members, Karen Jacobs and Katrina Talei Igglesden, these challenges are ones that are faced by many teams but were more prominent during our project because of the multiple organisations involved and the physical limitations present. During the initial three-day planning workshop, hindsight revealed that it is hard to propose an exhibition budget in a funding proposal without realising some of the on-the-ground problems that can occur, especially when considering currency exchange rates and availability of materials in a different country. For example, we realised that buying a drill in Fiji, which was an essential tool for the exhibition installation, would eat up most of the budget, so that is something that was purchased in the UK and taken over. Conservation materials were a higher cost than anticipated due to lack of accessibility in Fiji. While an exhibition budget was included in the application, it did not take considerations into account needed for an exhibition of historical objects in which conservation, case refurbishments and security were key budget categories. Other areas of the exhibition had to be scaled back to account for these extra costs, such as interactive components that would have featured a greater community connection. Tabua are valuable objects and there is a general lack of supply across Fiji and a continuing demand. They are available in some pawn shops but are otherwise hard to acquire if your family does not already own one. Thus, security issues were prioritised and additional funding was sought to accommodate for refitting the display cases with proper locks. When discussing the division of labour for the exhibition at the end of the workshop period, we noticed that local hierarchies and ways of thinking prevailed regardless of the emphasis placed on the exhibition being a team endeavour. In Fiji, local hierarchies are both male dominated, but also status (or, in this instance, profession/qualification level) driven. This is an unavoidable situation and we quickly recognised that there remained a need to understand cultural contexts and curtail project activities and expectations to accommodate them.
Distance was both a challenge and a disguised advantage. It was a challenge because we could not physically be present to help during stressful times such as installation and the opening reception. Although we had agreed to be ‘silent’ facilitators during the project, our inability to be there if needed made it easy to feel like we were not following through with the promise to see the exhibition project to its fruition. Distance was not only felt physically, but in terms of time differences as well. The 12-hour time difference impeded our ability to contribute to discussions or reply to requests and questions by the Fiji-based team. In contrast, we feel that the physical distance of the UK team encouraged the TTFB and FM team members to become more confident in their decision making and on-the-ground choices for the exhibition – a feeling that is endorsed by the Fiji team. Although the UK team members remained available as ‘silent’ facilitators, it was up to the Fiji team to plan and curate the exhibition in a way that best suited their audience and institutions.
Another difficulty to consider in hindsight is that the text panels were more accurate when written in Vosavakaviti than English. Certain terms could not appropriately be translated to English, which meant that visitors who could read Vosavakaviti gained more from them than those that could not. The planned video interviews showing diverse perspectives on tabua were not edited due to a lack of time, which resulted in a lack of diversity in interpretation. 
At Fiji Museum, the host institution for the exhibition, stakes were high. Hence why FM staff felt not just a high sense of responsibility but also of stress. All FM team members reported that better teamwork, better communication and overall staff training were crucial for future projects. For Prakashni Sharma the lack of proper planning and the resulting lack of time was a challenge. As a Marketing and Media Liaison this implied a delay in sending out the media release and the exhibition opening invitations. For Mereia Luvunakoro and JotameNaqeletia, there were many challenges faced while setting up this display such as the lack of communication among team members. At times, designated roles were not followed and dates to submit tasks were not timely meaning that deadlines had to be extended because of slow implementation. This included making last-minute decisions on which objects to include in the exhibition and installing these the night before the opening. They felt that the lack of knowledge and skills in the museum’s exhibition department worked against them and that training for staff should be extended.  
Fiji Museum’s Director, SipirianoNemani, was only four months in post when the project took place, which meant that his contribution was overshadowed by many other commitments. Exhibition work and the various processes encompassed herein were new to him and learning how to choose objects, condition reporting, exhibition installation, educational programming, marketing were a steep learning curve. The pressure of time to prepare and deliver the exhibition was considered a challenge: “A lot was riding on the Fiji Museum as the exhibition was to be hosted in our temporary gallery and most were contemplating on its failure and/or success”. It was also the Director’s responsibility to invite Fiji’s President to open the exhibition, which was a first for the museum. 
Apolonia Tamata at TTFB felt that she had to sharpen her research skills as well as her writing and translation skills but she was motivated by the fact that she found the accounts on tabua very stimulating. While having never written exhibition texts before, she had to produce text quickly from her office while the other team members focused on putting up the actual exhibition cases. She was aware that she, a woman, was researching an object that is closely associated with the male realm in Fiji. In daily life she would have not paid that much attention to the topic as “it’s a men’s thing, not for us women” but she is now more attentive to the details in kamunaga presentations as the oratorical details speak volumes of Fijian ideology, values and epistemology. 
Despite these challenges, the success of the Kamunaga exhibition project is evidence of the positive collaborative effort by three partner institutions. Increased professional skill in presenting collections to audiences, the use of the exhibition as an education tool for schools, wider community engagement and interaction and greater exposure of the work done in Fiji’s cultural heritage sector are all impacts of the project. Collectively, impact was felt in the empowerment of working as a group to achieve an end goal. 

Legacy and building communities 
[bookmark: _Hlk72847101]The exercise of co-organising an exhibition between the two institutions paved the way for more collaborative undertaking and social gathering between TTFB and FM. This culminated in an MOU signed between the two institutions to foster greater understanding and sharing of resources. TTFB is supporting the Fiji Museum financially in the revamping of its maritime gallery, including the provision of much needed cultural and technical advice. 
For the Fiji Museum, the Kamunagaexhibition project helped to bring local communities and audiences back into the museum – something that they endeavour to develop further. All Fiji Museum staff reflected on the fact that they enjoyed receiving feedback from local visitors who, as shared by Mereia Luvunakoro, ‘were able to treasure our ancestors used as a wealth to them and also that kamunaga signifies a lot to the iTaukei people…. This kamunaga is still in use in all our customary occasions’.Prior to the exhibition, iTaukei visitors did not necessarily constitute the usual museum audience, but the exhibition enabled the public to see things that they know and use in a cultural heritage setting. Rather than only seeing displays of objects that are no longer part of their living memory, being able to interact with things that have meaning within the lives of Fiji’s people, including our team members and staff from the partner institutions, created interesting responses and engagement with visitors. FM’s Prakashni Sharma has since reflected on her experience with the Kamunaga exhibition, noting that objects are ‘the touchstones that bring memories and meanings to life and they make history real.’ 
For TTFB, they decided that their future work with communities would be supplemented by using the exhibition format to display and disseminate the intangible cultural heritage they actively engage with when working with Fiji’s vanua. MikaeleSela felt that the TTFB would be propelled forward in their fieldworkers initiative by using ‘exhibition[s] as outlet[s] for their research about their respective vanua but also work with them during the planning to the prepping stages of the exhibition. We are using the same exact approach with the fieldworkers [as done with the FAHT project] where they decide what to exhibit and how best to do it with our guidance and funding.’ 
Relationships between the SRU, FM and TTFB continued after the Fiji’s Artistic Heritage project ended, with some team members working together on smaller initiatives such as the Commonwealth Association of Museums conference and exhibiting at the 20th Conference of Commonwealth Education Ministers, both taking place in February 2018, as well as in the conceptualising of a language and culture programme for UK-based Fijian communities (2018-19). Additionally, from late 2020, some team members are collaborating on a British Academy project which is focused on Fiji’s urban youth. 
(Re)Defining Culture: Engaging urban Fijian youth in sustainable employment opportunities in the cultural heritage sector (YF\190087) is sponsored by British Academy’s Youth Futures Programme, supported under the UK Government’s Global Challenges Research Fund.[footnoteRef:12] Consisting of a range of project partners including the SRU and Fiji Museum,the project aims to bring urban youth communities in Fiji into cultural heritage institutions, while documenting what culture and cultural heritage constitutes for Fiji’s youth.  [12:  For more information on the project and an overview of project partners, see: https://fijiyouthculture.wordpress.com/] 


Conclusion
While forging an appropriate museology to benefit our Fiji-based teams and the public they serve, we also acknowledged that finding a collective voice to do so would be a challenge. No individual can solely represent their institution, let alone their community, audience, culture or country as a whole. While the project brought together a range of institutions with a certain mission in preserving cultural heritage, ultimately, we ended up with a collective of individual voices. It was this collective voice, this creation of a community, that proved the most beneficial to all involved.  
Our collective appropriate museology approach allowed the project to actively create a pathway for meaningful community collaborations to be a central feature of future work. In their book Museums and Communities, Golding and Modest emphasise that museums have a social role which ‘can be realized by working with discerning museum communities that are increasingly demanding fuller collaborative and polyvocal practices from their museums’. This work, they state, must ‘involve radical turns—more than mere consultation and inclusion of diverse perspectives. One such radical turn is already echoed in shifting terminology from education to learning in UK museums’ (Golding and Modest 2013: 1). It is the latter remark that was most important to us. Collaboration is about connection, which might involve a degree of translation, but mostly involves learning on various levels and in multiple directions. What we learned most is that appropriate museology should in fact also be ‘slow museology’, a term put forward by Silverman (2015: 12-14) to coin the secret to successful community collaboration with cultural heritage institutions. Slow museology is not only based on developing but on sustaining relationships. In other words, translating cultural heritage to communities mostly requires time. 
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Captions
Figure 1: The Fiji’s Artistic Heritage project team working on the Kamunaga exhibition’s content during the three-day workshop held at the iTaukei Trust Fund Board. In addition to the core project team, VikaMusumoto and Master VerenikiNalio also contributed to the exhibition planning and programming. Photos courtesy of Katrina Talei Igglesden.
Figure 2: A tabua (presentation whale’s tooth; Physeter macrocephalus) with a rich oiled red patina suspended on a magimagi (coconut coir) cord. Photo courtesy of Steven Hooper; photographed by Pete Huggins.
Figure 3: Shown in Fiji Museum’s Temporary Exhibition Gallery, the Kamunaga exhibition was composed of six wall cases and a small table case. Photo courtesy of Katrina Talei Igglesden.
Figure 4: The poster created for the Kamunaga exhibition, designed by staff from the iTaukei Trust Fund Board. Image courtesy of the Fiji’s Artistic Heritage project.
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