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Abstract

Lee, Kang-so : The Untitled Series

Liu, Jienne
Curator

National Museum of Contemporary Art, Korea

Lee, Kang-so’s work produced from the late 1960s to the early 1970s can be characterized
by his experimental use of various new mediums, which resulted in his works in the forms
of performance and installation. Yet his works made since the 1980s reflect his concentration
on the form of conventional painting as his paintings of ducks, photographs and prints
exemplify. There is a great discrepancy between his experimental works whose emphasis was
attached to the movement of the human body and the sensitivity towards matter and his
paintings whose focus was placed to the element of flatness, and thus this makes it hard to
discern the similarity between the former and the latter. This leads to the need to seek after
certain clues through which certain linkages between them can be made by examining his
works that shows some transitional tendencies in the transformation of his artistic path.

To do so, I intend to observe his Untitled series of 1976. It has been known that this series
was made immediately after his participation in the 1975 Paris Biennale as the result of his
direct experience with Western artistic trends, and since then he was devoted to making
two-dimensional paintings.

The Untitled series shows the influence of Minimalism and Pop Art and clearly reveals
his distinctive artistic intent to generate tension between presence and absence by combining
‘the real as the image and the imaginary as painting. In particular, the multilayeredness of
his images and the manifestation of objecthood attest to that these works of his do not
concern merely with the question of representation.

Upon entering the 1980s, Lee directed his attention to more painterly expression while
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endlessly inquiring into the conflict and dialogue between different elements including the
symbolic meaning of the image and the fracas over the illusory and the real. His paintings
since the 1980s acquired their own contemporaneity and originality through his artistic
attitude to focus on the energy engendered in the midst of the interaction between objects,
gazes and space. Despite his strong devotion to painting, he was also interested in the
combining of print and painting. The Untitled series of 1995 and the From an Island’ series
of 2002 exemplify his employment of photographic images that use print techniques and
his different ways of applying painterly brushstrokes. Furthermore, his paintings produced
since the 1990s are characterized by their multilayered picture planes and the element of
temporality while demonstrating the influences of Eastern calligraphy and Western gestural
expression. The Untitled series may be seen as a short-term artistic experiment of Lee
since it was made during a short period of time from 1975 to 1979. Nonetheless, the series
predetermined the course of Lees art since then and evinces the nature of Lees entire oeuvre.
And this is why there should be a need to shed new light on his artistic endeavors.

Since Lee has sought to embody Eastern thoughts and to discover the new ways to
interpret them, his artworks request one’s inquiry from the viewpoint of Eastern ideas.
Contemporary art has been perceived and inquired into within the discourses of the West,
and the artworks of Lee have been examined and described in the languages of Western
art. But there seems to be some limitations in examining the art that went beyond the
binary border between the East and the West that Lee dreamt of in a hotel in Paris from
the general perspective of Western art. We have arrived at the point where we ought to
apply new languages to the interpretation of the Untitled series, and this will lead to new

discoveries about the art of Lee, Kang-so.
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Lee, Sa-bin

Modern Portrait Photography as Diplomasy
Portraits of King Gojong
Curator

Abstract
from the Collection of Smithsonian

National Museum of Contemporary Art, Korea
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It was during the reign of King Gojong that photography was first introduced to Korea,

and the Korean Empire period can be characterized as the turbulent period when Korea
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was attempting covertly to run after two hares of its modernization and attainment
of sovereign independence under the suppression of the Great Powers of the West and
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Japan. King Gojong has been known to like to take photographs and there have been left
many photographs of him including the one by Percival Lowell (1855~1916) in 1884. These

photographs were mostly taken by Westerners who had come to Joseon, and this suggests
that the production and distribution of kings portrait photographs of the time were done

in the context of diplomacy. This paper briefly looks into the diplomatic function of the
modern photography of Korea while focusing on the ones from Smithsonian Institution
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ARRLE SRl SRt o] AR, e SARE 591 W o mM AT Gt of i
A2 U st 2oz Aotk o7yt m@Eo] Qthal siw #olo] ofuc Freer Sacker Archives.
Sntho] 7h4 Ak o @ wFEEY Ual 2L o] Worly] AAe okest Aae 7 The portrait photographs of King Gojong in the Archives were given by King Gojong
3 9om g Aas 5o Aaw ol 1EL Xols Uate] =g b 1) himself to Alice Roosevelt, daughter of Theodore Roosevelt, the 26th President of the U. S
o] T8 yRlon webd AEH Y] BAL zkE23 AL Hodgich BEf?_P, 3} who visited Korea in 1905. It appears to be that King Gojong was expecting help from the U
2ol 4=Z0] AMAS 3 20 2 2N 27t ANstA Akl 3 sAsEE E2Hn S. with which Korea entered into a trade treaty in 1882 (the U. S. was the first among those
UL Zom Bt} T2y hHe 2= JUdlE T8 TaYe Y 488 =AM Western countries that did so) in finding a way out of the political difficulties of the time.
QX FFE SJol] AMFAY TS Hlests TR mo 2 AAH o] AR, A 2o This is supported by the fact that King Gojong tried to show Alice Roosevelt his difficult
= zro U] 3l 7237 AFE) Lustets oEaAs 8 T rEENY EE situation by bringing her to Hongreung at which Empress Myeongseong was killed and
o) Al ae ukgeta ik buried.
The diplomatic and political use of kings portrait photographs is one of the phenomena
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common to modern nations of the late 19th century when the history of photography
started. A major example of this can be found in the case of Queen Victoria of the U.
K. whose way of doing so was appropriated by other countries. In September, 1905, the
representatives that President Theodore Roosevelt delegated visited Philippines, Korea, China,
and Japan. The rulers of these countries gave their portrait photographs to Alice Roosevelt
for the diplomatic purpose to obtain what they wanted from the newly emerged power
of the U. S. This can be confirmed also by the ways such photographs were made and
distributed. Empress Dowager Cixi of China aimed to renew Chinas image as a ferocious
and vicious country that was made after the Boxer Rebellion and at the same time wished
the help of the U. S. in regard to the indemnities, which inflicted a big economic burden
on the then Chinese government. For this purpose, they made assiduous and careful efforts
to produce a photograph in which the rulers face possessed geniality ‘resembling the face
of the Buddha. Paradoxically, the way that they deliver it revealed their tenacity for
absolute power. In the case of Emperor Meiji of Japan, the photographs given by him are
characterized by the propagandism of Japans modernized conditions. The photograph of
Emperor Meiji and his wife shows no element of Japanese tradition in terms either of the
garment or of the background, and it is not an exaggeration to say that it heralds Japans
self-confidence after her victory in the Russo-Japanese War and her strong volition to be a
world power.

Korea was the last on the list of the representatives visit and at that time Korea was
going through dismal situations including the deprivation of her sovereignty and thus
was in a desperate need of help. Gojong expected the U. S’ help in relation to Koreas
sovereign independence, and thus he was dressed in traditional emperor garments to be
photographed. In addition, from the fact that he gave his photograph together with that
of his son, Soonjong, one can defer that he wanted to emphasize the legitimate succession
of the thrones. On the other hand, the Western-style decoration that he is wearing over
his emperor suit seems to attest to that he might have felt the need to prove that he was a
ruler who was willing to accept the modernization of Korea. This photograph of different
manifestations is reflective of the chaotic condition of the time when the ruler of the small
country of Joseon struggled for the double task of Koreas attainment of independence and

modernization.
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! % St Yoon, Myeung-ro : Abstract Paintings from the Collection of
Museum
.
i

=007, =0 08, =)
(BRoiIRE MI716), 2002, (ARHOIIEE MIS16Y, 2002, (ARHOIIEE MIG25), 2002,
2IEll 2ol Ot3, 47t2, 2idl 2pof| Ol=3Z, A7HF, 227x325¢cm, E7tA 2l 2lofl ol3 R, 471, 182x454cm, EH7HARL Lee, Chu—young
162x132cm, Et7tAS = Curator

National Museum of Contemporary Art, Korea

The rapid economization and radical social reformation had an impact on the Korean art
scene as well as the Korean society. In the course of the tragic historical turbulences of the

early and mid twentieth century including Japanese occupation of Korea and the partition

1 4=~
i of the Korean Peninsula, contemporary Korean artists have struggled to establish the identity
o ‘ of Korean art.
S 30, S 3 SEE32 Yoon Myeung-ro (1936- ) is one of those masters who succeeded in building his or her
(= Mv—1014), 2005, 2Id! 2iofl Ot5=, (B2t MV-307 &), 2005, (HIZREE MX-212), 2000,
2}, 259x390cm 2Hl 2i0i] 0122, FH=, fxie2em i 20l 0132, S, 182x227cm, A7pAH own world of painting by pursuing continual creative transformations after devoting

themselves to artistic challenges and experiments as young emerging artists in the late 1950s.
As if attesting to the life of his as an individual, his art has dramatically transformed
itself through such phases of birth and growth, the gust of passion, and maturity
and contemplation. The Informel period of his art in the 1960s is characterized by the
powerful and bold brushwork of Yoon as a young artist. In the 1970s his artistic interest
moved to more constrained expression and conceptuality as his Crack series of physical
chance exemplifies. His Olle jit series of the 1980s evinces the return of the body while

characterizing the period as literati painting-like placidity. In his Anonymous Land series

of the 1990s the images created through the direct engagement of his body within the

Ef 33 = 34, . o . . . .. .
(201N 2O MX-0103), 2011 (RO M —310, 2000), & 2loil o122, 4712 huge territory of his picture plane testify his obtainment of artistic maturity to balance the
2idl 2lof] ot=Z, SR, 112x1455cm, ETFAZF HIQIH, 227X364cm, w2SiiilE AT

outburst and control of emotions. In the abstract landscapes of the Homage to G yemjae
series of the 2000s that convey the quietness and calmness after a violent storm, Yoon

abandoned intentional expression through his mature command of rapidity and slowness
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and achieved the stage of non-doing of emptiness and effacement. "‘]_ }_/l]- /(.” 7;”0” [;H
Fan Dran, director of National Art Museum of China used the phrase of “the traces of

o

the mind” to describe Yoons art. The vestiges of the images that have been imprinted in the
depths of his body and mind for decades are resurfaced to be represented in his canvases.
Yoon has never hesitated to pursue change in the course of his artistic journey of half a
century. Such a creative attitude of Yoon is undamagedly integrated into his works. To be

able to represent his life intactly through his work, this is not an easy task at all.

ol 3Fd A7kl HAElE B Aol Ax 43 A A Frhet 9] FEe A whd
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Ha, Chong-hyun
: A Tactile Response to a Virtual World

Robert C. Morgan*

My last contact with the paintings of Ha, Chong-hyun and with the artist himself
happened four years ago prior to the current exhibition. In January 2008, I flew from Beijing
to Seoul to meet with Mr. Ha as we was preparing for an exhibition at the Gana Art Center.
As I recall, the weather was very cold. This was, in fact, my second meeting with the artist.
The first occurred on the occasion of a dinner given for the artist Chun Kwang-young by
the Kukje Gallery in the Fall 2005. At that time, Mr. Ha was functioning as Director of
the Seoul City Art Museum. I was impressed that he was able to hold this ofhicial position
without forsaking his preeminent role as a painter. For Ha, painting has always been his
priority, the basis of all thought and action in his life and central to everything else in his
career.

I initially became attracted to the work of Ha, Chong-hyun in the year 2000 at an
exhibition mounted at the Gwangju City Art Museum, curated by the Korean art critic
Yoon Jin Sup. The context was a perfect one as Mr. Yoon presented an exhibition that
revealed the ineluctable relationship between Japanese Mono Ha and Korean Monochrome
painting. While at the time, I understood Ha’s paintings on an intuitive level, it was not until
my first visit to artists studio in 2008 that I truly grasped the depth of these paintings, not

only as Korean signs and symbols, but as vibrant icons of faith in the human condition.

* Professor Emeritus in Art History, Rochester Institute of Technology, Professor, Pratt Institute, Brooklyn, New York,
Lecturer, School of Visual Arts, New York
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Standing before his paintings, wearing a long coat, hat, and gloves, I forgot the chill in
the air as I became entranced with paintings that shared a feeling related to Abstract
Expressionists in New York, specifically with the work of Robert Motherwell, an artist who
I had also met when I was very young. Here in Mr. Has studio on the outskirts of Seoul, I
found an Eastern counterpart to Motherwell, to Abstract Expressionism. What I saw in his
paintings suggested that the work stood on a closely connected qualitative level.

The Con junctions — from the mid-1990s to the present — transmit messages that go
far beyond nationalism, which is a superficial notion, to be sure. These gritty, eloquent
works are statements that reveal the paradox of what happens when an artist, goes deeply
within himself and makes contact with his own culture. One might say that the artist, Ha,
Chong-hyun, makes himself universal through the act of painting and, at the same time,
discovers himself as being Korean. From my observations, Ha appears to live and work
without trepidation, knowing that the more he gives to the world, the more the world
returns to him. In this sense, the Con junctions function as harbingers of being in the world
as a form of perennial consciousness, a thought that belongs shared by Heidegger and the
Prajnaparamita Sutra in Buddhism.

These scribbled, marked, and incised paintings are not for those who claim to hold no
fears or who exist in a void without qualms about the future for human beings in a virtual
world, but for those who appear who are aware of the challenges that confront human
beings today as we are on the verge of losing faith in the tactile experiences of life. Here I
refer to the disappearing sensory interactions of how we touch, speak, look, and feel. Life is
filled with moments of uncertainty, where people around the globe are wandering aimlessly
between wealth and rubble as if there was no purpose to life other than gaining acquisitions
and inciting destructive forms of behavior. This is the place where the Con junctions of
Ha, Chong-hyun play a crucial role, and this is also the place where his art comes close to
life. It is the place where his paintings emit their healing power, where they connect with
the viewer, not merely a conceptual anecdote, but through their internal richness, the subtle
release of the Gi within the transitory richness of being alive, ready to awaken and grasp
the infinity of nature, the place where human beings are connected to a much deeper reality
that what reverberates incessantly in the virtual playground of mindless branding and

infantile consumerism.
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At Mr. Yoons exhibition in Gwangju in 2000, I recall seeing works by Yun, Hyong-keun
and Lee Ufan as well, and thinking that these are world-class class artists who represent
a position of silence in art today. I would add to this the works of Park, Seo Bo and Lee,
Kang-so, among others. As I study the paintings of Ha, Chong-hyun in the context of these
artists, the message becomes clear. His sense of tactility in painting is a response to the virtual
world, a search for balance as in the omniscient forces of Yin/Yang. This is to suggest that
the virtual world is definitely upon us. We cannot deny its existence or its future, but we
need to find a means by which to restore health to ourselves and to our world. When I
stare long enough at the Conjunctions, I get the message, These are paintings that evoke the
necessary to restore balance, to bring the forces that harmonize the universe into the realm
of the personal, the intimate realm of touch and feeling, what I refer to in this brief paper
as the tactile or haptic dimension of life.

It appears unlikely that commercial media — whether in advertising or propaganda — is
going to make this happen. My commitment is that art and education can make things turn
around for the better. But what kind of art?

And how will this education occur? There is evidence that these positives forces are
already into the world and the potental is somewhere within these artists of silence. Ha,
Chong-hyun is showing the way. His inscriptions incised into thick paint pressed through
burlap are tough and deliberate. They are fast, courageous mark, the making of life within
the banality of existence, the tactility that naturally resides within the illusory realm of the
virtual. The Conjunctions are signs of release as in the Gi — the gift of silence amid the
chaos of noise, a reckoning with the assertiveness of false power, and the disillusionment of
materialism as it disguises itself in relation to what constitutes the quality of life. Are the
paintings of Mr. Ha expected too much from their viewers? It is clear that they are not so
immediately understood, even though through a state of openness of mind and heart, they
become assessable. The Conjunctions are moments in time and space. They are moments
not in conflict but in a purist state of resolution. They only ask that we pay attention, and

in the process of paying attention that we learn again who we are.
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Journal of Visual Culture, 2008\ 122 (7). pp277-292.
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Yeesookyung : Ode to a Shape Shif ter

Kris Imants Ercums*

Transformations abound in Yeesookyung’s art. Her work seeks to understand the
underlying significance of breakage and mending, a process of trauma and healing wrought
large on the mindscape of Korean collective consciousness. With the end of imperial rule in
1905, colonial subjugation under the Empire of Japan by 1910, national division following
the Korean War in 1953, and the unrelenting industrialization of the late 20th century that
has thoroughly reordered centuries-old patterns of everyday life, rupture and discontinuity
have been a pervasive force in shaping memory and experience in twentieth-century Korea.
Following traces and threads of this Korean past permeating her daily encounters in Seoul,
Yeesookyungs artistic process is constantly unlocking new understandings about the legacy
of Koreas past and redeeming historical practice as something potent and invigorating for
Korea today.

Three important themes in Yeesookyungs work emerge in this essay: ritual, spiritual
hybridity, and translation. While far from a comprehensive charting of her development as
an artist or her artwork, these three inter-related concepts are utilized to illuminate a practice
that fundamentally strives to understand culture both as a manifestation of particular local
idioms and drives towards a deeper condition of culture as it operates on a global context.

Through her exploration of numen—the power (perhaps magical) of objects—and states
of consciousness, her artwork further dislodges and questions the tyranny of modernist

constructs implicit in the western-based art world. By deploying poetic, emotional, dreamlike,

* Curator of Global Contemporary and Asian Art, Spencer Museum of Art, University of Kansas
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and magical states that surpass regular experiences, her work speculates on the subjective
interplay of spiritual realms, positioning the body as galvanizing focal point in this process.
The potential of other realms of consciousness as reservoirs for inspiration and as critical
vantage for contemporary society intertwines, engenders and dissipates like an enveloping

cloud through Yeesookyungs art.

Ritual

In a room in her studio dominated by prismatic rows of colored pencils, drawing as a
daily activity takes on a ritualistic, meditative dimension. In her important study of ritual
theory and practice, Catherine Bell defines the “ritualized body” as one invested in a “sense”
of ritual and that “through the interaction of the body with structured and structuring
environments~ engenders ritualization.

With sketch and stroke, line and color the disciplined gesture of drawing settles
Yeesookyung into her own ritual body, bringing focus to her conceptual process and with
it both therapeutic and computational potential. In the interplay of process and product
afforded by systematic drawing, Yeesookyung is interested in harnessing the transcendent
potential of art making.

Her root interest in blurring banal visual experiences is evident in earlier works such as
Painting for an Out o f Bod y Ex perience (2000-2002). Following her instructions “to stare at
the painting until you feel dizzy;” the installation stretches and distorts a landscape painting
as an experiment in the powers of perception. Due to the disorienting effect of the work,
she recommends that viewers wear “a helmet, life jacket, and elbow protectors”

It is not a coincidence that around this time, Yeesookyung began to investigate the
meditative potential of the Mandala. Simply “circle” in Sanskrit, the concentric design of
the Mandala works as a diagrammatic focus for deepening meditative and trance states.
The utilization of the Mandala as a critical format is attained in Motherland and Freedom
s (2009), a multisensory installation that harnessed the residual energy of the infamous
Kimusa military base sited on the grounds of a former colonial Japanese hospital.

The practice of drawing Mandala further mutated into the ongoing series Dail y Drawing
(2005-present), in which the circular form of the Mandala remains a potent focal point.
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The visual language that emerges in Daily Drawing is eclectic and mystical. A
desexualized, prepubescent female protagonist, powerful yet venerable appears as a constant
force among the imagery The sources for this diverse universe come from Catholic
iconography, Buddhist symbolism, Disneyeque assemblages to pop culture references like my
personal favorite—a pair of red ruby slippers (‘theres no place like home!”).

The strategy of using both left and right hands to draw simultaneously further opens the
mind to spontaneous juxtapositions. While the lexicon emerges from Yeesookyungs daily
stimulus, the strategy of documenting daily influences with ritualized manner, deploying
a style that is flat and linear, is reminiscent of uigwe— Joseon period court documentary
painting, An essential part of Confucian court ritual during the Joseon dynasty (1392-1897),
the appreciation of uigwe has recently enjoyed resurgence in the Korean public mind.

While Yeesookyung’s daily drawing lacks the ceremonial precision of uigwe, they are
conceptual linked by the way in which they both trace liminal movement, transitioning
from realms of symbolic significance to enactment. In this way, they are both about process
and embodiment.

It the Daily Drawing inventory and archive everyday stimulus, then the Flame series
(2006-2011), depicting endless environments engulfed in fire explores less tangible realms of
consciousness. Drawn on huge sheets of Korean paper, the red lines of flames are rendered in
cinnabar, or mercury sulfide also known as vermillion. The symbolism of the flame and the
material significance of cinnabar have traditional sources. In Buddhism, the manifestation of
enlightened beings such Buddha and Bodhisattva—compassionate enlightened beings—is
closely associated with flame imagery. Flames represent purity, the burning away of
ignorance and misconception, and simultaneously embody energy and the protective ability
of Bodhisattva. Whereas in the Euro-American context fire carries with it connotation of
hell, damnation and punishment as seen in a 15th century depiction of the “Inferno,” in East
Asia the representation of flames conversely represent salvation, purity, and understanding,

Cinnabar is closely associated with magical and protective properties in Daoism and
Korean shamanic practice. As a mineral byproduct of mercury, cinnabar is highly toxic,
and despite its poison properties the substance has long been associated with magic, healing
and even immortality. In Chinese Daoist practice, cinnabar has been used for centuries to

draw protective talisman, a similar practice is also seen among Korean shamans who utilize
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cinnabar for its believed apotropaic qualities. The Flame series, as part of Yeesookyung’s
ritualistic drawing process, combines these symbolic and material applications. Spreading
the paper out on the floor, seated on a matt, the repetitive, undulations of drawing flames
takes on a meditative quality, focusing and tightening the mind. When hung on the wall
together, the installation of a continuous field of linear fire, a roaring blaze contained by the
cool whiteness of the paper, works like a temple mural, evoking paintings from exotic locale
like Dunhuang along the fabled Silk Road in China. The drawing process operates as a

transformative movement, a traveling through spaces of the mind.

Spiritual Hybridity

Collaborating with an artist trained in traditional Korean Buddhist painting techniques,
Yeesookyungs Portable Tem ple(2008) twists, inverts, and generates new experiences that
differ from historical iterations of devotional Buddhist art. The practice of making portable
devotional shrines in Buddhism is long lived. The Mokjo-samjohn-bulgam, a carved
sandalwood portable shrine in the collection of Song Kwang-sa Temple is an important early
Korean example of the practice. When the wooden, fitted pieces of this shrine are opened, a
central carved image with two flanking deities is revealed.

The frontal gaze of the image establishes an important hierarchical relationship between
the space of the divine and the profane realm of the viewer, defining roles of deity and
devotee.

Rather than opening to reveal the interior image, in Yeesookyungs work the shrine
encloses around the viewer who sits on a central white hexagon platform enveloped by
a six-panel folding screen. And, rather than the typical frontal image, one encounters a
pantheon of six deities with their backs turned. This imagined assemblage includes: the
Buddha of Western Paradise (Amita-bul); the Healing or Medicine Buddha(Yaksa); the
Future Buddha (Miruk-bul); Manjusti, the Bodhisattva of Wisdom; Jijang Bosal (commonly
called Jizo in Japanese), who is associated with salvation from hell; and Gwaneum(Guanyin
in Chinese or Kannon in Japanese), the embodiment of compassion. The environment is
inclusive. Not only is the space enclosed, but the vantage offers a distilled perspective on

infinity, a visual strategy evocative of Casper David Fredericks iconic work from 1818 Der
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Wanderer iiber dem Nebelmeer. The reseating of the viewer within a participatory and
totalizing divine environment is equitable, even ecumenical. And, the experience further
questions paradigms of power implicit in the structures of traditional religious art.

Yeesookyung’s ongoing conceptual sculpture series 7he Ver y Best Statue is a community-
based, participatory inquiry into religious imagery that similarly aims to dislodge
conventional and prescribed spiritual experiences. For the first phase of the project
Yeesookyung developed a multiple choice survey for two communities—Anyang in
Gyeongi Province, Korea and the community of Nigata province located directly north of
Tokyo. Disassembling iconic imagery taken from world deities—Confucius, Laozi, St. Mary,
Jesus, Buddha, the prophet Muhammad and the Hindu god Ganesh—the resulting product
is a telling sociological synthesis of the broad-based appeal of certain religious iconography.
A stark white Christ-like figure and a muted Buddhistesque statue both possess an
androgynous quality that melts and merges the harder edges of religious normality. While
Vitaly Komar and Alex Melamids highly important project 7he Most Wanted and Least
Wanted Paining deployed a similar survey methodology, their inquiry into national and
cultural constructions of artistic preferences differs from Yeesookyung’s broad based inquiry
into spiritual hybridity.

For Yeesookyung the process is less about discerning boundaries and more about mergers
and synthesis. Michel de Certeau reflects that “everyday life invents itself by poaching on
the properties of others” and it is this persistent interest in “poaching” and admixture that
flavors the thick conceptual stew of Yeesookyungs work.

Yeesookyung 2010 multisensory installation While Our Tryst Has Been Delayed, a
performative collaboration with the Korean traditional singer Jung Marie, further
destabilizes spiritual formats through its immersive environment of light. The haunting
intonation of jeongga at the center of the piece was funneled by an acoustical cantilever
directly behind the singer that was designed to both augment the performance quality and
to render a visual space of white infinity. Singing the Stabat Mater, the sorrowful hymns
associated with Mary following the crucifixion of Jesus, the merger of the melancholic
cadence of traditional jeongga with the sorrowful hymns transforms both of these temporal
and culturally distinct phenomena into a hybridized dynamism that soothes and refines “with

its calmness””
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On a circular wall opposite the stage a suite of Daily Drawing hung on a single line was
interspersed with speakers delivering recorded playback of Jung Maries jeongga recitation,
filling the space with perpetual sound.

Her approaches to religious conventions all contain strategies for utilizing pluralist
spiritual practices. The effect is synergizing. The deployment of spiritual multiplicity offers
a manifestation for contemporary hybridity that remains thoughtful and critical while
absent of jarring polemics. Unlike the hybridity of post-colonialism, which emerges out the
disjunctive temporality of two cultural encounters, or contemporary mashups that splices
and sample with the intent to subvert or confront, Yeesookyungs approach to hybridity is
about plunging the viewer into a deeper contemplative space. By quelling distraction, her

work invites a state of heightened reflection.

Translation

In her series of ceramic sculptures known as Translated Vase Yeesookyung reconfigures
broken ceramic pieces into biomorphic “mutant” sculptures. Collecting discarded ceramic
sherds from waste piles of Korean ceramicists producing “historical reproductions,” the
organic configuration of this sculptural series emerge from a painstaking jigsaw-puzzle
process in which Yeesookyung instigates new connections between disparate, unrelated
pieces. From the source material of traditional ceramic reproductions to the working process
of (dis)joining sherds, the conceptual framework of this ongoing endeavor embraces the
mutant energy of translation—a force for both communication and confusion; definition
and transformation. Lydia Lius work on translingual exchanges in the East Asian context
underscores the various regime of power implicit in translational acts, emphasizing the
limitations of cultural commensurability.

Thus where clarity may be the goal of translation, it of ten affects a stratigraphy of added
complexity and sometimes even confusion. But misunderstanding can still be productive.

The first Translated Vase emerged in 2001 when Yeesookyung was invited to submit
artwork for Biennale di Ceramica nellArte Contemporanea held in Albisola, Italy.
Collaborating with a local potter, she based the work on a translation of a sijo-style poem

Ode to W hite Porcelain (in Korean Baekjabu) by Korean poet and antique dealer Kim
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Sang-ok (1920-2004).

The resulting twelve ceramic wares comprise Joscon Dynasty White Porcelain Has Been
Translated (2001). The project encapsulated the rich history of cultural appropriation that
fueled the development of blue-and-white porcelain in Europe in which motifs, styles, and
technology from Asia became a driving force in shaping European ceramic production.

In his study on the “social life of things” anthropologist Arjun Appadurai observes:
‘commodities represent very complex social forms and distributions of knowledge”

It is this multivalence of significance embedded in the ceramic commodity as both a
utilitarian object and as a representation of historical tradition that emerges in 77anslated
Vase.

By the advent of the twentieth century much of the tacit knowledge associated with
traditional Korean ceramic production was gone or quickly vanishing,

During the Japanese occupation, ceramic production was industrialized. However,
archeological expedition also carried out during the colonial occupation brought to light
long-forgotten celadon wares of the Goreyo dynasty as well as Joseon white-ware and
buncheong,

By the 1950s, research into historical ceramic techniques sparked a widespread revival of
centuries-old technologies and with this ceramic renaissance came a thriving industry in
historical reproductions.

With strict laws regarding illicit looting and excavations of the Korean material past,
the historical reproduction industry has had a vitalizing effect on Korean national identity,
allowing most people the ability to possess high quality, of ten times hand-made examples of
Koreas vibrant ceramic past. For Susan Stewart, the possession of souvenirs—and I would
argue historical reproductions operate as a kind of temporal souvenir—is about context

destruction. She writes:

The souvenir involves the displacement of attention into the past. The
souvenir is not simply an object appearing out of context, an object from the
past incongruously surviving in the present; rather, its function is to envelop
the present within the past. Souvenirs are magical objects because of this

transf ormation.

4 BRBCIOEE TS HUT

By utilizing the residue of the reproduction process, the discarded, imperfect
wasters are reprocessed and transformed. Yeesookyung has remarked
that her interest in ceramic sherds arouse precisely because of this “state of
transformation from three dimensions to two, and from the whole to the
part” She goes on to observe: “by transmuting the broken ceramic pieces into a

complete artwork, I would like to reverse these transformations”

Reversals—such as making “trash” into “art”—and the playful manipulation of linguistic
meaning is also central to the translation process explored in the work. While the use of
gold lacquer is seemingly related to Japanese traditions of mending ceramics known as
kintsugi 444X for Yeesookyung her choice of gold is based on the Korean homophone of
“gold” (geum) and “crack” (geum). She observes, “I wanted to add a sense of humor to my
work by filling geums (cracks), which are considered as defects, with a valuable material,
such as real geum (gold)” The ornate distortion of 77anslated Vase well complemented the
baroque sensibilities of the Palace of Oranienbaum—a Chinoiserie extravaganza designed
by Cornelis Ryckwaert in 1683 located in Dessau, Germany—where Yeesookyung installed
a selection in 2009. This installation epitomizes the kind of cultural cross fertilization implicit
in Translated Vase and explores further the disjunctions and connections between visual
styles that have been for so long the exclusive domain of art historians.

Translated Vase has also altered Yeesookyungs artistic practice. Her earlier work deals
largely with conceptual video and installation, however the building process involved in
creating a 7ranslated Vase has re-centered her within her own body. She remarks:

Translated Vases made me return to the practice of using my own body. I feel very
healthy while working on Translated Vase since it makes me aware of every single
moment. Without any thoughts on concept and technique, I just appreciate each sherd and
enjoy completing the work bit by bit.

Indeed, as the work heightened her bodily sense, the forms and shapes began to take on
biological tendencies. While the early work from the series evinced a bulbous awkward
sensibility characterized by traditional Korean ceramics such as the iconic moon jar, as
she experimented with techniques the shaping took on increased biomorphic complexity,

emerging like bodies with crystalline growths, pulsating and breathing. A claw emerges, a
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tiger’s tail swishes, the blurred brush of dragons skin is detected from entities pulsating with
life, begetting new forms, breathing with shifting, morphing energy.

The transposition of the body as a site for mediating and understanding is further evinced
in the performative installation Dazzling Kyobangchoom (2011). Commissioned as part of
an exhibition to celebrate the renovation and reopening the Seoul Railroad Station—a 1920%s
colonial building— Yeesookyung recovered discarded chandeliers from the site. In her own
project of recovery, she meticulously cleaned and restored the light fixtures, which had been
passed over by the building renovation team. As in her earlier performance with Jung Marie,
lighting became an important framing device. Designing a dramatic setting with restored
chandeliers, she worked with a team to enact a lively dance known as kyobangchoom.
Performed by Lee Jung Hwa, the performance resurrected the legacy of the kisaeng, official
female entertainers during dynastic times. Versed in poetry, these educated entertainers (and
occasional prostitutes) served the yangban, or literati elite class. The collision of a colonial site
with its discarded lighting, a powerful woman reviving the legacy of kisaeng delivered in
newly designed Hanbok or traditional female attire powerfully illuminates the complexity

of history, and its messy irresolvable chaotic bearing on contemporary life.

Conclusion

When I first visited Yeesookyungs studio several years ago, she admitted to me: “Tm a local
artist” Her undeniable emphasis on the immediacy of her environment and her extremely
personal engagement with Korean culture, an engagement that thoroughly eschews the
trappings of nationalism, presents a telling commentary on the conditions of contemporary
art. With the term “global” on the tip of everyones tongue these days, it is refreshing to
hear Yeesookyung unabashedly claim her local heritage. However it is a falsity to suppose
that local art acts as a preserving force for heterogeneity and difference, somehow battling
against the purported evils of global homogenization.

Rather the valorization of the local galvanizes the experience of culture. In this way, the
art of Yeesookyung delves deep into memory and consciousness. Like an archaeologist, she
finds clues in broken and discarded cultural fragments that elucidate more comprehensive
phenomena about our varied and complex relationships with the past. Or like an

ethnographer, she breathes new life into a marginalized cultural practice, bringing a fresh
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perspective to the heaviness of tradition.

Heard melodies are sweet, but those unheard Are sweeter: therefore, ye soft

pipes, play on;
— John Keats, Ode on a Grecian Urn
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Abstract

On the Establishment and Management of Museum Archives

Ryu, Han-seung
Curator

National Museum of Contemporary Art, Korea

Interest in archives has recently been intensified in the art scene. It has been long that
an important section has been allocated to related materials of exhibits and their artists in
various exhibitions, and in recent years a noticeable number of art exhibitions have been
dealing with archival materials. Furthermore, there are many active art websites which take
the form of an art archive such as Neolook, Daljincom and akive.

This boom of art archives calls for the need both for the art scene and for museums to
consider the creation of art archives of their own. This article aims to delve into diverse
aspects in relation to the establishment and management of museum archives.

Art archives are derived from general archives. In the case of an art archive, weight is
given not only to the official documents and records but also to the private (or artistic)
information of artists which is frequently contained in their memos, diaries, letters,
photographs, drawings and so forth. In general, an art archive refers to a collection of
records that were produced by art-related institutions or that hold certain art-related values
or can be proofs of artistic activities. In this respect, the content of an museum archive
can be divided into two parts: One is ‘institutional records’ which pertain to documents
and records that were either produced or acquired in the process of the task (exhibitions,
education programs, acquisition, research, etc,) performance of the museum; the other is
artistic materials. That is, all kinds of materials related to artists conceptions and production
of their artworks and their evaluations: artists notes, memos, letters, drawings, sketchbooks,

photos, films, brochures, press reports, critical essays, etc.
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Art archives are different from book archives. Usually, books are in relatively regular
forms and the unit used to count them is ‘copy’. Yet an art archive accommodates a variety
of forms and modes and ‘extent is the unit used in counting them. Also, in the case of
books, there are used such international standard bibliographic description rules as LCC
and DDC, but not so in an art archive. In other words, the nature of an art archive is very
different from that of books. This is why the element of ‘description’ is more emphasized in
an art archive than in books.

The basic principles for the classification, arrangement and description in an art archive
are as follows: L. principle of respect des fonds is the basis of archival arrangement; 2.
Arrangement involves the identification of groupings within the material; 3. Description
reflects arrangement. (Society of American Archivists, Describing Archives: A Content
Standard, Chicago: Society of American Archivists, 2007, pp. xii-xiii.). It is on the basis of
these principles that archival organizations classify and arrange their materials in terms of
original orders or common features. Then, there follows the need to label them in different
large, middle and small categories. After the labeling is done, the process of description is
performed according to labels. For description, descriptive element is given a priority. The
descriptive element can be differently established by each organization, and when the
descriptive element is set, then instructions for detailed description should be laid down.

The main types of materials that comprise an art archive are paper, photographs, films
and videotapes. Since these types of materials demand high standards for their preservation,
an art archive would be better to have different facilities of various temperatures.

The reason that museums and art research institutions have their archives is to provide
art students or art lovers with art-related materials: To assist art students to achieve their
academic goals; at the same time, to help art lovers understand and enjoy art at deeper levels.
Also, there is a need for museums and art research institutes with archives to devote their
attention to the task of supporting diverse art-related study and academic projects as well as

the establishment and management of archives.
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Abstract

Studying on the Artist’s Materials of Lee, In-sung

Kim, Eun-jin
Paintings Conser vator
National Museum of Contemporary Art, Korea

Examination of painting is one of the main activities of conservators, they look closely
and sometimes look through the painting for the purpose of record, research, preservation
and restoration. Various physical and chemical methods have been applied to make invisible
factors into visible, since an observation with naked eyes could not be enough to analyse
paintings which certainly have three dimensional structures.

For the exhibition of Lee In-sung (1912-1950) last May 2012, over his 70 works were
checked for the condition reporting and some of them had to be undergone restoration
treatments. A few interesting findings and result of examination were introduced for the
art historical and technical research. Information on the materials, tools and process chosen
by the artist and how had he or she constructed the work could be useful not only for the
conservation but also in the art historical research.

Methods described in this paper include raking light, infrared, ultraviolet and fluorescence
photography, x-radiography and sampling and cross-sections are also discussed.

In Kaiyu, it was interesting to know that the varnish had been brushed over in some
areas, which could be a strong evidence that he executed watercolors with similar techniques
for oil colors. In the infrared inspection, pencil sketches under the color were shown. Blind
stamps which could be read as “david cox drawings dixons” were discovered in some of
his watercolors from the 1930s. It had researched that it was a name of the paper mill in
England and the name of the trade water color paper.

In Winter landscape, an x-radiography of the work showed a slightly different

composition of image underneath. Samples were collected from the damaged area at the

oRkde| sz & - 15



center and many layers of different color were revealed. A thin layer of zinc white between
colored layers could suggest that he might applied new ground layer for the new painting,

One of his works on wooden panel, Landscape in Wolmi-island had an interesting
inscription at the verso of painting. Japanese patent number and name was engraved in
French. The Japanese patent office thankfully identified and confirmed the detail of the
patent number. It was named as a “alternative canvas’, made of wooden panel with the first
coat of white ground and textured as canvas.

The results of observing three works of In-Sung Lee demonstrate that the methods
described above were successful in diagnosis and in proposing suitable treatment. They
also do provide essential information for the conservators understanding of the materials,
structure and condition of the painting. The ways of looking at the painting could be
different from different expertise, however it certainly makes the works of art conserved

properly if they could understand their different languages.
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Abstract

The Analytical Study of the Conservation of Pigment II

Lim, Seong-jin

Park, Hye-seon

Lee, Ji-yeon

Department of Conservation

National Museum of Contemporary Art, Korea

The Material Analysis Lab. of National Museum of Contemporary Art, Korea, which
was established in 2007 for the scientific research on the museums collections, has continued
to carry out the fundamental studies in relation to pigments and oil paint that have been
used in the production of modern and contemporary artworks including the works in
the collections of the Museum. ‘The Analytical Study of the Conservation of Pigment T
published in the Journal of NMCA, Korea(2011) dealt with eighty four kinds of pigments
manufactured by a company (Company C), and this article examines sixty nine types of
pigments produced by another company (Company B).

Among the methods used are the measurement of chromaticity by use of the colorimeter,
the compositional analysis through X-ray florescence analysis, micro particle analysis using
the scanning electron microscopes, and the compositional analyses of individual particles
using the energy dispersive X-ray analyzer.

The result shows that the chromaticity of the pigments of Company B is divided
by large into three groups—pale, dark, and vivid—and in comparison to conventional
natural pigments, they are in much more variety. The component analysis has revealed
that the major element of the pigments are divided into thirteen groups. Among the
main components are included white powder, titanium dioxide, white clay, and barium. In
addition, there is a possibility that inorganic color pigments such as tungsten, chromium or

iron are also used. The SEM-EDS analysis shows that colors are similar, but differences are

184 - 2RSS A= HUE

detected in terms of the major element and the size, form and concentration of the particles,
and this leads to my conclusion that the creation of colors are contributed by the differences
in the materialistic properties and refexibility of the organic pigments used to dye the major
element.

In recent future, an additional study is planned to be done through the verification on
inorganic chemical compounds using XRD and a scientific analysis of organic pigments

using FT-IR.
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Emerging Institutional Models and Notions of Expertise for the
Conservation of Time-Based Media Works of Art.

Pip Laurenson*

Time-based media conservation is a relatively new field within fine art conservation. As
a term, time-based media refers to works of art which use film, video, 35mm slides, audio,
sof tware or performance as their primary artistic medium. This paper will consider the
different institutional models that have emerged in respect of the conservation of time-based
media works of art in museum collections. At the heart of this short history are different
institutional responses to changing artistic practice. This paper will consider why time-based
media works of art have not been easily absorbed into existing conservation specialities
within the museum by identifying the range of challenges that technology-based artworks

present and the expertise needed in this rapidly evolving area of conservation practice.

Different institutional models
In a survey of contemporary art museums four models emerge to describe how the
preservation needs of time-based media works of art are dealt with:
* A specialist conservation department where conservators are hired specifically to take
responsibility for the conservation of time-based media works in the collection.
* A specialist curatorial department where the curators retain responsibility for the

conservation of the time-based media works in their collection.

* Emerging institutional models and notions of expertise for the conservation of time-based media works of art.
Dr. Pip Laurenson 2012, Head of Collection Care Research, Tate
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* A cross disciplinary model where an internal team is developed to respond collaboratively
to the needs of time-based media works in the collection including conservators,
registrars, technicians, curators and legal and copyright representatives, plus any
additional freelance specialists.

* Finally an external agency, perhaps one that operates on a national level, and works
closely with a group of museums to support the conservation of the time-based media

works in the collection.

Why do different institutions adopt one or other of these models?

Each contemporary art museum, like any institution, has a distinct character. In some
cases different models will be adopted at different times within the history of a specific
institution, it is also possible for institutions to adopt hybrid models. The drivers that result in
the development of a particular model are complex and include both factors internal to the
museum, such as existing departmental structure, institutional culture, access to expertise or the
existence of individual champions, as well as external factors, for example the development
of greater visibility for time-based media conservation within conservation generally. All of
these models emerge from a need to respond to changing attitudes regarding the nature of
conservation as an activity and the changing nature of fine art collections.

Within the literature of institutional change there are three concepts which are particularly
useful in understanding the way change occurs within museums in response to changing
artistic practice. ‘Layering’ (Thelen 2003) is a concept used to describe the re-negotiating
of some area of practice whilst leaving others in place in order to bring about incremental
change. Framing’ (Campbell, 2004) is the use of a concept or a symbol to legitimise change.
Tsomorphism’ concerns the influence of organisations on each other (DiMaggio, PJ &
Powell, W. 1991b.). I will explore these concepts in relation to the development of time-
based media conservation at Tate, in the UK, the Museum of Modern Art in New York
(MoMA), San Francisco Museum of Modern Art (SEMOMA) and the Netherlands Institute
for Media Art (NMIK). There are an increasing number of museums around the world
who are developing structures that respond to the needs of time-based media works of
art, my purpose in considering a short list of case studies is not to suggest that these are

the only institutions engaged in this way but rather to use them as examples. From these
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few examples it is clear that a number of factors often come into play in determining
the response of these institutions to new forms of artistic practice. These include; the
internal structure of the museum, the routes through which works come into the museum,
developments in the wider professional field of conservation, the commitment and career

patterns of individuals involved and finally serendipity.

The history of the development of time-based media conservation at Tate

I will start with the collection and institution that I know best, namely Tate. Tate is the
earliest adopter of the first model, establishing a specialist time-based media conservation
section in 2004. As a case study, I will consider some of the drivers that led to the adoption
of this model.

The first driver stems from the engagement of Tates trustees and the governance structure
of Tate. In the governance structure of Tate it is the trustees who authorise the acquisition
of works into the collection. These works are recommended to them by the curators. In
May 1995 the Trustees of the Tate Gallery met and on the agenda of this meeting was
the possible acquisition of a work by the American artist Gary Hill (1951-) called Between
Cinema and a Hard Place (1991). During the meeting the trustees raised questions about the
longevity of this video installation. The questions concerned what it was that the gallery
would acquire and the significance of the hardware to the identity of the work. To quote
from the minutes:

‘The trustees sought clarification of the Gallerys policy on the future installation of these
works, which might be affected by advancing technology and equipment that would
enhance the image and thereby change the nature and quality of the display’ (Tate 1995).

In a drive to represent conceptual art practice, Tate begun to acquire time-based media
works of art in the 1970s. However it was in the mid 1990s that Tate begun to collect time-
based media installations in larger numbers. Tate has traditionally not organised its curators
around a specific medium, hence there is no Media Arts Department at Tate. Because Tate’s
curatorial departments are not organised around medium there was no question of specialist
media arts curators taking on the responsibility for the conservation of the time-based media
works and adopting the second model. Tate does however organise its conservators broadly

around medium, and initially the responsibility for the conservation of the time-based media
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works at Tate fell to sculpture conservation. There was little precedent for the conservation
of these works, and the small collection that existed prior to the 1990s was simply stored
with no active programme in place for its conservation. Their status as works which should
be seen as part of the focus of conservation was precarious, with suggestions at one point
that they might become the responsibility of the department in charge of photographing
Tates works as they also, at the time, made educational videos.

Tate has a well defined process for managing the acquisition of new works coming into
the collection. Hence, once time-based media works begun to be collected in larger numbers
in the 1990s it became clear that systems and protocols to manage these works from the
point of being considered for the collection and throughout their life within the gallery,
were lacking and needed to be developed. Through the development of a junior member of
staff who started as an intern in sculpture conservation in 1992, Tate nurtured its in-house
expertise establishing a post in 1996 and an independent time-based media conservation section
in 2004. This section now comprises four conservators and four specialist technicians. Tate is
actively collecting in this area, and the staff within time-based media conservation divide their
time between responding to new acquisitions, preparing works for display and loan and the
preservation activities involved in keeping the collection displayable in the future.

The case made within Tate to legitimise the expansion of conservation to include time-
based media works focussed on the argument that the standards of care should be equal
across the collection. Hence, in order to develop a new section within the conservation
department, it was necessary to frame the need for conservation as on a par with other parts
of the collection. One of the biggest risks for any new form of artistic practice entering the
museum is that it is seen as lying outside the standard systems and procedures. Hence even
if the needs and vulnerabilities of time-based media works translated into different processes
and activities in comparison to works in more traditional media the principle that these new
forms of artistic practice were still legitimate objects of conservation, and should have equal
standards of care applied, was fundamental.

Tate has invested heavily in ensuring that there are well defined processes and systems in
place to manage the collection. Another aspect of Tates strategy with regard to responding
to new forms of artistic practice is to recognise the significance of integrating these into the

existing systems, even if this means expanding those systems. So, for example, considerable
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work was done to integrate time-based media works into Tates collection management
system. This can also be seen as an example of layering, where incremental change is
instigated by building on existing capacities within the museum.

Within the field of conservation it has also been important to develop a conceptual
framework to enable conservators to understand what their role might be in relation to
time-based media works of art and respond effectively to works of art whose primary
vulnerabilities are not about their materiality or material decay. This requires building on and
expanding existing concepts of risk, loss, significance and authenticity (Laurenson 2008).

The equal status of time-based media works was also confirmed in the 1990s when large
time-based media installations were beginning to command high prices within the art market.
Tates collection of time-based works has historically focussed on installation works rather than
single video tapes and these have traditionally come into the museum through the fine art
galleries and commanded higher prices than single channel works. Unlike museums in other
countries, Tate is not able to accession into its collection artworks for which it does not have
title, hence it was not able to develop its collection by acquiring single channel works from
distributors of artists video such as Electronic Arts Intermix in New York. Instead the majority
of time-based media works coming into Tates collection came via standard fine art commercial
galleries or directly from the artists, this again served to minimise the distinction between these

forms of art and more traditional forms of artistic media.

Comparison between Tate and other museums

Time-based media conservation at Tate has developed differently from museums
which organise their curatorial departments by medium. For example the Museum of
Modern art (MoMA) in New York was founded in 1929 and the Film Department was
founded soon after in 1935. However the focus of this department was not exclusively
artists film, but rather as a library dedicated to film as an art-form in its own right. To
this day it is organisationally quite distinct from the other collections. Although MoMA
had been collecting time-based media works of art since the 1960s, the specialised focus
on contemporary artists who were working with film and video came later when Barbara
London, then in the Prints and Illustrated Books Department, won a grant in 1981 from

the Rockefeller Foundation to enable her to dedicate her time to artists video. In 1994
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Barbara London moved into the newly named Department of Film and Video, and in
2006 a curatorial department distinct form the film department was formed and named
the Department of Media'. There is practical significance at MoMA in the creation of
this distinct department, as it brings with it a dedicated committee of trustees to support
acquisitions and also departments have dedicated conservation and registrar staff. The
creation of a new department did much to encourage support of a dedicated conservation
position in 2008 and also a part-time registrar with a special remit for media arts’. At
MoMA there were a number of factors which influenced the creation of dedicated
conservation staff, the most significant of which were shifts in internal structure within the
museum and the growing recognition within the field of contemporary art conservation of
the need for this new area of conservation. Prior to 2008 MoMA and the development of
a specialist conservation post, MOMA represents an example of the second of our models
with specialist curators taking responsibility for the conservation of the time-based media
collection. The expertise of the curators within the Department of Media and also the
associated registrar, have meant that with the arrival of a dedicated conservator, MoMA
explicitly adopted a collaborative approach within the museum drawing on the third model
which was developed at SEMOMA.

In the late 1990s the San Francisco Museum of Modern Art (SFMOMA) pioneered the
third model, namely an interdisciplinary team approach. The Media Arts Department at
SFMOMA was created in 1988 and led by the curator Robert Riley to be largely responsible
for the conservation and management of the media arts collection. As recorded in their
1997 paper’ Jill Sterrett, the then paper conservator at SSMOMA, and Justin Graham,
the assistant media curator, described the role of assistant curator of media arts as ‘part
installation, part registration, and part conservation. (Graham, Sterrett 1997, 1). At the time
the conservation department at SEMOMA comprised of three painting conservators and
one paper conservator, and they were all used to working beyond their medium specialism
in order to respond to the needs of the collection. Alongside the registrar Jill Wiseman,

Sterrett and Graham used their 1997 paper as something of a ‘call to arms’ and formed an

1. The department name was changed again in 2009 to the Department of Media and Performance.
2. In 2012 MoMA also employed a part time assistant time-based media conservator.
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internal interdisciplinary group, known as “Team Media’ to bring a range of staff together to
work collaboratively on developing an institutional response to the care and management of
their media arts collection. This model is one which has been adopted by many institutions,
either in conjunction with specialist staff or without. The strength of this model is that, in
an economic environment where it is very difficult to add new staff, it provides a structure
to address the needs of time-based media works of art without requiring additional
resources. It is a model that any museum with a collection of time-based media can adopt
immediately and it is also a model that promotes learning across the museum.

This inter-disciplinary model recognises that responding effectively to changing artistic
practice involves an engagement with the need for change throughout the museum, not
simply within conservation. Many traditional systems and spaces within the museum are
designed for art which comprises a unique object. Simply being able to track multiple
components for one artwork, and capture the metadata needed to manage time-based works
can be challenging.

Within Europe there have arisen central agencies that support museums in the care and
management of their time-based media works, and this forms our fourth and final model.
For example the Netherlands Media Art Institute (NMIK) has spent many years working
with museums in the Netherlands to respond not only to their needs for media migration
and storage but also in thinking about the works more holistically. Recognising that the
conservation of time-based media works of art is only in part a technical challenge, these
agencies have needed to understand the practices and language of conservation in order
to work effectively with museums and respond to the ethical demands of working with
artworks within museum collections. Despite the significance of the cultural differences
between different organisations, when considering the range and depth of knowledge which
is required to support these works, the logic of this more co-ordinated approach is clear,
especially where very specific and somewhat rare expertise is required.

The desire to build consensus and address these challenges collaboratively across

institutions was also the primary driver behind the forming in 2004 of Matters in Media

3. “Toward an Institutional Policy for Re-mastering and Conservation of Art on Videotape at the San Francisco Museum of Modern
Art
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Art, an interdisciplinary consortium between MoMA, SEMOMA and Tate (Matters in
Media Art, 2004). As an ongoing project, Matters in Media Art continues to be a conduit
for shared learning. Within the literature of institutionalism the influence of organisations
and institutions upon each other is known as isomorphism. DiMaggio and Powell point to
a definition of isomorphism made by Hawley in 1968 as a constraining process that forces
one unit in a population to resemble other units that resemble the same set of environmental
conditions (DiMaggio & Powell 1991, 66). In their 1991 paper The Iron Cage Revisited:
Institutional Isomorphism and Collective Rationality in Organisational Fields DiMaggio
and Powell point to the importance of other factors which might explain the similarities
in the organisational forms and practices of museums. These focus on the influence of the
development of professionalism and also the desire, particularly where there is uncertainty,
to adopt an organisational model which is perceived as being successtul (DiMaggio &
Powell 1991, 76-77). While acknowledging the mutual influence of the partnership on the
participating organisations, the members of the Matters in Media Art consortium have
also felt it important to fully acknowledge the non-trivial distinctions between the three
institutions involved. Hence, although these three institutions closely share practice, a far
more hybrid range of models and approaches has emerged than one might expect.

No doubt these structures will continue to evolve and change in response to the rapidly
expanding need for new forms of expertise and this is something I will return to later in
this paper.

The first section of this paper explored four models illustrative of the way in which
museums have responded to the conservation needs of time-based media works of art; the
specialist conservation section, the specialist curatorial department, the interdisciplinary team
and the external consultancy. All of these models assume that the conservation of time-based
media works of art can not simply be absorbed into the work of an existing conservation
section or discipline. This paper will now consider why time-based media conservation has
not been absorbed into existing conservation disciplines by examining the key ideas that
have emerged as fundamental to the conservation of time-based media works of art and
their application. Whilst rooted in a traditional conservation discourse, the application of
these key ideas to the specific vulnerabilities of time-based media works has served to mark

out as distinct this new area of conservation; requiring both particular forms of expertise
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and practice.

Key ideas and questions framing the conservation of time-based media works of
art

It is of primary significance that time-based media works of art are not simply objects
which involve analogue or digital media components but that they are artworks. This
determines where attention is directed, the ethical framework in which the work is treated,
the context in which the work was produced and is displayed and also the significance
of the relationship the maker has with the work. Although links might be made between
different time-based media works in the collection, the strategy for their conservation is
work-specific. The fundamental question governing the conservation of time-based media
works of art, and perhaps all conservation objects, is “What is it we are trying to preserve?

and our ability to answer that question depends on understanding the following; ?

* What is the relationship of the artwork to the hardware used in its display?

* What is the relationship of the artwork to the media used in its production and display?

* How are we to understand the parameters of acceptable change for an artwork?

* How to we think about the risk of obsolescence for time-based media artworks?

* What is the relationship between the way in which the artist conceives of their artistic
practice and appropriate strategies for the conservation of the resulting artwork?

* What are the relevant notions, locations and scope of the expertise needed to support

time-based media works of art?

The answers to the questions identified above for a specific work provide a logical route
to understanding what the museum or the conservator is required to deliver as custodians of
the work. I have discussed many of these points in more detail elsewhere (Laurenson 2001,
2004, 2008, 2010) however in the context of this paper it may be useful if I explain briefly
the thinking behind these questions.
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What is the relationship of the artwork to the hardware used in its display?

For some works the technology which was used when a work was first made and
displayed may be closely aligned to its meaning, in other cases it may be incidental. Within
a museum context, the most significant voice in determining the relationship of original
technologies to the work is the artist. This is not to say they are the only stakeholder and
the museum may well be more interested than the artist in the historical value of the
original way in which the work was displayed. Where an artist has exploited the sculptural
properties of particular forms of hardware, the significance of the hardware to the identity
of the work is clear. However in other cases locating the value of display equipment can
be challenging both for the curator and the conservator. Within current contemporary art
museum practice the artist determines the significance of the original technology to the
meaning of the work at acquisition. This may change over time, for example in response to
a critical appreciation of the relationship of the technology to the meaning of the work or

once the artist is no longer alive or is unable to be consulted.

What is the relationship of the artwork to the media used in its production and
display?

Different artistic media have different aesthetic properties. Again the importance of this to
the artwork is dependent largely on the value the artist places on the medium or on critical
appraisal of the aesthetic properties conveyed by that medium. The greater the relationship
of a particular technology to the meaning of the work the greater the risk of loss, as all
media dependent on the support of a fast changing technological environment will become
obsolete. Time-based media works of art remain dependent on the media technologies used
for their display in a way that a work painted in egg tempera does not. Many analogue
media depend on a technological ecosystem which is currently under severe threat and it
may become impossible to continue to support the display of these works in the way in

. .« . . . . 4
which the artist intended, despite heroic efforts to preserve these technologies'.

How do we understand the parameters of acceptable change for an artwork?

The question “What is it we are trying to preserve is clearly a broader question than can
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be answered by conservation alone, it is a question for the whole museum as custodian. In
‘The transfiguration of the commonplace’ Arthur Danto describes an exhibition of nine
identical paintings of red squares. One for example is called ‘Kierkegaard’s mood’, one is
called ‘Red Square’ and relates to the square in Moscow, another is ground for an unfinished
painting by Giorgione (Danto 198l, 1). It is possible to imagine a variation of Arthur Dantos
famous experiment with a range of identical time-based works where their context and
the way in which the value and meaning of the work was articulated varied. For example,
imagine an artwork made up of 35mm slides in a circular slide carousel that is mounted on
a white plinth projecting a 2 meter wide series of images on the wall. The images depict a
journey across rural Sri Lanka. In one case the 35mm slide was chosen as an artistic medium
to echo the ubiquitous medium of the 1970s and 1980s holiday travelogue, endlessly looping,
with the monotonous clunk of the slide projector as the only soundtrack. We can imagine
another iteration of the same work where the artist actually wished to show the work
digitally but at the time the cost of high quality scans was too high, but she is delighted
to rid the work of the clunky apparatus of 35mm slide technology and instead aspires to
have ephemeral images which “lack all materiality”. In a third example the artist has chosen
35mm slide at a point when the technology was becoming obsolete and is set to become
rare. This artist has used the 35mm technology to create a work which changes during the
course of the exhibition, in that the slides are allowed to deteriorate whilst on display.

The analysis of this group of works would lead to different answers as to what it is one
was trying to preserve and also where one would define the point at which it would be

appropriate to talk about loss, should the display medium change.

How do we think about the risk of obsolescence for time-based media artworks?
One of the purposes of assessing value and significance is so that one can judge the
significance of risks as they are identified. In considering the expertise that conservators

bring it is useful to remember that conservators are fundamentally trained to assess risk

4. An example of such a heroic effort is that undertaken by the artist Tacita Dean, who has been campaigning to win support for
the proposal for UNESCO to recognize the medium of film as world cultural heritage.
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over time. Within time-based media conservation the dependence on particular technologies
presents a very specific magnifying factor, namely obsolescence. Magnif ying factors increase
the consequences of risk. To understand the concept of a magnifying factor, consider an
example where a magnifying factor in a particular situation is the lack of emergency
procedures, and before this lack could be rectified there was unfortunately a terrible flood.
In this case the damage is likely to be made worse, or magnified, by the lack of appropriate
procedures. In the case of a technology based artwork, if a part of the system fails and the
system is obsolete then this will make the ability to repair the fault and recover from the
failure far harder. As Patricia Falcao wrote in her MA thesis on risk assessment in sof tware
based art ‘Obsolescence is one of the main magnifying factors affecting sof tware-based
artworks. Unlike other types of magnifying factors that tend to be constant over time (or
until action is taken) the effect of obsolescence actually increases over time (Falcao 2010, 27).
Despite their short history, time-based media conservators are for the first time facing some

very concrete challenges from obsolescence.

What is the relationship between the way in which the artist conceives of their
artistic practice and appropriate strategies for the conservation of the resulting
artwork?

The impact on conservation of how the artist conceives of their artistic practice is perhaps
one of the most interesting and potentially controversial developments in the conservation
of contemporary artworks. Traditionally fine art conservation has operated under the
assumption that an artwork is finished, perhaps within the artists studio, and then displayed,
sold and delivered to the museum or collector. Running counter to this is a strand of artistic
practice which is becoming increasingly documented and collected. This form of artistic
practice is essentially a process, a project or a situation, where the objects of art are either
props, debris or documentation formed as by-products of the activity or alternatively as
situations which are designed to be re-activated by the museum (Bishop 2012, Bradley
& Esche 2007, Bishop 2006, Doherty 2004). For the museum conservator this can be
disorientating; running counter to two fundamental ideas underpinning conservation. Firstly,
although conservators recognise that they cannot arrest change, there is a strong professional

narrative concerned with managing change, where change is seen as a necessary evil. In cases
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where an artwork creates a situation, or is conceived of as a research project or process, the
relationship to change is radically altered. The idea that conservation should refer back to
the moment a work entered a collection or left the artists studio as the point against which
change is measured, perhaps an ideal state to be maintained, is problematic when the work
becomes a growing archive or another form of evolving artwork.

I became aware of the significance of how the artist conceives of his, or her, practice for
our approach to the conservation of, seemingly conventional, installations when talking to
the artist Cildo Meireles (1948 -) about the reinstallation of Eureka/ Blindhotland (1970-5) for
his exhibition at Tate Modern in 2008. There were numerous problems with the recordings
which make up the sound element of the work when it was acquired by Tate in 2007. It
became clear that our desire to ‘get the installation historically right was to him somewhat
anathema. Instead although patient with the conservators, far more interesting to him was
the new potential the reinstallation of this work created for experimentation.

The term artistic practice points beyond the materials and techniques used to create an
artwork, to the way in which an artist approaches and goes about the task of creating a
work of art. How different forms of artistic practice impact conservations approach to
specific works has not as yet been fully explored, and it is beyond the scope of this paper
to attempt such a task. However, as museums begin to collect artworks which are explicitly
designed to evolve and change over time, these questions are becoming increasingly

important.

What are the relevant notions, locations and scope of the expertise needed to
support time-based media works of art?

The expertise of the time-based media conservators at Tate is most clearly demonstrated
in that for each new work that comes into the collection, each new display they plan, each
new loan request they respond to, they have a procedure. They can quickly get to the heart
of understanding a new work and are able to scope what is needed to bring it into the
collection. Here expertise is both about their many years of experience of dealing with these
artworks, their media and conservation, but also in having established familiar pathways for
getting the job done.

Given the volume of works that the museum deals with, it is very difficult to be able to
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develop, and keep honed skills associated with each work. To illustrate this I will consider
some examples of both analogue and digital works of art.

In the conservation of analogue 35 mm slide installations there is a new urgency to
questions about the significance of the medium of 35mm slides to specific works and
whether it is essential to these works that they continue to be displayed using this analogue
medium. Given that Kodak has declared that they will cease to produce any 35mm slide
stocks after the end of 2012, these works now require a multi-tiered strategy. The tiers of
the strategy will include stockpiling, scanning, exploring alternative technologies appropriate
to the needs of specific works, and ultimately making the decision about whether or not
the work can continue to be displayed in another form. Such a strategy is required to be
somewhat holistic; for there is no sense in storing more slides that you think you might need
before it becomes impossible to keep a slide projector in spare parts. All of these assessments
operate within an environment where there is a large amount of uncertainty; the only
certainty is that at some point in the future the technology is not going to be supported. The
skills involved in producing accurate analogue duplicates and digital scans involve many
years of training, There are few people with this training, and even fewer who have the
patience and sensibility required to work with artists material.

Similarly practical challenges face those who are custodians of works where the cathode
ray tube (CRT) monitor has been used as a sculptural object, for example in works by Nam
June Paik and Gary Hill. The exploitation of the sculptural qualities of CRT televisions
and monitors has meant that their replacement has been far harder than for projectors
where their value in the majority of cases was in the quality of the image, something
which is beginning to be matched by alternative technologies. Co-incidentally alongside the
demise of the CRT monitor is the demise of the 4 by 3 aspect ratio screen, which is also
set to have a significant impact on the appearance of these installations. For some works
the substitution with alternative technology will be easier than for others. As with slides,
there is a multi tiered approach to the conservation of works which include a sculpturally
significant cathode ray tube monitor. This involves caring for our existing stock of monitors,
having a stock of spare monitors, holding the full service manuals, and working with artists
to explore alternatives whilst the original equipment is still in good enough condition to

be used as a reference. In general it appears that the refurbishment of the tube itself has
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only short lived benefits. So understanding the condition of remaining stock and also being
able to assess the condition of second hand equipment has become increasingly important.
A standard CRT is good for between 10,000 and 15,000 hours before it reaches half of its
initial brightness. However a monitor which is constantly on will accrue approximately
8,000 hours a year. There are some practical tests around focus, colour purity, and brightness
and stability of the image that are relatively easy to learn, but beyond that an experienced
engineer is required. Hence in both these cases, the 35mm slide-based works and works
with sculpturally important CRT monitors, there is a point beyond which the conservator
must draw on expertise from a wider network and translate this for the benefit of the
conservation of these time-based artworks.

Recently museums have also begun to collect performance based works, many of which
are part of participatory practice, and described by Clare Bishop as ‘steeped in the analogué
(Bishop 2012, 437). Performance covers a broad range of practices some of which involve
performers enacting highly choreographed movements. Recent discussions carried out
as part of the research network ‘Collecting the Performative have reflected on the skills
needed both in the conservation and display of performance-based works which are outside
those commonly found within the museum (Laurenson, Van Saaze 2012). These include
the skills associated with directing and also the training and expertise necessary in order to
rehearse performers. Things which might be taken for granted within the world of dance
or theatre, such as skills associated with occupying a stage or a knowledge of movement are
alien to most museum professionals. Even more esoteric are the skills associated with Tania
Brugueras work Tatlins Whispers which are very specifically related to the skills of mounted
policeman and their training in the use of horses for the purposes of crowd control.

Similarly for software based art, even a small collection of sof tware based art will contain
code written in a broad array of languages. It is beyond any individual to be able to have a
deep understanding of all of these languages. It is also rare for a museum to have a sof tware
developer on staff. It is therefore necessary to find individuals who not only have this
expertise but who are also able to work with the museum and have an empathy with the
work of the artist.

In an interview with the artist David Rokeby recorded during a meeting at Tate of the

research network “The New Media Art Network on Authenticity and Performativity’
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(2008-2010) Rokeby talked candidly about his concerns regarding the code which forms
an integral part of his work The Giver of Names (1991 -) (David Rokeby, July 2011). In the
following quotation he talks about the difficulty in finding people with the requisite skills
who are sympathetic to the way in which an artist works, and also about the significance of
the code which earlier in the same interview he calls ‘gnarly’. Interestingly he also recognises
that despite his best efforts the work is likely to change over time, perhaps to the point
where he would no longer recognise it as his work.

A programmer engineer tends to work from a specification where there are specific things
this thing [sof tware] must achieve and they then work to satisfy that specification. . .. and
that is .. .. generally not how an artist programmer works .. .. there are things that may not
seem like good programming practice which are there on purpose.........

in a work like this there is philosophy, aesthetics, phenomenology, in the code and so the
code has to be handled sensitively ......... my key thing is that the work survive however
it can. By trying to give as much subjective information, as well as technical and material
information, in the manual I do the best I can to guide it on its journey .... I am sure that if
all six versions get sold and they are still around in a 100 years they will all be quite different
and I am very open to that. It reminds me of a story about John Cage, where a friend of
mine was conducting a piece of Cages and Cage came by the day before the performance
and he smiled and watched the whole thing and said “it has nothing to do with my work,
it is very nice, but it has nothing to do with my work”. I dont know if I would feel that
way if [ saw the work in a 100 years but that is the risk you take.

The range of required expertise identified in the examples above indicates that new
models are needed if museums are to find sustainable ways to respond to new and disparate
forms of artistic practice. The technologies which are used as artistic media within time-
based media works of art are broad and various and the knowledge needed is deep. The
expertise touched upon in this paper ranges from the ability to: produce accurate analogue
slide duplicates; monitor and repair cathode ray tubes; understand a variety of computer
languages and the dependencies between computer hardware and sof tware; and understand
how to transmit the embodied knowledge of a performance. This paper has also highlighted
the significance of understanding the specific forms of artistic practice that generate the

artworks in our collections, to their conservation.
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Around any complex artwork, there is a possible or existing network of people who have
the expertise and knowledge necessary to support that work. The conservation of these
artworks is as much about the development or preservation of these networks as it is about
the object in isolation. Maintaining this ecosystem is a joint task of both the artist and their
estates and the museum.

It is also becoming clear that artists are frustrated with the failure of museums to live
up to the image many artists have of them. They are frustrated with the lack of time and
attention that is available for each work. Where skills might be taught to members of
staff’ within the museum but not then exercised for many months or even years it is easy
to see why some artists prefer to have a team of their assistants or producers managing
the installation of their works. As museums we need to be more open to these types of
collaborative models whilst being mindful of their implications.

I believe that it is important to recognise the skills that conservators bring in order to
broker these works into the museum; working with the different stakeholders and thinking
in a structured way about the management of a work across time. It is equally important
to understand how best to develop the range and depth of expertise required.

There is a point where the conservator cannot develop all the in-depth expertise demanded
by these works, and a more distributed model of expertise is needed, supported by new
alliances both inside and outside the museum. The challenge is to build sustainable networks
that can support our collections; foraging for the expertise needed and maintaining these
networks, not as a peripheral part of the role but central to what it means to be a time-
based media conservator. While this need might also be felt in other areas of contemporary
art conservation, the extent of the challenge posed by time-based media works of art points
to at least a partial explanation of why time-based media conservation has developed as a
distinct area of conservation. It also provides an indication of how this might develop in the
future; recognising a far broader multidisciplinary approach, drawing on expertise beyond

the confines of the museum.

Conclusion
This paper begun by considering four models that have been adopted by museums

in response to the need to develop strategies for the conservation of time-based media
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works of art. It has also explored six key questions that are fundamental to how this new
conservation discipline approaches time-based media works of art. These questions in turn
served to highlight the nature of the challenge and the types of expertise needed to support
the conservation of time-based media works of art.

Different institutions have responded differently to the need to conserve time-based
media works of art. As we develop an ever clearer understanding of what it means to
conserve time-based media works of art, it is clear that there is value in a broadly defined
interdisciplinary approach. This points to a requirement not only for new forms of expertise
but also a more open approach to the networks needed, both inside and outside the museum,

to support these forms of artistic practice.
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Abstract

Practices of Curating Contemporary Art Exhibition: Case Study of
Deoksugung Project

Kim, In-hye
Curator
National Museum of Contemporary Art, Korea

Deoksugung project, which was co-organized by the National Museum of Contemporary
Art Korea and National Heritage Adminstration was held from 19th September 2012 to 2nd
December 2012 at Deoksugung Palace ground. This project has commissioned contemporary
Korean artists to create works that are to be installed throughout the Deoksugung. Nine
artworks are shown in the palatial garden and old buildings. Among the participants are
artists from various fields including visual art, music, dance and design. The project not only
features sculptural works but also is accompanied by a variety of participatory activities that
engage the audience in the forms of sound art and performing arts. About 360,000 visitors
enjoyed this project and over 130 mass media from Korea and other countries reported about
this project. Because it was a first trial to show the contemporary artworks in the Korean
traditional palace, the reaction was quite successful and sensational.

This paper inquires into in detail the process through which an exhibition is curated,
namely, the process through which the ideas for an exhibition are conceived, developed,
and realized. A curator is required of very contradictory abilities: the creative work of
conceiving ideas; the skills that are needed for the realization of them on the basis of the
accurate analyses of realities. In particular, the realization of an exhibition is always subject to
a considerably large number of variables and unpredicted problems, and the curator ought
to be able to discover spontaneous solutions to them. In the case of Deoksugung Project as
an instance of the commission work of contemporary art carried out by a governmental
organization, the task was related to how to deal with related agreements and institutional
issues. In this paper, an analysis of an example in the U. S. contributed to the proposal of a

new agreement model that respects both the artist and the museum.

188 - TRBHIISE HT=2 HUZ

Curating an exhibition demands creative ideas and the ability to solve complex problems.
A curator should be able to make a wide range of exhibition participants with different
objectives by reminding them of the faith in the value of art. An increase in the number of
instances in which the curator’s ideas are realized will positively forecast the greater growth

of the Korean art scene.
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Abstract

On the Role of a Curator through an Analysis of a Special
Exhibition, French Art Today: Marcel Duchamp Prize

Park, Mihwa
Curator

National Museum of Contemporary Art, Korea

The average number of the special exhibitions that National Museum of Contemporary
Art, Korea organizes a year is 20. When the permanent exhibitions are included, it reaches
up to about 30. Recently, the role and weight a curator carries in performing the tasks of a
museum is increasing, and thus his or her work and responsibilities are also increasing. This
article attempts to address the change in the role of a curator and further to discuss about
the prospect of curatorship by analyzing the preparation process and outcome of French Art
Today: Marcel Duchamp Prize of 2011 The objective of this article lies in the articulation of
the concept and role of curatorship through repeated experiences of curating exhibitions, the
processes through which the exhibitions were realized, and what is learned in the course of
thinking on the basis of such practices.

French Art Today: Marcel Duchamp Prize placed its focus on the introduction of the
contemporary French art scene and the observation of the social activities of collectors.
Contemporary artists of France are attempting to embody through their works a wide
range of art-related master discourses including the status quo of the time, historicity, the
traces of mankind, and communication. In spite of the current philosophical passages of
postmodernism, they tend to be less inclined to personal narratives than master discourses,
which are dealt with through various modes of utilization of objects. The selection of the
16 participating artists was confined to those who worked in the art forms of sculpture,
photography, and video art while excluding painters. The structure of the exhibition

was decided in consideration of their capability to correspond to the exhibition spaces of
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Gallery 1 and 2 and Central Hall of National Museum of contemporary Art, Korea, and
the element of stability was prioritized over that of experimentality. This demonstrates a
institutions advantage of having privileges to establish certain standards and criteria for
carrying out exhibitions. On the other hand, more creative and provocative exhibitions are
not obtained by the curators who belong to institution. Bold and experimental exhibitions
are done by those curators who work at such exhibition venues as small-scale galleries and
museums and alternative spaces where the exhibition procedures are simpler, autonomy is
more secured, and which are financially less complicated. As mentioned earlier, however,
it is also true that there is an advantage in working at institution where curators can be
helped in many important aspects in creating exhibitions and are able to establish criteria
and standards. Therefore, I intend to contribute to the establishment of more useful criteria
and grounds by utilizing such advantages in analyzing exhibitions as a curator working at

National Museum of Contemporary Art, Korea.
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