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UM ESTUDO COMPARATIVO

SOBRE CONSERVACAO DE OBRAS DE ARTE

(ETNOGRAFICAS E CONTEMPORANEAS)
DE LOCALIZACAO ESPECIFICA

A COMPARATIVE STUDY INTO THE CONSERVATION
OF SITE-RELATED WORKS OF ART (ETHNOGRAPHIC

AND CONTEMPORARY)

Esta comunicacao debruca-se sobre a mu-
danca de paradigma que se tem verificado
nos ultimos anos na conservacdo de arte
contemporanea. As obras de arte contem-
poranea apresentam dificuldades de con-
servacao especificas, cuja solucdo nao pas-
sa pelo paradigma “paralisacao cientifica”,
até ha pouco encarado como modelo teori-
co e ético da conservacao. Nos ultimos 15
anos, os profissionais de conservacao, tanto
dos museus como das demais entidades do
patrimonio, iniciaram uma série de projec-
tos com resultados positivos no desenvol-
vimento de instrumentos e de medidas que
muito favoreceram as condicoes da pratica
de conservacao. Algumas dessas novas es-
tratégias foram postas em pratica durante a
prossecucao do recém - concluido projecto
conjunto Inside Installations. Preservation and
presentation of Installation Art (2004-2007). A
participacao do artista e a nova abordagem
documental constituiram os aspectos mais
relevantes da investigacao e serao aqui
tratados. A analise e os instrumentos des-
te projecto propiciaram, igualmente, novos
pontos de vista, tanto praticos como concep-
tuais, sobre conservacao de objectos etno-
graficos. Embora estas “areas” sejam rara-
mente comparaveis, tém, todavia, muito em
comum, ao constatarmos o uso de materiais
efémeros, bem como a énfase nos aspectos
intangiveis e no seu caracter “performati-
vo”. Num projecto de investigacao recen-
temente iniciado, o ponto de partida sera a
analise das semelhancas e diferencas entre
arte contemporanea e etnografia no ambito
da pratica museoldgica, no caso de objectos
site-specific (tanto contempordneos como
etnograficos) que transitam de um contex-
to para outro. Como é que os museus usam
as suas estratégias de conservacdo e apre-
sentacao de forma a criar continuidade nas
biografias das obras?

This lecture will address the paradigm shift
in conservation of contemporary art as it
occurred over the last few years. Works of
contemporary art pose particularly difficult
conservation problems which cannot be
solved along the lines of the so-called ‘sci-
entific freeze" paradigm that until recently
was the standard in conservation theory
and ethics. Over the last 15 years conser-
vation professionals from museums and
heritage institutions have initiated a series
of projects which have resulted in the de-
velopment of instruments and the imple-
mentation of measures that improve the
conditions for conservation practice. Some
of those new strategies have been devel-
oped during the recently completed col-
laborative project Inside Installations. Pres-
ervation and Presentation of Installation Art
(2004-2007). Participation of the artist and
new approaches in documentation were
among the main research activities and will
be discussed. The insights and instruments
gained from this project on contemporary
art may provide practical and conceptual
views on the conservation of ethnographic
objects too. Although those ‘groups’ are
seldom compared with each other they
have much in common when you look at the
use of ephemeral and transient materials
as well as the emphasis on intangible quali-
ties and their ‘performative’ character. For
another recently initiated research project,
which will be briefly discussed, a compari-
son between contemporary art and ethnog-
raphy is point of departure for analysing
the similarities and differences in museum
practice for site-specific works (both con-
temporary and ethnographic) that are relo-
cated from one context to the other. How do
museums make use of their conservation
and presentation strategies in order to cre-
ate continuity in the works” biographies?

TATJA SCHOLTE
ICN
Tatja.Scholte(dicn.nl
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INTRODUCAO

Pensando melhor, quer-me parecer que o
titulo “Um estudo comparativo entre arte
contemporanea e objectos etnograficos”
possa ser um pouco confuso, por aludir a di-
ferentes grupos de objectos. Mesmo assim,
a comparacdo dos dois dominios faz sentido,
precisamente pelos aspectos equivalentes
da conservacao no respeitante aos mate-
riais, valores tangiveis e intangiveis, fun-
cionalidade e outros, como tao claramente
anunciado pela organizacao desta confe-
réncia. A minha pesquisa tem-se centrado
na arte contemporanea, dado que trabalho
como investigadora em conservacao e ges-
tora de projecto desta mesma area. Contu-
do, num recente trabalho de investigacao,
no prelo, debruco-me, também, sobre bens
etnograficos.

Defendo que etnografia e arte contempora-
nea tém muito em comum. Ha uma seme-
lhanca inquestionavel no uso de materiais
efémeros e na forma como os valores e o
significado surgem na sua relacao com a es-
tética do trabalho, a “utilizacdo” do objecto
e as suas funcionalidades, bem como a sua
contextualizacao num museu, com uma lo-
calizacdo especifica. Significado e valores,
em ambos os dominios, dependem de ca-
deias de interaccao entre criadores e utiliza-
dores, primeiros e futuros, e as varias partes
envolvidas e o publico. Finalmente, assim
como acontece com artistas contemporane-
0s que ainda podem ser consultados quanto
a aspectos de conservacao e de reinstala-
cao, também os representantes das comu-
nidades nativas devem ser envolvidos quan-
do se trata de coleccdes etnograficas.

“REVOLUCAO", UM ESTUDO DE CASO
Comeco por um estudo de caso, exemplo de
um projecto recém-completado, chamado
“Inside Installations. Preservation and pre-
sentation of Installation Art”. Trata-se de uma
instalacao multimedia, da autoria de Jeffrey
Shaw, “Revolution, a monument for the tele-
vision revolution”, realizada em 1990 e per-
tencente ao Netherlands Institute for Cultural
Heritage (ICN). A sua importancia depende
dos seus elementos media, os mais avan-
cados em 1990 - hoje ja obsoletos - e a sua
explicita funcionalidade interactiva. O obser-
vador deve carregar numa barra, o que fara
com que uma estrutura de metal, com um
monitor no topo, rode em torno do seu eixo
e, enquanto a escultura vai rodando, apare-
cerao imagens no monitor ao mesmo ritmo
de andamento do observador em seu redor.

INTRODUCTION

On second thoughts, | felt that the title of
this talk ‘A comparative study between con-
temporary art and ethnographic objects’ is
a bit confusing as it seems to define differ-
ent groups of objects. It seems exclusive for
ethnographic objects from the world of art
and there is a similar problem with defin-
ing what the starting point for contemporary
art is. Still | think a comparison of the two
domains does make sense precisely be-
cause of equivalent issues of conservation
regarding the use of materials, tangible and
intangible values, functionality and so on, as
so aptly indicated by the organizers of this
conference.. My own experience has been
in contemporary art as | have been work-
ing as conservation researcher and project
manager in this field. However, in a recently
initiated research project | will address eth-
nographic assets as well on which | will
elaborate later on.

| do believe ethnographic and contemporary
art have much in common. There is remark-
able similarity in the use of ephemeral ma-
terials and in the ways in which values and
meaning come about in relation to the work’s
aesthetics, the object’s ‘use’” and functionali-
ties, and its relocation into a museum con-
text coming from a site-related background.
Meaning and values in both domains depend
on chains of interaction between creators,
original and future ‘users’ , and various
stakeholders who take care of the work as
well as the public. And last but not least, just
as contemporary artists, who are often still
alive, can be consulted for conservation and
re-installation issues, representatives of na-
tive communities can be involved in the case
of ethnographic collections.

CASE STUDY REVOLUTION’

| will start with a case study which is one of
the examples of a recently completed inter-
national project, called ‘Inside Installations.
Preservation and Presentation of Installa-
tion Art’. The work is a multi-media instal-
lation by Jeffrey Shaw, ‘Revolution, a monu-
ment for the television revolution’, made in
1990 and owned by the Netherlands Institute
for Cultural Heritage (ICN). The significance
of the work depends on its media elements
which represented an advanced state of the
art in the 1990s which today are obsolete,
and its explicit interactive functionality. The
observer should push a bar to make a metal
framework with a monitor on top of it turn
around its axis, and while the sculpture turns



No sentido dos ponteiros do reldgio, apa-
recem 180 imagens de revolucoes, desde a
Revolucao Francesa (1789) até a sublevacao
da Roménia (1989), que deu inicio a era pés
soviética. No sentido inverso, é exibido um
video com mos fazendo farinha. As imagens
de revolucoes sao o resultado de interven-
coes electronicas em pinturas histdricas,
gravuras, desenhos e fotografias, coligidas,
arquivadas e manipuladas pelo co-autor
deste trabalho Tjebbe van Tijen: historiador
e coleccionador apaixonado de imagens de
tematica politica.

A primeira apresentacdo de “Revolution”
(1990) realizou-se em Amesterdao, durante
a exposicdo “Imago. Fin de Siécle in Dutch
contemporary art”. O facto de este trabalho
ter sido criado para esta exposicao tem um
significado especial, que merecerd, mais
adiante, a minha atencao. Imago comecou
nos Paises Baixos e viajou por varios paises
nos anos subsequentes. Todos os trabalhos
foram subsidiados pelo governo holandés,
com o propdsito de mostrar ao mundo que
este é um pais lider na nova arte media. Na
verdade, nesse tempo, muitos artistas vi-
viam e trabalhavam em Amesterdao, sendo
Jeffrey Shaw um deles. Nos seus projectos,
colaborou com muitos outros artistas e téc-
nicos.

EMULACAO

Sob um ponto de vista esquematico, a estru-
tura do trabalho congrega um elevado nu-
mero de elementos media, hoje, ainda, em
actividade, apesar de obsoletos. A pesquisa
sobre este caso de estudo levantou diversas
questdes quanto as suas componentes téc-
nicas que, apesar de ultrapassadas, estao
admiravelmente em bom funcionamento.
E disto exemplo a tecnologia laser, usada
em 1990 e em muitos trabalhos da Imago.
0 equipamento de reproducao, todavia, po-
derad nao durar muito mais tempo. Alguns
elementos sao um tanto perturbantes, como
o comlink, responsavel pela regulacao inte-
ractiva de som e imagens. As suas compo-
nentes técnicas derivam das componentes
do telefone, totalmente fora de uso, pelo que
até a leitura da estrutura sonora foi muito
problematica.

Para o exemplo em causa, Shaw e Van Tijen
foram contactados para prestarem consul-
tadoria, que declinaram - mais um aspecto
relevante que abordarei mais a frente. Cons-
tituiu-se entao uma equipa interdisciplinar
incluindo técnicos, um conservador, um co-

around images will appear on the monitor at
the same pace in which the observer walks
around it.

In a clockwise direction, 180 images of revo-
lutions appear, dating from the French revo-
lution in 1789 until the Romanian uproar in
1989 which started the post-Soviet era. In an
anti-clockwise direction, a videotape of mill-
stones grinding flour can be observed. The
images of revolutions consist of electroni-
cally reworked historical paintings, prints,
drawings and photographs which have been
collected, archived and manipulated by the
co-author of this work, Tjebbe van Tijen. He
is a historian and a passionate collector of
political images for his collages.

The first display of ‘Revolution” was in 1990
in Amsterdam at the exhibition ‘Imago.
Fin de siecle in Dutch contemporary art'.
The fact that the work was created for the
purpose of this show will play a significant
role in talk later on. Imago started in The
Netherlands and travelled to a number of
countries in subsequent years. All works
were especially commissioned by the Dutch
government in order to show the world
that The Netherlands were a leading na-
tion in new media art. Indeed, at that time
many international artists lived and worked
in Amsterdam and Jeffrey Shaw was one
of them. For his projects he collaborated
with many other artists and technicians.

EMULATION

Looking at a schematic overview of the in-
ner part of the work we see an abundance
of media elements which are still function-
ing today but in fact have become obsolete.
The research of this case study raised many
questions regarding its technical compo-
nents that, although obsolete, are still func-
tioning remarkably well. For example, laser-
disc technology was still in use in the 1990s
and many Imago-works of art were pro-
duced with it. The playback equipment, how-
ever, may not last very long. Especially those
parts that were custom made by the artist
are disturbing, like a ‘comlink’, which is re-
sponsible for the interactive regulation of
sound and images. Its technical components
derived from telephone techniques that are
completely out of date, so even reading out
the sound data was problematic.

For this case study, the artists Shaw and
Van Tijen were addressed for consultation
but neither of them showed much interest
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O PARADIGMA DA ARTE CONTEMPORANEA E DOS BENS ETNOGRAFICOS

missario, um documentalista, um gestor de
projecto e alguns investigadores, que assu-
miu as responsabilidades de decisao e exe-
cucdo de todo o processo. Houve varias reu-
nioes e foi assegurada uma avaliacao de ris-
cos, de modo a identificar os aspectos mais
vulneraveis do projecto, fossem eles técni-
cos ou intangiveis. O trabalho de investiga-
cao resultou num plano de emulacao e na
sua simulacao. Um grupo de peritos avaliou
o éxito dos resultados. Assim, caso houves-
se uma falha no campo da tecnologia, este
trabalho seria reinstalado com programa
software que substituiria a tecnologia laser,
o comlink e todos os componentes hard e
software. A interactividade mantém-se ope-
racional e o equipamento de reproducao de
som e imagem estd em bom estado. Existe,
ainda, um problema: a eventual substituicao
do monitor nao sera concretizada, por este
fazer parte integrante da configuracao geral
da peca.

Concentro-me agora na emulacao, uma
estratégia de conservacdo especialmente
aplicada a obras de arte media. A emulacao
é praticada desde o aparecimento da Varia-
ble Media Network, iniciada pelo Museu Gu-
ggenheim de Nova lorque (1990), que intro-
duziu uma nova estrutura conceptual para
trabalhos que, intencionalmente ou como
resultado de desactualizacao, mudam com
a passagem do tempo. A curta duracao de
elementos técnicos impele os conserva-
dores a repensar os cédigos éticos da au-
tenticidade dos materiais e a consequente
tendéncia para os fazer paralisar no seu
estado original. E, de facto, dificil manter o
conceito de autenticidade dos materiais em
obras media, nao esquecendo a mudanca
e a variabilidade. Neste particular, existe
uma tendéncia para assegurar a continui-
dade do mesmo “olha e sente” do trabalho,
substituindo e actualizando a sua tecnolo-
gia - isto é emulacao.

Esta estratégia induz, obviamente, alguns
problemas. Primeiro, exige um conhe-
cimento profundo da tecnologia original
e da transicao para novos programas de
software ou quaisquer outras solucoes de
emulacao. No caso vertente, tivemos a sor-
te de ter connosco, em 2007, os mesmos
técnicos que estiveram ligados ao projecto
“Revolution”, em 1990, devidamente ac-
tualizados, quer no plano técnico, quer na
emulacdo e também na simulacdo. Por ou-
tro lado, os artistas, inicialmente relutantes
em colaborar, apés alguns e-mails e uma

- which is another significant fact that | will
address later on. Because of their absence,
an interdisciplinary team consisting of tech-
nicians, conservator, curator, documental-
ist, project manager and researchers, took
over all responsibilities in the decision-mak-
ing process. A number of discussion ses-
sions were arranged and even a risk analysis
was carried out in order to identify the most
vulnerable aspects of the work, both regard-
ing its techniques and its intangible aspects.
The case research resulted in a plan for
emulation as well as a simulation in which
the emulation was actually realized. An
even larger group of experts evaluated the
result as successful. So, in case technology
fails this work could be re-installed using a
software programme instead of laser tech-
nology, the comlink and all other original
hard- and software components. The inter-
activity has been preserved and playback of
the sound and images was found to be sat-
isfactory. However, one problem would still
remain, namely replacement of the monitor
which is inextricably bound up with the vis-
ible appearance of the work.

At this point | would like to devote a few
words to emulation, a conservation strategy
which in particular applies to media works of
art. The approach of emulation has become
accepted since the Variable Media Network
- initiated by the Guggenheim Museum in
New York in the 1990s - introduced a con-
ceptual framework and index for works that
intentionally or as a result of media obsoles-
cence change over time. The short life span
of technical elements urges conservators to
rethink their ethical codes regarding materi-
al authenticity and accompanying aspiration
to ‘freezing’ objects in their original state. In
general, the concept of material authentic-
ity proves hard to maintain for media works
and one has to take into account change and
variability. In this respect, there is a tendency
to safeguard continuity of the same ook and
feel” of the work while replacing its original
technology - which is, in short, emulation.

Naturally, this strategy has its specific prob-
lems. First of all, it requires profound knowl-
edge of the original technology as well as a
transition into current software programmes
or any other emulation solutions. In our case
study, we were fortunate as it happened that
the same technicians who were involved in
the production of ‘Revolution” in 1990 were
involved again with the technical analysis,
emulation plan and simulation in 2007. On



entrevista, autorizaram o plano de emula-
cdo. Refira-se que é assustadora a ideia de
um artista nao autorizar a emulacao da sua
obra de arte, pois ndo podera ser realiza-
da. Dada a auséncia dos artistas, o grupo
de peritos assumiu a responsabilidade de
garantir as caracteristicas fundamentais.
A avaliacao da simulacao foi francamen-
te positiva. “Revolution” incluiu, ainda, um
exaustivo acervo documental e linhas de
orientacdo (ex: um filme) que cimentaram
o processo de reinstalacao.

Mas, afinal, por que nao quiseram os artis-
tas participar? Acaso o nosso processo de
emulacao (manter a apresentacao original
e “paralisar” a obra) nao respondia ao pre-
tendido? Sera que nos precipitdmos e par-
timos para esta opcao sem ponderar bem
sobre a histéria do trabalho?

PERSPECTIVA HISTORICA

Desenvolvi alguma investigacao com o ob-
jectivo de abordar as questoes relacionadas
com a colaboracdo artistica orientada por
Jeffrey Shaw, desde 1960 até 1990, e cons-
tatei ser a interactividade um tema recor-
rente nos seus projectos; disto é exemplo
“Legible City”, em que o visitante usa uma
bicicleta colocada em frente a um amplo
ecra e virtualmente percorre, pedalando,
as ruas de Amesterdao, Nova lorque ou
Barcelona. As plantas das cidades sao de-
lineadas por casas em forma de poemas,
que vao sendo lidos pelos “ciclistas virtu-
ais”, ao percorrerem o trajecto.

Outros trabalhos da mesma época exibem o
mesmo tipo de experiéncia com tecnologia
avancada, desde a projeccao de filmes em
tubos de plastico inflamaveis a trabalhos
electronicos, muitas vezes incluindo com-
ponentes fabricados por objectivo. Muitas
dessas obras estavam directamente ligadas
a eventos, politicos e experimentais, orga-
nizados “espontaneamente”, que incluiam
a participacao de artistas locais, técnicos e
0 publico em geral. Sobreviveram poucas.
Hoje, s6 temos acesso a esse activissimo
periodo de happenings em Amesterdao,
através de documentos e filmes.

Ao observar a histéria de “Revolution”,
mais particularmente ap6s conversa com
Tjebbe van Tijen, é claro para mim que
este trabalho nunca foi concebido e reali-
zado para durar muito. Nasce, de facto, no
ambito de um concurso comemorativo dos
200 anos da Revolucao Francesa, levado

the other hand, the artists were quite reluc-
tant to collaborate although some email ex-
change as well as one interview took place in
which, at least, they gave permission to carry
out the emulation plan. Generally speaking,
it is a disaster for an emulation if the artist
does not collaborate as he or she should au-
thorize the emulated work of art. Since the
artists were not there, the expert group had
to decide whether the same look and feel
was achieved. Their evaluation of the simu-
lation was indeed positive. The case study of
Revolution, furthermore, consisted of com-
piling extensive documentation and guide-
lines (including film) for the re-installation
process.

Still the question remained why the artists
were not interested to collaborate. Was our
approach of emulation - which focused on
keeping the original look and feel and ‘freez-
ing’ the work in its sculptural setting - really
an answer to all questions? Had we consid-
ered all options or did we reach consensus
too quickly without considering the history of
the work?

HISTORIC PERSPECTIVE

To address these questions, | did some re-
search into the artistic collaboration directed
by Jeffrey Shaw from the 1960s to the 1990s
and recognized playful interactivity as a re-
current leitmotiv in all of his projects. Like in
‘Legible City" in which the beholder sits on a
bicycle in front of a large screen and virtually
cycles through the cities of Amsterdam, New
York or Barcelona. The various street plans
consist of houses in the form of poems and
one is invited to read fragments of poetic lan-
guage while experiencing a virtual cycle tour.

Also, other works form the same period show
interest in the experiment with advanced
technology, ranging from film projections on
inflammable plastic tubes to electronic and
computer works that often included custom-
made components. Most of the works were
connected to events which had ‘spontane-
ously” been organised, political and experi-
mental, and in which many local artists and
technicians cooperated and the public was
involved. Only very few of those works sur-
vived. Today it is mainly on the basis of docu-
mentation and recordings that we can get a
picture of the energetic period of happenings
in this period in Amsterdam.

Looking into the history of ‘Revolution” and
especially after speaking with Tjebbe van Ti-
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a cabo em Paris, em 1989. O trabalho de
Shaw e Van Tijen, “The Imaginary Museum
of Revolution”, foi apresentado e aceite a
concurso, mas nao foi seleccionado. Foi,
entao, apresentado no centro de Haia, com
as mesmas imagens de revolucoes projec-
tadas em ecras ao ar livre. Nas maquinas
de vendas instaladas nessa praca, podiam
ser adquiridas pequenas réplicas de esta-
tuas de herdis de todo o mundo dos Ultimos
200 anos; a pedido do publico, os técnicos
faziam projectar no ecra a imagem de uma
qualquer dessas pequenas estatuas. Deste
modo, o publico viajava através de um mun-
do imaginario, festejando as revolucoes e
os seus herdis dilectos. O projecto emanava
grandeza e o publico entrava na Historia,
circundado pela imensidao das imagens.
Foi muito bem recebido pela imprensa.

Nessa mesma altura, e apds exclusdo de
Paris, os organizadores de Imago patroci-
naram um trabalho ousado de media art,
de Shaw e Van Tijen, cujo resultado foi a
“nossa” “Revolution”. As imagens e de-
mais componentes foram reciclados para
a escultura video. Segundo Van Tijen, nun-
ca houve a intencao de fazer um trabalho
perene, mas sim com a mesma duracao da
exposicao.

Naturalmente, por varias razdes, ha o
maior interesse em preservar “Revolu-
tion” como uma escultura “perpetuada’em
video, de preferéncia com os elementos
media originais ou na sua versao emulada.
Contudo, o lado cénico e teatral do projec-
to original desvaneceu-se e nao podera ser
recriado nem pela accdo da memoria, por
lhe escaparem as circunstancias.

A experiéncia das imagens no monitor é
muito diferente da vivida pelo publico reu-
nido na praca, em Haia. Uma apresenta-
cao diversa do trabalho implicaria uma
reinterpretacdo, indesejavel e impensavel
sem a colaboracao dos artistas. Todavia,
num tempo em que se considera a reac-
tivacao de representacoes como meio de
as salvaguardar para o futuro, vale a pena
relembrar que ha 20 e 30 anos estas repre-
sentacoes eram basicamente happenings e
eventos. Conservar, registando/gravando,
ndo faz justica a sua amplitude artistica.
Se tivéssemos considerado uma reinter-
pretacdo de “Revolution” - mesmo que sé
apoiados em documentacdo e escultura vi-
deo - talvez os artistas se tivessem sentido
impelidos a colaborar. Doravante, talvez se

jen, it became clear to me that this work was
probably never meant to be a long-lasting
work of art. Its origin was, in fact, a competi-
tion project for the 200-year anniversary of
the French Revolution celebrated in Paris
in 1989. Shaw and Van Tijen submitted their
project ‘The Imaginary Museum of Revolu-
tion” which was short-listed but in the end
not selected. Nonetheless, the project was
carried out in the centre of The Hague where
the same images of revolutions were pro-
jected on large screens. At the square vend-
ing machines were installed and one could
buy small replica’s of statues of heroes from
around the world, covering 200 years of his-
tory. With a small statue in hand one could
ask a technician to project the accompany-
ing images on the screens. The imaginary
world of images let the public travel through
the ages and commemorate on their own
revolution and heroes. The project emanated
grandeur and its immense projections im-
mersed the audience in world history. It was
received pretty well in the press.

In this same period, after the project was
eventually declined by Paris, the organisers
of Imago commissioned Shaw and Van Tijen
with an advanced media work of art. ‘Our’
‘Revolution” was the result. The images and
other components were recycled for the vid-
eo sculpture. According to Van Tijen, it was
never meant to turn into a permanent work
of art and was only meant to last for the du-
ration of the exhibition.

Naturally, for many reasons there is great
interest in preserving ‘Revolution” as a
‘frozen” video sculpture, preferably with its
functioning original media elements or oth-
erwise in its emulated form. However, the
theatrical and performance aspects of the
original project have totally disappeared and
will never come back as long as we don’t
even memorize the original circumstances
in which this work came about.

The experience of the images on the moni-
tor is completely different from the large
original screenings the public could experi-
ence at The Hague’s city square. A different
presentation of the work would make it a
re-interpretation which is unthinkable with-
out the cooperation of the artists. But still |
think that in a period in which we consider
re-enactment of performances a way of con-
serving them for the future, we should also
realize that many media works from twenty,
thirty years ago were strongly connected to a



possam apresentar documentos histéricos
do projecto, o que nao creio, pelo que na
investigacdo a desenvolver serd fundamen-
tal perpetuar a perspectiva histérica, bem
como manter vivas as memorias desses
anos de happenings e de experimentacao
artistica. Com este caso, aprendi que, para
futura preservacao, é imperativo que se so-
lidifiqgue um entendimento aprofundado do
que verdadeiramente é uma obra de arte e
quais as circunstancias em que foi criada. E
lamentavel que estes aspectos sejam fre-
quentemente negligenciados pelos museus
no acto de aquisicao de objectos.

“INSIDE INSTALLATIONS”

As mesmas questdoes recaem sobre a insta-
lacdo de obras de arte, no projecto “Inside
Installations™, subsidiado pela Uniao Euro-
peia. Cerca de 50 conservadores, técnicos,
documentalistas e investigadores, traba-
lhando em 25 museus de 6 paises europeus,
participaram neste projecto. Pretendia-se a
execucao de 33 casos de estudo e investi-
gacao inerente. O projecto foi liderado pelo
Netherlands Institute for Cultural Herita-
ge (ICN, Amesterdao) em articulacdo com
os 5 co-organizadores: a Tate (Londres), o
Restaurungszentrum Disseldorf, SMAK
(Ghent), Foundation for the Conservation of
Contemporary Art (SMBK, Paises Baixos)
e o Museo Nacional Centro de Arte Reina
Sofia (Madrid). O projecto arrancou com
membros do International Network for the
Conservation of Contemporary Art (INCCA,
www.incca.org J, que deram o impulso ini-
cial e asseguraram a sua prossecucao. Os
resultados foram divulgados em www.insi-
de-installations.org e numa brochura.[1]

INVESTIGACAO

A questdo subjacente a investigacao era
a seqguinte: De que modo se poderd sal-
vaguardar instalacoes, sendo que estas
levantam varios problemas de conserva-
cdo e apresentacao, nos planos tedrico e
pratico? As instalacoes de artista, cada vez
menos marginais e com crescente procura
no mercado de arte, requerem estratégias
especificas e implicam questdes diversas
das da arte tradicional. Como reagem os
museus ao uso de materiais efémeros ou
de media das instalacoes? Estas podem
ser intencionalmente variaveis, pelo que
nos interrogamos: como perspectivam os
museus novos parametros para a conser-
vacao e apresentacao dessas obras? Que
papel desempenhara o artista? Como irdo
articular os varios técnicos envolvidos, in-

situation of happenings and events. Just pre-
serving them as ‘frozen’ objects may not fully
do justice to their significance as works of art.
Perhaps, if we had considered a re-interpre-
tation of ‘Revolution” - even if this consisted
only of additional documentation while keep-
ing the video-sculpture ‘Revolution’ - the art-
ists might have been stimulated to cooperate.
Of course, in the future we might think of pre-
senting historic documentation of the project,
| am not sure this will happen, but as far as
| am concerned in our research we should
not lose sight of the work’s historic perspec-
tive and one way or the other keep alive the
memories of those years of happenings and
artistic experiment. What | learned from this
case study, is that for its future preservation
a thorough understanding of what the work
of art is and how it came into existence is of
crucial importance. Often this question is be-
ing neglected by the museum at the moment
a work of art is being acquired.

INSIDE INSTALLATIONS

Similar questions about installation works
of art were addressed in the collaborative
project ‘Inside Installations” which was sup-
ported by the European Union. Around 50
conservators, curators, technicians, docu-
mentalists and researchers, working in 25
museums in 6 European countries, partici-
pated in this project, Its main activities con-
sisted of the execution of 33 case studies and
additional research. The project was man-
aged by the Netherlands Institute for Cultural
Heritage (ICN, Amsterdam] in collaboration
with 5 co-organisers: Tate (London), Res-
taurierungszentrum Dusseldorf, S.M.AK.
(Ghent), Foundation for the Conservation of
Contemporary Art (SBMK, Netherlands) and
Museo Nacional Centro de Arte Reina Sofia
(Madrid). The project was initiated by mem-
bers of the International Network for the
Conservation of Cotemporary Art (INCCA,
www.incca.org) who gave a strong impetus to
its content and organisational structure. All
project results have been disseminated at a
website www.inside-installations.org and in
a printed booklet.[1]

RESEARCH

The underlying research question of the
project was: How can we safeguard complex
works of installation art that raise so many
issues concerning conservation and presen-
tation in practice and theory? Artist’s instal-
lations have become a mainstream art form
and are widely collected but in their care and
conservation, these works need different

[1] A brochura de Inside
Installations pode ser adquirida
gratuitamente enviando

um e-mail para incca@icn.nl

[1] The Booklet of Inside
Installations can be acquired
for free by sending email

to incca(dicn.nl
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cluindo os directores de museus? No caso
particular dos time based media como nos
media visuais e electronicos sabemos, ja,
que tém reduzida longevidade e rapida-
mente se tornam obsoletos. Quais serao
as mais eficazes estratégias para traba-
lhos de caracter transitdrio ou para insta-
lacoes que incluam performance, e como
serdo aceites as estruturas com uma ética
subjacente, se os cddigos existentes se re-
velam insuficientes?

0 elevado nimero de estudos de caso des-
te projecto propiciou uma tal riqueza em
matéria de investigacdo que permite uma
abordagem destas questoes e uma diversi-
dade de pesquisa suplementar, que permi-
triram criar linhas de orientacdo Uteis em
areas especificas, nomeadamente no cam-
po da documentacao.

Assim, respeitando os artistas e suas re-
alizacdes, é fundamental que estes sejam
incluidos como elementos imprescindiveis
aos estudos de caso, embora muitas ques-
toes possam, mesmo assim, permanecer
sem resposta. Gostaria, ainda, de sublinhar
a relevancia de uma investigacdo tedrica,
um artigo de Cornélia Weyer, no qual os
codigos de ética do restauro, visando uma
intervencdo minima e a sua reversibilidade,
s30 abordados.[2]

Nao se elegeram critérios rigorosos na se-
leccao de estudos de caso neste projecto.
Cada estudo deveria incluir os seguintes
itens: descricao de problemas fundamen-
tais, pesquisa do historial de exposicoes
da obra, circunstanciado da investigacao
desenvolvida, trabalho de conservacao (se
necessario), colaboracdo com o artista,
documentacao da obra incluindo orienta-
coes para a sua conservacao e reinstala-
cdo. A obra deveria, também, ser reinsta-
lada do decurso dos 3 anos do projecto e,
preferencialmente, exposto. Os resulta-
dos destes estudos foram objecto de de-
bate, em grupos de trabalho e seminarios
publicos, publicados no website Inside
Installations e resumidos numa publica-
cao breve.

Foram igualmente publicados estudos adi-
cionais, guias de boas praticas e de avalia-
cao de riscos para a conservacao de time-
based media, documentacdo (com diversos
textos sobre movimento, luz, som e espaco,
arquivos e registos), um relatério sobre a
participacdo do artista, teoria e semantica,
gestao de saberes e aprendizagem.

strategies and raise different questions than
is the case with traditional art objects. How
do museums respond to the use of ephemer-
al materials and media, or to site- and time-
specificity of installations? Installations may
be intentionally variable; how then do muse-
ums anticipate to a different set of parame-
ters for conservation and presentation? What
is the role of the artist? And what is the role
of the conservator in collaboration with the
artist, curator, technicians, museum direc-
tor and others? Especially time-based me-
dia, such as audio-visual & electronic media,
have a short lifespan and may soon become
obsolete. What are considered to be useful
strategies for transitional works or installa-
tions including performance, and what will
be accepted as an underlying ethical frame-
work if existing codes no longer suffice?

The large number of case studies in this
project offered a wealth of research material
to address these questions and the addition-
al research activities offered useful guide-
lines in specific areas, especially in docu-
mentation. Obviously, no final solutions nor
conservation standards resulted from the
project as installations are hugely divers and
idiosyncratic. Therefore, respecting artistic
intent and collaboration with the artist were
considered to be vital elements of the case
studies, although many questions remained
unanswered in this respect as well. | would
like to highlight one outcome of the theo-
retical research, namely an article written by
Cornelia Weyer in which the altered codes of
restoration regarding minimal intervention
and reversibility are being addressed.[2]

In this project there were no stringent cri-
teria for making a selection of case studies.
Each study though had to include the fol-
lowing components: description of the main
problem(s), investigation of the work’s exhi-
bition history, conservation work (if needed),
collaboration with the artist, documentation
of the work including guidelines for conser-
vation and re-installation. The work had to
be re-installed in the course of the 3-years
project and preferably put on display. Re-
sults of the case studies were discussed
during the project’s workshops and public
seminars, and published at the Inside In-
stallations website and summarized in the
printed booklet.

As for the additional special studies, guide-
lines and documents for good practice have
been published on risk assessment for con-



ESTUDOS DE CASOS

O projecto propiciou a oportunidade de co-
laboracao intensiva com o artista, como no
caso de Dennis Oppenheim e da sua expo-
sicao no Museo Reina Sofia. Em conversa
gravada, ao longo de uma semana, o ar-
tista explicou o seu método de trabalho e
apresentou os seus pontos de vista sobre
conservacdo e instalacdo. “Circle Puppets”
(1994) foi um dos seus trabalhos que acarre-
tou problemas de ordem material, a saber:
os discos acrilicos a exigir substituicdo, bem
como a migracao de elementos media obso-
letos para formatos actuais.

“Larger than Life” (2004), de Angela de la
Cruz, é uma tela impressionante pintada
a 6leo e acrilico, que mede cerca de 10 x 8
metros. Estando o edificio em processo de
reabilitacdo, e apds consentimento da artis-
ta, o trabalho foi exposto noutro espaco do
museu, isto é, foi “comprimido” a dimensao
de uma pequena capela. Foi um imenso de-
safio, assumindo, verdadeiramente, a desig-
nacdo de “localizacdo especifica”, assegu-
rando, por isso, a sua permanéncia por um
mais amplo periodo de tempo.

“Letter to the censors” (2003), de Carlos Ga-
raicoa, apresenta um modelo em escala de
uma sala de cinema de Havana, nos anos 30.
Dentro dessa sala deparamos com titulos de
filmes censurados em todo o mundo. A volta
do edificio, ha pequenas caixas de luz mos-
trando excertos de filmes cubanos a preto e
branco. Sendo esta instalacao muito fragil,
dificil se torna o seu manuseamento e trans-
porte, assim como a sua exposicdo ao publi-
co, por este ter de se aproximar do mode-
lo, de modo a poder ler os titulos referidos,
criando, assim, uma elevada margem de
risco. Este trabalho foi gerado num contexto
“de teatro”, mas agora é um objecto de mu-
seu com seguranca especial. Para o artista
que 0 Criou e assegurou a sua conservacao,
o trabalho tornou-se uma contradicao.

“Doppelgarage”(2002) é uma instalacdo
XL, de Thomas Hirschorn, constituida por
2 unidades cobrindo uma area de 120m2.
Surge como reaccao do artista ao 11 de
Setembro de 2001. A instalacdo é constitu-
ida por uma parede forrada a cartao, luzes
néon, varios objectos de grandes dimen-
soes, grande quantidade de fita-cola (ma-
terial ndo sustentavel) e vérios objectos do
quotidiano (ferramentas, livros e outros).
Com a concordancia do artista, optou-se
por “paralisar” este trabalho. As futuras

servation of time-based media, documenta-
tion (with a variety of subsets such as docu-
mentation of movement, light, sound and
space, archiving and registration), artist’s
participation, theory & semantics, knowl-
edge management & learning.

CASE STUDIES

Sometimes the project offered the opportu-
nity to collaborate intensively with the artist,
like in the case of Dennis Oppenheim and
his solo exhibition in Reina Sofia, Madrid. In
a tape recorded conversation - which lasted
for one whole week! - the artist explained
his working process and views on conserva-
tion and installation. His work Circle pup-
pets’ (1994) raised a material problem of
the acrylic disks that needed to be replaced,
combined with the migration of obsolete
media elements to a current display format.

‘Larger than life” (2004) by Angela de la Cruz
is an impressive canvas painted with acrylic
and oil paint and measures more than ten by
eight metres. Because of renovation of the
building that housed the work, in consulta-
tion with the artist, the work was relocated
to @ much smaller location in the museum
and accordingly squeezed into this old chap-
el. Handling of this large and fragile work is
challenging and accordingly this has become
a site-specific work, which means that it will
stay here, at least for some time.

‘Letter to the censors’ (2003) by Carlos Ga-
raicoa presents a scale model of a classical
Havana cinema from the 1930s. Inside the
cinema one can see the titles of censored
films from all around the world. Around the
theatre tiny light boxes show stills of Cuban
black-and-white movies. This multi-media
installation is extremely fragile which is a
problem for handling and transportation,
but also its display is complicated as visi-
tors should be allowed to come close to the
model in order to discern the titles. This,
of course, has a high risk of damages. This
work started as a ‘theatrical’ context-related
work but has now turned into a well-protect-
ed museum object. For the artist who was
involved and who supported the conserva-
tion process, this is a contradiction in some
sort of way.

An extra-large installation is ‘Doppelgarage’
(2002) by Thomas Hirschhorn consisting of 2
units and covering 120 square metres in to-
tal. The work was the artist’s response to the
events of 9/11, 2001. The installation includes

[2] Cornelia Weyer: ‘Restoration
Theory Applied to Installation
Art’, VDR Bulletin, German
Restorers Association, 2/2006.
Também publicado em
www.inside-installations.org

[2] Cornelia Weyer: ‘Restoration
Theory Applied to Installation
Art’, VDR Bulletin, German
Restorers Association, 2/2006.
Also published at
www.inside-installations.org
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reinstalacoes deverao condizer com a pre-
sente. Foi, igualmente, realizado um estudo
partindo de documentos e de medidas de
espaco numa abordagem conjunta de la-
ser scanning, fotogrametria e taquimetria.
Estas técnicas provém de levantamentos
geodésicos e de arquitectura, facilmente
usados em instalacdes. Houve ainda que
encontrar a melhor solucao para o armaze-
namento pratico da fita adesiva, bem como
a sua conservacao eficaz.

“Voorstelling/ Performance”(1997) é, a um
tempo, uma instalacao e um espectaculo,
da autoria de Suchan Kinoshita. O traba-
lho é constituido por 2 quartos separados
por uma janela no meio. A janela serve de
palco para o “actor”, seja um funcionario
do museu ou um estudante devidamente
instruido para essa funcdo. Os visitantes
sentam-se num banco de madeira e as-
sim assistem ao programa. O outro quarto
funciona como espaco de arrumos para
os aderecos do espectaculo. Preservar os
objectos foi facil, preservar o espectaculo
foi um verdadeiro problema. Seria possivel
recria-lo dia apds dia? Para a instalacao,
o artista em articulacao com os investiga-
dores criou um jogo de cartas que permite
uma variedade de intervencdes dos “acto-
res”, abrindo portas a imponderabilidade.
Tanto o jogo como as suas regras foram
cuidadosamente registados e documenta-
dos, permitindo, desse modo, uma recria-
cdo em consonancia com os propdsitos do
artista.

“Intermindvel” (2005), (“Infinite” em in-
glés), de Artur Barrio, € um didlogo ima-
ginario com Joseph Beuys e comentarios a
sua obra, num “cenério” muito particular
de materiais efémeros: café, pao, papel.
Tirados alguns pedacos de reboco da pare-
de, foram ai escritos textos em toda a sua
extensao. Este trabalho multi-sensorial
desperta nao sé o olfacto como também
o tacto e a visdo. Dada a extrema efeme-
ridade dos materiais, a instalacdo ja nao
existe, restando, porém, uma exaustiva
documentacao, parte sendo registos das
camaras de vigilancia ligadas durante a
exposicdo. Os registos incluem o publico
e mostram-nos as diversas reaccoes ao
trabalho e alguns momentos do artista
em laboracao. Acresce que foi produzida
documentacao sobre os ingredientes de
producao, bem como uma entrevista ao
artista. No futuro sera possivel recriar no-
vas versdes da obra, com a concordancia

a cardboard wall covering, neon lights, nu-
merous large-scale objects, lots of adhesive-
tape, which is a non-sustainable material,
and several everyday items such as tools and
books. After consultation with the artist, it
was decided to freeze this site-specific work.
Future re-installations should match the
present display. A special study was carried
out into documentation and measurements
of the space in a combined approach of laser
scanning, photogrammetry and tachymetry.
These techniques originate from geodic sur-
veys and architecture and can successfully
be applied to installation art. Other concerns
in this case study were to find manageable
storage solutions and a conservation strat-
egy for the adhesive tape.

An installation including a performance is
Suchan Kinoshita’s 'Voorstelling/Perform-
ance’ (1997). The work consists of two sepa-
rate rooms with a window in between. The
window serves as a stage for the performer,
who can be a regular museum guide or a
student who is trained for this task. Visitors
can sit on a wooden bench and watch the
programme. The other room is the storage
for the props needed for the performance.
Apart from conservation of everyday objects,
the main problem was how to preserve the
performance. Could it be re-enacted time
and again? For this installation the artist
together with the case researchers devel-
oped a card game which offers variations to
the performers and introduces an element
of unpredictability. The game and the rules
have been carefully documented and the
work can now be re-enacted in concordance
with the artist’s intent.

‘Interninavel’ (2005) (‘infinite” in English) by
Artur Barrio is an imaginary dialogue with
Joseph Beuys and comments on his works
with an exquisite collection of ephemeral
materials such as coffee, loaves of bread, pa-
per. Pieces of plaster across the walls have
been knocked out and texts are written all
over it. This work is multi-sensorial and af-
fects smell and touch as much as vision. As
a consequence of the extreme ephemerity of
the materials, the installation does not exist
anymore. What does exist, however, is an ex-
tensive documentation partly made with sur-
veillance camera’s during the exhibition pe-
riod. Recordings include the public and show
how visitors responded to the work, and
also give a good impression of the artist at
work. Next to that, extensive documentation
has been created of all ingredients and their



do artista e ainformacao recolhida e regis-
tada, sendo que os esquemas conceptuais
e 0s cenarios sdo exequiveis.

0O ultimo caso a que aludirei é o de um tra-
balho especialmente criado para o Museum
Boijmans Van Beuningen, em Roterdao, in-
titulado “"Notion-Motion” (2005), de Olafur
Eliasson. Este trabalho exigiu a reconstru-
cao de todo um piso do museu; é uma obra
interactiva na qual a movimentacao do pu-
blico é transformada em vibracdes de agua
e projeccoes de luz. No seu formato origi-
nal a instalacao nao tinha a capacidade de
ser mantida, uma vez que a armazenagem
dos materiais nao é factivel. Apesar da in-
tencao primeira do artista ser a de criar um
trabalho de localizacdo especifica, imp0s-
se uma mudanca devido a aspectos prati-
cos que o proprio artista admitiu. De mo-
mento estao decorrer negociacoes visando
um ajustamento do trabalho a situacoes
diversas que lhe permitam tornar-se uma
instalacao variavel.

DOCUMENTACAO

Os escassos exemplos que pude apresentar
em tao curto espaco de tempo ofereceram
a possibilidade de enunciar e esclarecer as
complexidades de conservacao e apresen-
tacao de instalacdes: a obsolescéncia da
tecnologia e a utilizacdo de materiais efé-
meros, manuseamento, armazenagem e
reinstalacao sao problemas extremamen-
te complexos das instalacoes, bem como
a proximidade do publico e a vulnerabili-
dade das préprias instalacées. Algumas
solucoes surgiram do aperfeicoamento de
métodos de conservacdo e das linhas de
orientacao registadas, entao, em texto ou
filme. Em alguns casos ainda decorrem
conversacdes sobre estas matérias ou nao
houve mesmo oportunidade de levar a cabo
0s projectos.

Outros registos mereceram atencao mais
cuidada; assim, os procedimentos no res-
peitante a som, movimento, luz e espaco po-
derao ser consultados no respectivo website.

E de referir que os procedimentos arquivis-
ticos sdo da maior importancia para uma
conservacao eficaz e correcta, em especial
nos casos que envolvem materiais hete-
rogéneos, tais como: textos, filmes, ima-
gens, etc. O sistema de informacao usado
em museus nao tem capacidade para uma
pratica arquivistica exigida para determina-
das obras e/ou accdes. Um grupo alemao

product information, and an interview with
the artist was conducted. As a result, in the
future, several variations can be made which
the artist approves of and which not neces-
sarily have to be carried out in his presence.
Scenarios and a conceptual scheme will help
to re-install the work at future occasions.

My last example is a site-specific work espe-
cially created for Museum Boijmans Van Be-
uningen in Rotterdam, Notion-Motion (2005)
by Olafur Eliasson. For this work almost a
full storey of the museum was rebuilt by a
contractor in collaboration with the museum
staff. It is an interactive work in which move-
ments created by the public are transformed
into vibrations of water and light projections.
In its original form the installation could
never been kept as storages of the materials
is not feasible. And despite Eliasson’s origi-
nal intention of creating a site-specific work,
this may change due to practical matters
even acknowledged by the artist himself.
Currently there are negotiations going on to
adjust the work to different situations and to
make it into a variable installation.

DOCUMENTATION

The few examples | could present in this
short time have hopefully shed light on the
complexities of preserving and presenting
installation art: the obsolescence of tech-
nology and the use of ephemeral or low-
grade materials, handling, storage and re-
installation problems of extremely large and
complex installations, or the proximity of the
public in extremely vulnerable installations.
Sometimes solutions were found by develop-
ing methods for conservation and guidelines
for re-installation were drafted by means
of written text or filmed recordings. Some-
times the opposite of a freeze-strategy was
followed and scenarios for re-enactment of
performances installations were developed.
In some cases negotiations are still going on
and many or even most case studies were
not completed at the end of the project.

Especially different aspects of documenta-
tion got extra attention and guidelines for
documenting sound, movement, light and
space can be downloaded from the project’s
website.

For the preservation of installation another
aspect of documentation needs to be ad-
dressed, which is the archiving procedures
for an abundance of information. Docu-
mentation is essential to contemporary art
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desenvolveu, no @mbito de Inside Installa-
tions, um modelo de documentacao, da
maior utilidade e com caracter seminal: O
“Museum Information System”, o qual per-
mite armazenar informacao que acompa-
nha cronologicamente o trabalho de cria-
cdo, inclui os relatérios de conservacao,
o historial das exposicoes e registos das
reinstalacoes, a informacao disponibilizada
pelo artista, as entrevistas, dados histori-
cos e registo das pessoas envolvidas no tra-
balho. No website é possivel explorar esta e
outras abordagens, com todas as valéncias
e acessibilidade.

Finalmente, gostaria de sugerir uma visita
ao site www.inside-installations.org, para
que possam comparar as referidas estra-
tégias de arquivo. Na seccao de Investiga-
cdo, do site, estao disponiveis mais linhas
de orientacdo. Os seminarios, workshops e
uma brochura com resumos estao, igual-
mente, acessiveis, sdo gratuitos e basta en-
comendar, via electronica, para INCCA.

TROCA DE FUNCOES

Para dizer algumas palavras sobre a avalia-
cao do projecto: durante um workshop rea-
lizado na Tate Modern, mereceu particular
atencao o papel do conservador-restaura-
dor. Vejamos, o papel do conservador esta
em vias de mudanca, uma vez que muitas
das obras exigem novas competéncias e
saberes; a titulo de exemplo, refira-se a ca-
pacidade de didlogo com o artista, o curador
e/ou técnico, de forma a, juntos, obterem
uma complexa compilacao de documentos
fundamentais, bem como a capacidade de
gestao de projectos. Acima de tudo, aos
investigadores em conservacao neste pro-
jecto foi exigido que possuissem valéncias
interdisciplinares e que articulassem com
os diversos profissionais envolvidos. Outra
observacao importante relaciona-se com
os modelos de decisao nos museus, que
ainda nao sao transparentes e ainda nao se
tornaram em modelos bem formulados ou
em estratégias globais.

Dito isto, as conclusdes gerais do projec-
to sao as seguintes: esta diversidade de
estudos de caso facilitou-nos uma anali-
se mais profunda das questdoes inerentes
a arte contemporanea, especialmente as
das instalacoes, nomeadamente a docu-
mentacao e participacao do artista. Foram
desenvolvidas muitas linhas de orientacao
que estao agora disponiveis. Trabalhar em
concerto, com equipas interdisciplinares,

conservation and consists of highly hetero-
geneous materials, such as text, films, im-
ages, etcetera. Standard museum informa-
tion systems are not fit for archiving nor for
information retrieval. A group of German
partners developed the Inside Installations
Documentation Model which is a useful
structure for organising documentation and
which in future will probably be further de-
veloped into an actual module of one of the
standards, The Museum Information Sys-
tem. The model would allow you to store in-
formation according to the chronological live
of an artwork and to include conservation
reports, exhibition histories or recordings
of re-installation moments, artist informa-
tion, interviews, historical information and
a registry of persons involved with the work.
Another feature is assorting documentation
linked to different parts of a composite work
of art. At the website this approach as well
as two other approaches can be explored, all
with their own merits and utilization.

Finally, | would recommend you to visit the
website www.inside-installations.org and
compare these various archiving strate-
gies. Many more guidelines are provided
in the Research section of the website. An
advanced content management system al-
lowed participants to upload their own docu-
ments. The seminars and workshops, six in
total, have also been recorded and dissemi-
nated, and a printed booklet providing sum-
maries of the project’s activities can be ob-
tained for free by sending an email to INCCA.

CHANGING ROLES

To devote a few words to the evaluation of the
project: During a special workshop held in
Tate Modern one particular issue was high-
lighted, namely the role of the conservator.
In many cases the conservator's material
expertise may no longer be the most impor-
tant. In short, the role of the conservator is
changing because for these works complete-
ly different skills may be required: conserva-
tors should be able to communicate with the
artist and/or the curator and/or technicians!;
they should compile complex documentation
files and act as project manager. On top of
that, conservation researchers in this project
had to act in different and interdisciplinary
ways with colleagues from different profes-
sions. Another observation was that deci-
sion-making procedures in the museum are
still not very transparent and have not crys-
tallized into useable and well-formulated
models or overall strategies as yet.



em intercdmbio de saberes foi indispen-
savel. A troca de conhecimentos durante
os seminarios e workshops foi geralmente
considerada como uma forma prolifica de
colaboracao internacional.

NOVAS ESTRATEGIAS

PARA A CONSERVACAO

Antes de finalizar, gostaria de estabelecer
aqui uma ponte entre “Inside Installations”
e um outro projecto de investigacao em que
a preservacdo de objectos “etnograficos”
também desempenha um papel. Sera maté-
ria de pesquisa para a minha tese de dou-
toramento estabelecer um paralelo entre
estes dois campos.

O programa “New Strategies in Conserva-
tion” foi submetido a apreciacdo do Nether-
lands Organisation for Scientific Research
e aguardamos uma decisdo até Dezembro;
se for aceite, sera lancado no inicio de 2009.
Os meus colegas ljsbrand Hummelen, Vivian
van Saaze e alguns supervisores das univer-
sidades de Amesterdao e Maastrich consti-
tuem a equipa de trabalho.

O objectivo principal do programa assen-
ta no desenvolvimento de um corpus teé-
rico para a conservacao de arte contem-
pordnea, apoiado em estudos de caso de
projectos ja realizados e de outros a con-
cretizar. O motivo que nos impele é saber-
mos que as abordagens em conservacao,
enraizadas em paradigmas cientificos,
sdo problematicas quando se trata de arte
contempordnea e das questdes que nos
impde. As complexidades, alids referidas
na conferéncia, sdo muitas e evidentes
(a escolha idiossincratica de materiais, o
proposito do artista, a influéncia de tempo
e de espaco, a longevidade da obra de arte,
a autenticidade de materiais e de concei-
tos, o contexto, etc). A arte contemporénea
pde em causa a ‘estratégia de paralisa-
cao” tradicional e desafia os conservado-
res/restauradores a reformular as no¢oes
de variabilidade e mudanca.

Para assegurar um corpus tedrico que
sustente os processos de decisao, a nos-
sa abordagem tem assimilado metodolo-
gias das ciéncias sociais, em particular
nos métodos de investigacdo qualitativos.
Assim, os casos vertentes apoiam-se em
trabalho de campo tal como na investiga-
cdo etnografica. We will not only look at
the objects, their processes of decay and
change, the ‘behaviour’ of materials and

Having said that, general conclusions of the
project are that this wealth of case studies
has provided profound insight into the prob-
lems of contemporary art, especially instal-
lations, and that in certain areas - such as
documentation and artist's participation
- many useful guidelines have been devel-
oped and are available to the field. Working
together in interdisciplinary teams proved
to be indispensable and the exchange of
knowledge during seminars and workshops
was generally considered an extremely pro-
lific way of international collaboration.

NEW STRATEGIES

IN CONSERVATION

Reaching the end of my talk, | would like to
make a small bridge between the complet-
ed Inside Installations project and another
research activity in which the preserva-
tion of ‘ethnographic’ objects also will play
a part. | hope this switch will not be too
abrupt. For me, this new project includes
that | will carry out a PhD research in
which | will address a comparison between
the two domains. First, | would like to give
you some general information. The pro-
gramme ‘New Strategies in Conservation’
has been submitted to the Netherlands
Organisation for Scientific Research; the
results are expected at the end of Decem-
ber and, if accepted, the programme will
start in 2009. My colleagues at ICN, IJs-
brand Hummelen and Vivian van Saaze are
involved, as well as supervisors from the
universities of Amsterdam and Maastricht.
In total our group consists of 6 researchers
and an equal number of individual projects
will be carried out.

The main purpose of the programme is to
develop a theoretical framework for the con-
servation of contemporary art based on the
case studies and projects carried out so far,
as well as on the case studies to be carried
out during this new programme. The frame-
work will be developed step-by-step and will
be based on a wide range of case studies.

The reason for this, first of all, is that pre-
vailing approaches in conservation, which
are deeply rooted in the scientific paradigm
of conservation and carry an emphasis on
natural sciences, are problematic for con-
temporary art conservation in which so
many different issues are at stake. We have
seen so many of those complexities during
the conference, such as the relationship be-
tween the artist’s idiosyncratic use of ma-
terials, artistic intent and the influence of

THE PARADIGM OF CONTEMPORARY ART AND ETHNOGRAPHIC OBJECTS
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conservation matters in a strict sense, but
also, perhaps even primarily, we will look
into the relationships between people and
the objects they create, produce, preserve,
restore, present, describe, document and
so on. Interviewing various stakeholders,
like conservators, artists, technicians, cu-
rators, artists’ assistants and so on, as
well as participatory observation, will be
part of this research methodology.

Nao nos concentraremos nos objectos, nos
seus processos de deterioracdo, no “com-
portamento” dos materiais e no processo de
conservacao num sentido estrito, mas so-
bretudo, nas relacoes entre as pessoas e os
objectos que criam, produzem, preservam,
restauram, apresentam, descrevem, docu-
mentam e etc. Entrevistaremos os varios
envolvidos, a saber: conservadores, artistas,
técnicos, curadores, assistentes de artistas,
entre outros. A observacdo participante sera
parte da nossa metodologia de investigacao.

PESQUISA ETNOGRAFICA

Os métodos de investigacdo qualitativa
nao sao geralmente tao usados no cam-
po da conservacao, mas mais na relacao
dos objectos etnograficos com outras
areas. H4, contudo, fortes elos entre arte
contemporéanea e a etnografia, na medida
em que as comunidades sao reconhecidas
como factores decisivos para a atribuicao
de um sentido a obras de arte. Ao usar a
designacdo “comunidade”, nesta acep-
cao, refiro-me a comunidades nativas que
criam e usam objectos ligados a rituais e a
manifestacdes culturais, mas também ao
publico que frui uma obra de arte contem-
poranea e, mesmo, a comunidade de ar-
tistas, de que serdo exemplos: um estldio
no qual artistas e seus assistentes traba-
lham em articulacdao e a comunidade de
conservadores. Para todos estes, a obra
de arte tem valores diversos e significa-
dos diversos. Propomo-nos analisar estas
redes em que o significado se constitui
como meio de entendimento que influen-
cia a biografia ou o ciclo de vida de uma
obra, bem como os processos de decisao
que subjazem as intervencdes de conser-
vacao e apresentacao.

COMPARACAO ENTRE

ARTE CONTEMPORANEA

E ARTE ETNOGRAFICA

Estou particularmente interessada nas
transformacoes que se verificam ao in-
tegrar as obras em novos contextos, em

time and space, longevity of the work of art
in contrast to the use of ephemeral materi-
als, risks versus accessibility to the works
of art, material authenticity and conceptual
authenticity, site-specificity and change of
context. Contemporary art has put the tra-
ditional ‘freeze’ strategy into question and
challenges conservators to rethink the no-
tions of variability and change.

In order to develop a theoretical framework
which in the future may be supportive to
decision-making processes, our approach
will make use of methods developed in the
social sciences, especially qualitative re-
search methods. This means that our case
studies will largely consist of field work as
it is known from ethnographical research.
We will not only look at the objects, their
processes of decay and change, the ‘behav-
iour” of materials and conservation matters
in a strict sense, but also, perhaps even
primarily, we will look into the relation-
ships between people and the objects they
create, produce, preserve, restore, present,
describe, document and so on. Interview-
ing various stakeholders, like conservators,
artists, technicians, curators, artists’ as-
sistants and so on, as well as participatory
observation, will be part of this research
methodology.

ETHNOGRAPHIC RESEARCH

Qualitative research methods are not so
commonly applied in the world of conserva-
tion but more in relation to ethnographical
objects than in other areas. And there is a
strong linkage between contemporary art
and ethnography in that communities are
recognized as decisive factors in attribut-
ing meaning to works of art. When using
the word ‘community’ here | am thinking of
native communities which create and use
objects in relation to rituals and their na-
tive culture. But also of a local community,
the public, who experiences a work of con-
temporary art, or the artist community, for
example an artist studio in which several
assistants collaborate with the artist, or the
conservation community, and so on. To all
of those communities the work of art repre-
sents different values, and different mean-
ings are attributed to it. It is our purpose to
analyse these networks in which meaning is
being constituted in order to better under-
stand the mechanisms that influence the bi-
ography or lifecycle of a work of art and the
decision-making processes that underlie its
conservation treatments and presentations.



especial quando esse processo implica
a alienacao de um contexto original em
obras site-specific. Quando uma obra é
adquirida por um museu, passa a integrar
uma coleccao e assim se inicia o0 seu regi-
me de conservacao e apresentacao. O que
muda, entao? Quem decide o que (e como)
serd preservado? O que serd apresentado
ao publico e porqué? Qual é, na realidade,
a identidade de uma obra de localizacao
especifica quando em contexto de mu-
seu? A resposta a estas perguntas passa
por estabelecer a distincao entre arte con-
temporanea e arte etnografica, sendo que
existem diferencas e semelhancas, tangi-
veis e intangiveis, entre ambas.

Como o projecto se encontra em fase ini-
cial, s6 poderei referir-me a dois casos que
pretendo analisar. Ambos sao trabalhos de
arquitectura com “funcdo” e significado
social, tanto para as comunidades de ori-
gem como para o publico, tendo ambos em
comum o facto de se localizarem num es-
paco publico. Ambos foram adquiridos por
um museu e estao a ser preparados para
exposicdo permanente. Um, “Die Toilet-
te”, de Ilya Kabakov, foi feita para a Docu-
menta IX, dirigida por Jan Hoet, em 1992,
e encontra-se, de momento, no Stedelijk
Museum voor Actuelle Kunst, em Ghent. A
obra tem referéncias sdcio-culturais a ex-
Unido Soviética e é uma evocacao paradig-
matica do significado social dos espacos
publicos combinados com aparéncia esté-
tica da pintura. Tanto na versao de exterior
como na de interior, havera questdes de
conservacao que irao afectar o significado
da obra em varios planos.

A outra é uma Trobriand Yam House, da
Nova Guiné, que foi comprada pelo We-
reldmuseum de Roterd3do., em 1960. O
restauro desta obra estd em execucdo e
a questao que levanta é a seguinte: Sera
que este trabalho foi feito para durar tanto
tempo e quais as consequéncias advenien-
tes desta longevidade? O povo Trobriand
terd construido esta casa “Yam” h& mui-
tos anos; quais serao os aspectos a terem
conta no restauro, ao ter de se substituir
elementos originais e reinstalar para ex-
posicao no futuro?

Concluindo: Hé& ainda muitas questdes
sem resposta, tanto quanto a conservacao
de arte contempordnea como aos objectos
etnograficos. Ao elaborar uma introducao
aos projectos e ao recolher a respectiva

COMPARISON BETWEEN
CONTEMPORARY

AND ETHNOGRAPHIC ART

My personal interest is with the transfor-
mations which occur when works are re-
located from one context to another, espe-
cially when this relocation implies an alien-
ation of an original context for site-specific
works of art. From the moment a work is
being acquired by a museum it becomes
part of a collection and the museum regime
of conservation and presentation starts.
For site-specific works this may imply a
dramatic change which has far reaching
consequences for the meaning of the work.
What happens to a site-specific work once
it has been acquired for a museum collec-
tion, what has changed? Who will decide
what will be preserved, and how, during
this process and later on, when the work is
relocated again to different contexts? What
will be presented and why? What, in fact, is
the identity of a site-specific work in a mu-
seum context? | think that in order to ad-
dress these questions it will be helpful to
make a comparison between contemporary
and ethnographic art, as there are not only
differences but also similarities, both tan-
gible and intangible, between both classes
of works.

As the project is just starting | can only
show you two examples of the case studies
| am intending to look into. Both are archi-
tectural works which have a social meaning
and ‘use’ for their original communities or
public, and which are explicitly connected to
an outdoor public location. Both works have
been acquired for a museum collection and
are now in the process of being permanent-
ly displayed. One is: ‘Die Toilette’ by lIlya
Kabakov made for Documenta IX, directed
by Jan Hoet in 1992, and which is now in the
collection of Stedelijk Museum voor Actuele
Kunst in Ghent. The work has socio-cultur-
al references to the former Soviet-Union
and is exemplary for Kabakov’'s evocation of
social meaning in public spaces combined
with an aesthetic painterly appearance.
Both in the case of an outdoor and an in-
door presentation, conservation questions
will arise that will affect the meaning of this
work in several ways.

The other example is a Trobriand Yam
House originating from New Guinea and ac-
quired by the Wereldmuseum in Rotterdam
in the 1960s. The restoration of this work is
now being prepared and one of the ques-

THE PARADIGM OF CONTEMPORARY ART AND ETHNOGRAPHIC OBJECTS
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informacao de apoio, tentei elucidar al-
guns aspectos referentes a pesquisa, nos
Paises Baixos e, em particular, contribuir
para uma melhor colaboracao com projec-
tos internacionais, num mais facilitado en-
tendimento dos motivos e das praticas em
vigor neste campo.

Muito obrigadal!

AGRADECIMENTOS

tions here is: Was this work meant to last
so long and what are the consequences of
the fact that it has reached its present state
of longevity? The Trobriand people would
probably have rebuilt their yam house many
years ago. What are the considerations for
the restoration, replacement of original
parts and its re-installation in a permanent
display in the future?

To conclude, there are still many unan-
swered questions concerning both the con-
servation of contemporary art as well as
ethnographic assets. With an introduction
to the projects and some background infor-
mation on the case studies, | have tried to
elucidate how we hope our research in the
Netherlands and especially the internation-
al collaboration projects will contribute to
a better understanding of the motives and
practices going on in our field.

Thank you for listening!

Co-organizadores e parceirod de “Inside Installations”. Preservation and Presentation of Installation Art”

(ver em: www.inside-installations.org )

Estudo de caso: “Revolution. A monument for television revolution”: Simone Vermaat (ICN), Gaby Wijers
(NIM/Montevideo), Ramon Coelho (NIM/Montevideo), Agnes Broherhof JICN), Tjebbe van Tijen (artista)

Estudo de caso: Ilya Kabakov, “The Toillete”: Marielle Kloosterman (estudante)

Estudo de caso: “Trobriand Yam House": Desirée Wisse (estudante/curadora)
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