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This is a script for the oral prese
! I nta
‘My Nam June” at t'he National Museum
Contemporary Art in Gwacheon, Novem, g;’\’;gdern ang
718, 2020

tion at the s

Dear Nam June
This is a letter from the past to i
| youin
paradoxical but I'm writing this scﬁptt:?efxmre' This
R;(te’sentahon at The National Museum of M(‘)’;ee S aheaq of rt: .
ranr\ar]qcheon, Seoul. We are celebrating them and Contep,
your birth in your absence, as you regrettap e 90th anniye Po
ago. “The future is now.” v passed away ;:a
Yearg
Someone recently told me, “you nej
! 't s You neither teac|
3: rr:;e('i:z aanzmglre. In museums, they are pas:én ,?;‘feSearch this
sune, | was first eft speechless; | then wanted to eedless tosgy I
dis g‘dat. b at did they mean with that these mShput out: ¢ smv)nam
they "dated” o are they perhaps "Kaput or maype e PLSS67A.
A ? e state of being outworn i €ven “obsojoen
anegative value, but rather evidence of a r?cr;: o ater re°°""3de'e
technology, views, knowled history or changinémn

leasti X e, attitudes and fashi
ef?:étlg ;‘;v oreative firstly, these media were implserr?ns' And this at
eative practice reflecting the Zeitgeist ::;i?,ln works as
€ state of art

of their time; secondly, from your medi
" ) 1 dia, de i

:;\?ft per:t::‘l)ﬁsa (r)lf cl?llectln_g, arcl_ﬁving, consearrlizzgn‘:;e o rea.d how
more open ethi: ject-orientation of a traditional cons‘;"ege'mng have
P nstand practice of care, which, more rec::v E:lhon o
oce et aot only awork and its effects but also anrc‘l yt,)have
Yose people give raise to it and who have maintai o

g with their tacit and explicit knowledge ineditovertime,

Your media have thou: . .

of video, the monumes?atlrtr;:;::;";?ﬂg- The vibrant, flickering power

the stoic tranquility of electronic IineytllwJr O hoste ray ube video wal,

activation, the joy of archival  the participatory dynamics of
..Nam June, | beii ival serendipity and randomness of editions,
very foundaiion : :: that your works, and your concepts, lie at the '
inand outside foth e contemporary concerns with electronic media
been privile : e collecting institutions, and those who have
other electrgiicto explore them, learned a great deal about how
technological Obmeldra behave—alter, succumb to wear and tear and
and originality solescence, how they deal with issue of authenticity
paradigm of rzo_Pemnef\t to museums modeled on the Westemn
Paik, al thoug’; h r‘:'OUS, unique objects conveying authorial gestures.
world of your m g,_ver met you, you graciously guided me through the
before going ane fla, which | desperately wished to comprehend. So
inmy life. brin y further, let me acknowledge here the role you play
friends a;1d co?lmg about, even if unknowingly, my meetings with your
their ateliers. | Zborators, whom I interviewed and came to knowin
Spirit. inspi , 1abs, workshops, and homes on three continents. Your

s inspiration, and stamina, which seemed always present n e

relationshi
the artist, ips, strengthened my sense that in them encountered yots

The .
structure of my intervention is based on several quotations of your

YMposiyy, 5

r the vast flows

work fo
provide 3 n " fraome d have cultivatetiy over
wi ne «paik’ ja.” Your
words 04 je which | havri on the themes of Palkls r't}zilof the
of kn® years WO ! m 1989, NowW in the collec o to argue
“‘e&?ﬁaed e C?w gilalsi' Karsruhe, Germanys will help m
mu for Art Me
KM center
oy oINS
FiI'St quotaﬁon 5 eed to worry at all. ... It
i ork, you don't it . iror
¢ the eternity Of MY ¢ t. You simply repair O
fol Vermeer or Rembrand T aper than [a

will last longér than
replace the picturé
restorer].

tube when it gets old, which is

i i words entailedina
favorite quotations of your
ritr:f !‘:)Sg;; c;)ef wxde written on Septemst;éesr)2g,1 _19;7‘ cggfs \glrl::ra‘ ::,afst :e
: ij 963-1 is
i Stedelijk Museum 1 , : t

dlrﬁ:gr:;:\?;ndlor ttlxe repair of a picture tube , along with the w?alver
Lef‘:estoration causes headaches to many stewards of contemporary
collections, and this for several reasons.

let me first bring up the example of
in one of the most important events
as a conservator at ZKM. Here is
Canopus created in 1989. Named for the brightest star in the southem
constellation of Carina and Argo Navis and the second-brightest star
in the nighttime sky (the brightest is Sirius), Canopus is one of a series
of your works representing celestial bodies. It consists of six small-
format (eight-inch) Sony monitors playing a one-channel video; they
are arranged symmetrically around a chromed Oldsmobile hubcap
from the 1970s, inscribed with Korean calligraphy and endowed with
\g:;\::ngnature. OK, so you might ask at this point, what happened to
pus.

But before I'll go any deeper,
Canopus, which participated
in my early career, which | spent

On one of the cold mornings in December 2008, | received an
llflr;):)‘ljg(r:rt\?i *?:to(r:\:ncjll frzm a colleague in the technical department.
damaged. That pus ad fallen from the wall and was heavily
ot featu;' - thmomlmlg_at 5:10 the night guard at an external gallery
hi bean man edexhlbmon of your works from the ZKM collection
Your wark bym ef by aloud crash. When he investigated, he found
olass, the oy ngzinace down on the floor, surrounded by scattered
oloctiic cappmt um frame that held the monitors exposed, and loose
conservagion 4 anging from the wall. When my colleagues, from th
epartment and | examined the scene and tume(rjn youer

nstallation face u
P, We no i
every vacuum tube of the :iad ahode oy e (GRT) momores

gﬁl(c;ged,(i:z plastic case s
an
Z’:!fely stored?::rmed. Although the video data for the work were
oo Slore ! pact flash medi
lamentable picture, e remained stable, your Cai‘:;zs;agg;::g d
of the mag e -1 amage to it, though one.
orthen ure. The d ¢ 3 gh unfortunate, led t
nstim: g discussions that | icipated ininan
al context. But let me pick out juhsit,\;efz\?vrzgg)eatte v I? )
cts of it.




Asitis evident from the image
repair or a replacement of ﬂ?e fr,ugz;:gcan()pus "®quired g
as you, dear Paik, have proposed me;Sn'sT '(() ' hair a Pic ty
,'t(\lllﬂgfjeigﬁ\ gv:nlable to pe_rform a reCOveryoo'Pi?ke th Meang an,
scarcegin ! hIS nowledge is still available, it s j razctronic :
X at the expert technicians why Increasingly geg:
cathode ray tube monitor are becomi e able to fix dofo
unless instigated by archival or mUrS‘::I'gn?I:Id?;(and the n woan
n . . O
'ne;ests;:‘); to perform repairs to preserve the te’(';:;"‘?ly T
y re as head of conservation at th oeal knowle
N.Iedla,_a specialized technician was hired A Center for Ag‘ge.
laum to judge whether a picture tube is wortv:\hose kn?‘”ledge en
nother one should replace it y 2 repair, or e
technological and nioal e o o vation of k g o
pachnolo ?n O?eezn technical Ifnow-how is at least as?OWIedge' of the
preivglivg wor:?g;tant attimes—as s the mainten:;::portam‘if
2 1y Fnongork a conservator-repairer of 3 picm,.:e of p!\ysicai
oy kmowle gn, atught inthe conservation programg, zl)!be, isnot,
measures onymult?x en_1a! expert|§ e onducting cons.e ﬁe{], "
Hleatures on mu ?edla_ installations (the New York-basn:,atlon
e ronios run Yy CT Lui belqg an example). The seconde o
e vt o at picture tube is mf:reasingly more p"Oblen:e?'sq"
e replacen n ﬁarts are bef:omlng difficult to obtain, Whiel‘e'ft:s that
Secondha thennwwai; fhtes\t/lg pr:wdes pieces of dated equi.pment, it?night
ry near future. So, as you see, the application

of your proposal seems less strai
. i O
in the Mmoment f v o oSS ght forward as it might have seemed

And how about your pro| i
This really is my);avor?ite ?::i?:darsegl\ellec:trf m'Of the picture tube?
conservation. Indeed, t i e mrer asophy of
, to replace a picture tube might for i

mean to source a secondhand imil i
mea and market for a similar (or “the same”)
: hevn1ce and pen:form the replacement. Stoke-piling technology of
the 9605—90; IS a common strategy practiced by museums around

e world. Given that most of the production of high-end CRTs had
ceased around 2010, the replacement strategy is finite, despite the
fact that new approaches to reengineering of these media are arising.
_So, .here is what was decided in relation to your Canopus: To present
it with replaced picture tubes, framed in restored frames, the video
program played back from flesh media player (which remained intact),
and.WIth a damaged, inscribed, hubcap. The proposal to emulate and
replicate the hubcap was refused.

However, dear Paik, what interest me more in the context of the
replacement is that it moves the discourse from the technicality
and technical operability of the work to the ethics and aesthetics of
contemporary conservation. What does it mean to replace a defect
piece of a multimedia installation with another device, whether “the
same” or simply “similar”? With the introduction of electronic media
such as video, computer-based works and installations tothe r_ealm
of the conservation objects, conservation developed @ SO}F’h'ft":at
vocabulary which allow us to determine between “emulation,
migration,” and “reinterpretation.” These terms, as you know, aré
not quite straightforward, though it might be said that emulation

. ation
: in digital conserva
] r medium (in igration

61 oxim d flgflz; gld:f m that 15 :fb?mde;i)c,i r|:r<‘eli“?1rt?erpretation
approX o 4 it to @ new platiornt, the work’s
emulators awork bY m(?vmfgrom the scratch to prgse';‘r’; crux, don't
presgrva IS re rlgma' rial Ant! hfre llesr" way from
ir?legiat erthan t 4 9 reinterpretation|'5 af(;‘;::?pues our deeply
e ea jon alre: . sai
e ide? el of the mstz;llattl‘; venerated authentic original

infac thing you strictly

initial 100 is, .,
the mglco ction that there But wasn'tit some

rootec . f argued for variabili_ty or
towhich W22\ e firs place? Haven t yc?ub ,ging and variability, as
opposed toin py saying that repetition is bo san’/ 2 ondition of an din
changeab"'?éqzence of intensity, is @ neces
adirect con

2 :
your work e notion of time. You said, “I

it concemns th )
- amtjtgr than the video artists who came from

pters ntoyour WUppEreL e g nor

painting-scu C must stress that this is neithe!

i tggngzﬁt.’" | could not agree more. | also ynde‘zlstand
doubt, time feels faster in new

e e in the strategies

ortantly, however, and as seenl es i
i conservation implicitly operates within the linear

sequential, chronological time that resultstin ttll;‘e

i i thod of its measurement—tne
erstanding of time merely asame ! s h

;‘ifr\r?e of clocks, machines, scientific apparatus, hlstopc phronologles,

industry, and labor. Implicitly, conservators adapt thln}(lng abogt ]

events that take place in the life of artworks as occurringon a timeline,

valuing them according to their precedence. This valuation is revealed
in the wish to access the point of creation, the author’s intention and
the sources of the original object. The conservation paradigms such
as the concepts of reversibility, the belief in an original/preferred
condition of an artwork and the notion of restoration rest on the
implied notion of measurable and linear time. Moreover, recent
museum-anthropological scholarship suggests that museums are
preocgupied with the sameness of the objects, which is only partially
:'tue, since the con;en_:ation actions have always oriented themselves
an original that lied in the artwork’s past.

paik, but there is MOl

] d time be !
think | understan N nd in relatio

technologies. In
mentioned earlier,
notion of time—the

But, you know, dear Nam June, “sameness” and “di

; r . fference” are
*_;_E;ﬂé’ ézr;\plii( notions. Let's take the ship of Theseus as an example:
Thosoe s rl‘ae lr:ystc;‘ptl\er_Plutarch_ in his Vita Thesei, 22-23, introduces
Athore, "’rhe . ological demigod and hero, and a leader in classical
was Kapt intactrf) on which Theseus battelled became a memorial and
has boon recs or some hur)dreds of years: But because the shi

ored multiple times—the old planks having been tallfen

away as they

ship, accorgi :ge:::ﬁdtand rviplaced by new and stronger timber—th

ahilosophers, fortheul :s;i(z: a,| became a standing example among th:

hilo N .

: ?'i?ev:‘:t the ship repecy gcli]?r?:(s): of things that grow; one side
not the sam,

Paradox ahgoy dont

debateq e tthe ident;

eXperiencin

X 2 me, and the other contendin
it\(/Pcl)‘fjt)al;ihyt Vita Thesei 23”) Plutarch posgs a
A lects experiencing change that is still
g change becomporary on_tology. When does an obje f I
€ something else, and whenis it stlillc




the same object? How much can an object chan

identity? How much change would transform it ir?ti and st retain 82

Let’s returmn to your Cano, in: someth;,,g
et's y pUS again: The monitors p,
with six look-alikes to be played back from a flecp, - V¢ Peen
had been installed prior to the incident. Accon Te0ia player (0%
authenticity (t_he empirical facts related to th 'NG to the :
this Canopus isn’t identic with its pfe-incidenet ongins of an amna"u
Would you agree? Yet according to the perfo Manifestatig, )
and its accompanying expressive authenﬁcig??’tlye Paradigm,
its “fartt.rfulness to the performer’s own self» ¥ :lts INterpretatiq,
instructions), the post-2008 Canopus is stil| id(e) OWing a set of
!nmden? rpAanrfestaton. However, any attempt t ntic with jts
impossibility of a repair, the hubcap with reéJ O replace, dye tq
was rejected as an attempt to falsify the wc,anStm“j'ed inscrj Ny
both the muse_ums and conservation Operate w i
notion of nominal, material authenticity when it "thin the traditiona)
sculptural, autqgraphic elements of a multimed'c mes to the
fo"ov»{ expressive authenticity in case of electro':' Works: Butth
igtti :lsplay_dewces).'The changeability of 3 workl (i:sr?hed'a (play back
nly on its operational, material level, but a s Cisplayed
work’s conceptualization. Paik, if you knéw tho on the level of
your works, and with your words! at we went into with

s

If thus a work is a “changing same”
Baraka/Schneider, then we need i;l conservati

s on, to di
g:‘c: ::g Lc::da::;rtgm the atta_chment to the linear przg::zsr?g: zf
man}festations o ;'\d u\;«orks In a nexus of relations, as a swarm of
Do hions with out any prevalence of their earlier or later versions.
the n’ ! at to care for an artwork like yours is to engage with
documents’, a?ldogg\g?ﬁiz hrzsp:)cilsmce I(which vt ot
“contains” all manifestations of a work Stisom vlrtua! otsen
archive that }he activation of an anwor{(':a'i: :lt::ebgzg tc‘of :lt]\c:h
every following work’s activation contributes. ' '

to adapt the notion from

Soydear Pak 1 hope you agreethat, when “thepicturetboges
“cheaper than [a rest 'mDLY repair or replace it, nor is this process
and without £ re orer]. Ever_r if this would be possible— quickly
idealistic deqhmcal comp!lcatlons (which is, as | indicated, an
one med'an d_lfﬁcun to ach!eve aim)—we cannot simply replace_
- ium with another without having a more serious discussion
out v{hat does such replacement mean. We need to ask, “What
exactly is the work, how and when is it?,” thereby leaving behind the
exclusive focus on the care for the purely physical. But there is more:
We need to think conservation as an intellectual endeavor, one that
not only critically contends with the notion of what the work is, but
also generates knowledge which allows us to better understand what
needs to be kept and cared for. Only so does conservation emerge a5
an epistemic practice, rather than remining a set of actions reacting
to a given status quo. Beyond its pure operability and technical
application, and leaving behind the limits of material preservation,
conservation becomes a way of drawing objects to conscious

63
ntio na
;:reverating activity:

gecond quotation

nt. It becomes @ knowledge-

.onand making them appare

i in which only the
1 'IbecomehkeOpera...mw >
i ge%efert [handed down] to the next gigfzgzs
score e rators in the next and subsequent gene! fions
nd i vide? f:te [sic] and install them every time r;Tew gww
wilreintels tive] Place and the accepts of the ni
yan L | traits of the conductor,

the strong personal traits '
ar\:fe [Ninth] or Toscaninis Dritte [Third].

m June. We must thinl: i
ecause your creative roo s lie
. i ;‘f/’g;ss?i/égl and experimental music, anr:i
ol studles snberg, Fortner, Stockhausen and Cage;
inyourleseny fl'oar[:ssecinoyour m,Jmerous sonatas, symphonies, and d
and secondly bfr?e musical logic and structure take_s center stagg, an
l o@antc %s'among others, inthe presence of an mstrumer_'ltatlon,
oy ma_nnesned é score. If we follow music, we might ste_lrt to think
pomlonda ntly of the fetish of the object, and its preCI_ousness as .,
|ndependAe bound with the Western models of collecting and “owning
g;n_\r::e:; result of colonial violence toward§ non-Western cultures.
To think your large-scale multimedia installatlons—such'as Car_wplus,
but also your TV Garden (1974) and Arche Noah ('1989)—-|.n musica
ute them based on an instruction or a

terms is to be able to exec »
score—whether primary or secondary—and allow them to materialize
in multiple locations, even simultaneously.

incarnation will h
jike Karajan's Neu
ank you for these words, Na
works musical

Nam June, could we then think of the devices we use to reinstantiate
your installations as instruments, historical or new? As musician,
you know that historically authentic performance might or might not
involve historical instruments. Thus, playing Bachon a harpsichord
is historically authentic and distinctive, but not necessarily better
than playing Bach on a piano. The Canadian pianist Glenn Gould
fe|tthat the modern concert grand piano revealed more clearly the
mtenueﬁxv_ing of musical voices in Bach’s compositions. Historical
at{thent}mty does not guarantee that a performer or a performance
w1|lfrealxze_ the full aesthetic potential of a score. If we follow the
performative paradigm, neither Canopus, nor your other works, would

need to st: igi i i
Py ay attached to the original physical carrier to survive in the

al i i

m;:;%’:etgﬁ Illnstrumentatlon, itis also, as you suggest, the

realization o los and agency of the performers that impact the

comparale tg aur work. To understand a video installation as

case of an operan &Ze:atuc form, we might agree that, like in the

markedly owing "o W performance” of such an installation will differ

instrumentation s e set of instructions given in the score, the

Gould's recorgin pecified, and the interpretive skills of the perf

offer anotape oS Of Bach's Goldberg Variations in 1955 nd 1981
Xample. The two recordings differ markec?lr;' t:liaf;rst




version is dynamic and energetic, the secon
contemplative. Both interpretations have be
the history of music.

d delibe
rate, g 6q

C > Slowg
Ome essentjg| paerrl’sm?re
o

Dear Paik, you say that in the future, on|

handed down to next generations, We I:Znt,gii‘t’gre_ of Ork wij by
But today, your scores, and those formulateq by ;Il:’ed there vet, N
to sustain your work—whether articulated in writt ers, Continyg
conveyed in objectual form (thinking here of the L?b n Muctiong
for Fish, 1969, which I am currently studying for 5 ! i’?"Of' Sonaty
scores seem to embody a potential for endlessly fj,‘\‘, ""at}on). Your
These iterations, as you teach us, “carry the stron erse Tterationg.
their conductor—the curators and conservators w%pers
contribute to, the archive of that work. © draw from, ang

But could we go even further, Nam June?

and other actors creatively intervening in ;;%:s‘:;‘r’:;ors
according to Paul Eggert, “as a competing and com ,m
authorial (or editorial) agency, occupying a place in 31:
has effects on how we view the concept of the work an
understand each individual one.” Intentionally comes into the p;

not as a unique authorial gesture enacted in the time past be Picture,
bundle of mental states—perceptions, beliefs and desires'__t‘r"t asa
leave a mark on your work. atall

» Clrators
Ust be seen,
mentary
Work. Thig
d how we

Third quotation

In the future the only artwork that will survive will have no gravity
at all.

These perceptions and what have been said above, dear Paik, bring
us to the last motif in my letter. If works can, as you propose, be
treated independently of their physical media that had been used
once and that have since become dysfunctional, why not to shift away
from the constrains of classical conservation altogether? As you
aptly noted on another occasion, “The culture that's going to survive
in the future is the culture that you can carry around in your hgad._"A
solution might be glimpsed from the tactics of cultural transmission
used, among others, in translation studies and heritage studies, as
a mindful assurance of these works medium-independent ﬂulqlt)’y
afluidity that radically confirms change, not as a necessary evil but
as a condition of possibility for these works’ survival. Hert_?, P°5?’
preservation emerges as a forward-looking, creative ?nd mChf'stleea
presencing of the past, lacking the limitation of maten_al trac?ﬂ Iurlwz .
sort of doing, a horizon and a sense of potentiality (An§totle, e
Such reading for potentiality suggests a futurity yvhlch is nevehich has
effects of its material. This takes us back to music or poetry wemo Jial
been transmitted without the ballast of its tools for times lms":
It might be said that these forms have been in a mode of po
preservation even before they started to be preserved.

disposé
What | am putting forward, dear Nam June, is by no means 0 P

it my pointis
o]
" urm

ors. Rather, MYy t
ith pas’
storation & X rpretive engagemerl L nticity.
; ar?dallf; constrains of ma’:?;adysfunctional
icall e should agree ;te your works from
nto continue

.g. by
ent momentt,se vsv’hich would

llast of the Y
2 nkind:

edia €@ solescence: - . L. o pres
Ee threalfszl:,ctivating th?:‘;r:;:eatﬁle re-enacitrf}:i;‘| b
¥ . tures histort
c ges ject and the - al
e fetish of the o) s the longest disease of ™

m IAﬂer all, “the eternity

oul X
Hanna B. Holling

sincerelys

Hanna B. Halling

Dr.HannaB, Holling is Research Pr i i
I ofessor at Bern University of the Arts and
‘ég:}:gﬂf &sdsomgte Professorin thg Department of History of Art, University
University cOﬁzéee:grr‘zg:‘est;aeapp‘omtments, she was Associate Professor at the
X v ? i
ff;n:g?"d ?raduate oo inl:?ewm\fm of History of Artand a visiting professor
Centerfo): xrg‘:‘z‘ﬁ;dsm inthe Netherlands and Head of Conservation atthe ZKM
Virtual Archiyer T‘_m: CI: Karlsruhe, ermany. She is the author of the book Paik’s
Universny of Californ" Pange and Materiality in Media Art installations (Oakland:
'a Press, 2017) and Revisions - Zen for Film (New York: Bard.

raduate Center, i
artsince e 19665.015)' as well as editor of severa| volumes on the materiality of
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