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*This event will be conducted in English, the slides and transcripts of presentation notes will be printed out in Chinese and English.
Translation support is available while at the Q&A session and roundtable discussion.
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4 Years of the Save Media Art Project - Opportunity and Restriction from the field of Taiwan
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Yu-hsien Chen

(Project Director of Save Media Art / Indepen-
dent Researcher)
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Tzu-chuan Lin

(International Affairs Manager of Save Media Art

Project / Assistant Time-based Media Art
Conservator)
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Yu-hsien Chen is the director of the Save Media Art, Time-based Media Art conservator and
born-digital heritage advocate. Formerly served as associate digital and media art
conservator at Mplus Museum, Hong Kong; project assistant of the collection management
department, National Museum of Fine Art, Taiwan. In 2022, Chen received the Fulbright
Scholarship and spend her research visit at the Museum of Modern Art(MoMA) and
Rhizome, New York City, USA. Her first involvement of preserving media art was the
experience in 2014 as CD-Rom Art archivist at Mediamatc in the Netherlands.
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Tzu-chuan Lin is the International Affairs Manager of the “Save Media Art” project by
Taiwan Digital Art Foundation. Meanwhile, he is currently working as an Assistant
Conservator for Time-Based Media at the Kunstsammlung Nordrhein-Westfalen in
Germany. He holds an MA in Conservation of New Media and Digital Information from the
State Academy of Art and Design Stuttgart. During his studies, he completed internships in
media art and digital art conservation at the Kunstsammlung Nordrhein-Westfalen, the
Center for Art and Media Karlsruhe (ZKM) in Germany, and LI-MA in the Netherlands. His
most recent research focus is on the conservation of software-based artworks.
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As introduced, the Save Media Art project has for four years, differing from most of the
preservation projects by other museum institutions abroad. This Save Media Art Project
does fitinto a particular artwork, and nor particular institution in the beginning. Itis rather
emerged from the observations and questions raised of the two members(us) while having
our own professional development. It is a platform for knowledge exchange and exploring
the possibility of the development of time-based media art conservation in the field of
Taiwan.
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To begin with, since 2006, Taiwan has seen a flourishing development in media art. Art
museums in Taiwan also respond by steadily increasing their collections of such artworks,
as you could see on the slide. Recently, we also have a booming trend of building new
“City-based Museum of Art” such as the Tainan Art Museum, New Taipei City Art Museum,
and Taoyuan Museum of Art... they all stating that media art is an integral part of their
acquisition plan.

The issue of preservation was also first introduced in 2006, through the "Pompidou Center
New Media Art Exhibition (1965-2005)" at the Taipei Fine Arts Museum(TFAM), where their
curators shared the challenge of preservation issue of their collection. Later, im 2013, TFAM
invited Joanna Phillip, a former Guggenheim media art preservationist, to lead a workshop
on contemporary art conservation. Also, art expos in Taipei had Executive Director at ZKM,
to discuss sustainable preservation of ZKM’ s media collection.

However, despite such occasional events or forums, there was a lack of long-term research
over the last decade. The SMA Project, to our knowledge, remains the only ongoing project
that lasts more than a year.

Good news is that, in recent year, theTaipei Fine Arts Museum, with its plans for a new
gallery and storage expansion, has initiated collaborations with other Taiwanese media art
conservators working abroad, and could potentially influence other museum to launch
more related projects and increased funding in the future.
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On the other hand, the time based media art in Taiwan appears to be thriving, there hasn't
been much change in the funding structure of this project over the past four years. Our
financial support are 90% from the National Cultural and Arts Foundation annual grant,
which support cultural projects that can be completed annually.

At the same time, the Foundation provides general infrastructure for running the project,
such as event venues, recording, live streaming, translation, article publication, distribu-
tion...etc.

In terms of the project's focus, initially heavily reliant on the Foundation, the emphasis was
on "virtual reality" technology, curating corresponding virtual reality exhibitions of
artwork emulation. Through this first project, we held lectures, forums, and similar means,
in order to express what we had learned about time-based media art preservation from our
experience at NTMoFA and accessible resources from foreign museums. It wasn't until the
third phase that collaboration with the Kuandu Museum of Fine Arts began, officiallyenter-
ing the traditional domain of art museum collections.

125t EAVREIR > 201520185 » KB LR R MIRRTEE I & MR AR -RAHXRE2
7 T20158ER T RE- IR BN Em R AFREERRMN g BB A T E 2
miREL LS —EEERH -HEMEN S  ERMARB R M EEEENRE.



05

5 It RS T MR A T B METIEES R WESNE TR A Fem - RIS
B BEEARETREEM RN SERAERX G T ERNARRZFRHER RG2S
SERBIEIBRE  ETY S NENRAR L HREEE N

£ EHSHB TIEF BT S S UM EREEENRTEEN TFER RIS ER Hit
TR REEAEERN B TERRA AR IR A EXITHREFIRGE-E6F
TEPIERRANT BIEREMGRENEEN M BN EQEEME P e BB ENREFEREN
EmBIERETBE.

M EERER S HEBUENESREAEEERNER SMAGT BREM S R EIHRM
FER RAVRE - BER T B3I &R

ESEETESNBRED WEEFEM+ SILTHILENTEE \MoMA RhizomeZE R EIRIE FEIT T
RS BUITRIFARRAM TR 2 M 282 T MoMAFIVOCAZR A T 15 o F 2 B Bl EE i E
IS B E R BT B e » 7T R HAR R IO R A - PR A SRR M IR « ZKM IR BB Z AT 0y
AR AE BT ABLIMAE B - 2 218 X 1 B EMT IR T -

Returning to the origin of the project, from 2015 to 2018 was when we were all employed at
the National Taiwan Museum of Fine Arts. Together, we organized the "International
Symposium: Collecting and Exhibiting Media Arts." This event marked another significant
milestone in Taiwan's art preservation history, demonstrating the museum's public
commitment to this issue.

Additionally, we oversaw two conservation projects for the exhibition of two collections
and collaborated with external engineers. We took the initiative to organize the master files
and related documents of the videos and media art collection, providing suggestions for
the acquisition procedures at that time. Actively participating in the collection process, we
conducted initial interviews with artists and recorded essential information.

Among the mentioned tasks, while the symposium and preparation of two works for
exhibition were supervised, other activities were considered unsupervised. Although these
tasks were seen as basic duties, there were no formal administrative procedures or
enforceability. At that time, our knowledge of media art preservation was not in-depth, and
it wasn't clear who was responsible for overseeing and preserving media art works within
the National Taiwan Museum of Fine Arts.

After the symposium, a conversation with the Director and Chairman of the Digital Art
Foundation, became the birth of the SMA project. And soon after the establishment of SMA,
myself and Tzuchuan both left the NTMoFA, and run the SMA as our side project.

Throughout the ongoing course, | have engaged in media art preservation-related work
and research in various settings such as Hong Kong M+, Taipei Fine Arts Museum, MoMA,
Rhizome, and participated in workshops organized by MoMA and VOCA. Meanwhile, Tzuch-
uan pursued further studies at the State Academy of Fine Arts Stuttgart in Germany and
interned at the Kunstsammlung NRW, ZKM - Center for Art and Media Karlsruhe, and LIMA,
a media art institution in the Netherlands during the study. Following graduation, Tzuch-
uan returned to work at the Kunstsammlung.
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Now, let's delve into the collaboration with the Kuandu Museum of Fine Arts.
Firstly, we’ d like to thank the Digital Art Foundation. Their long-standing efforts in Taiwan's

digital art field and established connections allowed us to receive full support from
museum director Huang Jian-Hong, providing us with a practical platform for research.Al-
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so, We continued to independently seek funding from the National Culture and Arts
Foundation so that that the Kuandu Museum of Fine Arts did not incur any expenses for
their participation.

In short, The Kuandu Museum of Fine Arts offered its collections and museum space, while
the Digital Art Foundation served as the bridge of trust between both parties. Meanwhile,
our project took charge of the work, as an outside professionist to the museum.
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The Kuandu Museum of Fine Arts is a university museum that primarily collects donations
from faculty, students, alumni, and artworks previously exhibited in the museum. Howev-
er, the museum faces a significant constraint in terms of manpower resources, which show
a decreasing trend annually. As a department within the university, Kuandu Museum of
Fine Arts is currently unable to apply for many domestic grants designed to support private
organizations. I'll briefly touch upon these points, and later, Yi-Hua, from the museum, will
provide more details.

As aresult, we need to consider practical solutions for the Kuandu Museum of Fine Arts. We
setted up principles such as: To complete tasks within the existing human resources,
integrating new tasks as much as possible with the existing workload. Discover a more
suitable preservation strategy considering the advantages of the tight connection between
"Kuandu Museum of Fine Arts and Taipei University of the Arts.”
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We have completed two phases of the project, namely the third and fourth phases, each in
collaboration with different museum staff.

During the third phase in 2021, our primary focus was on formulating “media line” guide-
lines, utilizing the use of the current collection management system according to the
museum's requirements for sustainable documentation of time-based media work. Our
main task involved investigating 43 video and video installations donated to the museum
after the early Taiwanese video art exhibition in 2015. These works have a special H.C.
edition, which the museum does not have access to master tapes or archival files. We
conducted condition assessments and managed information for these sets of works, and



08

09

identified 18 pieces recommended for further investigation. We also selected three collec-
tions in terms of different file formats and artistic forms for a full audiovisual condition
assessment.

In 2023, we further optimized the museum's foundational infrastructure. From interview-
ing museum staff, we established guidelines for the acquisition process and management
of collections, such as how to structure a folder, and where to store digital files and
documents based on the scale of the collections. During this period, there was an opportu-
nity to interview an artist, Yuan Guangming, whose early works were displayed at the Art
and Technology Center also situated in the University. Together with museum staff, we
completed the Iteration Report for the work.

Due to our other commitments, Yuhsien was only able to spend half to a full day per week
at the museum, totaling around four months. Yuhsien conducted observations on-site and
communicated online with Tzuchuan every 2 weeks with her field observation. As for
audiovisual files, we were able to review metadata and waveform together, despite being
in different locations.

WMRBSLAERE KRB EBESEIENG LER Rt H—HBREIERBRREEG
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As Yuhsien mentioned earlier, we have compiled online resources from various European
and American museums and created a template for a video condition assessment report to
be used by the Chinese-speaking community. This template was also used to inspect three
video artworks at KdAMoFA, confirming its usability and adjusting accordingly.

In the workshop planning section, we incorporated our own experiences and knowledge
into the workshop. | adapted the knowledge | gained in Germany into teaching materials
on the history of video technology and preservation methods for analog media. Yuhsien
introduced the process of registering works for collection and the methods for digital file
preservation based on personal work experience and collaboration with the KAMoFA.

This program allows participants to understand video technology and carrier media and
further explore how carriers store and respond to digital files. Eventually, a group
workshop was held for participants to simulate the situation when a video work enters the
collection, from the process of registering the work's data, evaluating the audio-visual files
of the work, organizing the complete documentation, and then being able to conduct
compelling interviews with the artist based on an in-depth understanding of the premise.
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The donated collections, for the most part, have close ties to the museum, providing
increased opportunities for artist interviews. If the collected works were being exhibited at
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the museum during the donation period, it presented the optimal opportunity for archival
documentation and artist interviews.

Regarding the background of the museum staff, while many are trained as curator or artist
at the departments within the university, their background has led to a profound interest in
delving deeper into the analysis of artworks. They mostly already have experience in
contemporary art creation and exhibition production. Compared to traditional museum
staff, it seems to be easier for them to appreciate the complexity of the need for time-based
media art preservation.

The limitation in manpower, on the other hand, could be seen as an advantage. For
example, Yihua serves simultaneously as an exhibition officer and a collections manager.
Being adept at handling responsibilities on both ends eliminates a lot of communication
overhead and fosters a better understanding of needs. Moreover, this dual role allows for a
broader perspective in envisioning possibilities, not just in curating collections but also in
the comprehensive aspects of preservation and maintenance of works. This versatility
opens up more possibilities for imaginative approaches in both curating the collections
and managing their collection.
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Thanks to the strong connection between media art and technology, and the development
of the Internet, we can carry out this project from different countries, arranging on-site and
online hybrid lectures, and inviting conservators and scholars in Europe and the U.S. to
share their experiences and research. Simultaneously, we introduced and translated
international media art preservation-related resources to the public in Taiwan, the most
notable of which was the translation of the Matters in Media Art knowledge website.

Taiwan is comparatively late to Europe and the U.S. in developing media art and video art,
which has led to a delay in the concern for preservation, and intermittent discussion of
related issues. Therefore, by introducing resources and localization programs, we can
enhance the knowledge of media art preservation in Taiwan and further adjust it in a way
that can be applied locally.

The SMA Project, as a privately-run third-party group, has observed from our own
background and experience that most major art museums domestically have recognized
the issue of media art preservation, yet lack a dedicated staff capable of dealing with this
issue practically. Although these museums are relatively resourceful and have a clear
division of expertise, if preservation of media art is not considered to be a priority of the
museumes, it is easy for the preservation of such artworks to be postponed, and they are
often not examined again until the next exhibit opportunity. Such a situation is actually
common in most domestic and overseas art museums.

Small and medium-sized museums like the KAMoFA have a relatively flat organizational
structure and may need a full-time staff dedicated to media artworks. However, we have
seen their strengths in executing our collaborative projects: the organization's high flexibil-
ity in communication, coupled with the increased mobility of the museum's staff, makes it
easier to establish a closer partnership in the process.
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We have arranged a website showcasing all our project's achievements over the last four
years. This website uses Notion's database function and contains several significant
achievements, such as online publication, video recordings of all lectures and interviews,
and a glossary of video terminologies. Users can easily find content by category, and we
have also created an English version for presenting the outcomes to international organiza-
tions and researchers. After this lecture, we will continue to update the contents of this
project.

In Taiwan, while media art exhibitions and lectures are thriving, only a few directly address
preservation issues. However, there has always been a growing demand for media art
preservation. For example, a Taiwanese studio specializing in mechanical and technical
innovation has begun to provide maintenance services to collaborating artists and other
clients; similarly, | have personally observed that well-established artists and their studios
in Europe and the U.S. have raised considerable concerns about the preservation of their
works and have provided ways to deal with them.

Even in my surroundings, some artist friends are beginning to pay attention to the
documentation of their works, particularly their past ones. After four years of developing
the project, we have seen a gradual increase in its potential audience and have frequently
wondered whether there are other possibilities for development besides collaboration
with museums.

Yuhsien also observed the current dilemma in Taiwan, where the role of institutional
curators is detached from the traditional curatorial work outside Taiwan, leading to a lack
of dedicated personnel responsible for the sustainable preservation of artworks on the
collection premises. Consequently, it becomes more challenging to promote cross-disci-
plinary media preservation initiatives within the hierarchical structure of art museums.

Based on the above reflections, we should not only focus on the relationship with muse-
ums but also expand the scope of preservation, go beyond the established framework, and
bring in different perspectives to promote a broader range of communication possibilities.
In the foreseeable future, curators, artists, technicians, even art critics, and other profes-
sionals can be linked more optimally so that these different professional fields can be
brought together for cooperation.

Yuhsien and | recently had a discussion about future developments. We have come to an
agreement to work on developing a mid to long-term plan that will span over 3 to 5 years.
The plan will begin with a general outline and will be further divided into yearly goals. Our
aim is to collaborate with professionals from various fields, researchers, and universities
related to art to enhance the multidimensional development of media art preservation in
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Taiwan within this framework.
BRI R

Thank you for your listening.
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Please Keep the SOP: A Beginner's Trajectory to Collecting Media Art Works in the KdMoFA

HEE mEshraEREaEs)
Yi-hua Hsieh
(Exhibition and Collection Executive, KdAMoFA)
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Yi-hua Hsieh is a graduate of the Graduate Institute of Trans-disciplinary Arts at the TNUA.
She specializes in woodblock printmaking and prose creation. Currently, she works in the
exhibition department and collection department of the Kuandu Museum of Fine Arts.
During her collaboration with the "Save Media Art" project, she gained hands-on
experience with the borrowing of KdMoFA's collection titled "Out of Position" and
completed the iteration report of the work along with an interview featuring the artist
Yuan, Goang-Ming.

RASEEE B IR IR R o
The Collections and the Acquisition
Environment of the KdIMoFA
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Hello everyone, | am Yi-Hua, a member of the exhibition team at the Kuandu Museum of
Fine Arts, Taipei National University of the Arts. Today, | would like to share with you what |
have learnt from working with the SMA project at the museum. As a non-specialist
collections professional, my experience has been both fundamental and refreshing. My talk
will be in two parts. The first part will provide an introduction to the collection environment
at the KdMoFA, while the second part will focus on my experiences with the loaned
collection item "Out of Position" for the past year.
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As mentioned earlier, | didn’ t take any courses related to collections. | studied Fine Arts at
the university and later entered the Graduate Institute of Trans-disciplinary Arts. During my
academic journey | was involved in performance and printmaking. My graduation thesis
focused on personal prose writing.

Since joining the KAMoFA, | have been primarily responsible for exhibition matters, includ-
ing equipment management, allocation of staff for exhibition preparation, and communi-
cation with artists regarding technical aspects. On the other hand, | also deal with collec-
tion-related tasks, such as the annual inventory and the management of loans.

As the KdMoFA is a small art institution, team members often assist each other in a flexible
and collaborative way. For example, when it comes to collection-related tasks, | am respon-
sible for the routine inventory, while a colleague from the education department assists me
with activities such as loaning out collection items and conducting regular inspections of
the storage rooms.
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Getting back to my work with the collection, the collaboration between the SMA and the
KdMoFA has given me the opportunity to acquire a wealth of knowledge about media art
collections. Last year, Yuhsien visited the museum every two weeks to check on any
problems | was having with the collection. She taught me how to check the data in the
artwork files and helped us set up a practical archival framework.
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The Experience in Loaning the
Collection “Out of Position” and
the Finishing of Iteration Report
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The KdMoFA houses a collection of 1208 artworks, distributed across three storage rooms.
The video installation pieces and the video file CDs are stored in Storage Room 1, while
some installations are housed in Storage Room 3. Among the video artworks in the KdAMoFA
's collection, 44 pieces are from the 2015 exhibition " REWIND_Video Art in Taiwan." These
were generously donated by the participating artists. Curated by Song-Yong SING, the
exhibition aimed to reconstruct the lineage of Taiwanese video art from the 1980s to the
1990s. Seventeen artists, including Chen Chieh-Jen, Lu Ming-Te, and Tsui Kuang-Yu, were
invited to recreate original works or reproduce old ones, contributing to the mapping of
historical, aesthetic, and technological changes and trends.

Last April, the Center for Arts and Technology (CAT) Building in the TNUA opened, and
during the planning of its permanent exhibition, they borrowed one of the pieces from "
REWIND " from us: Yuan Goang-Ming's "Out of Position." Below is an overview of "Out of
Position," the details of the loan and installation of the artwork, and documentation of its
presentation.
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The components of "Out of Position" include a CRT monitor encased in a metal frame, a
half-body human sculpture that can be mounted on the CRT frame, a playback device, and
a video file for playing on the CRT. The initial version of this artwork was created in 1987,
with a remake in 2015. Apart from the KdMoFA, both the National Taiwan Museum of Fine
Arts and Hong Kong's M+ have also added this piece to their collections.

The process from submission of the loan to transport to the CAT took about two weeks. In
May, three KdMoFA staff visited the CAT to assist with the installation, which took about half
a day. The artist then arrived on site to fine-tune the work, which took about an hour.
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Yuhsien and | conducted an interview with Yuan Goang-Ming about considerations for the
future maintenance of the artwork for this exhibition. We learned that the artist may need
to make adjustments or replacements depending on the condition of the work, including
(1) the reproduction of the sculpture, (2) the replacement of the CRT, and (3) file conversion
for the video.

1. Forthesculpture, since the plaster mould used in the replica has not been preserved,
it will be necessary to make a new mould from the existing sculpture.

2. There are two methods of replacing the CRT monitor. One is to preserve the outer
casing of the CRT and install an LCD display inside, while the other method is to
replace it directly with another CRT of the same or similar size.

3. For the video, the aspect ratio needs to be adjusted according to the size of the new
CRT, and the important basis for the adjustment is to make the waist of the sculpture
match the torso of the swimmer in the video. The same principle applies to the
colouring of the TV, so that the colour of the sculpture matches the skin colour of the
swimmer in the video as closely as possible.
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At the conclusion of the interview, we inquired with Yuan about any areas forimprovement
in this exhibition. Yuan noted that the lighting in the exhibition space was somewhat dim,
and the ideal presentation would follow the style of the 1987 and 2015 versions. The
notable difference in the 2023 version is the absence of mirror shards on the base, as the
shadow from the TV covered the metal base. (One of the reasons the artist initially placed
mirror shards on the base was to obscure it.)
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These are some of the benefits of working with the SMA project over the past year. In the
beginning, when | encountered problems with the collection, | often felt unsure and had to
rely on my imagination to figure out what to do. In the course of working with Yuhsien, | was
a little surprised to learn that the “iteration report” also included interviews with artists,
highlighting the flexibility of research within this archival document. In addition, Yuhsien
emphasised the importance of the KdMoFA establishing a viable collection structure,
taking into account the museum's existing resources, to ensure that the system could be
used in the future. In the course of our dialogue, | have come to understand the ethics of
collecting, and | am grateful to the SMA project and to Yuhsien for her expertise.
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Kuandu Museum of Fine Arts (KdMoFA), situated within the campus of Taipei National
University of the Arts. It is the very first professional museum operated by a university of
arts in Taiwan. Through curating expertise, Kuandu Residency Program, academic
research, professional pedagogy, and mutual inspiration of creativity, KAIMoFA is expected
to be an inter-disciplinary realm of art, full of space and young energy, providing extraordi-
nary interpretation of exhibition. At the same time it plays a vital role in art education and
social education, connects international art community with exhibitions, and ultimately
positions itself as a platform for the intercourse with the world via art.
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Preserving Time-Based Media: Bridging Gaps through Collaboration with External Specialists

Andreas Weisser Andreas Weisser studied conservation and restoration at the University of Applied Sciences

(Time-based media art consultant) Cologne. Since 2003 he works as a conservator for time-based media and as a preservation

ZESTH -2 X (BRI RE BT (E SRR TR RERS) manager for audiovisual collections. His consultancy focuses on the support of public and
private collections for analogue and digital long-term preservation and storage of
contemporary art, light-art and time- based media art. In 2015, he joined Doerner Institute,
Munich in a part time position. There he is responsible for the preservation of the
time-based media art collection of the Pinakothek der Moderne and the Museum
Brandhorst. In 2019 he co-founded »Preservation as a Service« with Dr. Anna Schéffler. With
their shared expertise they develop holistic and sustainable preservation strategies for art
and cultural assets at the intersection of art history and conservation. He held lectures in
conservation at the Universities of Applied Sciences in Cologne and Berlin, and is together
with Anna guest lecturer at the Amsterdam University. From 2012 to 2014 he worked as
Consultant for Deutsche Welle Akademie in North Africa and Middle East and 2020 for
Goethe Institute in India.
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01 Before we start | wanted to address my deep thanks to Tzu-Chuan Lin and his colleagues for
the invitation to this workshop. It is great to support emerging professionals in the field of
TBM conservation. And | am looking forward to your experience in establishing TBM
conservation at the Kuandu Museum of Fine Arts (Kdmofa).
Before we start, you probably want to know what the typical work of a TBM conservator
might look like. And what kind of clients TBM conservators usually serve.
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02 | can’ t say exactly how it is with my fellow colleagues. But in my case it looks like this. My
clients are divided into 3 main categories: Archives, Public and Private Collections.
You might think: Isn't this the same? No, its not. The main difference is their focus. All
clients have to deal with media, but they are dealing with it in a different way. Archives for
example are concentrating on the preservation of the content. They deal with media -
whether it is film or tape. Both carriers are seen mainly as the ,transporter” or current
storage-location of the content. The medium itself is not the focus of their needs. They
want to preserve the content. So, the content gets the most attention, the content is the
object of preservation. The data carrier itself is not that important. Its not seen as the
object of preservation.
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Museums and private collections however take a different look at their holdings. A tape is
not just a tape - itis also an object with artistic value. That's why they have a more holistic
approach when it comes to the preservation of the artwork. The object of preservation is
formed by the carrier and the content. So, both parts get the same attention.
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Alot of museums don’ t have dedicated staff to take care for TBM artworks, so they need to
outsource the work to external professionals. So, what are typical areas of work, that are
TBM conservators hired for? What are the main tasks associated with the role of a
time-based media conservator? Its not uniform - it depends very much on what kind of
clients you are working for and how their collection is organized.
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The role of a time-based media conservator is dynamic and requires a combination of
technical expertise, art historical knowledge, and a commitment to preserving the unique
qualities of these artworks. Please don’ t take my list as comprehensive and complete! It' s
just a personal short list and wrap-up what I think are the main areas of work: Assessment
& Documentation, Conservation & Storage, Preservation Planning & Digitalisation/Migra-
tion, Pre-acquisition Risk Assessment, Condition reporting & Exhibition care, Public
Outreach

REHEREASNABEHEN RERFERN BMENFNFREELEMABRREN
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When you start chronological, the Assessment or evaluation of an art collections or archive
is the first task, when you get in contact with a new client.
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The goal is to Evaluate the condition of time-based media artworks and assess potential
risks for deterioration. And to Document the technical details of the artworks, including
hardware, software, and playback equipment. But this can look very different....

BiRR TR ERRR M RN s ETE R B E R M SO ERE M mRY R T 4 ED > ELIEEERE
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....in the last years | was travelling with my equipment to numerous collections in Europe.
I am working with different kinds of tape check machines which check the physical state
and the playability of tapes. The key task was normally to check what type of tapes, they
have in the archive and more important....

...... B AR R EHRATTEONRIET 2 W IR T - KA TR BRN S R E
BB EIYIEREN TR - T EEHRERREERPIETRE EEENRE. ...

Checking the condition of the tapes. Since the content is most important, this information
is crucial for all following steps. Damaged tapes are at high risk of not getting properly
digitized. That’ s why it is so important to get a clear picture on the physical status of the
tapes in a collection. After the check of the tapes the tender for digitalization is tailored to
the condition of the tapes.

BEWEIR LB AR RAEE FILEREMME T RINAE S R EMEE RIRAT
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Since collections are different and their holdings nowadays are mainly digital, my
equipment has changed dramatically. When | am traveling now, most of my equipment fits
into a small rugged container and consists of different computers, cables and technical
equipment. It is still about assessment and evaluation, but the media has changed
completely.
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I use Computers with write blockers much more often than tape cleaners or video decks
when | check artworks these days. Except for film, analog media is really an exception when
acquisitions are made today. Analogue media truly seems to be obsolete when it comes to
new acquisitions in collections. One could think, this would it make it easier in handling
and storage since digital technologies are everywhere today. And you might think, that it is
also much easier for collections to deal with digital data and content than with tapes and
physical carriers. But from my experience this is hardly the case. Most collections don’ t
have dedicated staff to check files and data. So, this task is often left out and files are
ingested without proper testing and quality checks.
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Same is with Conservation Planning & Storage.

REFREIMEEFH ML,

The goals are, to develop conservation strategies and plans to address the unique
challenges posed by time-based media, considering both the physical and digital
components. A key role here plays the physical storage. But on the same page, it is
important to implement preventive conservation measures to minimize deterioration,
such as controlling temperature, humidity, and pest control. This all can be achieved when
you Design and implement proper storage and handling protocols to ensure the physical
safety of time-based media artworks, considering the fragility of equipment and media.

When | visited archives or museums in the analogue days, it was always a question about
the correct storage. The main questions are: How is the current situation, how should it
look like ideally and does the storage space need some improvements.
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From my experience a lot has improved in the past years and that's not, how it looks like
everywhere. But it is still sometimes a challenging process to dive into the far corners of an
archive. At the beginning most of the questions concentrated on climate conditions and
packing of the media. You will find a lot of advice in the literature about perfect conditions,
so | won’ t talk about perfect solutions.
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My advice always is, to spend the money for Digitalisation and the digital storage instead
for new housings or air conditioning.

But besides that, there might be solutions which are very close to perfect when it comes to
storage spaces for media.
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In 2007 | was supporting a private art collection to build a storage space dedicated for data
carriers. This storage space is climate controlled at 15°C and 35% relative humidity 24/7.
It' s a small room with a suspended rolling rack system that contains all data carriers from
film to video. But to be honest, that’ s one of only a few | know so far that are designed like
this.

2007 S RA—RMABMBEEEIE ZET —BEMNARREREETNERER-EE
EREEZXRIFRFE 15°C M 35% BIRE WARE T BHNRSERRZS EEERERLRE
BT HENMERHEFEN -EER SRHB A DEIIIER TRz —

When budgets are thight it might be easier to concentrate on relative humidity - like in this
case. So, consultancy on physical storage was and still is a key area of work for TBM conser-
vators. If you don’ t have the expertise in-house, you should look for external experts to
check and evaluate your situation.
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Same is for digital storage or preservation planning. Because nowadays we are talking
about virtual storage, and this seems to be even more complicated than designing the
perfect physical storage. The bigger the institution, the easier it might be to rely on a
working IT-environment. But this would mean to understand what IT people talk about and
to offer them well structured data and - more important - the needed metadata to deal
with the delivered files. This is not always an easy task! So, ideally TBM conservators assist
in this process and develop a strategy which fits in the local storage architecture.
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But smaller archives or collections often must focus on local solutions due to budget and
staffing constraints. The gathering of basic metadata is even harder for these institutions.
So, often these institutions rely on external experts for the set-up of local robust storage
systems which then can be run without internal IT staff by themselves.
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Ok, but what is about Preservation and Digitalisation? In my experience, the lack of afford-
able, redundant and safe storage is a dangerous bottleneck for preservation and digitalisa-
tion - and as well for potential new acquisitions. In all cases a whole bunch of new
questions arises.
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The goals for preservation are, to set up a strategy for long-term preservation and to imple-
ment this strategy into the workflows of the collection. On a regular basis you should
perform quality controls to address any existing damage/corruption or degradation. And
for Digitalisation the goals are to manage the migration of digital and analog formats to
newer, more stable formats to prevent obsolescence and ensure continued accessibility. Of
course, this needs a deep dive into file-formats, codecs, wrappers and digital infrastructure
to navigate through all potential risks associated.
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A comprehensive preservation strategy for time-based media artworks involves a combi-
nation of preventive measures, documentation, and active conservation practices.
Depending on what kind of media you are dealing with, this can look very different. So, an
individual strategy tailored to your collection might include very different tasks and topics
compare to this example here. In this case the key components that should be part of such
a strategy are divided by physical media and digital. As you can see, a lot of tasks are
addressed on both sides. They include: Obsolescence, Ingest, Migration, Quality control,
Handling, File Formats, Storage and Risk assessment. Just to name a few.
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When it comes to the regular checks and daily work, you might involve software like Media
Conch or Forensic tools for evaluation. These are often open source and help conservators
to judge about the quality of the content and the status of the file.
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When it comes to Digitalisation, we are still today faced with one core question: how can we
make sure, that the “full richness of authenticity” of an audiovisual object won't be
changed dramatically during digitalisation. Especially for archives it was not an easy task,
to find a compromise between ethical aspects and the needs of an archive. This might be
easier for a museum since ethical aspects have more weight. | remember endless discus-
sions regarding perfect file-formats, containers, workflows and capture cards.
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When finally these questions are answered the even more critical task needs to be
addressed: writing a comprehensive tender and define the exact specifications for the
digitisation process. A detailed tender should include information about the condition of
the media, cleaning, handling, minimum requirements for the equipment used for
playback and analog-digital transfer as well as specifications regarding file formats,
naming conventions, quality checks and staff. This all aims to find the perfect service
provider. One of the problems we are seeing now is, that many providers have significantly
cut down their services or are out of business. We are facing a dying business and not only
the data carriers get old - also do the machines and the experts. So, it could get harder to
find companies, labs and businesses which provide core competencies for the artworks in
our custody.
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Another important task, time-based media conservators are dealing with is the
pre-acquisition risk and Cost assessment. A lot of institutions learned from previous
acquisitions, that some artworks are more complicated to maintain and keep them alive
than others.

REGRAREASERENS —AEEEFH W EAR R AT FF S BRI RIS
TR AL EEN RELLEME N mE R

There is a strong need for professional assistance through the whole “lifecycle” of an
artwork. The long-term preservation starts ideally before the acquisition.

SifmNBEMERBRITFEEREEXASNEY - ERBERT EMRNRBFRELEETR
Bz AITLE RS-

A tailored questionnaire where all relevant questions regarding the artwork are covered
should be the base for its preservation in the future. In my experience, this important step
has not yet been implemented in the acquisition processes of many institutions.
Subjectively, private collections seem to be much more open to this pre-screening than
public institutions. | can only speculate, but there seems to be a barrier between the
curators and conservators. Behind closed doors, | have been told that conservators are
often perceived as holding things back. This may be one reason why conservators are often
rather not involved in the process before acquisition. The other reason why pre-acquisition
checks are not implemented in the workflow is very simple: it is the lack of specialized
conservators or other professionals in the collections.
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But when it comes to complex artworks it might be very useful to ask at least some
questions regarding the technical equipment. This also includes information about the
power consumption. Hint: CRTs need a lot of power to fire the cathode ray gun up initially.
Some institutions could need to draw additional power lines when exhibiting artworks like
this work from Kutlug Ataman, containing 40 used CRTSs.
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But also internally there should be a risk assessment about the costs for keeping this
particular equipment alive for the next decades. How much internal expertise do you have
to take care about 40 CRT monitors. How many hours do you spend for spare part hunting,
testing, calibration and regular maintenance?

B2 AEHEZERRE T FHEBLERERBIMBHNRAETRART G-FE S O REEE
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With the lack of communication and the lack of professional trained people, a lot of tasks
remain unaddressed. Or just not monitored. Sometimes it is even not clear after signing the
purchase contract, what exactly will be part of the artwork - and which components need
to be sourced afterwards.

HRRZEE hRZEBERINRHIAS FEEHNALERR HERZEE-FRH EEE
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Same is for a risk assessment. Some artworks include components which are potentially
harmful to people or are very fragile. This must be clarified prior to acquisition to
determine if the artwork can be part of a regular exhibition or if precautions are required.
Asta Grotings work “A spark of passion” where a spark ignites at regular intervals between
two wires mounted in a hole in the wall is only one example for such artworks.
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But even the communication with the seller is sometimes problematic or complicated.
Sometimes the important questions are not asked out of caution or concern for the seller.
This also counts for the transport or transfer, where a lot of institutions just trust the seller,
that there will be everything ok. After the delivery there is sometimes no check for
completeness, condition and functionality. Especially at complex artworks or with files.
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This leads to the conclusion that Multidisciplinary art needs a multidisciplinary approach
for conservation and long-term preservation. It needs a collaborative approach between
different professions, different professionals and specialists. For museums this means that
external experts are part of their tailored preservation strategy for dedicated artworks.
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Especially when you start to identify the work defining properties. The definition from the
technical viewpoint may differ from the curatorial viewpoint. But this is needed not only on
the personal level when working as a conservator in the field of TBM. In my experience,
these discussions are still too rare in private and public collections. But again: when you
include external experts to your team, it will be much more easier to find solutions and
answers to your questions.
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Besides these questions, a lot of collections are in the need for Condition reporting and
supervision of exhibitions.

MRTELEME FEWEHRERER RSN RENEEE -

It starts with multi-channel video-artworks but is very often tied to complex installations. |
made the experience that single-channel artworks hardly are on the list, when | am asked
for support. Most of the requests come for artworks that are complex because of physical
items or from the equipment.

While the understanding of a single-channel video artwork is easy in most cases it gets
difficult when more technical components are involved. Condition reports can get quite
comprehensive when every aspect of an artwork is tested and described in detail. From my
experience some collections did underestimate the complexity of some artworks in the
past. In some cases, | must admit: What a lucky coincidence, because that’ s why they
acquired these artworks.

REMRENFRERESIRERGFR AR THERERNEE -RIERES EEARRER
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But a lot of institutions learned from obsolescence and breakdown of components in the
past, how time consuming it can be to keep these artworks running. And how complex it is
to get broken artworks back to life so they are running in the intended way. Luckily in this
case it was just one transformer that broke. But what, if one of the fluorescent tubes
breaks? Its a nightmare.

B2 fFEMBRICEENRENSHHWIED T R R LB n B E (PR S BN ERIR
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Even more expensive and even more complex on the long run are installations which
consist of several components and technical devices. In the case of WangShui s “Weak
Pearl” there are computers, audio equipment, LEDs and a lot of transformers involved. The
artwork was made insitu by the artist and needed a full documentation after this installa-
tion. | noticed that a lot of collections nowadays are very cautious when it comes to such
complex installations. They learned from previous acquisitions how painful it can be to
preserve these artworks, send them on loan or re-install them just 5 years later.
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While it seems easy to preserve the outer walls of an Kusama Infinity room, because it is a
simple construction made of wood. This is definitively not the case for the glowing
bubbles. They are fragile and hard to maintain. Their surface is very delicate and suscepti-
ble for dents and scratches.

ERRENEEREREEURSRE AR CEARERMNEERS B CRAEHRTE
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Even more attention needs the software which controls the glowing and color-changing
effects of the artwork. It is running on a not specified board located in a so called
“black-box”. Not to speak from the LED panels inside the bubbles which are wired through
the stainless-steel poles.

EREIENRERNZM SR NEEMRNERE - CEMBNR2F IPHN—RTEIREER
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Not only for the collection itself but also for conservators as professional workers in the
field, it is important to explain the complexity and work associated with time-based media
artworks. It helps to raise awareness when you engage with the public through exhibitions,
talks, and other outreach activities to tell about the conservation challenges associated
with time-based media.

TMERRERES  BRZEREENREAS RS SRR EEREEMaNEREE R IE
BERIFEEEN - EERE BENHEMEEATIEER MR RFRERERFTAZNE
BMRRE AR EH-

Teaching young professionals and people who are taking care for collections is an import-
ant task to raise awareness that time-based media artworks differ from classical artworks
and need dedicated care. They won’ t survive resting on a shelf for many years unseen.
They need constant assistance and care.



44

45

46

BEENEZATNEEREFRNASRNFR—REZEH URSMAYFEFREMM
TRREHREM R BEBORMH - EAFUAEEER LHESEMEARR BETEN
HBpFmRE-

Even for collectors it’ s a way to demonstrate how they take care for the artworks they have
in their collection. So, one of my clients produced 10 short clips where we showed the
preservation strategy of the Julia Stoschek Foundation. This not only is interesting for the
public but also for artists. They know that their artworks is in good and professional hands.
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Because artists and other collectors know: Time-based media artworks are often very
complex; they are sometimes very expensive, failure rate might be higher than with
traditional artworks; it is overall time consuming to work with these artworks: it takes time
to install, to discover, to understand, to check. Whatever. They need constantly a lot of care,
and they are hard to maintain and to preserve. So, we all can conclude, there is the need for
a different approach.

ERZARMEMUGRREANE BN RN EEEN SRR EEER ENARIEERE KK
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The only approachis collaboration. Since Time-based media artworks are so complex, they
need multidisciplinary teams to take care for them. And since the experts for these
artworks often are highly specialized, they are hardly part of the internal staff. So, a very
common option is, to take care for your artworks by building a strong relationship to a
network of external experts. And this collaborative network will care for your Time-based
media art.
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The Challenges of Media Art Conservation and Collection Management in French Museums

Alexandre Michaan (Media art conservator)
ERELLA < JKis (REEEATIEELT)

Alexandre Michaan is a media art conservator based in Paris. After graduating at the
National institute for cultural heritage in France, and a stay at the conservation laboratory
of LIMA in Amsterdam, where he worked on obsolete software-based artworks for CD-ROM,
he has been since 2013 specializing in the preservation of audiovisual artworks threatened
by obsolescence. He is currently working as a researcher, on a PhD focused on
documentation procedures for the preservation of media artworks at Université de
Saint-Etienne, and worked in the past years at Centre Pompidou on the digitization of video
collections, and the conservation study of Chris Marker’s video and computer-based
installation Zapping Zone.
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In this presentation, | will try to give a quick overview of the situation in France in the field
of media art conservation, focusing primarily on public collections. We will see how the
situation is evolving in this field, as well as what are the changes that we can hope to
witness in the years to come.
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Despite the fact that | will mention the institutional field, | am not a full-time internal
conservator working in a public museum, since such a position does not exist yet in France
for media art conservation. | am initially a freelance conservator, trained as a photograph
conservator at the National Heritage Institute, and a researcher at the University of
Saint-Etienne where | am preparing a PhD on documentation and conservation of techno-
logical artworks. | have worked, since 2014, periodically on projects for various public
institutions, ranging from specific case studies on media art installations, for the main
national collections such as Centre Pompidou or Musée d’ Art Moderne de la Ville de Paris,
to broader conservation plans for entire collections of video art in local museums where
the primary need is still to manage digitization and collection management. Also, | will not
mention the field of archives and libraries here, since their approach and management
procedures are slightly different from the museums, but it is worth noting that many things
are going on about electronic media conservation at the National library of France already
since the 1990s, for instance.

BERBREEBERE ERIIFEE AL ENEANEZBUFHEEEMRELENIRBREA
S RAAEZEERRELERI -RRVE— L EHRENREES ARREERRER TH
HREEENE R EENFLZABNMEAS REAERAARRZMEREISIRM R
FELHRXCB2014F L0 RERABSEAHKBER T RENER BT ERENES
RZE iR tE E .0 s BRI A ZMTBYE S E EMNE R UE > ZITEt 75 B E A RER G EM
Wi H e B EZ A RES B ER EERBRMAZRMA AU MY E R M5 HAEF ER K
EREMBEERN AR NG ENEERFRBYEREAR BESEENZE 81990
FAUK ZERRESEEEETEFRERTHIEM T IE

Overall, | will try to give the perspective on the French field that grants the fact to be
involved with several museums as a freelance conservator, at the same time than doing
research on conservation.
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The French public collections of media art are mostly comprised of the Centre Pompidou -
MNAM collection, the Centre National des Arts Plastiques (CNAP), the city contemporary art
museums such as the Musée d” art moderne de la ville de Paris, the CAPC in Bordeaux, or the
MAMCS in Strasbourg, and the numerous FRAC, which are regional contemporary art collec-
tions, as well as some departmental institutions such as Espace Multimédia Gantner.

EEARESEME S EHREEERO-BRRAEMEYE (MNAM) ~Centre National des
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Of course, the Centre Pompidou being one of the earliest media art collections internation-
ally and one of the largest, with its 3000 artworks, it exceeds by far the number of artworks
from all the other museums on the territory, and has many specificities such as the
presence of very old formats and carriers due to its start in the 1970s (1976). Most of the
other media art collections in France started in the mid-1980s or late-1980s, and are
comprised of a majority of artworks from the 1990s and 2000s.
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The FRAC collections generally include approximately between 50 and 100 video or media
artworks, but since there are 23 across the territory, the totality of the FRAC network
represents around 1500 media artworks.
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The main initial observation when looking at the conservation status of these media art
collections is certainly its disparity. It is a multiple-speed situation where many of the
museums are still on the process of installing basic collection management procedures
adapted for time-based media artworks, or some are barely starting the digitization of their
collection of video tapes, while other larger museums are already painstakingly fine-tuning
their procedures and have an already well-established system of documentation and equip-
ment monitoring.
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Except for Centre Pompidou, where digitization of the video collection started already
fifteen years ago, most of the museums have started this process very recently or are
starting it now, and it frequently serves as a first step to begin reflecting on the sustainability
and preservation of the media art collection. In most of the regional institutions like the
FRAC, there is no curator specially in charge of video or media artworks, and the staff is
unprepared to deal with technological artworks, even if some assistant curators are starting
to train in order to gain better knowledge on these topics. This results in a great disparity
between the existing preservation procedures in large museums like Centre Pompidou,
where the curators and collection managers at the New Media department are highly
qualified, and the procedures in smaller museums for smaller collections, where there is
frequently no specialized curator dedicated to the media art section.
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However, one element is consistent : budgets officially labelled as « conservation » such as
the ones for paintings or sculptures generally do not exist for media art collections in
France, for which the budgets are most of the time only regarded as digitization costs, as



they would be for a library. And, as a consequence: in-depth case studies of media artworks
are still very scarce, since they require rather important budgets for studying and
conserving a single artwork, which is not easily granted in comparison with other more
traditional types of collections.
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In her 2013 article « Emerging institutional models and notions of expertise for the
conservation of time-based media », Pip Laurenson describes the French model as its own
category. Amongst the different historical models in conservation, the New Media
department of Centre Pompidou is described as « A specialist curatorial department where
the curators retain responsibility for the conservation of the time-based media artworks ».
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This remains mostly true today, as opposed to institutions where a conservation
department specialized in time-based media exists in-house, with dedicated researchers,
conservators or technicians. But as we will see, this situation has evolved in recent years. It
is frequent in France that conservation tasks - at least the « preventive conservation » - are
carried out or supervised by collection managers such as the assistant curators, or
sometimes by registrars and video technicians in smaller institutions.

The word « conservateur » itself in France is mostly used to qualify curators or « head of
collections » ; thus reinforcing the importance of their role in supervising conservation
policies and actions, while the word « restaurateur » is used for conservators.
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Traditionally, in France, conservators or conservation departments did not exist for the
field of video and media art, largely due to the fact that the tasks belonging to « preventive
conservation » such as condition assessment, documentation, and equipment
management, were taken care of by collection managers, and the « curative conservation »
tasks such as equipment maintenance and repair, as well as digitization for instance, were
handled by engineers, specialized technicians or production labs, externally, and only
occasionally.

&g b 7EEE BB R EM AR A REERAFREEF) T ERRABR AT FREIN
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With the absence of a specific course or degree for media art in the art conservation
schools, and with the scarcity of in-depth conservation case studies on media artworks, the
need for a conservator figure who would play a role of expertise, coordinator and interface
between museum professionals and engineers or technicians did not become obvious
until quite recently, in the past ten years.
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So there are no museums in France with in-house conservators specialized in time-based
media, but conservation tasks in the broad sense, for media art collections, are handled
internally in most institutions with the help of freelance specialists on certain occasions -
mostly when it involves technical tasks or engineering, whether it is in the analog or digital
technologies field.

At AR E RS EE ZF I EREERFRENFRER SO BEASEED  HER SR
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In recent years, many ongoing changes have made this situation evolve :

Part of it is a direct consequence of technological obsolescence in the industry. With
obsolescence progressing, the amount of technicians qualified on obsolete technologies
decreased extremely inside the production teams and laboratories that once were a corner
stone of conservation procedures in our museums - such as the audiovisual production
department of Centre Pompidou. Since their primary mission has become production on
current digital media, these technicians have stopped being involved in obsolete equip-
ment maintenance, or even digitization, which threatens the access to a precious technical
expertise for collection managers. The same goes for external digitization labs, primarily
working for the industry of production, even when they collaborate periodically with
archives and museums.
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Another part is due to the increasing need of case-specific conservation actions for complex
media artworks in order to be able to keep on exhibiting them, with time passing and
obsolescence of equipment becoming more and more a direct threat. This might sound
obvious, but, in a context in which even the broadest-scale conservation procedures such as
digitization of video tapes, or sustainable archival on servers, are still ongoing and far from
being achieved in certain museums, because of shortages of staff and budget, the priority
was not given to the case-by-case conservation actions. Most of the time, the main required
tasks in order to get the artwork functioning in the exhibition room were done by techni-
cians from the production team, without the time for research on sustainability or in-depth
documentation to anticipate future actions. This is also what | think is starting to change in
recent years.
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As an example of this, | will take a few moments to show several examples of conservation
projects in various museums that has been going on in the past years :

To start with specific case studies: in 2019, the Centre Pompidou initiated a one-year long
research project for the conservation of one of the major artworks in the history of their
media art collection. This piece is a multimedia installation titled Zapping Zone, by the
filmmaker, photographer, writer and computer artist Chris Marker. It was produced by the
Centre Pompidou in 1990 for their first exhibition entirely dedicated video, computer
images and photography,
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Passages de ' image.

The installation is comprised of 19 CRT monitors including video monitors as well as
computer monitors, 6 Apple 1IGS computers, 20 photographic prints and 4 light boxes with



35mm color slides in them. It was frequently modified between 1990 and 1994, in terms of
content as much as spatial arrangement, thus blurring what was its reference condition - or
even, if a reference condition existed at all. In addition, its equipment as well as its carriers
- CRT monitors, and mostly, the Apple Il computers and their floppy discs - had become
increasingly obsolete and failing, even if the work had been exhibited many times until in
the years 2010s.
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Thanks to Marcella Lista, chief curator of the new media department of the museum,
funding was found to undertake a one-year conservation study involving two external
researchers, Agnes de Cayeux - who is a digital artist and had previously worked on the
conservation of computer artworks - and myself. It involved a partnership with the Center
for Research and Restoration of Museums of France (C2MRF) thanks to Cécile Dazord, who
is perhaps the first curator who started to tackle the issue of researching technological
obsolescence in contemporary art conservation in France in the 2000s. Actually most of
what | am presenting today would not have occurred without the work she did at C2MRF
from 2006 onwards.
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The possible depth that granted such an unusual duration for a conservation study was - to
my knowledge - a novelty for the French media art field. To quickly summarize the main
tasks that were undertaken : research was lead into all the existing archive documents
about the production of the work in 1990 and each of its exhibitions ; discussions and
interviews were conducted with many of the people involved in the production at the time
or close to Chris Marker ; many exchanges took place with specialists of Apple Il computers,
communities of people still working on maintaining this equipment today, engineers and
technicians ; extensive documentation was made for all the images displayed on their
original technologies ; X-ray and photo documentation were undertaken at the C2RMF lab
for an Apple IIGS unit ; and mostly - the installation was reconstructed and exhibited a year
later thanks to the help of the museum team and the maintenance and repair of all the
equipment by two engineers. The choice was made, for this exhibition, to focus on the 1990
first iteration of the installation, as it was seen in the exhibition originally.
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Of course, such a conservation study is an exception in terms of time and means, and
obviously not any artwork from the media art collections in French museums can benefit
from such a treatment, but that doesn’ t mean the generalization of such a case-specific
approach is impossible, to a certain extent at least.
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This case study actually was in some way the follow-up of other case studies conducted in
the previous years, with other institutions, including the Frac Franche Comté for instance,
with a case study on the installation Becoming Visible by Marina Abramovic, from 1993,



initiated by Cécile Dazord, or the Musée d’ art moderne de Paris, where we worked on the
conservation of a large Nam June Paik video sculpture from 1989, Olympe de Gouge. Both
of these studies where strongly focusing on CRT monitors and were conducted together
with the engineer Pierre-Alain Fardel, who also worked on the Zapping Zone equipment.
You see him here adjusting the last failing monitor on the piece before its exhibition in
2018.
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But case studies are far from being the main way that media art conservation progresses
currently in French museums : for local museums, such as city one outside from Paris and
regional ones like the FRAC, most of the needs are focused on setting up procedures for
collection management, acquisition, digitization, and storage.

B BRI AR BT RO EIFRRREMRFERN T EA N W5 181988 thne
RSN BB FIFRACE BIS I 81188 RERD MR ENER IR B W - B 1EF
fEfFmiz Lo

In museums such as CAPC in Bordeaux, or MAMCS in Strasbourg for instance, usually a
single curator or assistant curator is in charge of several types of collections including
media artworks amongst many others, and cannot dedicate entirely their time to manag-
ing and conserving the media art collection.
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Most the often, the situation is as follows when these museums start working with a
freelance media art conservator : the artworks in the collection that originally existed on
magnetic tapes are not yet digitized following high quality conservation standards, but
were transferred to DVD in the early 2000s (so, in compressed MPEG2 format) in order to be
exhibited this way, and are still displayed on DVDs when they have to be exhibited today ;
the production of exhibition files has been handled so far by local technicians who mostly
deal with practical tasks on display equipment, sometimes leading to satisfying exhibition
copies but no high quality master files ; the acquisition process is usually still quite light
and does not come yet with specific requests to the artists in terms of which types of master
files to provide, which documentation, instructions etc. ; and the management of the
media art collection on a daily basis is still unpractical and very much based on the
emergencies depending on the day-to-day needs for each exhibition.
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As a consequence these « broad conservation plans » usually involve the following steps in
accompanying the museum’ s staff for standardized procedures :
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— We first assess the condition of the entire collection, both physically (condition
assessment of the tapes and other carriers), and in terms of content, with the main
goal to clarify which artworks miss a proper master file and a proper exhibition file,
or documentation and equipment.
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Together with the curators, we write to each artist/gallery for every artwork that
misses a master conservation file, to ask if they can provide a digital high quality
master file. This ensures that no magnetic tape is going to be digitized without reason
afterwards during the digitization step, which would result in money loss and higher
risks to get a lower quality file if the tapes stored by the museum have degraded for
instance. Sometimes, artists or galleries answer by asking for the payment of produc-
tion costs in order to provide the file, but in many situations, it is worth it in order to
get high quality master files for each artwork.
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We then launch a digitization plan for the remaining artworks for which no master file
was found at all, and only the magnetic tape exists as a single source. This step
usually consists of collaborating with a digitization lab and supervising the whole
process.
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Once all the artworks have both their digital conservation master file(s), and an
exhibition file(s), we discuss with the curators, and computer technicians working in
the museum’ s staff, what is the best storage system and folders structure fitting their
uses and needs. Very often, this involves discussing if the scale of their collection
justifies dividing the whole digital storage into two split parts, one for the exhibition
files, and one for the conservation master files, or if it makes more sense keeping all
the files related to an artwork inside a single folder, together with its documentation
for instance.
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We usually guide the task of filling the database for collection management as well, in
order to mention the proper metadata and file specifications in the right fields in the
museum database system. In France, most public collections of contemporary art use
the same system, called Gcoll (developed by Videomuseum), which facilitates the
standardization of documenting media artworks, even if Geoll is far from being an
ideal system for this type of artworks.
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Next to these steps, we also discuss every time the ways of improving the acquisition
process. This involves mostly improving the forms to fill for the artists, the type of
technical information to request when each artwork is acquired, and mostly, defining
the types of files and/or equipment that the artists have to provide.
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In the end, both specific case studies and broader conservation plans are a key to how
media art conservation is progressing in French collections. Case studies can be difficult to
set up time-wise and budget-wise, but they don’ t only benefit the artwork, they also benefit
the field by improving research methods ; for instance, many elements that were researched
during the Zapping Zone study were benefiting from previous actions led in other institu-
tions, and later on have benefited the conservation process of other artworks in the collec-
tion as well, such as the CD-Rom artwork by Chris Marker produced later in 1997, titled
Immemory, which has been since then migrated for the web to HTML5 at Centre Pompidou.
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But to adapt to the disparity of museum needs, setting up and accompanying conservation
plans focused on entire collections is also important, and mostly, training the people in
charge of these collections in order for them to have a strong enough comprehension of
their artworks and their technicality. Only then, the ground can be set for future case studies
zooming-in on specific artworks, and the needs for each specific work can be identified and
clarified, sparing the risk to figure it out too late once an artwork already has been planned
for exhibition.
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With this progression, the French field might be evolving slightly away from what Pip
Laurenson had described in 2013, and towards what she mentions in that same article as
the model of the San Francisco MOMA, « A cross-disciplinary model where an internal team
is developed to respond collaboratively to the needs of time-based media artworks
including conservators, registrars, technicians, curators, plus any additional freelance
specialists ».
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