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ABSTRACT

A Conversion of 'site' on Public Art
— Focusing on the Controversy about Richard Serra's

<Tilted Arc>

Hye Eun Jung
Department of Art History
Graduate School of

Sungshin University

After the emergence of the nations, art has been used just beyond the
results of individuals’ aesthetic pursuit but used as the results of
government’s policies toward the citizens or the local communities. The
art connoting the public nature has been explained as ‘public art’ since
the latter part of 1960s, and therewith, the debate surrounding the public
art has progressed actively.

Since the public art led by the nation, in particular, the art used as
government policy, has made use of the commercially successful or
internationally renowned artists’ works by placing their art works in the

public space, the artistic and site—specific contexts have not existed in
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most cases.

Namely, the problems have been raised for such results of government
policies. That is, when a work is conceived, the place where it i1s
installed should be taken into consideration together, and further, the art
work should be site-specific, which means that it is in an inseparable
relation with the place where it is installed.

In discussing such site-specificity, Richard Serra’s works, particularly

his ‘Tilted Arc’ may be a good example. Serra had worked in
consideration of the site-specificity, connoting time and process, before
his work ‘Tilted Arc’. When a dispute arose regarding installation and
demolition of ‘Tilted Arc’, he could have an opportunity to -clearly
express his perception of the art works and their site-specificity.
In the public hearing surrounding ‘Tilted Arc’, he testified that “Tilted
Arc was commissioned and designed for one particular site: Federal
Plaza. It is a site-specific work and as such not to be relocated. To
remove the work is to destroy the work”. Such testimony of his clearly
implies that his works connote site-specificity.

In addition, installation and demolition of ‘Tilted Arc’ not only
confirmed the site-specificity of Serra’s art but also arranged an arena
of debate about the site—specificity of the public art, and in this regard,
‘Tilted Arc’ must be note-worthy.

Thus, this study discussed the concept of ‘site’ implied in the public
art, centering around Richard Serra’s ‘Tilted Arc’. To this end, the
definition of the public art was reviewed in reference to three theorists:

Malcoim Miles, Kwon Mi-won and Cher Krause Knight. Then, this
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study examined the public art works installed, being sponsored positively
and institutionally by the government.

Then, this study discussed the modernism art perceiving that no
relation exists between site and art work, and the physical space shown
in the minimalism art that emerged in 1960s. Since the minimalism, the
space for art has been no longer the conceptual space as conceived by
modernism but has changed into the ordinary space perceived actually.
Thus, the art work can be located at the current site, and further, the
site-specific art focusing on the inseparable relation between work and
site has emerged.

In addition, this study discussed the pursuit of the site shown in
Richard Serra’s works before ‘Tilted Arc’ or the background of the
landmark work.

Then, this study reviewed a series of developments surrounding the
art work ‘Tilted Arc’ that had been commissioned by US General
Service Administration as a series of the public art program works:
installation, opposition, court trial and demolition. Furthermore, this study
reviewed the public art separated from the government commission after
the demolition of ‘Tilted Arc’ and new discussion therefrom to examine
the diversified and enhanced conception of ‘site’ due to the installation
and demolition of ‘Arc’.

Richard Serra’s ‘Tilted Arc’ was a starting point stimulating the
diversified discussions about the public art based on the conception of
site-specificity, while urging us to approach the pursuit of the public

nature in the public art from other perspectives, allowing us to reflect on
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the social role of art. Lastly, it is hoped that this study that has
arranged the discussions about the public art and its site—specificity
starting from ‘Tilted Arc’ would promote wider communication between

the public art and the society.
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