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In doing so, he allowed for and encouraged a variety of 
projects and a spectrum of approaches from the understated 
to the hubristic. From Gabriel Orozco to Catherine David, 
Gilane Tawadros to Daniel Birnbaum, Hou Hanru to the 
team of Nesbit, Obrist and Tiravanija—this was a brilliant 
mash-up, and the participating artists attest to the vision of 
this project.

Of course, there are always events one cannot attend. 
For me, three major regrets were: the 2002 Gwangju 
Biennale curated by Hou Hanru and Charles Esche, all 
the remote platforms for documenta 11 (2002) by Okwui 
Enwezor and “Nothing: A Retrospective” by Kamin 
Lertchaiprasert and Rirkrit Tiravanija at Chiang Mai 
University Art Museum (2004), curated by Gridthiya 
Gaweewong. Each project initiated a discursive structure in 
its preparation that we might now take for granted. 

Three exhibitions in 2004 influenced my understanding 
of how spaces can be activated by artists: “Antarctica: Sora 
Kim & Gimhongsok” at the Artsonje Center, Seoul, curated 
by Kim Sung Won (specifically Sora Kim’s Elephant Island 
with its participatory library, supported with a unique 
system of public programs); “Ozawa Tsuyoshi: Answer with 
Yes and No!” at the Mori Art Museum, Tokyo, curated by 
Mami Kataoka; and “Threshold: Byron Kim 1990–2004,” 
curated by Constance Lewallen, which traveled extensively 
(originating at Berkeley Art Museum). Each Monday, while 
the show was at Museum of Contemporary Art, San Diego, 
Kim mailed his most recent Sunday painting from wherever 
he was, and it was added to the Irwin Gallery. Amazing. 
Also in 2004, SANAA completed the 21st-Century Museum 
of Contemporary Art in Kanazawa, perhaps the most 
outstanding museum built since the 1970s—truly inspired.

The passing of artist Bahc Yiso in 2004 was one of the 
most momentous losses of the decade for contemporary art. 
Fortunately, his contribution to art and ideas still thrives. 
“Huang Yong Ping: House of Oracles” (2005) at the Walker 
Art Center in Minneapolis, curated by Philippe Vergne,  
was a timely survey exhibition. Curator Doryun Chong’s 
lexicon on Huang’s work in the catalog is a brilliant 
contribution to the scholarship on the artist. Haegue Yang’s 
“Sadong 30” (2006), curated by Hyunjin Kim, a haunted, 
profound installation in an abandoned home in Incheon, 
was my first real experience with the artist’s work and the 
basis for our collaboration together. The energy produced 
by Paul Chan’s self-funded residency and volunteer teaching 
in New Orleans (2007–08) shook the cynic out of many of 
us. Danh Vo’s exhibition at Kunsthalle Basel (2009) suggests 
he is seriously one to watch. The 2009 Istanbul Biennial, 
curated by What, How & For Whom, was an exceptional 
example of decisive curatorial presence—archival elements 
(political posters, questionnaires, statistics) were seamlessly 
incorporated into the exhibition and publications. 

As for the future, recessions allow art and ideas to 
prosper over objects as commodity. Great things always 
happen behind the shiny facade of commerce. I place my  
bet on several spaces that opened in the past decade to 
positively affect cultural production in Asia in the next 
decade: Alternative Space Pool, Seoul; Asia Art Archive, 
Hong Kong; Beirut Art Center; CAMP, Mumbai; Platform 
Garanti CAC, Istanbul; REDCAT, Los Angeles; Sàn Art,  
Ho Chi Minh City; Sharjah Art Foundation; Tokyo Wonder 
Site;  and Vitamin Creative Space, Guangzhou/Beijing.

Eungie Joo
Many events memorable and impressive in the first 
years of the decade have receded to the margins of my 
thinking, for better or worse, and my assessment of artists, 
exhibitions, and the rest will likely shift again before the 
decade’s end. The following is but an incomplete, rambling 
list of “the momentous” that influenced my curatorial 
practice and current thinking about contemporary Asian art.

A project that immediately comes to mind as profound  
is “Under Construction: New Dimensions of Asian Art” 
(2001–03). The project brought together early-career 
curators, academics and writers Gridthiya Gaweewong, 
Patrick D. Flores, Ranjit Hoskote, Asmudjo Jono Irianto, 
Yukie Kamiya, Mami Kataoka, Sunjung Kim, Pi Li and  
Atsuo Yamamoto, who researched and collaborated on  
a series of “local” exhibitions and eventually mounted a 
remarkable exhibition in Tokyo at the Japan Foundation and 
Tokyo Opera City Art Gallery that featured more than 40 
artists from seven Asian countries. This effort, organized by 
Yasuko Furuichi for the Japan Foundation, was a watershed, 
directly and indirectly inspiring numerous future projects 
and networks of information and collaboration still active 
today. Another of Furuichi’s major projects around that time 
was the publication of Alternatives (2001) and its second 
edition, Alternatives 2005: Contemporary Art Spaces in Asia, 
which introduced 170 spaces in 16 Asian countries. 

Francesco Bonami’s 2003 Venice Biennale offered  
a collection of different curators the opportunity to do their 
own thing, and should be recognized as a major contribution 
to the field at exactly the moment it needed to happen.  
As curators continue to struggle to respect the breadth of 
the ever-growing art world, Bonami was knowledgeable 
enough to call in a team of curators to share the burden.  
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