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Hybrid art is an interdisciplinary through combination of media and techniques in order 

to produce a creative artwork. In Malaysia, the first hybrid art exhibition was held in 

2005 at National Visual Art Gallery (NVAG) followed by a second exhibition in 2007 

at Sabah Art Gallery. Since then, there is no new edition of hybrid art exhibition conducts 

by the Hybrid Art Group. For more than 10 years does hybrid art still exist in Malaysia’s 

art scene? This scenario has inspired the researcher to study about the existence of hybrid 

art practices in local art scene. So, the issue in this study is the existence of hybrid art 

practices in Malaysia’s art scene. This research focuses on the artists who are not from 

the Hybrid Art Group. This situation has led the research to investigating the artists’ 

practices and the integration of hybrid art knowledge in the Malaysian art scene. The 

components of this study comprise of artists’ practices, integration of hybrid art 

knowledge and establishment of hybrid art identity. The artists’ practices were examined 

based on the perceptions of media diversity, experimentation and hybrid art knowledge 

in Malaysia art scene. 10 artists were involved with face-to-face interviews and 35 

respondents which were artists and postgraduate art students had answered the 

questionnaires in order to get the results of their practices. Meanwhile, the integration of 

hybrid art knowledge involves the responses from curator and audiences. For the curator 

category, there were 8 curators involved in interviews and the studies on representation, 

commercial and future of hybrid art practices. Meanwhile, audience’s awareness focuses 

on the perception toward the selected hybrid artworks that exhibited in NVAG. So, there 

were 150 respondents had answered the questionnaires for the audience’s category. In 

addition, researcher also had interviewed an art collector, an art conservator and 8 art 

academicians and the purpose is supported the artists and curator’s feedback about the 

hybrid art knowledge. All the data were analyzed using Statistical Package for Science 

Social (SPSS) software version 20.0 in order to obtain the descriptive statistics, principal 

component analysis and hierarchical cluster analysis. The artists’ practices result 

revealed aesthetic complexity, knowledge dimension, experimental knowledge, 

community and innovative integration being practised by them. As the artists’ practices 

integrated with hybrid art knowledge, the results showed that the important components 
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were hybrid practice, hybrid exhibition, hybrid environment, technical collaboration, art 

support, conservation, commercialization, art talk, art community, audience’s 

participation, art education and art references.  A framework was developed and named 

as “The Framework of Hybrid Art Identity”.  The purpose to validate the framework was 

to examine the hybrid art knowledge in establishing the hybrid art identity. The 

validation was studied from the angles of application, benefit and ease of 

implementation. Out of those 3 angles, researcher had selected the results from ease of 

implementation and it showed that the artistic integration and public engagement serves 

as the strategy to develop the hybrid art identity. Lastly, the recommendations are 

suggesting that the local art scene should focus on commercialization and conservation 

of hybrid artwork for the sake of maintaining the hybrid art in Malaysia. 
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Seni hibrid adalah antar disiplin yang menggabungkan media dan teknik bagi tujuan 

untuk menghasilkan karya kreatif. Pameran pertama seni hibrid adalah diadakan pada 

tahun 2005 di Balai Seni Lukis Negara dan pameran kedua adalah pada tahun 2007 di 

Balai Seni Sabah. Sejak itu, tiada edisi baru untuk pameran seni hibrid dianjurkan oleh 

Persatuan Seni Hibrid. Jadi, selepas lebih daripada 10 tahun, adakah seni hibrid masih  

wujud di seni Malaysia? Senario inilah telah memberi inspirasi kepada penyelidik untuk 

mengkaji mengenai kewujudan praktis seni hibrid di seni tempatan.  Maka, isu dalam 

kajian ini mengkaji kewujudan praktis seni hibrid dalam seni Malaysia. Kajian ini 

memfokuskan kepada artist yang bukan dari Persatuan Seni Hibrid. Situasi ini telah 

membawa kepada kajian yang mengkaji praktis artis dan integrasi pengetahuan seni 

hibrid dalam senario seni di Malaysia. Komponen yang dikaji adalah praktis seni, 

integrasi seni hibrid dan menubuhkan identiti seni hibrid. Praktis untuk artis melibatkan 

persepsi dalam kepelbagaian media, eksperimentasi dan masa depan pengetahuan seni 

hibrid dalam seni Malaysia. Terdapat 10 orang artis terlibat dengan temuramah secara 

bersemuka dan 35 orang yang terdiri daripada artis dan pelajar seni pascasiswazah  telah 

menjawab soalan soal selidik bagi memperolehi data praktis artis. Bagi kategori kurator, 

terdapat 8 orang kurator terlibat dengan temu ramah dan kajian tertumpu kepada 

pameran, komersil dan masa depan praktis seni hibrid dalam seni tempatan. Manakala, 

kesedaran daripada audien memfokuskan kepada persepsi terhadap karya seni hibrid 

terpilih di BSLN. Maka, responden yang terlibat dengan soal selidik adalah seramai 150 

orang audien. Tambahan lagi, penyelidik juga telah menemuramah seorang kolektor seni, 

seorang konservator seni dan 8 orang ahli akademik. Kesemua data dianalisa dengan 

menggunakan perisian Statistical Package for Science Social (SPSS) 20.0 bagi 

memperolehi statistik deskripsi, analisa prinsipal komponen dan analisa hierarki kluster. 

Hasil dapatan untuk praktis artis dalam karya mereka adalah kompleksiti dalam estetika, 

dimensi pengetahuan, komuniti, pengetahuan dalam eksperimen dan integrasi dalam 

inovatif. Manakala bagi hasil dapatan integrasi pengetahuan seni hibrid  menyatakan 

komponen penting yang perlu dititikberatkan iaitu praktis hibrid, pameran hibrid, 

persekitaran hibrid, kolaborasi dalam teknikal, sokongan seni, konservasi, komersil, 
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bicara seni, komuniti seni, penyertaan daripada audien, pendidikan seni dan rujukan seni. 

Satu rangka kerja telah dirangka dan dinamakan sebagai “Rangka Kerja Identiti Seni 

Hibrid”. Rangka kerja ini juga telah divalidasi bagi tujuan mengenal pasti pengetahuan 

seni hibrid dalam menubuhkan identiti seni hibrid. Proses validasi ini juga dikaji dari 

aspek aplikasi, hasil kebaikan dan pelaksanaan. Berdasarkan daripada 3 aspek tersebut, 

hasil validasi yang dipilih oleh penyelidik adalah dari segi pelaksanaan dan ianya 

menyatakan integrasi artistik dan kerjasama dengan masyarakat adalah merupakan 

strategi yang dapat membangunkan identiti seni hibrid. Akhir sekali, rekomendasi 

diberikan bagi memfokuskan kepada komersil dan konservasi dalam seni hibrid kerana 

rekomendasi ini bertujuan untuk mengekalkan seni hibrid di Malaysia.  
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1 

CHAPTER 1 

INTRODUCTION 

1.1 Introduction 

New advancement in technology has generated artists to apply multidisciplinary in art 

practices. Since the spread of international artistic movement in the Malaysian art scene, 

the movement of art practices has also started to interchange into new media. As 

computer art and electronic art started to enter the art mainstream in 1980’s and 1990’s, 

respectively, digital technologies have expanded and encouraged artists to explore more 

in art, whereby they channel from old modes to new modes in producing artworks. In 

addition, artists have also been influenced by the installation style in presenting their 

artworks. Abdullah (2017) stated that the installation of art in Malaysia began in the early 

1990’s and it has become relevant to local artists in portraying their concept, style, and 

knowledge. The direction of the art movement in local art scene has developed more than 

20 years ago; thus, the growth of art should be more developed in today’s art scene. The 

advancement of applying modern equipment has also developed the artists’ creativity in 

producing their artworks. Art is about the inventiveness of technological and 

experimental attainment and this has encouraged the art expertise enthusiasm (Yuan and 

Ben, 2008). From this point of view, it points out that the excitement of artists involved 

with exploration and manipulation of media and tools. 

Sabapathy (1994) stated that during the end of 1980’s, Malaysian young artists began to 

explore a new direction by starting to disconnect with traditions and separating 

equipment and method. Early digital artists, such as Kamarudzaman Isa and Ismail Zain, 

started the computer art in which they challenged their computer ability to create 

artworks.  Following this, video and installation took over the movement. In the early 

1990’s, many artists started to combine different genres in their art presentation. Their 

artworks were the combination of videos, installations, performances, visuals, films and 

music as their strategies to express ideas and new possibilities. Artists such as Liew Kung 

Yu, Hasnul Jamal Saidon and Niranjan Rajah had challenged art by moving to a new 

perspective, where they explored more than one media to represent the outcome of 

artworks in diverse ways. Aside, Galenson (2018) stated that, in art, it is about ingenious, 

in which an artist is able to transform the subject’s approach and turn it into 

modernization. Considering modernization in art practices by Malaysian artists, it 

directly affects local artists to explore more in this artistic discipline. Local artists have 

been influenced by the new approaches and have considered in adopting them in order 

to develop multidisciplinary arts.  

Today, young artists have also begun to consider community matters which are presented 

with crucial and interrogating opinions regarding archetypes from the western countries. 

This art transition started in 1988, pioneered by Ismail Zain’s works which brought a 

new dimension of creating artworks.  Ismail Zain concerned with the explanation for the 

development outside of established to circumstantial interest and being detracting 

consumption of recent high technology and applied it into the local aesthetic method 
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(Saidon and Rajah, 1997). This exhibition was named “First Electronic Art Exhibition” 

and held in 1997 at the National Visual Art Gallery (NVAG).    

There were samples of early artworks (Figures 1.1 – 1.4), which applied computer art 

and multidisciplinary approach in the artworks. Kamarudzaman Mohamad Isa was the 

pioneer in programming and his artwork (see Figure 1.1) also involved the computer art. 

In 1980’s, Deluxe Paintable software was invented to improve the ability of computers 

to produce and process images through Commodore Amiga 1000 computer with the 

RAM500kb capacity (Saidon and Rajah, 1997). 

Figure 1.1 : Penghargaan Untuk Bapak (Isa, 1987) 

(Source: Reza Piyadasa, 2001, Rupa Malaysia Meninjau Seni Lukis Moden Malaysia) 

Figure 1.2 : Al Kesah (Zain, I. 1988) – a computer print 

(Source: Reza Piyadasa, 2001, Rupa Malaysia Meninjau Seni Lukis Moden Malaysia) 

Ismail Zain’s famous artwork, titled ‘Al Kesah’ (Figure 1.2), portrays a popular 

influential culture of a Malacca family, whose soap opera called ‘Ewing Family’ was 

really popular in the late 1980’s era. He was interested in combining the Malacca 

traditional house and the portrait of ‘Ewing Family’, and there was a play card on top of 
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the Malacca house. This artwork shows how computer technology constructs traditional 

images, such as the images of a Malacca traditional house and those of the actors and 

actresses in ‘Ewing Family’ (Piyadasa, 2001). 

 

 

 
 

 

Figure 1.3 : Vincent – a computer print (Zain, I. 1988) 

(Source: Reza Piyadasa, 2001, Rupa Malaysia Meninjau Seni Lukis Moden Malaysia) 

 

 

 
 

Figure 1.4 : Kdek, Kdek, Ong! (Saidon, H. J. 1994) – an electronic installation 

(Source: Reza Piyadasa, 2001, Rupa Malaysia Meninjau Seni Lukis Moden Malaysia 

 

 

The ‘Vincent’ artwork (Figure 1.3) by Ismail Zain applied only white dots and lines over 

a dark grey surface. This computer technology allows the creation of new spaces for the 

artist to explore new technics and spaces. The white dots were applied to design the figure 

of Van Gogh (Saidon and Rajah, 1997). 
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Another example, as seen in Figure 1.4, is the artwork of Hasnul Jamal Saidon entitled 

“Kdek, Kdek, Ong!”, which portrays the idea of an animated frog as the subject. The 

‘frog’ is trying to free itself from the captivity. In the installation presentation, the artist 

applied electronic media, namely, a television set and a videotape player, as a metaphor 

of a Malay proverb that says “Katak di bawah tempurung” (Piyadasa, 2001). 

 

 

1.2  Hybrid 

 

 

In discussing hybrid aspect, researcher views the concept of hybrid based on different 

perspectives. From the scientific view, Babu, Kumar and Rao (2017) stated that hybrid 

nanofluid is a combination of two or more nanoparticles with advance materials and 

molecules. In term of power source, Nema, Nema and Rangnekar (2009) stated that 

hybrid energy structure inspector is to handle the interchange of diverse structure 

elements and inspector capacity run inside the structure to supply a solid source of power. 

Meanwhile, in biology perspective, Baack and Rieseberg (2007) stated that hybrization 

may lead to organic evolution which works to create new hybrid origin, not undertaking 

chromosomal similarity and normally has different parental genomic.  Then, in 

transportation perspective, Lygeros, Sastry, and Tomlin (2001) stated that in 

transportation system, hybrid is structures contained of divergent cooperating 

subsystems or operations. For the material view, Sanchez, Shea and Kitagawa (2011) 

stated hybrid material can lead to explore new mediums which are highlighted on the 

practical and operation in machines and science mediums. 

 

 

In term of practitioner, Faustini, Nicole, Hitzky and Sanchez (2018) stated that hybrid 

scientist is capable to control the ways of understanding and make connection among 

divergent fields motivated by scholarly or technical requirement. They also embrace the 

growth of hybridize new fields and encourage advance hybrid in intellectual way.  

 

 

1.3  Hybrid Art 

 

 

Artists have created various ways to visualize art and research; they study the materials 

and explore techniques, processes, different tools and potential of involvement in 

multidisciplinary. In this contemporary time, artists are committed to challenge 

themselves to produce new knowledge and probabilities in creating artworks. 

 

 

In art historical timeline, the movement of art approaches and presentation had started to 

change when it comes to new media. In addition, Stadon (2015) stated that in mixed 

reality art, the hybrid concept is connecting technology by combined reality interfacing 

has leading to advance investigation of these advance post-biological mixed 

conventional example of time and space. In discussing of hybrid in art, Meskin (2009) 

stated that people who appreciate hybrid must have understanding of early art form, at 

the same time, the understanding of the mixture of in the hybrid itself.  
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In Malaysia, hybrid art is emphasized in research, transdisciplinary, various genres of 

media, unlimited processes and cross disciplinary, which embraces different cultures of 

origins and values creative minds (Rahman, 2007). The approaches engage with 

unprecedented advancement in possibilities for the representation of new art forms into 

artistic expression and also a convergence of technology. Rahman (2007) stated hybrid 

art is something of a varied creation or composition, having two or more factors that 

make an outcome. The upshot is an advanced creation – integralism.   

 

 

 
 

Figure 1.5 : Hybridism Concept Of Manifesto 

(Source: Hybridism + ism, 2007) 

 

 

In 2007, the Hybridism Art Group (2007) made a manifesto, named ‘Hybridism Concept 

of Manifesto’. This manifesto found that the integration of embracing the culture of 

origin that supports the activity of combining and values creative minds, cross 

disciplinary or multidisciplinary, media and technology convergence, unlimited process 

and experiment, has created hybridism in art.  Hybrid in an art focus on the divergence 

of borderline that represents attributable aesthetic groups and processes (Whitham and 

Pooke, 2010). 

 

 

Michael (2009) claimed that the model of hybrid art practice was evolved from artistic 

diversity, art foundation and support, as well as media innovation as valuation to 

artworks. The measurement of gaining hybrid art practices involves the integration of art 

foundation and support, as well as media innovation. So, by this integration, the practices 

would achieve the artistic diversity. Apart from that, Rahman and Michael (2008) 
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described the visions of science and technology have extended to artistic practices 

without neglecting the elements and principals of art, and these extensions have remained 

in multidiscipline work practices of artists. The nature of artists’ perception about 

combining media questions the importance of mixed media being used for creating 

artwork. Meanwhile, Piirma (2014) claimed that gathering the artworks raises new 

issues, relationships and more unspecified possibilities by whichever particular 

discipline. Hence, hybrid artists know completely about structuring the media through 

the substance of the mind.   

 

 

In Malaysia, a group of artists and researchers have developed the “hybrid” approach in 

the process of producing artwork and they named their group “Hybrid Art Group”. This 

art group has developed a platform that focuses on multidisciplinary approaches. They 

conducted two exhibitions, namely, ‘D’NA → HYBRID from the Inside’ which was held 

at NVAG, and ‘Hybrid + ISM’ that was held at Sabah Art Gallery in 2007. The 

exhibitions were organized by the Faculty of Applied and Creative Art UNIMAS. Most 

of the Hybrid Art Group members are from different backgrounds, such as fine art, 

graphic, textile and fashion, cinematography, as well as design technology. The idea of 

the exhibitions was about the artists’ very own definition of ‘hybrid’. Most of the 

artworks were conventional paintings combined with digital and sound art, mixed with 

installations and sculptures that were experimental towards fabrics, videos, light and 

cultural issues. It was not about technological media alone and some of the artworks were 

engaged with old media. Thus, this has eventually generated hybridity in an artwork. The 

artists who participated in the hybrid exhibitions were Khairul Aidil Azlin Abdul 

Rahman, Sylvester Weilding Jussem, Awangko’ Hamdan Awangko Arshad, Wan 

Jamarul Imran Wan Thani, and many more. 

 

 

There are examples of the hybrid artworks from the ‘Hybrid + ISM’. The artworks 

involve multidisciplinary practice and they are driven based on the combination of 

different methods. Sylvester Wielding Jussem, in his work of Kobong Series I and II as 

seen in Figure 1.6  produced abstract paintings by integrating exploration and artistic 

elements. The creativity could be seen in two ways, in which four pieces of canvas were 

combined to create one large masterpiece. In discussing the media, the artist used both 

the old and new media.  Hybridity in this artwork used the method of photographic, 

digital print and acrylic on canvas and imagery from his observation towards the 

environment. At first, the artist captured the photo of the environment and printed it in 

digital form. The photo was printed on a canvas. Then, the artist continued to paint the 

abstract painting on it.  
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Figure 1.6 : Kobong Series I and II, (Jussem, 2007) - digital printing and                     

Acrylic (Source: Hybridism + ism, 2007) 

 

 

 
 

Figure 1.7 : Virtual Reality: Logistic and Information (Abidin, 2007) 
(Source: Hybridism + ism, 2007) 

 

 

Virtual Reality: Logistic and Information (Figure 1.7) by Zulkalnain Zainal Abidin 

brings the audience to a virtual artwork through the photography approach. In the 

meantime, these photographic angles incorporate virtual reality applications. This 

method could lead to the freedom of exploration by diversifying the perspective of virtual 

world view. The application of software and virtual reality have made the experience of 

viewing photography in a different vibe. The ability of the software pushes the limits of 

photography method.  
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1.4  Identity 

 

 

It is important to know the identity of hybrid art practices as it has become an 

identification of the hybrid art practices in Malaysia art scene. Firstly, the researcher 

wanted to discuss about the identity from different views. Basically, the personal identity 

portraying the attributes for identity contains of representations of name, particulars of 

parents, date and place of birth are the basic definition of the beginning identity, 

meanwhile biometric identity contains individual value and biographical identity reflects 

individual data (Boongoen, Shen and Price, 2010).  

 

 

Then, in discussing about social identity, according to Schwartz, Zamboanga and 

Weisskirch (2008), identity is an analytical view of cognitive activity. They also stated 

that personal identity is from the individual views by looking at social rank and capital. 

Meanwhile, Buckingham (2008) stated that identity is respecting recognition 

accompanied by different, sometimes we presume are homogeneous (whether not 

precisely the identical), somewhat in few notable aspects. Then, Ellemers, Spears and 

Doosje (2002) stated the identity is investigating by intersecting dedication and situation 

aspects to create a classification of circumstances that included diverse identity covers 

emerge, emotion and response. In terms of social psychology, according to Howard 

(2000), identity is about hybridity whereby the identity is raising border crossing that 

secondary person identity is described as dissimilarity from one or the other individual. 

In integration identity aspect, Cornelissen, Haslam, and Balmer (2007) mentioned that 

the integration perspective to identity investigation needs to engage differences by 

connecting community, institution and a group of people where these relate to procedure, 

designing and output, so that it could deliver appreciation of identity in operation.   

 

 

In these sense, these scholars discussed that the identity response to the diverse, but 

sometimes there are similarities, outstanding, classification, feeling and reaction. When 

it comes to integration, the identity becomes a unity from the perspectives of community, 

involvement of institution, producing something and deliver it to the community and then 

there are appreciations from the output.  In this way, in connecting to hybrid art practices, 

the researcher will be able to apply these identity concepts to identify the hybrid art 

practices and searching for the hybrid art identity. So, in hybrid art practices, the 

researcher would study the identity by looking hybrid art knowledge that consisting of 

artists’ practices, awareness, art community, hybrid artworks and hybrid art knowledge.  

 

 

1.5  Research Motivation 

 

 

The motivation of the research is to study the existence of hybrid art in the Malaysia art 

timeline. This is due to the reason is that the last hybrid art exhibition was held in 2007 

at Sabah Art Gallery and there is no continuity in the hybrid art exhibition. So, the idea 

of conducting this research came about after the researcher visited the NVAG during the 

‘Young Contemporary Competition 2016’. There were few artists competing their 

artworks that had the element of hybrid art practices. It showed that aside of hybrid art 

group members produced the hybrid artworks, there were other artists practicing hybrid 

art when they were producing their artworks. These had motivated the researcher to 
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conduct a study of artists’ practices, the awareness about the hybrid art knowledge and 

the audience’s awareness about the hybrid artworks. At the same time, as the artists have 

practicing the hybrid art, the establishment of hybrid art in Malaysia’s art scene also 

needed to be practised. In addition, the hybrid art need an identity that portray hybrid art 

practices in Malaysian art scene. So, it is important to identify the hybrid art identity in 

Malaysia’s art scene because this is the identity of Malaysian artists’ practices in hybrid 

art practices. 

 

 

1.6         Issues 

 

 

The researcher did an observation at major galleries such as NVAG, the Petronas Gallery 

and Segaris Art Centre in Kuala Lumpur area. Most of the galleries were exhibiting 

painting as major exhibition. So, artworks such as electronic and experimental are not 

selected to be exhibited in the gallery. Unless, if there is art competition, there would be 

special category for this type of artwork, for example, art competition like ‘Young 

Contemporises 2016’ organized by NVAG. If there is no art competition, the art 

institutions are not interested to exhibit hybrid types of artworks especially the ones that 

involve electronic and experimental. Another example, after the ‘1st Electronic Art 

Exhibition’ in 1996, the continuity of electronic or digital exhibition approach has been 

infrequently organized by private and government galleries. Apart from that, artists are 

not actively producing and exhibiting multidisciplinary types of works as compared to 

the past few years.  The problem is there is no continuity of electronic art exhibition after 

that. Same goes to the hybrid art exhibition, the hybrid art group only conducted two 

exhibitions and then the hybrid exhibition is discontinuing.  

 

 

So, the issue in this study is the existence of hybrid art practices in Malaysia’s art scene. 

At the same time, what is noticeable is that Malaysian artists and art community are more 

interested in old media or focus on conventional artworks rather than mixed media types 

of artworks. For example, artwork such as painting is among high demand when it comes 

to exhibition in the gallery and so in the art market.  

 

 

1.7         Problem Statement 

 

 

The last hybrid art exhibition was more than 10 years ago. Hybrid art is still not existed 

in Malaysian art timeline. Hybrid art identity has not been established in the Malaysian 

art scene. Hence, the purpose of the study was to identify and establish hybrid art identity. 

Rahman (2007) mentioned that hybridism or combination in a long run would evolve 

into alternate extreme art evolution. So, for the past few years, regarding the revolution 

of hybrid art, had the hybrid art been established or not yet established in the Malaysian 

art scene?  

 

 

a)           Lack of artists’ practices awareness that lead to hybrid art identity 
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The hybrid art practices are important because of the understanding of hybrid elements 

is leading to the process of making artwork. Usually, hybrid art involves with 

experimental of media and tools when it comes to produce a hybrid artwork. The process 

itself applies various of method and combination of interdisciplines, so, this has 

influenced the artists to produce various presentation of hybrid artworks. In this research, 

the artist’s practices are highlighted and the identity of hybrid art practices in Malaysian 

art scene. Artworks produced by Malaysian artists not only focus on the subject matter, 

art approach and style, as well as national narratives, besides the Malayan identity, they 

should be based on the differences in appearance and characters (Ong & Ahmad, 2015).  

 

 

Aside, Shahir (2004) stated that Malaysia still cannot be considered as a modern country 

in terms of ideas and materials like those found in Western countries. It is not the result 

of Malaysia’s modernity ingredient itself. Thus, the researcher wanted to study the 

factors of the artists’ practices that lead to hybrid art identity The feedback of the hybrid 

art identity from Malaysian artists is crucial because it portrays the image of Malaysian 

art scene.  

 

 

b)           Lack of opportunity in exhibiting hybrid artworks 

 

 

Government and private galleries preferred to exhibit artworks such as painting and 

sculpture as major artworks to represent the gallery. Local artists are interrogating the art 

institutions because the institutions are against exhibiting and presenting non-traditional 

artworks (Yap, 2013). Since hybrid artworks involve the experimentation of technology 

and devices, so the challenge is the opportunity for hybrid artworks to be exhibited in art 

galleries and their acceptance like other mainstream artworks.  

 

 

c)           Difficulty in commercialization of hybrid artworks 

 

 

Artworks like painting is high demand in the art market compared to artworks that 

involves with electronic and experimental artworks. At the same time, art collectors 

preferred to buy painting because of the longevity and value of the painting. Based on 

Yong, Khairuddin, Joseph and Ibrahim (2013) mentioned that artists who engage with 

exploratory, theoretical and analogue modes feel the demand that art market in the 

Malaysian art is not ready to assist the artworks. Thus, this inquiry has given the impact 

of commercialization towards hybrid art artworks in Malaysia’s art scene. 

  

 

d)        Lack of audience’s awareness about hybrid artworks  

 

 

Audience’s awareness toward the hybrid artworks is crucial because it shows that the 

hybrid artworks are establishing in Malaysian art scene. Other than that, audiences are 

used to experience painting, sculpture and installation displayed in the galleries. So, the 

point is “How about hybrid art artworks?”. Since the first hybrid exhibition in year 2005 

in NVAG, there was no measurement of audience’s awareness toward the hybrid 

artworks. So, in this research, audience’s acceptance and understanding toward the 
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hybrid artworks also should be highlight too. The acceptance from the audiences could 

establishing the hybrid art existing in Malaysia art scene. According to Sulaiman (2013), 

the strategies to maintain the art pieces at this current age with artistic factors prepare 

and endure the new media artworks same as aesthetic worth and analogue artworks that 

welcomes audience to participate and understand the works. Even the new media artwork 

information still needs to undergo localisation stage. The technology need to represent 

within the local circumstance in order to make sure the audience could accept it. So, this 

research would examine the audience’s understanding and their participation with hybrid 

artworks displayed in galleries. 

 

 

1.8        Research Questions 

 

 

a) What are the elements of hybrid art identity among Malaysian artists?   

b) How do the integration factors influence the artists’ practices and hybrid art    

    knowledge? 

c) How does the hybrid art knowledge able to establish the hybrid art identity? 

 

 

1.9        Research Objectives 

 

There are 3 objectives of this research. 

a) To identify hybrid art identity among Malaysian artists. 

b) To determine the integration factors between the artists’ practices and hybrid   

     art knowledge. 

c) To develop a framework of hybrid art identity in establishing the hybrid art  

     identity. 

 

 

1.10       Research Framework 

 

 

This research is looking for the hybrid art identity and there are three research objectives. 

For the first research objective (RO), “To identify hybrid art identity among Malaysian 

artists”, the study is highlighted the artists’ practices awareness and hybrid art practices 

and opportunity of hybrid exhibition. The respondents are artist and curator.  

 

 

The second objective of this research is “To determine the integration factors between 

the artists’ practices and hybrid art knowledge”; with focus on exhibition, 

commercialization, conservation and awareness. In discussing about the hybrid art 

knowledge, the exhibition aspect, it focuses on the opportunity of hybrid art exhibition 

and the respondents involves artist and curator. Then, in commercialization aspect, it 

highlights the market of hybrid artworks and the respondents are artist and art collector. 

For the conservation aspect, it focuses on the preservation of hybrid artworks and the 

feedbacks involve artist and art conservator.   The awareness part involves artist, curator 

and audience and this focuses on audience’s awareness toward hybrid artworks. In the 

hybrid art knowledge aspect, researcher wanted the knowledge from the perspectives of 

art practices, exhibition, commercialization, conservation and awareness from the views 

of art community. Through this way, the awareness toward hybrid art could give benefit 
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to the establishment of hybrid art identity in Malaysia art scene. So, in order to establish 

the hybrid art identity, the perception from art community is crucial. The art community 

involved in this research which are artists, art conservator, curator, art collector and 

audiences. 

 

 

Then, for third research objective is “To develop a framework of hybrid art identity in 

establishing the hybrid art identity” and the findings of the artists’ practices and the 

hybrid art knowledge will lead to develop a framework of hybrid art identity. Lastly, this 

framework needs to be validated by the experts from the art community.  

 

 

 

 
 

Figure 1.8 : Research Framework 

 

1.11       Scope of the Study 

 

 

Since this research intends to establish the hybrid art identity, there are four scopes 

highlighted, namely, the artists’ practices, representation, awareness, and 

commercialization. The purposes are to identify the identity, followed by the 

establishment of hybrid art identity.  
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First, the artists’ practices have influenced the process of creating hybrid types of 

artworks. An artist creates an artwork and expands the understanding of hybrid practice; 

thus, this research aims to identify the identity of hybrid artwork practices in Malaysian 

hybrid artists.   

 

 

Representation portrays the support of hybrid artworks for exhibition in galleries. Hence, 

this research also involved the study of the curators’ perceptions via interview. The 

purpose of interviewing the curators was to study their opinions about the artists who are 

involved with hybrid art practices and their integration with the artists.  

 

 

Another key point is the awareness of the audience. The purpose is to examine the 

audience’s understanding towards hybrid artworks. It is more on the audience’s point of 

view towards hybrid artworks. Lastly, commercialization of hybrid artworks is also one 

of the main concerns in this research, where the viewpoints of curators, art collector and 

artists are needed. It is important to get the viewpoints from different categories of 

respondents in order to see the acceptance of the local art scene.    

 

 

1.12     Expected Outcome 

 

 

The first objective is “To identify hybrid art identity in among Malaysian artists” and the 

expected output for the first objective points to the elements of practices by the artists. 

So, the contribution from the first objective signifies the most practice attributes by the 

artists while producing their hybrid artworks.  

 

  

The second objective is “To determine the integration factors between artists’ practices 

and hybrid art knowledge” and the expected output is the knowledge contributed by the 

curators, an art collector, an art conservator, art academicians, and audience. The curators 

pointed out their views on representation, commercial, and conservation. The art 

collector was viewed on the possibilities of hybrid artwork market. The art conservator 

was viewed on the challenge to conserve hybrid artworks, where the artworks mostly 

deal with high technological material. The art academicians were interviewed on their 

perceptions of the impact of hybrid art in Malaysia’s art scene. The audience were 

queried on their viewpoints of hybrid artwork awareness.  

   

 

The third research objective is “To develop a framework of hybrid art identity in 

establishing the hybrid art identity” and the expected outcome is a developed framework 

of hybrid art identity. The knowledge contribution is developed as a guideline for artists 

to process and make hybrid artworks, as well as to relate with the art community.  

 

 

1.13     Summary 

 

 

In conclusion, the researcher had to determine in terms of art space, the potential in the 

art market, preservation and awareness of hybrid art. Therefore, it is important to identify 
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the perceptions from different perspectives because the art community’s views on hybrid 

art practices could generate the hybrid art identity. The researcher had to identify the 

speciality in hybrid artworks and seek the identity of hybrid art so that there are 

differences from the conventional art.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



© C
OPYRIG

HT U
PM

149 
 

REFERENCES 

 

Abdi, H., & Williams, L. J. (2010). Principal component analysis. Wiley interdisciplinary 

reviews: computational statistics, 2(4), 433-459. Retrieved from 

https://onlinelibrary.wiley.com/doi/epdf/10.1002 /wics.101 

 

Abdullah, S. (2017). Changing Approaches: Installations Produced in the Malaysian Art 

World. Wacana Seni Journal of Arts Discourse, 16. Retrieved from 

http://wacanaseni.usm.my/WACANA%20SENI% 20JOURNAL%20OF%20ART 

 S%20DISCOURSE/wacanaseni_v16/WS_16_1.pdf 

 

Addison, N. (2011). The dirtying of David: Transgression, affect, and the potential space 

of art. Emotion, Space and Society, 4(3), 172-179. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S1755458610000460 

 

Ahmad, S., Abbas, M. Y., Taib, M. Z. M., & Masri, M. (2014). Museum Exhibition 

Design:  Communication of meaning and the shaping of knowledge. Procedia-

Social and Behavioral Sciences, 153, 254-265. Retrieved from 

http://www.sciencedirect.com/science/article/pii/S1877042814055013 

 

Akpang, C. E. (2013). Traditionalism in Contemporary Art: Re-contextualizing African 

Ideographs through Hybrid Aesthetics. International Knowledge Sharing Platform 

(IISTE) Journal and Books Hosting – Conferences & Workshops Solutions. 

Retrieved  from http://www.iiste.org/Journals/index.php/ADS/article/view/7007. 

 

Alexander, V. D., & Bowler, A. E. (2014). Art at the crossroads: The arts in society and 

the  sociology of art. Poetics, 43, 1-19. Retrieved from 

http://www.sciencedirect.com/science/article/pii/S0304422X14000175 

 

Althuizen, N., & Sgourev, S. V. (2014). Pièces de Résistance? Core and Casual 

Consumers’ Valuations of Aesthetically Incongruent Artworks. Psychology & 

Marketing, 31(8), 604-614. Retrieved from 

https://onlinelibrary.wiley.com/doi/epdf/10.1002/mar.20721   

 

Ang, I.  (2003).  Together-in-Difference:  beyond diaspora, into hybridity.  Asian Studies 

Review. Retrieved from https://www.tandfonline.com/doi/abs/10.1080/103578203 

 08713372?journalCode=casr20 

 

Antal, A. B., & Strauß, A. (2014). Not only art's task—Narrating bridges between 

unusual experiences with art and organizational identity. Scandinavian Journal of 

Management, 30(1), 114-123. Retrieved from https://www.sciencedirect.com/sci 

 ence/article/pii/S096522113001188 

 

Arora, P., & Vermeylen, F. (2013). The end of the art connoisseur? Experts and 

knowledge production in the visual arts in the digital age. Information, 

Communication & Society, 16(2), 194-214. Retrieved from 

https://www.tandfonline.com/doi/abs/10.1080/1369118X.2012.687392 

 

Art Gallery of New South Wales. (2015). Exhibitions development policy. Retrieved 

from https://www.artgallery.nsw.gov.au/about-us/corporate-information/policy-

documents/exhibitions-development/  



© C
OPYRIG

HT U
PM

150 
 

Asia-Europe Museum Network. (2017). Muzium and Galeri Tuanku Fauziah, Malaysia. 

Retrieved from http://asemus.museum/museum/muzium-galeri-tuanku-fauziah-

malaysia/ 

 

Asmus, J. F. (2003). Non-divestment laser applications in art conservation. Journal of 

Cultural Heritage, 4, 289-293. Retrieved from http://www.sciencedirect.com/sci 

 ence/article/pii/S1296207402012104 

 

Assaf, A. (2018). Testing for bubbles in the art markets: An empirical investigation. 

Economic Modelling, 68, 340-355. Retrieved from https://www.sciencedirect.co 

 m/ science/article/pii/S0264999317304546 

 

Australia Street Company. (2007). The Strategy Framework Audience Development 

Vision 2007 to 2017. Retrieved from https://www.create.nsw.gov.au/wp-

content/.../WS-Audience-Development-Part-1.pdf 

 

Atiker, B. (2012). Understanding The “Hybrid” Media In Design Education. The Turkish 

Online Journal of Design Art and Communication, 2(2). Retrieved from 

http://dergipark.gov.tr/download/article-file/138319 

 

Axelsen, M., Arcodia, C., & Swan, T. (2006). New directions for art galleries and 

museums: the use of special events to attract audiences-a case study of the Asia 

Pacific Triennial. Journal of Hospitality, Tourism and Leisure Sciences, 2006, 1-

24. Retrieved from https://eprints.usq.edu.au/3387/ 

 

Aye, G. C., Gil-Alana, L. A., Gupta, R., & Wohar, M. E. (2017). The efficiency of the 

art market: Evidence from variance ratio tests, linear and nonlinear fractional 

integration approaches. International Review of Economics & Finance, 51, 283-

294. Retrieved from https://www.sciencedirect.com/science/article/pii/S105905 

 6017304690 

 

Baack, E. J., & Rieseberg, L. H. (2007). A genomic view of introgression and hybrid 

speciation. Current opinion in genetics & development, 17(6), 513-518. Retrieved 

from https://www.sciencedirect.com/science/article/pii/S0959437X07001669 

 

Babu, J. R., Kumar, K. K., & Rao, S. S. (2017). State-of-art review on hybrid nanofluids. 

Renewable and Sustainable Energy Reviews, 77, 551-565. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S1364032117305385 

 

Bacci, M. (2010). Exploitation of the whole electromagnetic spectrum in art conservation 

studies. In Infrared Millimeter and Terahertz Waves (IRMMW-THz), 2010 35th 

International Conference on (pp. 1-4). IEEE. Retrieved from 

http://ieeexplore.ieee.org/stamp/stamp.jsp?arnumber=5612379 

 

Baglioni, P., Carretti, E., & Chelazzi, D. (2015). Nanomaterials in art conservation. 

Nature  nanotechnology, 10(4), 287-290. Retrieved from 

https://s3.amazonaws.com/academia.edu.documents/41226573/Nanomaterials_in_

art_conservation20160113-25694-545m84.pdf20160115-19908-xfsqna.pdf? AW 

 SAccessKeyId=AKIAIWOWYYGZ2Y53UL3A&Expires=1537202722&Signatur

e=w%2FOvkAYGB7hmxtl0bW6FDfjpYpo%3D&response-content-disposition=i 

 nline%3B%20filename%3DNanomaterials_in_art_conservation.pdf 



© C
OPYRIG

HT U
PM

151 
 

Baglioni, P., Chelazzi, D., & Giorgi, R. (2015). Innovative Nanomaterials: Principles, 

Availability and Scopes. In Nanotechnologies in the Conservation of Cultural 

Heritage (pp. 1-14). Springer, Dordrecht. Retrieved from 

http://www.springer.com/cda/content/document/cda_downloaddocument/9789401

793025-c1.pdf?SGWID=0-0-45-1486774-p176846721. 

 

Balint, T., & Hall, A. (2016). How to design and fly your humanly space object in space?. 

Acta Astronautica, 123, 71-85. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0094576515302575 

 

Balint, T. S., & Pangaro, P. (2017). Design space for space design: Dialogs through 

boundary objects at the intersections of art, design, science, and engineering. Acta 

Astronautica, 134, 41-53. Retrieved from https://www.sciencedirect.com/science 

 /article/pii/S0094576516313509 

 

Barbieri, L., Bruno, F., & Muzzupappa, M. (2017). Virtual museum system evaluation 

through  user studies. Journal of Cultural Heritage, 26, 101-108. Retrieved from 

http://www.sciencedirect.com/science/article/pii/S1296207416303016 

 

Bardzell, J. (2011). Interaction criticism: An introduction to the practice. Interacting with 

computers, 23(6), 604-621. Retrieved from https://www.sciencedirect.com/science 

 /article/pii/S0953543811000749 

 

Basu, P. & Macdonald, S. (2006). Introduction: Experiments in Exhibition, Ethnography, 

Art and Science. Retrieved from https://www.york.ac.uk/media/sociology/introduc 

         introduction.pdf 

 

Becker, C., Kolar, G., Küng, J., & Rauber, A. (2007, December). Preserving interactive 

multimedia art: A case study in preservation planning. In International Conference 

on Asian Digital Libraries (pp. 257-266). Springer, Berlin, Heidelberg. Retrieved 

from https://link.springer.com/content/pdf/10.1007%2F978-3-540-77094-7.pdf 

 

Bertola, F., & Patti, V. (2016). Ontology-based affective models to organize artworks in 

the social semantic web. Information Processing & Management, 52(1), 139-162. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S030645731500 

1235 

 

Bilda, Z., Costello, B., & Amitani, S. H. I. G. E. K. I. (2006). Collaborative analysis 

framework for evaluating interactive art experience. CoDesign, 2(4), 225-238. 

Retrieved from: http://dx.doi.org/10.1080/15710880601008026 

 

Bisceglia, B., Doria, A., Gallerano, G. P., Giovenale, E., Messina, G., Petralia, A., & 

Spassovsky, I. (2010, September). An innovative non-invasive technique for 

treatment  of works of art. MM and THz waves for diagnostics and conservation. 

In Infrared Millimetre and Terahertz Waves (IRMMW-THz), 2010 35th 

International Conference on (pp. 1-2). IEEE. Retrieved from 

http://ieeexplore.ieee.org/stamp/stamp.jsparnumber=5612317 

 

Buckingham, D. (2008). Introducing Identity. Youth, Identity, and Digital Media. Edited 

by David Buckingham. The John D. and Catherine T. MacArthur Foundation Series 



© C
OPYRIG

HT U
PM

152 
 

on Digital Media and Learning. Cambridge, MA: The MIT Press, 2008. 1–24. 

Retrieved from https://www.issuelab.org/resources/850/850.pdf 

 

Budge, K. (2016). Learning to be: The modelling of art and design practice in university 

art and design teaching. International Journal of Art & Design Education, 35(2), 

243-258. Retrieved from https://onlinelibrary.wiley.com/doi/full/10.1111/jade 

.12060 

 

Black, G. (2005). The Engaging Museum Developing Museums for visitor involvement. 

Routledge. Retrieved from https://www.taylorfrancis.com/books/9781136761645 

 

Boongoen, T., Shen, Q., & Price, C. (2010). Disclosing false identity through hybrid link 

analysis. Artificial Intelligence and Law, 18(1), 77-102. Retrieved from 

https://link.springer.com/article/10.1007/s10506-010-9085-9 

 

Bovcon, N., & Vaupotič, A. (2011). Curating new media by focusing on the recipient’s 

attitude: immateriality and entertainment. Acta graphica, 22(1/2), 33-38. 

Retrievedvfromvhttp://black2.fri.uni-lj.si/humbug/files/papers/actagraphica2011 

 /originals/Acta_2011_1-2_str_35-40.pdf 

 

Brinck, I.  (2007) Situated Cognition, Dynamic Systems, and Art: On Artistic Creativity 

and Aesthetic Experience. Janus Head, 9(2), 407-431. Copyright © 2007 by 

Trivium  Publications, Amherst, NY. Retrieved from 

https://philpapers.org/archive/BRISCD.pdf  

 

Busch, K. (2009). Artistic Research and the Poetics of Knowledge. Journal Art & 

Research, pg 1- 7. Retrieved from   http://www.artandresearch.org.uk/v2n2/pdfs/ 

busch.pdf 

 

Burns, D. R. (2015). The Economic Valuation of Digital Media Art. Proceedings of the 

21st  International Symposium on Electronic Art. Retrieved from 

http://isea2015.org/proceeding/submissions/ISEA2015_submission_70.pdf. 

 

Burnaford, G., Brown, S., Doherty, J., & McLaughlin, H. J. (2007). Arts Integration 

Frameworks, Research Practice». Washington, DC: Arts Education Partnership. 

Retrieved from https://scholar.google.com/scholar?hl=en&as_sdt=0%2C5&q= 

 Arts+Integration+Frameworks%2C+Research&btnG= 

  

Brooks, A. L. (2009). Soundscapes/Artabilitation–Evolution of a Hybrid Human 

Performance Concept, Method & Apparatus Where Digital Interactive Media, The 

Arts, &  Entertainment are Combined. In Handbook of Multimedia for Digital 

Entertainment and Arts (pp. 683-711). Springer US. Retrieved from 

http://link.springer.com/chapter/10.1007/978-0-387-89024-1_31#page-1 

 

Brown, A. & Ratzkin, R. (2011). Blending Participatory Engagement With Attendance. 

Making Sense of Audience Engagement. Retrieved from 

https://galachoruses.org/sites/.../Barun-Making_Sense_of_Audience_Engageme 

         Nt.pdf 

 
Caldararo, N. (2015). On the history of conservation in the western USA. Journal of Art 

Historiography, Number 13, December 2015. Retrieved from 



© C
OPYRIG

HT U
PM

153 
 

https://www.researchgate.net/profile/Niccolo_Caldararo/publication/285232865_

On_the_history_of_conservation_in_the_western_USA/links/565c974c08aeafc2a

ac7163b/On-the-history-of-conservation-in-the-western-USA.pdf 

 

Campbell, B. D., & Samsel, F. (2015). Pursuing Value in Art-Science Collaborations. 

IEEE computer graphics and applications, 35(1), 6-11. Retrieved from 

https://ieeexplore.ieee.org/stamp/stamp.jsp?tp=&arnumber=7030187 

 

Campbell, J. T. (2013). Living artists and the conservation of contemporary objects: 

preserving an aesthetic of decay. American Institute for Conservation of Historic 

& Artistic Works. Objects Specialty Group Postprints, 20, 195–206. Retreived 

from http://resources.conservation-us.org/osgfiles/osg020-09.pdf 

 

Cline, A. C. (2012). The Evolving Role of the Exhibition and its Impact on Art and 

Culture. Retrieved from https://scholar.google.com/scholar?hl=en&as_sdt=0%2 

5&q=The+Evolving+Role+of+the+Exhibition+and+its+Impact+on+Art+and+Cu

lture&btnG= 

 

Cornelissen, J. P., Haslam, S. A., & Balmer, J. M. (2007). Social identity, organizational 

identity and corporate identity: Towards an integrated understanding of processes, 

patternings and products. British journal of management, 18, S1-S16. Retrieved 

from https://onlinelibrary.wiley.com/doi/full/10.1111/j.1467-8551.2007.00522.x 

 

Cuomo, S., De Michele, P., Piccialli, F., Galletti, A., & Jung, J. E. (2017). IoT-based  

collaborative reputation system for associating visitors and artworks in a cultural 

scenario. Expert Systems with Applications, 79, 101-111. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0957417417301240 

 

Cupchik, G. C., Vartanian, O., Crawley, A., & Mikulis, D. J. (2009). Viewing artworks: 

contributions of cognitive control and perceptual facilitation to aesthetic 

experience. Brain and cognition, 70(1), 84-91. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0278262609000098 

 

Chanel, O. (1995). Is art market behaviour predictable?. European Economic Review, 

39(3), 519-527. Retrieved from http://www.sciencedirect.com/science/article/pii 

/0014292194000588 

 

Charitonos, K., Blake, C., Scanlon, E., & Jones, A. (2012). Museum learning via social 

and mobile technologies:(How) can online interactions enhance the visitor 

experience?. British Journal of Educational Technology, 43(5), 802-819. Retrieved 

from https://onlinelibrary.wiley.com/doi/epdf/10.1111/j.1467-8535.2012.01360.x 

 

Coemans, S., Wang, Q., Leysen, J., & Hannes, K. (2015). The use of arts-based methods 

in community-based research with vulnerable populations: Protocol for a scoping 

review. International Journal of Educational Research, 71, 33-39. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0883035515000105 

 

Coffee, K. (2013). Visitor comments as dialogue. Curator: The Museum Journal, 56(2), 

163-167. Retrieved from https://onlinelibrary.wiley.com/doi/epdf/10.1111/cura.12 

017 

 



© C
OPYRIG

HT U
PM

154 
 

Coldwell, P. (2015). Hybrid practices within printmaking. Journal of Visual Art Practice, 

14(3), 175-178. Retrieved from https://www.tandfonline.com/doi/abs/10.1080/147 

 02029.2015.1094241 

 

Coslor, E. (2010). Hostile worlds and questionable speculation: Recognizing the plurality 

of  views about art and the market. Research in Economic Anthropology, 30, 209-

224. Retrieved from https://www.emeraldinsight.com/doi/full/10.1108/S0190-12 

 81%282010%290000030012  

 

Creswell, R. (2019). Persia’s Hybrid Art. Retrieved from 

https://www.nybooks.com/daily/2017/11/10/persias-hybrid-art/ 

 

Cyr, M. C. (2007). Conservation Issues: The Case of Time-Based Media Installations. 

ANAGPIC (2007). Retrieved from http://cool.conservation-

us.org/anagpic/2007pdf2007ANAGPIC_Cyr.pdf.  

 

Daher, C., Sutherland, K., Stratis, H., & Casadio, F. (2017). Paul Gauguin's Noa Noa 

prints: Multi-analytical characterization of the printmaking techniques and 

materials. Microchemical Journal. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0026265X17309657 

 

Dean, C., Donnellan, C., & Pratt, A. C. (2010). Tate Modern: Pushing the limits of  

regeneration. City, Culture and Society, 1(2), 79-87. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S1877916610000111 

 

Deener, A. (2009). Forging distinct paths towards authentic identity: Outsider art, public 

interaction, and identity transition in an informal market context. Journal of 

Contemporary Ethnography, 38(2), 169–200. Retrieved from 

http://journals.sagepub.com/doi/pdf/10.1177/0891241608316726 

 

Dietrich, D., & Adelstein, F. (2015). Archival science, digital forensics, and new media 

art. Digital Investigation, 14, S137-S145. Retrieved from https://www.sciencedire 

ct.com/science/article/pii/S1742287615000493 

 

Digital Art + Culture Festival. (2011). Inaugural Festival. Retrieved from http://www. 

dacfestival.com/2011.html 

 

Dodd, J. (2002). Interactive Learning in Museums of Art and Design 17-18 May 2002. 

Retrieved from http://media.vam.ac.uk/media/documents/legacy_documents/file 

_upload/5761_file.pdf. 

 

Doyle, D. (2014, October). New Opportunities for Artistic Practice in Virtual Worlds. In 

Cyberworlds (CW), 2014 International Conference on (pp. 321-326). IEEE. 

Retrieved from https://ieeexplore.ieee.org/stamp/stamp.jsp?tp=&arnumber=698 

 0778 

 

Dragicevic, M., & Letunic, S. (2014). Should Museums and Art Galleries be Just “For 

Arts’ Sake” or should they Suit the Needs of Tourists?. Procedia Economics and 

Finance, 15, 1197-1200. Retrieved from http://www.sciencedirect.com/science/art 

 icle/pii/S2212567114005784 

 



© C
OPYRIG

HT U
PM

155 
 

Dziekan, V., & Mehzoud, S. (2014). Activating exurbanScreens: Applying Curatorial 

Design toward Affective Experience in Civic Media Spectacles. Curator: The 

Museum Journal, 57(4), 485-504. Retrieved from https://onlinelibrary.wiley.com 

 /doi/epdf/10.1111/cura.12087 

 

Eaves, S. (2014). From art for arts sake to art as means of knowing: a rationale for 

advancing arts-based methods in research, practice and pedagogy. Electronic 

journal of business research methods, 12(2), 147-159. Retrieved from  

http://publications.aston.ac.uk/25803/1/Advancing_arts_based_methods_in_resear

ch_practice_and_pedagogy.pdf  

 

Edmonds, E. (2006). New directions in interactive art collaboration. CoDesign, 2(4), 

191-194. Retrieved from https://www.tandfonline.com/doi/pdf/10.1080/1571088 

80601008091?needAccess=true 

 

Edmonds, E. (2011, July). Art, interaction and engagement. In 2011 15th International 

Conference on Information Visualisation (pp. 451-456). IEEE. Retrieved from 

http://ieeexplore.ieee.org/document/6004082/metrics 

 

Edmonds, E. A. (2014). Human Computer Interaction, Art and Experience. In Interactive 

Experience in the Digital Age (pp. 11-23). Springer International Publishing. 

Retrieved from http://link.springer.com/chapter/10.1007/978-3-319-04510-8_2#pa 

ge-1 

 

Edmonds, E. A., Weakley, A., Candy, L., Fell, M., Knott, R., & Pauletto, S. (2005). The 

studio as laboratory: combining creative practice and digital technology research. 

International Journal of Human-Computer Studies, 63(4), 452-481. Retrieved from 

http://www.sciencedirect.com/science/article/pii/S1071581905000698 

 

Edwards, D. M., Collins, T. M., & Goto, R. (2016). An arts-led dialogue to elicit shared, 

plural and cultural values of ecosystems. Ecosystem Services, 21, 319-328. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S221204161630 

3540 

 

Eghbal-Azar, K., Merkt, M., Bahnmueller, J., & Schwan, S. (2016). Use of digital guides 

in museum galleries: Determinants of information selection. Computers in Human 

Behavior, 57, 133-142. Retrieved from https://www.sciencedirect.com/science/art  

        icle/pii/S074756321530306X 

 

Ellemers, N., Spears, R., & Doosje, B. (2002). Self and social identity. Annual review of 

psychology, 53(1), 161-186. Annu. Rev. Psychol. 2002. 53:161–86 Copyright c? 

2002 by Annual Reviews. Retrieved from https://www.annualreviews.org/doi/full/ 

10.1146/annurev.psych.53.100901.135228 

 

Elliot, E. A., Jamal, A., & Cherian, J. (2018). Artrepreneurship and learning in ethnic 

markets. Journal of Business Research, 82, 391-399. Retrieved from https://www. 

sciencedirect.com/science/article/pii/S0148296317303284 

 

Ernst, D., Esche, C., & Erbslöh, U. (2016). The art museum as lab to re-calibrate values 

towards sustainable development. Journal of Cleaner Production, 135, 1446-1460. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S095965261630 



© C
OPYRIG

HT U
PM

156 
 

        8836 

 

Estes, Z., Brotto, L., & Busacca, B. (2018). The value of art in marketing: An emotion-

based model of how artworks in ads improve product evaluations. Journal of 

Business Research. Retrieved from https://www.sciencedirect.com/science/article/ 

 pii/S0148296317303971 

 

Faustini, M., Nicole, L., Ruiz‐ Hitzky, E., & Sanchez, C. (2018). History of Organic–

Inorganic Hybrid Materials: Prehistory, Art, Science, and Advanced Applications. 

Advanced Functional Materials, 28(27), 1704158. Retrieved from 

https://onlinelibrary.wiley.com/doi/full/10.1002/adfm.201704158 

 

Fuente, E. D. L. (2010). The artwork made me do it: introduction to the new sociology 

of art. Thesis Eleven. Retrieved from http://journals.sagepub.com/doi/pdf/10.117 

 7/0725513610381377 

 

Galenson, D. W. (2018). Pricing revolution: From abstract expressionism to pop art. 

Research in Economics, 72(1), 86-100. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S1090944317302855 

 

Gérard-Varet, L. A. (1995). On pricing the priceless: Comments on the economics of the 

visual art market. European Economic Review, 39(3-4), 509-518. Retrieved from: 

http://www.sciencedirect.com/science/article/pii/0014292194000577 

 

Getty Conservation Institute. (2008). Conservation Issues of Modern and Contemporary 

Art (CIMCA) Meeting. pg7. Retrieved from 

www.getty.edu/conservation/our_projects/science/.../CIMCA_meeting_jun08.pdf 

 

Gould, A. S. (2014). Invisible visualities: Augmented reality art and the contemporary 

media ecology. Convergence, The International Journal of Research into New 

Media Technologies 2014, Vol. 20(1), 25-32. Retrieved from http://Journals.sage 

 pub.com/doi/pdf/10.1177/1354856513514332 

 

Graham, C. B. (1997). A study of audience relationships with interactive computer-based 

visual artworks in gallery settings, through observation, art practice, and curation 

(Doctoral dissertation, University of Sunderland). Retrieved from 

http://stare.com/beryl/cv/sub/thesis.pdf 

 

Gray, C. (1996). Inquiry through practice: developing appropriate research strategies. No 

guru, no method, UIAH, Helsinki. pg 4-6. Retrieved from 

http://carolegray.net/Papers%20PDFs/ngnm.pdf 

 

Greenberg, D. & Steinhauser, S. (2013). Integrating Imaging and Analytical 

Technologies for Conservation Practice. Retrieved from 

https://www.getty.edu/conservation/our_projects/imaging_experts_mtg_rep.pdf 

 

Greyson, D., O'Brien, H., & Shoveller, J. (2017). Information world mapping: A 

participatory arts-based elicitation method for information behavior interviews. 

Library & Information Science Research, 39(2), 149-157. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0740818816300561 

 



© C
OPYRIG

HT U
PM

157 
 

Gustafsson, J. (2017). Single case studies vs. multiple case studies: a comparative study. 

Academy of Business. Engineering and Science, Halmstad University, Halmstad, 

Sweden.  Retrieved from http://www.diva-portal.org/smash/get/diva2:1064378/FU    

 LLTEXT01.pdf 

 

Hamilton, J., & Jaaniste, L. (2010). A connective model for the practice-led research  

exegesis: An analysis of content and structure. Journal of Writing in Creative 

Practice, 3(1), 31-44. Retrieved from http://www.ingentaconnect.com/content/inte 

llect/jwcp/2010/00000003/00000001/art00004 

 

Harlow, B. (2015). Taking Out the Guesswork: A Guide to Using Research to Build Arts 

Audiences. Wallace Foundation. Retrieved from 

https://www.wallacefoundation.org/knowledge-center/Documents/Taking-Out-

the-Guesswork.pdf.  

 

Hautala, J. (2015). Interaction in the artistic knowledge creation process: the case of 

artists in Finnish Lapland. Geoforum, 65, 351-362. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0016718515000032 

 

Hatanaka, M. (2017). The Transition of Art and Technology in Japan. International 

Symposium for Media Art. Art & Technology: Changing Times, Contemporary 

Trends, Future Platforms. Retrieved from https://www.jpf.go.jp/j/publish/others/pd 

 f/report_artandtechnology_en.pdf 

 

Hawkins, H. (2013). Geography and art. An expanding field: Site, the body and practice. 

Progress in Human Geography, 37(1), 52-71. Retrieved from 

https://search.proquest.com/docview/1271587405?pq-origsite=gscholar 

 

Hellmanzik, C. (2016). Historic art exhibitions and modern-day auction results. Research 

in Economics, 70(3), 421-430. Retrieved from https://www.sciencedirect.com/scie 

 nce/article/pii/S1090944316301272 

 

Hemmings, J. (2004) Hybrid Sources: Depictions of Garments in Postcolonial Textile 

Art. The space between textiles_art_design_fashion Volume 2. Retrieved from 

http://eprints.soton.ac.uk/41061/1/RAE.Hemmings4.pdf. 

 

Herne, S. (2006). Communities of practice in art and design and museum and gallery 

education. Pedagogy, Culture & Society, 14(01), 1-17. Retrieved from 

http://www.tandfonline.com/doi/full/10.1080/14681360500487512 

 

Holmer, H. B., DiSalvo, C., Sengers, P., & Lodato, T. (2015). Constructing and 

constraining participation in participatory arts and HCI. International Journal of 

Human-Computer Studies, 74, 107-123. Retrieved from https://www.sciencedirec 

t.com/science/article/pii/S1071581914001281 

 

Howard, J. A. (2000). Social psychology of identities. Annual review of sociology, 

26(1),367-393. Retrieved from https://www.annualreviews.org/doi/full/10.1146/an 

         nurev.soc.26.1.367 

 

Huang, J. F. (2012). Data and interpretation: enhancing conservation of art and cultural 

heritage through collaboration between scientist, conservator, and art historian. In 



© C
OPYRIG

HT U
PM

158 
 

IOP Conference Series: Materials Science and Engineering (Vol. 37, No. 1, p. 

012003). IOP Publishing. Retrieved from  https://iopscience.iop.org/article/10. 

1088/1757-899X/37/1/012003 

 

Hummelen, I. (2005). Conservation strategies for modern and contemporary art. Cr-

Tijdschrift over Conservering en restauratie, 3, 22-26. Retrieved from 

https://s3.amazonaws.com/academia.edu.documents/34458190/HUMMELEN_Co

nservation_Strategies_for_Modern_and_Contemporary_art_in_the_Netherlands.p

df?AWSAccessKeyId=AKIAIWOWYYGZ2Y53UL3A&Expires=1537281045&

Signature=S1700aa3fgfhFzPUtgwCjQ1G0a4%3D&response-content-dispo 

 sition=inline%3B%20filename%3DConservation_Strategies_of_Modern_and_Co

.pdf  

 
Ismail, I. B., & Sabana, S. (2009). The Nature of Ismail Zain’s Art: A Different Vision 

in Malaysian Contemporary Art. Journal of Visual Art and Design, 3(2), 145-166. 

Retrieved from http://journals.itb.ac.id/index.php/jvad/article/view/739  

 

Jacucci, G., Spagnolli, A., Chalambalakis, A., Morrison, A., Liikkanen, L., Roveda, S., 

& Bertoncini, M. (2009). Bodily explorations in space: Social experience of a 

multimodal art installation. In IFIP Conference on Human-Computer Interaction 

(pp. 62-75). Springer, Berlin, Heidelberg. Retrieved from 

https://link.springer.com/content/pdf/10.1007%2F978-3-642-03658-3_11.pdf 

 

Janke, K. (2007). New Media Cultures:  Protocols for Producing Indigenous Australian 

New Media. Australia Council for the Art. Retrieved from 

http://www.australiacouncil.gov.au/workspace/uploads/files/media-protocols-for 

 -indigenous-5b4bfd105bfa3.pdf 

 

Kabbani, R. M. (1997). Conservation a collaboration between art and science. The 

Chemical  Educator, 2(1), 1-18. Retrieved from 

http://sp.rpcs.org/faculty/MillerD/AppliedChemistry/Homework/Educator%20Co

nservation.pdf 

 

Kapallorek Art Space. (2017). About Kapallorek. Retrieved from 

http://kapallorek.com/about/ 

 

Karaman, S., Bagdanov, A. D., Landucci, L., D’Amico, G., Ferracani, A., Pezzatini, D., 

& Del Bimbo, A. (2016). Personalized multimedia content delivery on an 

interactive table by passive observation of museum visitors. Multimedia Tools and 

Applications, 75(7), 3787-3811. Retrieved from https://link.springer.com/content/ 

 pdf/10.1007%2Fs11042-014-2192-y.pdf 

 

Keele, K. (2010). Connecting:// arts audiences online. Retrieved from 

https://www.australiacouncil.gov.au/workspace/uploads/files/research/connectin

g_arts-audiences-onli-54325bda24842.pdf. 

 

Kluszczynski, R. (2010). Strategies of interactive art. Journal of Aesthetics & Culture, 

2(1), 5525. Retrieved from https://www.tandfonline.com/doi/pdf/10.3402/jac.v2 

 i0.5525?needAccess=true 

 



© C
OPYRIG

HT U
PM

159 
 

Kraeussl, R., & Logher, R. (2010). Emerging art markets. Emerging Markets Review, 

11(4), 301-318.  Retrieved from http://www.sciencedirect.com/science/article/p 

ii/S1566014110000403 

 

Kräussl, R., Lehnert, T., & Martelin, N. (2016). Is there a bubble in the art market?. 

Journal of Empirical Finance, 35, 99-109. Retrieved from 

http://www.sciencedirect.com/science/ article/pii/S0927539815001085 

 

Kraidy, M. M. (2002). Globalization of culture through the media. Encyclopedia of 

communication and information, 359. Retrieved from 

https://repository.upenn.edu/cgi/viewcontent.cgi?article=1333&context=asc_pape

rs 

 

Kuala Lumpur Experimental Film, Video and Music Festival. (2018). About KLEX. 

Kuala Lumpur. Retrieved from http://www.klexfilmfest.com/ 

 

Leder, H., Belke, B., Oeberst, A., & Augustin, D. (2004, November). A model of 

aesthetic appreciation and aesthetic judgments. British Journal of Psychology. 

Retrieved from https://onlinelibrary.wiley.com/doi/epdf/10.1348/000712604236 

 9811 

 

Lee, B., Fillis, I., & Lehman, K. (2018). Art, science and organisational interactions: 

Exploring the value of artist residencies on campus. Journal of Business Research. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S01482963173 

 04022 

 

Lexus Hybrid Art. (2017). Find What Is Hidden. Retrieved from http://hybridart.ru/en/  

 

Lievrouw, L. A., & Pope, J. T. (1994). Contemporary Art as Aesthetic Innovation: 

Applying the Diffusion Model in the Art World. Science Communication, 15(4), 

373–395. Retrieved from http://journals.sagepub.com/doi/pdf/10.1177/10755470 

 9401500402 

 

Litchfield, R. C., & Gilson, L. L. (2013). Curating collections of ideas: Museum as 

metaphor in the management of creativity. Industrial Marketing Management, 

42(1), 106-112. Retrieved from https://www.sciencedirect.com/science/article/pii 

/S0019850112001939 

 

London, M. T. M. (2010). Digital audiences: Engagement with arts and culture online. 

MTM London. Retrieved from http://www.aandbscotland.org.uk/documents/2012-

05-28-13-11-39-10-Digital-audiences-for-arts-and-culture-november2010.pdf. 

 

López-Sintas, J., García-Álvarez, E., & Pérez-Rubiales, E. (2012). The unforgettable 

aesthetic experience: The relationship between the originality of artworks and local 

culture. Poetics, 40(4), 337-358. Retrieved from https://www.sciencedirect.com/sc 

 ience/article/pii/S0304422X12000381 

 

Lygeros, J., Sastry, S., & Tomlin, C. (2001). The art of hybrid systems. Compendium of 

Lecture Notes for the Hybrid Systems Class, 231-248. Retrieved from 

https://scholar.google.com/scholar?hl=en&as_sdt=0%2C5&q=The+Art+of+Hybri



© C
OPYRIG

HT U
PM

160 
 

d+Systems+John+Lygeros%2C+Shankar+Sastry%2C+and+Claire+Tomlin+2001

&btnG= 

 

Marchese, F. T. (2011). Conserving Digital Art for the Ages.  In Nueva York: Pace 

University. Retrieved from https://www.researchgate.net/profile/Francis_Marc 

 hese/publication/228440884_Conserving_Digital_Art_for_the_Ages/links/09e415

0c32bfe8cc11000000/Conserving-Digital-Art-for-the-Ages.pdf 

 

Marinelli, N., & Palomba, G. (2011). A model for pricing Italian Contemporary Art 

paintings at auction. The Quarterly Review of Economics and Finance, 51(2), 212-

224.  Retrieved from https://www.sciencedirect.com/science/ article/pii/S1062976 

 911000081 

 

Marshall, J. (2014). Transdisciplinarity and art integration: Toward a new understanding 

of art-based learning across the curriculum. Studies in Art Education, 55(2), 104-

127. Retrieved from https://www.tandfonline.com/doi/abs/10.1080/00393541.201 

 4.11518922 

 

Mason, D. D., & McCarthy, C. (2006). ‘The feeling of exclusion’: Young peoples’ 

perceptions of art galleries. Museum Management and Curatorship, 21(1), 20-31. 

Retrieved from http://www.sciencedirect.com/science/article/pii/S026047790500 

 107X 

 

Mason, H., & Robinson, L. (2011). The information-related behaviour of emerging 

artists and designers: inspiration and guidance for new practitioners. Journal of 

Documentation, 67(1), 159-180. Retrieved from https://www.emeraldinsight.com 

 /doi/full/10.1108/00220411111105498 

 

McNichol, T. (2010). The art museum as laboratory for reimagining a sustainable future. 

In  Positive Design and Appreciative Construction: From Sustainable 

Development to  Sustainable Value (pp. 177-193). Emerald Group Publishing 

Limited. Retrieved from https://www.emeraldinsight.com/doi/full/10.1108/S147 

 5-9152%282010%290000003014 

 

Mertens, D.  M., & Hesse-Biber, S. (2012).  Triangulation and mixed methods  research: 

Provocative positions. Journal of Mixed Methods Research, 6(2) 75–79. Retrieved 

from http://journals.sagepub.com/doi/full/10.1177/1558689812437100 

 

Meskin, A. (2009). Comics as literature?. The British Journal of Aesthetics, 49(3), 219-

239. Retrieved from https://academic.oup.com/bjaesthetics/article/49/3/219/59795 

 

Miller, A. I., Aldworth, S., Carnie, A., & Yonetani, K. J. (2011).  Art & Science Merging 

Art & Science to Make a Revolutionary New Art Movement. Retrieved from 

http://www.arthurimiller.com/exhibitions/art-and-science/ 

 

Molderez, I., & Ceulemans, K. (2018). The power of art to foster systems thinking, one 

of the key competencies of education for sustainable development. Journal of 

Cleaner Production, 186, 758-770. Retrieved from https://www.sciencedirect.com 

 /science/article/pii/S0959652618307819 

 



© C
OPYRIG

HT U
PM

161 
 

Moran, L. & Byrne, S. (2009). What Is (New) Media Art?. Retrieved from https://imma 

.ie/wp-content/uploads/2018/10/whatisnewmediaartbooklet.pdf 

 

Morris, S. (2001). Museums & new media art. Retrieved from 

https://www.cs.vu.nl/~eliens/afstuderen/research/multimedia/mma2/@archive/refs

/Museums_and_New_Media_Art.pdf  

 

Munemori, J., & Nagasawa, Y. (1991). Development and trial of groupware for 

organizational design and management: distributed and cooperative KJ method 

support system. Information and Software Technology, 33(4), 259-264. Retrieved 

from https://www.sciencedirect.com/science/article/pii/095058499190150A 

 

National Gallery of Canada. (2008). Annual Report 2007-08. Canadian Museum of 

Contemporary Photography. Retrieved from https://www.gallery.ca/sites/default/ 

files/documents/AR_FinalWeb_en.pdf 

 

Nema, P., Nema, R. K., & Rangnekar, S. (2009). A current and future state of art 

development of hybrid energy system using wind and PV-solar: A review. 

Renewable and Sustainable Energy Reviews, 13(8), 2096-2103. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S1364032108001755 

 

Okada, T., Yokochi, S., Ishibashi, K., & Ueda, K. (2009). Analogical modification in the 

creation of contemporary art. Cognitive Systems Research, 10(3), 189-203. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S13890417080 

 00727 

 

O’Neil, K. M. (2008). Bringing art to market: The diversity of pricing styles in a local 

art market. Poetics, 36(1), 94-113. Retrieved from http://www.sciencedirect.com 

 /science/article/pii/S0304422X07000551 

 

Ong, E, I, L. Ahmad, I. (2015). Expressions of Hybridity as Strategy for Malayan 

Nationalism: Selected Artworks in Modern Malayan Art. Wacana Seni Journal of 

Art Discourse. Jil/Vol.14.2015. Retrieved from http://wacanaseni.usm.my/WAC 

 ANA%20SENI%20JOURNAL%20OF%20ARTS%20DISCOURSE/wacanaSeni

_v14/WS-ART%201.pdf 

 

Orr, S. (2011). ‘Being an artist you kind of, I mean, you get used to excellence’: Identity, 

Values and Fine Art Assessment Practices. International Journal of Art & Design 

Education, 30(1), 37-44. Retrieved from 

https://onlinelibrary.wiley.com/doi/abs/10.1111/j.1476-8070.2011.01672.x 

 

Pachucki, M. C. (2012). Classifying quality: Cognition, interaction, and status appraisal 

of art museums. Poetics, 40(1), 67-90. Pachucki, M. C. (2012). Classifying quality: 

Cognition, interaction, and status appraisal of art museums. Poetics, 40(1), 67-90. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S0304422X1100  

 0866 

 

Pasquinelli, C., & Sjöholm, J. (2015). Art and resilience: The spatial practices of making 

a resilient artistic career in London. City, Culture and Society, 6(3), 75-81. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S187791661500 

 0302 



© C
OPYRIG

HT U
PM

162 
 

Papanikolaou, P. (2013). Managing an Exhibition: The Example of the Municipal Art 

Gallery of Thessaloniki. American International Journal of Social Science Vol. 2 

No. 4; June. 2013. Retrieved from http://www.aijssnet.com/journals/Vol_2_No 

 _4_June_2013/8.pdf. 

 

Paul, C. (2012). The myth of immateriality: Presenting and preserving new media. 

Retrieved  from https://pdfs.semanticscholar.org/45f6/c3e23f5ae0beae8961db5a 

 67a1f6eb569baf.pdf 

 

Pelowski, M., & Akiba, F. (2011). A model of art perception, evaluation and emotion in 

transformative aesthetic experience. New Ideas in Psychology, 29(2), 80-97. 

Retrieved from http://www.sciencedirect.com/science/article/pii/S0732118X100 

 00413 

 

Penet, P., & Lee, K. (2014). Prize & price: The Turner Prize as a valuation device in the 

contemporary art market. Poetics, 43, 149-171. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0304422X14000047 

 

Pepperell, R. (2015). Artworks as dichotomous objects: implications for the scientific 

study of aesthetic experience. Frontiers in human neuroscience, 9, 295. Retrieved 

from https://www.frontiersin.org/articles/10.3389/fnhum.2015.00295/full 

 

Pérez-Sanagustín, M., Parra, D., Verdugo, R., García-Galleguillos, G., & Nussbaum, M. 

(2016). Using QR codes to increase user engagement in museum-like spaces.  

Computers in Human Behavior, 60, 73-85. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0747563216300644 

 

Piirma, P. (2014). Interdisciplinarity and Transdisciplinarity in Hybrid Art. P. Piirma & 

V. Valk (Eds.), Art & Science – Hybrid Art and Interdisciplinary Research (pp.24-

28). Estonian Academy of Arts. Retrieved from 

http://www.kelomees.net/texts/RHIZOPE_catalogue.pdf 

 

Platzer, A. (2012, June). The complete proof theory of hybrid systems. In Proceedings 

of the  2012 27th Annual IEEE/ACM Symposium on Logic in Computer 

Science (pp. 541- 550). IEEE Computer Society. Retrieved from 

https://pdfs.semanticscholar.org/36ec/0fd70a66851e4238baf94e0acd5d2dcb3366.

pdf 

 

Pownall, R. A., & Graddy, K. (2016). Pricing color intensity and lightness in 

contemporary art auctions. Research in Economics, 70(3), 412-420 Retrieved from 

https://www.sciencedirect.com/science/article/pii/S1090944316301235 

 

Prix Ars Electronica. (2017). Hybrid Art. Retrieved from 

https://ars.electronica.art/prix/en/categories/hybrid-art/ 

 

Proctor, N. (2010). Digital: Museum as platform, curator as champion, in the age of 

social media. Curator: The Museum Journal, 53(1), 35-43.  Retrieved from 

https://onlinelibrary.wiley.com/doi/epdf/10.1111/j.2151-6952.2009.00006.x 

 



© C
OPYRIG

HT U
PM

163 
 

Pusa, S., & Uusitalo, L. (2014). Creating brand identity in art museums: A case study. 

International Journal of Arts Management, 17, 18-30. Retrieved from 

https://search.proquest.com/docview/1563752627?pq-origsite=gscholar 

 

Radbourne, J., Johanson, K., & Glow, H. (2010). Empowering audiences to measure 

quality. Participations: Journal of audience & reception studies, 7(2), 360-379. 

Retrieved from http://dro.deakin.edu.au/view/DU:30032214 

 

Robinson, A. H. (2012). Understanding How Arts Integration Contribute Ti 

Disadvantaged Students’ Success: A Theoretical Framework. International Journal 

of Arts & Sciences, 5(5), 371. Retrieved from 

https://scholar.google.com/scholar?hl=en&as_sdt=0%2C5&q=UNDERSTANDIN

G+HOW+ARTS+INTEGRATION+CONTRIBUTE+TO+DISADVANTAGED+

STUDENTS%E2%80%99+SUCCESS%3A+A+THEORETICAL+FRAMEWOR

K&btnG= 

 

Rogala, M. (2011). The virtual and the vivid: Reframing the issues in interactive arts. 

Technoetic Arts: A Journal of Speculative Research, 8(3). Retrieved from 

https://eds.a.ebscohost.com/eds/detail/detail?vid=0&sid=094a9f26-adf2-4b96-

9581-dfc90bd5fc43%40sdc-v-sessmgr01&bdata=JnNpdGU9ZWRzLWxpdmU% 

 3d#AN=70290749&db=asx 

 

Rust, C. (2007). Unstated contributions: How artistic inquiry can inform inter-

disciplinary research. International Journal of Design, 1(3), 69-76. Retrieved from 

http://search.proquest.com/docview/921469413?pq-origsite=gscholar 

 

Rusňák, V., Ručka, L., & Holub, P. (2016). Toward natural multi-user interaction in 

advanced collaborative display environments. Future Generation Computer 

Systems, 54, 313-325. Retrieved from https://www.sciencedirect.com/science/art 

 icle/pii/S0167739X15000813 

 

Rutten, K., van. Dienderen, A., & Soetaert, R. (2013). Revisiting the ethnographic turn 

in contemporary art. Critical Arts South-North Cultural and Media Studies.  
Retrieved   from https://www.tandfonline.com/doi/pdf/10.1080/02560046.2013. 

855513?needAccess=true 

 

Rydzik, A., Pritchard, A., Morgan, N., & Sedgley, D. (2013). The potential of arts-based 

transformative research. Annals of Tourism Research, 40, 283-305. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0160738312001405 

 

Shahir, S. (2004). Modenisme, Seni Moden dan Seniman Moden: Satu Pemahaman 

antara Ideologi Asalnya dengan Pengalaman Malaysia. Wacana Seni (Journal of 

Arts Discourse), 3, 87–107. Retrieved http://wacanaseni.usm.my/WACANA% 

20SENI%20JOURNAL%20OF%20ARTS%20DISCOURSE/JOURNAL_3%20P

DF/MODERNISME%20SENI%20MODEN%20DAN%20SENIMAN%20MODE

N.pdf 

 

Salmond, A. (2012). Digital subjects, cultural objects: Special issue introduction. 

Retrieved from https://journals.sagepub.com/doi/full/10.1177/1359183512453531 

 



© C
OPYRIG

HT U
PM

164 
 

San Cornelio, G., & Ardévol, E. (2011). Practices of place-making through locative 

media artworks. Communications, 36(3), 313-333. Retrieved from 

doi:10.1515/comm.2011.016 

 

Sanchez, C., Shea, K. J., & Kitagawa, S. (2011). Recent progress in hybrid materials 

science. Chemical Society Reviews, 40(2), 471-472. Retrieved from 

https://pubs.rsc.org/en/content/articlehtml/2011/cs/c1cs90001c 

 

SANDU, I. C. A., Spiridon, P., & Sandu, I. (2016). CURRENT STUDIES AND 

APPROACHES IN THE FIELD OF CULTURAL HERITAGE CONSERVATION 

SCIENCE. HARMONISING THE TERMINOLOGY IN AN 

INTERDISCIPLINARY CONTEXT. International Journal of Conservation 

Science, 7(3). Retrieved from http://www.ijcs.uaic.ro/public/IJCS- 16-33_Sandu.p 

df. 

 

Scupin, R. (1997). The KJ method: A technique for analyzing data derived from Japanese 

ethnology. Human organization, 233-237. Retrieved from 

https://www.researchgate.net/publication/243785588_The_KJ_Method_A_Techni

que_for_Analyzing_Data_Derived_from_Japanese_Ethnology 

 

Sunarto, B. (2015). Basic Knowledge and Reasoning Process in the Art Creation. Open 

Journal of Philosophy, 5(05), 285. Retrieved from 

http://file.scirp.org/pdf/OJPP_2015051316493473.pdf 

 

Schraffenberger, H., & van der Heide, E. (2011, December). Interaction Models for  

 Audience-Artwork Interaction: Current State and Future Directions. In 

International Conference on Arts and Technology (pp. 127-135). Springer Berlin 

Heidelberg.  Retrieved from http://link.springer.com/chapter/10.1007/978-3-642-

33329-3_15 

 

Schwartz, S. J., Zamboanga, B. L., & Weisskirch, R. S. (2008). Broadening the study of 

the self: Integrating the study of personal identity and cultural identity. Social and 

Personality Psychology Compass, 2(2), 635-651. Retrieved from 

https://onlinelibrary.wiley.com/doi/full/10.1111/j.1751-9004.2008.00077.x 

 

Scholte, T. & Saaze V.V. (2012). Inside Installations: An Introduction. The Electronic 

Media Review. Volume One 2012. Retrieved from resources.conservation-

us.org/emg-review/.../Vol-1_Ch-10_Scholte_VanSaaze.pdf 

 

Scott, S., Hinton‐ Smith, T., Härmä, V., & Broome, K. (2013). Goffman in the gallery: 

Interactive art and visitor shyness.  Symbolic Interaction, 36(4), 417-438. Retrieved 

from https://onlinelibrary.wiley.com/doi/epdf/10.1002/symb.74 

 

Selen, E. (2015). Cybernetic narrative: Modes of circularity, feedback and perception in 

new media artworks. Kybernetes, 44(8/9), 1380-1387. Retrieved from 

https://www.emeraldinsight.com/doi/pdfplus/10.1108/K-11-2014-0235 

 

Shaw, J. (2017). The Art to Come (and Where It Came From). International Symposium 

for Media Art Art & Technology: Changing Times, Contemporary Trends, Future 

Platforms. Retrieved from  https://jfac.jp/en/culture/news/art-and-technology-

report-170317/ 



© C
OPYRIG

HT U
PM

165 
 

Sidford, H. (2011). Fusing arts, culture and social change. National Committee for 

Responsive Philanthropy, crp. org/files/publications/Fusing_Arts_Culture_ 

Social_Change. pdf. Retrieved from https://scholar.google.com/scholar?hl= 

en&as_sdt=0%2C5&q=A+Philanthropy+at+Its+Best%C2%AE+Report+FUSING

+ARTS%2C+CULTURE+AND+SOCIAL+CHANGE+High+Impact+Strategies+

for+Philanthropy&btnG= 

 

Silverstein, L. B., & Layne, S. (2010). Defining arts integration. The John F. Kennedy 

Center for the Performing Arts. Retrieved from 

https://scholar.google.com/scholar?hl=en&as_sdt=0%2C5&q=Defining+Arts+Int

egration&btnG= 

 

Smith, K. E. I. (2006). Hybrid Identities: Theoretical Examination. In Smith, K. E. I. & 

Leavy P. (Eds.), Hybrid Identities: Theoretical and Empirical Examinations. 

Retrieved from http://boxana.weebly.com/uploads/1/1/5/8/11582038/hybrid_ide 

 ntity.pdf 

 

Smithsonian Institution. (2001). Audience Building: Marketing Art Museums. Office of 

Policy & Analysis. Washington, D.C. 20560-0405. Retrieved from 

https://www.si.edu/Content/opanda/docs/Rpts2001/01.10.MarketingArt.Final.pdf. 

 

Smithsonian Institution. (2010). Collaborations in Conserving Time-Based Art. Office 

of Policy & Analysis. Washington, D.C. 20013. Retrieved from  

https://www.si.edu/content/tbma/documents/Time-Based-Art_Report.pdf 

 

Snir, S., & Regev, D. (2013). A dialog with five art materials: Creators share their art 

making experiences. The Arts in psychotherapy, 40(1), 94-100. Retrieved from  

https://www.sciencedirect.com/science/article/pii/S0197455612001542 

 

Spaenjers, C., Goetzmann, W. N., & Mamonova, E. (2015). The economics of aesthetics 

and record prices for art since 1701. Explorations in Economic History, 57, 79-94.  

Retrieved from https://www.sciencedirect.com/science/article/pii/S001449831500 

 0236 

 

Spielmann, Y.  (2017). Art & Technology: Changing Times, Contemporary Trends, 

Future Platforms. International Symposium for Media Art. Retrieved from 

https://jfac.jp/en/culture/news/art-and-technology-report-170317/ 

 

Stadon, J. (2015). Hybrid Ontologies: An Attempt to Define Networked Mixed Reality 

Art. In International Symposium of Electronic Art (ISEA). Retrieved from 

https://scholar.google.com/scholar?hl=en&as_sdt=0%2C5&q=Hybrid+Ontologies

%3A+An+Attempt+to+Define+Networked+Mixed+Reality+Art++Julian+Stadon

+2015&btnG= 

 

Steier, R., Pierroux, P., & Krange, I. (2015). Embodied interpretation: Gesture, social 

interaction, and meaning making in a national art museum. Learning, Culture and 

Social Interaction, 7, 28-42. Retrieved from https://www.sciencedirect.com/scien 

 ce/article/pii/S2210656115000331 

 



© C
OPYRIG

HT U
PM

166 
 

Strauß, A. (2018). Value-creation processes in artistic interventions and beyond: 

Engaging   conflicting orders of worth. Journal of Business Research, 85, 540-545. 

Retrieved from https://www.sciencedirect.com/science/article/pii/S014829631730 

 4137 

 

Taheri, B., Jafari, A., & O'Gorman, K. (2014). Keeping your audience: Presenting a 

visitor engagement scale. Tourism Management, 42, 321-329. Retrieved from  

https://www.sciencedirect.com/science/article/pii/S0261517713002239 

 

Taylor, J. A., Monck, T., & Ayoub, S. (2014). Arts integration in the social studies: 

Research and perspectives from the field. The Councilor: A Journal of the Social 

Studies, 75(1), 5. Retrieved from https://thekeep.eiu.edu/the_councilor/vol75/iss1/ 

 5/ 

 

Tröndle, M., Kirchberg, V., & Tschacher, W. (2014). Is This Art? An Experimental 

Study on  Visitors’ Judgement of Contemporary Art. Cultural Sociology, 8(3), 

310-332.  Retrieved from http://journals.sagepub.com/doi/abs/10.1177/1749975 

 513507243 

 

The National Department for Culture and Arts. (2018). National Culture Policy (1970). 

Kuala Lumpur. Retrieved from http://www.jkkn.gov.my/en/national-culture-policy 

 

Ubik, S., Navratil, J., Melnikov, J., Goo, B., Noor, F. N. M., Baumann, A., Hrb, J., 

Allocchio, C., & Castillo, G. (2016). Cyber performances, technical and artistic 

collaboration across continents. Future Generation Computer Systems, 54, 306-

312. Retrieved from https://www.sciencedirect.com/science/article/pii/S0167739 

 X15002198 

 

Ursyn, A. (2015). Criticism and Assessment Applied to New Media Art. Teaching Artist 

Journal, 13(4), 204–217. Retrieved from 

https://doi.org/10.1080/15411796.2015.1063881 

 

Van de Vall, R., Hölling, H., Scholte, T., & Stigter, S. (2011). Reflections on a 

biographical approach to contemporary art conservation. In ICOM-CC 16th 

Triennial Meeting Preprints, Lisbon, 19-23 September.  Retrieved from 

https://pure.uva.nl/ws/files/1262883/115640_344546.pdf 

 

Van Noord, N., Hendriks, E., & Postma, E. (2015). Toward Discovery of the Artist's 

Style: Learning to recognize artists by their artworks. IEEE Signal Processing 

Magazine, 32(4), 46-54. Retrieved from https://ieeexplore.ieee.org/stamp/stamp.j 

 sp?tp=&arnumber=7123719 

 

van Hek, M., & Kraaykamp, G. (2015). How do parents affect cultural participation of 

their children?: Testing hypotheses on the importance of parental example and 

active parental guidance. Poetics, 52, 124-138. Retrieved from 

https://www.sciencedirect.com/science/article/pii/S0304422X1500042X 

 

Velthuis, O. (2003). Symbolic meanings of prices: Constructing the value of 

contemporary art in Amsterdam and New York galleries. Theory and society, 32(2), 

181-215.  Retrieved from http://link.springer.com/article/10.1023/A:102399552 

 0369 



© C
OPYRIG

HT U
PM

167 
 

Ventzislavov, R. (2014). Idle arts: Reconsidering the curator. The journal of Aesthetics 

and art criticism, 72(1), 83-93. Retrieved from https://onlinelibra 

ry.wiley.com/doi/epdf/10.1111/jaac.12058 

 

Vi, C. T., Ablart, D., Gatti, E., Velasco, C., & Obrist, M. (2017). Not just seeing, but also 

feeling art: Mid-air haptic experiences integrated in a multisensory art exhibition. 

nternational Journal of Human-Computer Studies, 108, 1-14. Retrieved from 

http://www.sciencedirect.com/science/article/pii/S1071581917300988 

 

Vitkauskaitė, I. (2015). The Role of the Freelance Curator in an Art Exhibition. European 

Journal of Interdisciplinary Studies, 7(2). Retrieved from 

http://www.ejist.ro/files/pdf/397.pdf 

 

vom Lehn, D. (2010). Examining “response”: video-based studies in museums and 

galleries. International Journal of Culture, Tourism and Hospitality Research, 4(1), 

33-43. Retrieved from https://www.emeraldinsight.com/doi/pdfplus/10.1108/1750 

6181011024742 

 

Vosinakis, S., & Tsakonas, Y. (2016). VISITOR EXPERIENCE IN GOOGLE ART 

PROJECT AND IN SECOND LIFE-BASED VIRTUAL MUSEUMS: A 

COMPARATIVE STUDY. Mediterranean Archaeology & Archaeometry, 16(5). 

Retrieved from https://scholar.google.com/scholar?hl=en&as_sdt=0%2C5&q=VI 

 SITOR+EXPERIENCE+IN+GOOGLE+ART+PROJECT+AND+IN+SECOND+

LIFE-BASED+VIRTUAL+MUSEUMS%3A+A+COMPARATIVE+STUDY& 

 btnG= 

 

Walmsley, B. (2016). From arts marketing to audience enrichment: How digital 

engagement can deepen and democratize artistic exchange with audiences. Poetics, 

58, 66-78. Retrieved from http://www.sciencedirect.com/science/article/ 

pii/S0304422X15300383 

 

Wahab, M. H. A., & Zuhardi, A. F. A. (2013). Human visual quality: art gallery 

exhibition. Procedia-Social and Behavioral Sciences, 101, 476-487. Retrieved 

from http://www. sciencedirect.com/science/article/pii/S1877042813021162 

 

Wariya, D. J. (2016). A Language of Play: New Media's Possibility Spaces. Computers 

and Composition, 40, 32-47. Retrieved from https://www.sciencedirect.com/scien 

ce/article/pii/S8755461516300329 

 

Warren, S. (2013). Audiencing James Turrell’s Skyspace: encounters between art and 

audience at Yorkshire Sculpture Park. cultural geographies, 20(1), 83-102. 

Retrieved  from http://journals.sagepub.com/doi/pdf/10.1177/147447401245839 

 7 

 

Wright, A., Evans, A., Linney, A., & Lincoln, M. (2007). The listening room: a speech-

based interactive art installation. MULTIMEDIA ’07: Proceedings of the 15th 

International Conference on Multimedia, 681–690. Retrieved from 

https://doi.org/http://doi.acm.org/10.1145/1291233.1291391 

 

Wyman, B., Smith, S., Meyers, D., & Godfrey, M. (2011). Digital Storytelling in 

museums: observations and best practices. Curator: The Museum Journal, 54(4), 



© C
OPYRIG

HT U
PM

168 
 

461-468. Retrieved from https://onlinelibrary.wiley.com/doi/abs/10.1111/j.2151-

6952.2011.00110.x 

 

Xenakis, I., Arnellos, A., & Darzentas, J. (2012). The functional role of emotions in 

aesthetic judgment. New Ideas in Psychology, 30(2), 212-226. Retrieved from https 

://www.sciencedirect.com/science/article/pii/S0732118X11000663 

 

Yetisen, A. K., Coskun, A. F., England, G., Cho, S., Butt, H., Hurwitz, J., Kolle, M., 

Khademhosseini, A., Hart, A. J., Folch, A.,  & Yun, S. J. (2016). Art on the 

nanoscale and beyond. Advanced Materials, 28(9), 1724-1742. Retrieved from 

http://onlinelibrary.wiley.com/doi/10.1002/adma.201502382/pdf 

 

Yuan, G. Q., & Ben, D. N. (2008, November). Combining art and science of the 

integration of designs. In 2008 9th International Conference on Computer-Aided 

Industrial Design and Conceptual Design (pp. 910-912). IEEE. Retrieved from 

https://ieeexplore.ieee.org/abstract/document/4730709 

 

Zach, L. (2006). Using a multiple-case studies design to investigate the information-

seeking behavior of arts administrators. Library trends, 55(1), 4-21. Retrieved from 

http://cci.drexel.edu/faculty/lzach/docs/Zach_Library%20Trends%20article.pdf 
 

Zsolnai, L., & Wilson, D. (2016). Art-based business. Journal of cleaner production, 135, 

1534-1538. Retrieved from https://www.sciencedirect.com/science/article/pii/S095 

 965261630124X 

 

Books 

 

Ali, Z. (2010). Modern Malaysian art in search of identity. Malaysia art selected essay 

1979– 2009. pg 251-277. UPSI.  

 

Ali, Z. (2010). Modern art in Malaysia in VI parts. Malaysia art selected essay 1979 – 

2009. UPSI.  

 

Creswell, J. W. (2013). Qualitative inquiry and research design: Choosing among five 

approaches. (pg 97). Thousand Oaks, CA: Sage.  

 

D’Alleva, A. (2012). Cultural Studies and post-colonial theory. Methods & Theories of 

Art History. Second Edition. (pg 75 – 86). United Kingdom. Laurence King 

Publishing Ltd. 

 

Jacob, M. J. (2000). Making Space for Art. Yazdani, M. & Young, P. (Eds.)., Art, 

Technology, Consciousness mind@large. (pg134 – 141). United Kingdom, 

Cromwell Press, Wiltshire. 

 

Leary. M. R. (2004) Chapter 8 Basic Issues in Experimental Research. Introduction to 

behavioural research methods. 4th edition. Pearson Education, Inc. Library of 

Congress in Cataloging in Publication Data pg 196-202 

 

Michael, V (2010).  Praktis Dan Hala Tuju Seni Hibrid Dalam Seni Kontemporari. 

Master Thesis. Universiti Malaysia Sarawak. 

 



© C
OPYRIG

HT U
PM

169 
 

Niemojewski, R. (2016). The Aspirational Narrative of New Curator. C. Milliard, B.  

 Borthwick, J. Watkins & N. Hoare (Eds.), The New Curator. (pp. 9-11). London. 

Laurence King Publishing Ltd.  

 

Neuman, W. L. (2003). Qualitative and Quantitative Research Designs. Social Research 

Methods. Qualitative and Quantitative Approaches. Fifth Edition. pg 137-168. 

United States of America. Library of Congress Cataloging-in-Publication Data. 

 

Piyadasa, R. (2001). Melangkaui sempadan. Rupa Malaysia meninjau seni lukis moden 

Malaysia. pg 54-67. Balai Seni Lukis Negara. Kuala Lumpur. 

 

Piyadasa, R. (2001). Membina Identiti. Rupa Malaysia meninjau seni lukis moden 

Malaysia.  pg 42-53. Balai Seni Lukis Negara. Kuala Lumpur. 

 

Rahman, K. A. A. A, & Michael, A. V. (2008). Perkembangan Seni Hibrid Dalam Seni 

Kontemporari. Jurnal ASWARA. Jilid 3 Bil 2/2008. ISSN 1985-2606.  Akademi 

Seni Budaya dan Warisan Kebangsaan. 

 

Ratnam, N. (2004). Art and globalisation. Perry, G. & Wood, P. (Eds.), Themes in  

 Contemporary Art. (pg.299). London. The Open University. 

 

Sulaiman, S. (2013). Malaysia’s New Media Art Landscape. N. H. Khairuddin., B. Yong 

T. K. Sabapathy (Eds.), Reactions – New Critical Strategies Narratives in      

 Malaysian Art.  Volume.2.  (pg243-255).  Kuala Lumpur.  RogueArt. 

 

KjØlberg, T.  (2010). Museum and Material Knowledge: The V&A as Source in Fashion 

and Textile Design Research. Edited by Beth Cook, Rebecca Reynolds and 

Catherine Speight. Published by   Ashgate Publishing Limited,   Wey Court East, 

Union Road, Farnham, Surrey, GU9 7PT, England and Ashgate Publishing 

Company, Suite 420, 101 Cherry Street, Burlington VT 05401-4405 USA, pg 113-

124 

 

Vesna, V. (2000). Towards a Third Culture / Being in Between. Yazdani, M. & Young, 

P. (Eds.). Art, Technology, Consciousness mind@large. (pg. 7 – 11). United 

Kingdom, Cromwell Press, Wiltshire. 

 

Whitham, G., & Pooke, G. (2010). Understand Contemporary Art.  Form of 

contemporary art. Hodder Education, part of Hachette UK, 338 Euston Road, 

London NWI3BH. 

 

Wilson, S. (2010). Cultural Challenges in a Techno-scientific Age. Art + Science Now.  

(pg.200-201). Thames & Hudson Ltd, London.  

 

Yap, S. B. (2013). Re-Negotiating Spaces: Site, Space and Place in Contemporary Art in 

Malaysia.  Khairuddin, N.  H.  Yong, B. Sabapathy, T. K. (Eds.). Reactions – New 

Critical Strategies Narratives in Malaysian Art.  Volume.2.  (pg297-308).  Kuala 

Lumpur.  RogueArt. 

 

Yin, R. K. (2002). Case study research: Design and methods. Thousand Oaks, CA: SAGE 

Publications. 

 



© C
OPYRIG

HT U
PM

170 
 

Yong, B., Kharuddin, N, H., Joseph, R. & Ibrahim, T.  S.  (Eds.).  (2016).  The Art 

Market. Infrastructures Narratives in Malaysian Art. Volume 3. (pg.222-229). 

Kuala Lumpur.  RogueArt. 

 

Images 

 

Baharuddin, N., Manan, M. S. A., Salehuddin, A. M., Shukor, S. F. A., & Bakar, S. A. 

(2016). Visually Textual. NYAWA ’16: BRAIN Nature’s Yield and Wonders Of 

Art. Volume 5. pg 108. Universiti Putra Malaysia.  

 

Jussem, S, W. (2007). Kobong Series (Painting). Hybridism. Faculty Seni Gunaan dan 

Kreatif, Universiti Malaysia Sarawak. 

 

Mohtarrudin, N. Kassim, F. & Sharifuddin, F. A. (2016). Nasty Beauty. NYAWA ’16: 

BRAIN Nature’s Yield and Wonders Of Art. Volume 5. pg. 56. Universiti Putra 

Malaysia.  

 

Piyadasa, R. (2001). Al Kesah. (Digital Collage). Rupa Malaysia Meninjau Seni Lukis  

 Moden Malaysia, Balai Seni Lukis Negara, Kuala Lumpur. 

 

Piyadasa, R. (2001). Kdek, Kdek, Ong! (1994). Rupa Malaysia Meninjau  Seni  Lukis 

Moden Malaysia. Balai Seni Lukis Negara, Kuala Lumpur. 

 

Piyadasa, R.  (2001).   Penghargaan  Untuk  Bapak.  Kamarudzaman Mohamad Isa  

(1987).   Rupa Malaysia Meninjau Seni Lukis Moden Malaysia. Balai Seni Lukis 

Negara, Kuala Lumpur. 

 

Piyadasa, R.  (2001).   Vincent. Ismail Zain (1988)   Rupa Malaysia Meninjau Seni Lukis 

Moden Malaysia. Balai Seni Lukis Negara, Kuala Lumpur. 

 

Rahman, K.A.A. (2007). The Hybridism Manifesto, (Diagram). Hybridism. Faculty Seni 

Gunaan dan  Kreatif, Universiti Malaysia Sarawak. 

 

Sabran, K. (2007). Sound from outer – inner space. Photo by Sarah Adam. Retrieved 

from http://kamalsabran.blogspot.my/2006/08/sonic-cosmiclive-at-national.html   

 

Samat, S. A. (2013). 'Bising-Bising'. Retrieved from https://www.youtube.com/watch 

 ?v=cY1Ugdu9F-4 

 

Sulaiman, F. (2013). Salam 1Jepun: A Cross Cultural Response.  Retrieved from 

https://fairuzsulaiman.com/2013/02/16/salam-1jepun-a-cross-cultural-response/ 

 

Sulaiman, F. Kumar, S. C. & Fared. A. (2017). Main Wayang. Retrieved from 

http://fairuzsulaiman.com/2017/02/27/main-wayang/ 

 

Catalogues 

 

Piyadasa, R. (2001). Rupa Malaysia Meninjau Seni Lukis Moden Malaysia, Balai Seni 

Lukis Negara, Kuala Lumpur. 

 



© C
OPYRIG

HT U
PM

171 
 

Rahman, K.A.A. (2007). The Hybridism Manifesto. Hybridism. Sarawak. Faculty 

Applied and Creative Art, Universiti Malaysia Sarawak. 

 

Sabapathy, T. K. (2001). Pathways to An-Other Reality. Piyadasa an overview, 1962 – 

2000. pg37 – 59. Kuala Lumpur. National Art Gallery. 

 

Sabapathy, T. K. (1994). Vision And Idea ReLooking Modern Malaysian Art A 

summary. Vision And Idea ReLooking Modern Malaysian Art (Exhibition 

catalogue). pg. 11-15. Balai Seni Lukis Negara. 

 

Saidon, H. J. & Rajah, N. (1997). Pameran Seni Elektronik Pertama. pg. 10. Kuala 

Lumpur. National Art Gallery. 

 

Personal Communication  

 

(Amerudin Ahmad, Art Conservator, National Visual Art Gallery, pers. comm. 19 

September 2016). 

 

(Ponirin Amin, Academician, Associate Professor in Faculty Art and Design, Universiti 

Teknologi MARA, pers. comm. 11 May 2017). 

 

(Mohammad Majidi Amir, Curator, National Visual Art Gallery, pers. comm. 13 April 

2017). 

 

(Ahmad Zaki Anwar, Curator, Segaris Art Centre, pers. comm. 14 October 2016). 

 

(Awangko’ Hamdan bin Awang Arshad, Academician, Faculty Applied and Creative 

Art, Universiti Malaysia Sarawak, pers. comm. 13 July 2017). 

 

(Mohamad Nasir Baharuddin, Curator, Gallery Serdang, Universiti Putra Malaysia, pers. 

comm. 22 December 2017). 

 

(Nazri Abu Bakar, Artist and Lecturer, Faculty Art and Design, Universiti Teknologi 

MARA, pers. comm. 22 May 2017). 

 

(Sylvester Weilding Jussem, Academician, Faculty Applied and Creative Art, Universiti 

Malaysia Sarawak, pers. comm. 17 July 2017). 

 

(Oskar Hasdinor Hassan, Academician, Associate Professor in Faculty Art and Design, 

Universiti Teknologi MARA, pers. comm. 21 March 2017). 

 

(Zolkalnain Bin Hassan, Curator, Museum and Gallery Tuanku Fauziah, Universiti Sains 

Malaysia, pers. comm. 17 May 2017). 

 

(Mohammad Zahuri Khairani, Artist and Lecturer, Art & Design Department, Universiti 

Pemdidikan Sultan Idris, pers. comm. 27 April 2017). 

 

(Sudarshan Chandran Kumar, Artist, pers. comm. 26 April 2017). 

 

(Abdul Muid Abdul Latif, Artist, pers. comm. 20 April 2017).   

   



© C
OPYRIG

HT U
PM

172 
 

(Liew Kian Yap, Curator for 2nd Langkawi Biennale, 14 November 2016). 

 

(Mumtaz Mokhtar, Academician, Doctor in Faculty Art and Design, Universiti 

Teknologi MARA, pers. comm. 19 April 2017). 

 

(Mohammad Yakup Rafee, Academician, Doctor in Faculty Applied and Creative Art, 

Universiti Malaysia Sarawak, pers. comm. 18 July 2017). 

 

(Haris Abadi Abdul Rahim, Artist, pers. comm. 9 May 2017). 

 

(Nurul Muzamil Rasidi, Curator, Galeri Seni Tuanku Nur Zahirah, pers. comm. 26 April 

2017).  

 

(Kamal Sabran, Artist and Lecturer, Doctor in School of Art, Universiti Sains Malaysia, 

pers. comm. 16 May 2017).  

 

(Mohammad Fadly Sabran, Artist and Lecturer, Faculty Art and Design, Universiti 

Teknologi MARA, pers. comm. 11 April 2017). 

 

(Hasnol Jamal Saidon, Academician, Associate Professor in School of Art, Universiti 

Sains Malaysia, pers. comm. 18 May 2017).  

 

(Fairuz Sulaiman, Artist, pers. comm. 16 March 2017).  

 

(Pakhruddin Sulaiman, Art Collector, pers. comm. 22 April 2017). 

 

(Syafiq Abdul Samat, Artist and Lecturer, Faculty Art and Design, Universiti Teknologi 

MARA, pers. comm. 18 May 2017). 

 

(Badrolhisham Mohamad Tahir, Curator, Petronas Gallery, pers. comm.6 September 

2016).  

 

(Wan Jamarul Imran Wan Thani, Dean, Faculty Applied and Creative Art, Universiti 

Malaysia Sarawak, pers. comm. 27 July 2017). 

 

(Yap Sau Bin, Curator and Lecturer, Multimedia University, pers. comm. 23 May 2017). 

(Rini Fauzan Mohamed Zuhairi, Artist and Lecturer, Multimedia University, pers. 

comm. 16 March 2017).  

 

 

 

 

 

 

 

 

 

 

 

 

 


	cover dpn
	table of content
	valerie-final sgs
	Blank Page
	Blank Page
	Blank Page



