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(1) ko, Zhifemicow TOMIL - BEL (nterpretation) %32 H
(curator) USMD AL IZENTH S5H)WY HAIZOWTOFFHETH S, Curator &
G A AR Ve S O AP T WP & LT AR Y. R E A
T, e OBRINER S0, CHIDDWFIIERLO D & 12D D b o)

While preparing the wall text for a museum exhibition about New York
City, the curator, Wendy Nalani E. Ikemoto, consulted an unlikely figure in the
world of contemporary American art: a *Central Park carriage driver. She
walked up to Nurettin Kirbiyik and his horse at the southern end of the park
and showed him a photograph of a 1945 oil painting by Gifford Beal, “Central
Park Hack,” in which a top-hat-wearing driver commands a regal white horse.
“Hi, I'm a curator at the *New-York Historical Society,” Ikemoto said. Mr.
Kirbiyik, like the driver in the painting, was wearing a top hat. “Can I talk to
you about this painting?”

Today his interpretation is on the wall of New York City’s oldest museum,
next to the painting itself. “This painting reminds me of springtime in Central
Park when the leaves are at their brightest and the sun is shining,” Kirbiyik
wrote. “It reminds me of riding my horse, Leyla, and having a good time with
my customers while enjoying the warm weather after a cold winter.” The New-
York Historical Society, where Ikemoto works, is one of a growing number of
institutions around the country engaged in1 urgent conversations about how to

(1)
diversify exhibitions, reach broader audiences, and remove cultural biases from

their programming. Now many curators are giving outside voices the chance to
speak within museum walls — such as by writing wall labels — that experts say
may help visitors connect with the art in a more personal way than before. At
the exhibition, the public interpretation appears on the label directly below the
professional insight.

The Middlebury College Museum of Art, in Vermont, for example, recently

decided to invite students — some without art backgrounds — to rewrite
(2)
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existing labels, giving them the ability to edit what they find to be cultural
stereotypes and biases in curatorial writing. Students, faculty and staff at the
college are also invited to write additional labels for selected works that center
on their own personal or academic perspectives; in one such label, two students
from Ghana responded to a work by El Anatsui, a Ghanaian sculptor.

It is more common to see the community invited to contribute to a specific
exhibition, such as the Delaware Art Museum’s show featuring Danny Lyon’s
photographs of the *Southern Civil Rights Movement. The museum brought in
Black leaders —including performing artists and a historical society
trustee — to create wall texts for the exhibition and won praise in the label
writing competition of the *American Alliance of Museums.

According to the museum’s exit surveys, 77 percent of visitors read
“Community Contribution” labels while 29 percent said the labels changed how
they saw the photographs. Surveys showed that visitors valued the chance to

learn from fellow community members, the museum said. “It goes to the

growing understanding that art museums have been exclusive places,” said
(3)

Swarupa Anila, an executive at the Royal Ontario Museum in Toronto, who was
a judge in that competition. “This is a practice to engage, to be more inclusive.”
The New-York Historical Society calls its scheme “democratizing” the

(4)
labeling. Ikemoto’s exhibition, “Scenes of New York City,” includes Gifford

Beal's work among those by Marc Chagall, Edward Hopper, Jacob Lawrence,
Georgia O'Keeffe and Andy Warhol in a treasury of iconic New York City
landmarks and landscapes, including the Brooklyn Bridge, Carnegie Hall, Union
Square Park and the Waldorf Astoria hotel.

Along with the famous artists whose works are featured in the exhibition,
visitors will see plenty of unrecognizable ones — dozens of New Yorkers who
were invited by Ikemoto, the curator of American art, to comment on the
works, which span the 1790s to 2009. (S)Wall labels include thoughts and

impressions from writers, historians, blue-collar workers, sports and culture
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enthusiasts, artists and those with some connection to the location being
depicted. “This was a way of inviting the public inside to make them not just
passive recipients of what's on the wall, but actual participants,” Ikemoto said.

Conversations around what museum labels should say — and if they should
exist at all —have been going on at institutions for decades. The words will be
the only explanation many visitors have for the art they are seeing, and many
curators believe that to preserve the visual power of the art, the number of
words should be strictly limited. Curators say that a short museum label can
point out some o(f6 )the questions museums face around issues of race and equity
right now: Who is equipped to write authoritatively about this work? Who is
this label being written for? And how do we give over this platform to people
who haven't previously had it?

Ulysses Grant Dietz, who was chief curator at the Newark Museum of Art
when he stepped down in 2017 after nearly four decades there, sai((lnw

experts in his field have long resisted handing label-writing off to members of

the public because they worried it would reduce their authority. That anxiety
seems to have decreased a bit, he said, as the museum world has come to better
understand the need to turn away from an approach in which the curator’s
perspective is presented as perfect and complete. “We're very wary now of
history presented purely as fact,” Dietz said. “We're so aware that history is
written by the people in charge, and the public feels very suspicious o(g )@."

Ikemoto, who is part Native Hawaiian, said it is not uncommon now to see
museums invite *Indigenous people to comment on Indigenous art. In her
exhibition, Ikemoto said she wanted Indigenous people to comment on Euro-
American art, bringing in a perspective that is rarely considered alongside such
works.

At her museum, under a Reginald Marsh painting, “Construction, Steel

Workers,” which depicts the making of a skyscraper, Ikemoto included a label

written b}; Steven Thomas, who is *Mohawk Akwesasne and a former
9)
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steelworker, a nod to the Mohawk ironworkers who helped build the city. He
writes with the sensory authority of someone who has been present in a similar
scene, noting how “one can hear the wind whistle through the steel skeleton of
the building.” This is a significant change from a traditional style of wall text
that aims to project curatorial objectivity. At times, the outside voices take a

(10)
much stronger position than a curator would, adding tension to the artwork

that might not have otherwise existed for some visitors.

Carlos Nadal's painting “Columbus Circle, New York City” includes the
towering marble statue of Christopher Columbus, a figure that has been
removed from similar positions of honor across the country because of his
legacy as a European colonizer whose journeys led to the destruction of
American Indigenous populations. Next to the painting, Willow Lawson, a
writer, describes her experience passing by the statue as someone who is
*Ojibwe and Dakota, making a strong statement about the painful history
behind the monument: “When I walk by the Columbus statue, I like to
remember the original inhabitants of Manhattan — the Indigenous men and

women whose footsteps are responsible for Broadway’s diagonal path through

Columbus Circle and across the island,” she said. She added,( “T would like to see
11)

the statue removed.”

(The New York Times, November 10, 2021 tZZs)

() *Central Park carriage driver =a2—3—21iot > FF) - 28— T
(G591 [2) ST RS UL iReaV-WN
*New-York Historical Society == —3— 27 EHHE
*Southern Civil Rights Movement 7 X V) 71 & % B i A RAEE B
*American Alliance of Museums 7 A V) 7 & E A - o) i b
*Indigenous JEERED
*Mohawk Akwesasne JLKEMERDEFR—ZHETBESNFFET XY
A ERENS F 72535 L AD * >3 —

(26 UL)
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THE Q) DFHHELTh b @ RbDE, 7 ~I OHhnrs 10EY, |
TEHEZ RS,

THREER (D) AT T 2300 ERKL-bDE LTho b EY LR D%,

~ T OHFMNS 1D, BT TERIRIE,

how to make more people interested in museums

how to quickly discuss matters concerning institutions around the
country

how to keep biases from disappearing

how to maintain jobs within the New-York Historical Society

THMC OHMWELTEZOLNLIHBE LT LLHFEYRDDZ,
~ I OHpb10®EY, iLrTEHERLR IV,

to interest faculty and staff in drawing
to reinforce current biases
to give art backgrounds to students

to revise cultural stereotypes

It is expensive to maintain art museums.
Some people think that art museums are not welcoming.
Art museums are communities for local residents.

Art museums are the only places to see photographs.
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(4)

(5)

(6)

THRRES (4) ODNBFLLTho L b LDbDE, 7~ I Ofhs 1 2%, §
FTEZR I,
77 making labels accessible to everyone
1 asking people to vote for Democrats in the next election
rJ prioritizing participating in democracy
I excluding people from writing labels for paintings
THEERG) DEEE LTH o @ LdbDE, 7~ I Ohhs 1203, it
GTEIR IV,
77 having the public just look at the art passively
1 hearing the comments of New Yorkers privately
7 inviting people from the community to take part in the exhibition
I thinking that the impressions of people from far away are key to
understanding art
THEBG) DBIE L Tho b RdbDE, 7 ~I OdFnrs10EY, s
TER %3,
77 How do we invite people to participate when they haven't participated
before?
1 Who has the pens to make sure that the labels will be cleanly written?
7 Where are the labels going to be placed on the walls?
I When is it reasonable to ask the public to contribute financially to the

museum?
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(7)

TR (T OB E L THo L @Y RdbDZE, 7~ I OHhs 1 D0EY, i

TTHERG SV,

7 They enjoyed hearing from New Yorkers about the art that was hanging
on the walls of their museums.
14 They were worried that letting ordinary people write labels would lessen
their control and prestige.
7 They didn't want the public to know that they were not knowledgeable
about their subjects.
I They were stepping down from their jobs after decades of working at
museums.
(8) THHBB)AFRLRL TSI &% 257N (WiHz&t) OHARETER %
SV,
(9) T () ABEINAHMPL LTho bl Rdb0%k, Z~IT ofpdlo
EY, LT TEHERLR IV,
77 He was chosen for his background as well as for his work experience.
4 His writing skills and sense of authority made him the perfect candidate.
7 He was able to project curatorial authority and objectivity in his presence
and his writing.
T He was friends with Wendy Ikemoto and did her a favor.
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(10 THEWAEETHLIHHE LT DY LRI, F~IT ohrs 1l

DY, BT TERZR IV,

N

They are loud and easier to hear.
They are weaker than those of visitors.

They provide new perspectives on art.

H 3 A

They agree with the curators’ views.

() TR ) D XD ICERT HEB AL LHL, 30 FHUN (WK &)
DHAFETER %SV,

12 ZOERLDIAL MVELTESLHEY LR DE, 7~ I Ofhs 1 DEY,

RLT CTHR R S\

N

Unsurprisingly, Curators are the Best Guides to Art Museums
Whose Writing is on the Wall at the Museum? It Could Be Yours
Indigenous Art Should Be Given the Highest Respect

H @ A

Identifying and Expelling Community Contributions to Museum Labeling
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(1] ®osmomms, WEBIN) R MERAT, bEORMIBELE SV, (%
FIDODWIZGANZ AL D B L IZHED D %)

The World Heritage Convention, properly titled the *Convention concerning
the Protection of the World Cultural and Natural Heritage, is a convention that
protects Cultural Heritage and Natural Heritage from the threat of damage or
destruction and preserves them through the establishment of a system of
international cooperation and assistance. Such heritage is the legacy of all
humanity.

The *UNESCO General Assembly adopted this Convention in 1972. The
Convention came into effect in 1975. The number of *States Parties has reached
196 as of August 2024. Japan became a party to the Convention in 1992.

World Heritage refers to the properties inscribed on the World Heritage
List, which has been created based on the World Heritage Convention.mT_he
term can refer to three types: Cultural Heritage, such as buildings and relics;
Natural Heritage, including natural areas; and Mixed Heritage, which combines
elements of both culture and nature.

As of August 2024, there have been 1,223 properties inscribed on the World
Heritage List (952 properties of Cultural Heritage, 231 properties of Natural
Heritage, and 40 properties of Mixed Heritage), including Japan’'s 26 World
Heritage properties (21 Cultural Heritage properties and 5 Natural Heritage
properties).

The properties inscribed on the World Heritage List are globally recognized
to have outstanding universal value. The preservation of each heritage is the
duty of the State Party possessing the heritage, but in cases where sufficient
protection cannot be provided to the property by the responsible State Party, it

may apply for international assistance through the World Heritage Fund.

(%) "Convention concerning the Protection of the World Cultural and

Natural Heritage S0 AU PE K OV H KR8 E O PREEICEE 3 5 589
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*UNESCO General Assembly L+ A 2#%

ey Z

*State Party i

World Heritage in Japan (as of September 4, 2024)

Items with T are properties of Natural Heritage. All others are properties of

Cultural Heritage.
() NOEFIZEFRINTEERT,

1. Buddhist Monuments in the Horyu-ji Area (Nara) (1993)
2. Himeji-jo (Hyogo) (1993)
3. T Yakushima (Kagoshima) (1993)
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12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

1 Shirakami-Sanchi (Aomori and Akita) (1993)

. Historic Monuments of Ancient Kyoto (Kyoto and Shiga) (1994)

. Historic Villages of Shirakawa-go and Gokayama (Gifu and Toyama)

(1995)

. Hiroshima Peace Memorial [Genbaku Dome] (Hiroshima) (1996)
. Itsukushima Shinto Shrine (Hiroshima) (1996)

. Historic Monuments of Ancient Nara (Nara) (1998)

10.
11.

Shrines and Temples of Nikko (Tochigi) (1999)

Gusuku Sites and Related Properties of the Kingdom of Ryukyu
(Okinawa) (2000)

Sacred Sites and Pilgrimage Routes in the Kii Mountain Range (Mie,
Nara and Wakayama) (2004)

T Shiretoko (Hokkaido) (2005)

Iwami Ginzan Silver Mine and its Cultural Landscape (Shimane) (2007)

1 Ogasawara Islands (Tokyo) (2011)

Hiraizumi — Temples, Gardens, and Archaeological Sites Representing the
Buddhist Pure Land (Iwate) (2011)

Fujisan, Sacred Place and Source of Artistic Inspiration (Shizuoka and
Yamanashi) (2013)

The Tomioka Silk Mill and Related Sites (Gunma) (2014)

Sites of Japan's Meiji Industrial Revolution: Iron and Steel, Shipbuilding,
and Coal Mining (Iwate, Shizuoka, Yamaguchi, Fukuoka, Kumamoto,
Saga, Nagasaki and Kagoshima) (2015)

The National Museum of Western Art (Tokyo) (2016)

The Sacred Island of Okinoshima and Associated Sites in the Munakata
Region (Fukuoka) (2017)

Hidden Christian Sites in the Nagasaki Region (Nagasaki and Kumamoto)
(2018)

Mozu-Furuichi Kofun Group: Mounded Tombs of Ancient Japan (Osaka)
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24.

(2019)

T Amami-Oshima Island, Tokunoshima Island, Northern Part of Okinawa

Island, and Iriomote Island (Kagoshima and Okinawa) (2021)

25. Jomon Prehistoric Sites in Northern Japan (Hokkaido, Aomori, Iwate and

Akita) (2021)

26. Sado Island Gold Mines (Niigata) (2024)

(Ministry of Foreign Affairs of Japan, “World Heritage in Japan” &%)

(5% )

(1)

TR (1) A2 L TV 2002 HAFETIL L &2 S\,

SIS, WHBITY A PONEZIELSELTWDE b DE, 7~ 7 Ohhb

40, BT TEHERZRIV,

7

The World Heritage Convention is committed to protecting significant
sites around the world from damage.

The World Heritage Fund must be preserved for the protection of the
State Party.

There are two types of properties included in the World Heritage List.
There are two World Heritage properties in Hokkaido.

More Japanese heritage properties on the World Heritage List were
added in the twentieth century than the twenty-first century.

UNESCO recognized Fujisan’s importance as a Natural Heritage property
in 2013.

More than one-fourth of the Japanese heritage properties have to do with
religion, including Shinto.

World Heritage properties cannot be found in Shikoku.

(26 UL)



[HI] KOBVA - BIZEZ RS0,

A KO)~10 DZEFTICAZ S - L b RFENE, 7 ~ I Ohhs 10ED,
LT TEA R SV,
(1) Thank you for ( ). I couldn’'t have done it without you.
77 something 1 anything
7 nothing I everything
(2) T'm sure you are hungry, so please ( ) to some cake.
7 give yourself 1 be yourself
7 take yourself I help yourself
(3) I started reading a book, and ( ) I knew it, it was almost
midnight.
7 after 1 before
7 though I when
(4) Good luck in London! ( ). See you next year when you get back.
77 1 could have missed you 1 1 missed you
r7 Tl miss you I T've missed you
(5) The bus is about to depart, so please ( ) on to the handrail.
7 put 1 take
7 get I hold
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(6)

I heard you're planning a trip to Europe. ( ) of Europe, have you
ever been to Rome?

77 Asking 1 Speaking

r7  Taking I Telling

Luke: How are you doing?

Mike: I'm doing great. ( ).
77 Couldn’t be better 1 Can't be worse
7 Shouldn't be better I Won't be worse

Tom: This road should get us there.

Lucy: Don't take a shortcut. You always get us ( ).
7 to win 1 lost
7 going I hurry

Ann: Take out the trash when you leave for work.

Gene: Don't worry. I ( ).

7  must 1 will

7 should I may

Since we don't have much time, ( ) me to explain my plan briefly.
7 allow 1 let

7 give I put
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(1) Springtime is a time of renewal and growth. Many plants end their long

winter sleep and form new buds and shoots.

A Beautiful flowers will soon be showing their bright colors and the grass

will grow thicker and greener again.

B That idea is what gives us the expression “like watching grass grow.” We
use this expression to describe an experience that is uninteresting.

Another good word to describe it is “tedious.”

C Some flowers bloom in a very noticeable way but that is not the case
with grass. Imagine you are sitting in a grassy field and you have only
one job —to watch the grass grow. That does not sound very
interesting. In fact, it sounds really boring.

(Voice of America, March 15, 2025 %)

7 B - A — C
14 C - B —- A
7 A - C —- B
r ¢ - A — B
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Babies need lots of love, care and attention. Most new parents spend
every waking moment caring for, worrying over and thinking about their

baby.

This applies to other things too! In American English, anything that you
have focused and worked on for long periods of time can become your

“baby,”

So when Sam’s friend asks about the progress of the business, she could
say, “So, how’s your baby coming along?” Yes, using “baby” in this way is
slightly informal. But it is very common and okay to use in just about

any situation.

Let’'s say your friend Sam is opening a new coffee shop. He has invested
his own money into it. For months he spends all day every day getting
the shop ready for customers. In the evenings, he works on hiring,
advertising and menu options. And at night, as he tries to sleep, he
worries about it. He really wants it to be a success.

(Voice of America, May 12, 2018 %)

A —- C — B
B - A — C
C - B — A
c - A - B
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During the new year, many of us decide to try something new. With a
new year’s resolution, we resolve to do something we have not done in
the past. Sometimes new things are risk-free — like eating healthier food

or getting more exercise.

Sometimes we decide to learn a new skill, like a language or a musical
instrument. Again, these things are not risky, nor do they have bad
consequences. Even if you do not learn how to play the guitar, nothing

bad will happen — probably.

However, sometimes we need to shake up our lives and do something
different that does have consequences. That means there are risks if

things do not work out.

Such a change could involve moving to a new city, starting a new job, or
ending a relationship. These new things do have a level of risk. Things
could go wrong. On the other hand, things could go very right.

(Voice of America, December 28, 2024 (%)

A - B — C
B - A —- C
cC - B — A
A —- C — B
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(1) If you were sitting in a priority seat and an elderly person stood in front

of you, what would you do?

I would

(2) What would you do if you got lost in a town where you are a complete

stranger?

I would

(3) Your cousin can't make up her mind about which university to apply to.

What advice would you give her?

I would
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[ This article may have been edited or excerpted for the purpose of creating test
questions. If so, it does not reflect the original intent of the author of The New York
Times Company.
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