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Fragment of Time and the
Extended Sculpture

HAN Eui-Jung.
Visiting Professor at Hongik University
Department of Art Studies

Living day by day, our lives are a series of numerous
experiences. From the everyday experiences of sleeping,
eating, and working to the very special moments of

an unexpected someone, remembering an anniversary, or
being touched by the beautiful sunset, our lives are full of
big and small encounters. Phenomenologists like Husserl
and Merleau-Ponty later dubbed such encounters the ‘lived

to them as ‘events’. Every time we face an encounter
experience, or incident that we would like to reme

with photographs. But the photos that we had thou
capture the sensation of the moment very often disa

between each shutter, not only the actions of the subj
but our minute feelings get away. The dissatisfaction that
photographs cannot fully embody the encounter between
object and human that we experience - it is from this point
that the art of Kang Juhyeon starts.
In fact, our experiences are much more tactile that we
think. Because they encompass not only the sense of{touching
and being touched, but also the haptic experiences of the
eyes fumbling the object.Such experiences are difficult to
portray by capturing the moment through photo, identically
representing the form on canvas, or confining it inside the
matter of sculpture. Such is the reason why in Kang’s Skin Suit
(2010), the apparel becomes the skin and the skin becomes the
self. With this piece, he has taken one step further than the
previous attempt with Dupe-Style (2009) to express his self-
identity through ‘clothing of sensation’. Having discarded
the acrylic box that could not but limit the movemigs of

the senses, his skin-egos were finally ready to fly. The artist

was intuitively aware that our sense experiences penetrate

the body, and expressed them in an amplified manner,

as if the sharp wind that hits the entirety of the skinjwhen

riding a motorcycle.
His unique work method of cutting the photos in

|
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long thin strips, finely pasting them on a basic frame, but
making certain parts flutter in the air, provides the sculpture
temporality and movement. In his works from the Skin Suit to
the productions of the year 2012, such as Image Swing (2011)
and A Drawing for Changing Energy (2012), the forms move

in a spiral or like a pendulum against an invisible axis. Such
movements may not have long strides, but are advantageous
in maximizing the intensity of power and sense.Thus, the
propeller-movement of the ‘touching eyes’ or ‘seeing hands’ of
Combined Sense Project - The Swish of a Hand (2011) rotates at
a tremendous speed as they bring about an illusion of sticking
numerous tentacles on nearby objects.

Kang refers to this as “drawings drawn on space”.
Just as numerous frail and shaky lines constitute a form on
paper, the forms he produces in space reveal the grai;ns of
their texture. The lines of these drawings are not confined in
a fixed state of one single moment, but with one side open,
they portray an intentionality toward a different time and
space. For instance, Drawing which holds time - Faltering
Door (2013) takes up space as if a real door, but does not serve
the actual function of dividing and connecting a space from
and to another. Not only is the hinge of the door not ¢onnected
to anywhere, so there is no significance in opening and
closing, but the door itself is divided into three pieces, thus
shaking and about to fall down. But instead of not being able
to function as a spatial division between the inside and the
outside, this door leads us to the realm of a different time. This
is because the growth rings of this door, melting down like
Dali’s clock, convey the accumulated pain and wounds that
the door had suffered through until ultimately being thrown
away on the street.

It was as Kang started to read the trace of life from
the objects discarded on the streets, and overlapped the layers
of a virtual world in the form of photographs, sculptures,
and drawings on top of that trajectory, that the range of his
art’s time and space started to infinitely expand. It i§ thus a
natural course of action that the car De Lorean from [‘Back to
the Future”, the classic of time-slip films, was adopted as the
subject matter for his Drawing which holds time - De Lorean
(2013).The artist did not reconstruct the body of De Lorean, but
rather portrayed the parts of wheels, muffler, and headlights
in a format of deftly flying across the air, in order to convey
the process of running into a different time and space. From
here on, the movement of forms is no longer directed toward
the center, and the fragments are extended into the time
and space that each pursues. While these componenﬁs were
fabricated by putting together the fragments of a photo, they
are able to convey the in-between moments that a single
photograph cannot.In Kang’s photo-sculpture, time flows
without stopping. _

Every object in this world we experience is placed
within our time and space. It is not about designating a pure
time and space, but all time flows in space, and space is born
along with objects. No being is born and lives independently
without interacting with another being. Kang’s works

KANG Juhyeon | 5
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embrace such interaction between objects in time and space,
the trace of inter-communication among various ‘being-in-
the-world (étre-au-monde) . With Contemplated Space (2014),
Kang summoned the traces of works that had earlier passed
through a particular container box, the project exhibition
space of Gallery KunstDoc. Carefully observing the tjl:ces

of colors of previous exhibitions left in the box, the artist
performed a ritual of calling the sprit of the container box that
has already moved on to the past back into the ‘here and now’.
The past returned to the present, and the present opened up
toward the future along with the boxes flying in thelair like
kites.In this space, time does not flow in the order of past-
present-future.The past, present, and future are overlapped,
and coexist at the same time.This does not mean that the
space was led to a state of chaos. The flying container box
and frame do not look like heavy steel, but rather like fluffy
feathers freely floating around the cosmic space. We feel a
sense of natural tranquility here probably because it/is similar
to our lives. The container box as the miniature version of our
world and its time and space, the frames yet again repeated
inside the container box. In sum, it is the structure of a triple
mise en abyme.
Kang’s mixture of photograph, sculpture, and
drawing employs the uniqueness of each medium in|reverse
and transcends each limit. A photograph of a square plane
is cut into long fragments, which then become a sculpture
placed inside a three-dimensional world. Kang’s sculpture
does not confine the form inside heavy material, and instead
stretches out into the time beyond the extension. Being
able to go back and forth the boundary between spatial
art and temporal art is the result of the drawings th
the artist constantly produces. Drawings have the innate
limit of being no more than a sketch for artwork, but for
Kang, drawings are the beginning and the end. Drawing --
ChairFallingBackwards (2015) becomes, just the way it looks,
the sculpture ChairFallingBackwards (2015). All the while
holding on to the time of the chair falling down. The line(s)
drawn by the hand(s) of Drawing - LineDrawnInThreeTwists
(2015) and Drawing - LineDrawnStraightTangledAndThenStra
ightAgain (2015) are densely overlapped, painting yet another
giant being. If the essence of being lies not in eternity but
‘persistence’, which changes and dissipates inside a certain
time and space, Kang’s “drawings drawn on space and holding
time” in fact touch such essence of being. The audience does
not deem his drawings of a distorted and extended space
unfamiliar because they are not different from the numerous
experiences that each has accumulated so far by bumping
one’s own flesh to that of the object.

#

HAN Eui-Jung was born in 1975. She studied Art
Studies at Hongik University, received her MA from
the Department of Aesthetics in the same school, and
her PhD at Paris X University. Significant publications
include Expression et Ambiguité and “A Study on the
Category and the History of Art Brut”.She currently
works at Hongik University as a visiting p:(jessor at
the Department of Art Studies.
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15 2 - 20|, Skin Suit - Rider, 100x170x200cm, PVC,Resin,Steel,Digital Print, 2010

FEhE 2zt z 2 H E - £=H}8h Combined Sense Project - The Swish of a Hand, 130x130x20em, PVC,Resin,Digital Print, 2011
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Hate|= Eof| @5t =22, A Drawing for Changing Energy, 200x80x110cm, PVC,Resin,Steel,Digital Print, 2012

AlZhE 22 22 - £52|= 2, Drawing Which Holds Time - Faltering Door, 160x%120x215¢m, PVC,Resin,Wood Steel,Digital Print, 2013
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AlZlE 22 =22 - =22|9, DDrawing Which Holds Time - De Lorean, Variable Installation within 1000%500x500cm, PVC,Resin,Steel,Digital Print, 2013, Installation view at B

ke w0

Pro-jecl Space KunstDoc

At

T =

AbE 27k Space Being Thought, Variable Installation within TO0x300x300cm, PVC,Steel,Digital Print, 2014, Installation view at KunstDot Project Space

=22 - @Y Z|=2| A} Drawing - The Falling Chair, Variable Installation within 90x500x500cm, Digital Print,Steel Wire, 2014-2015, Installation view at Jeju Museum of Art

Jeyond Museurmn

A= KANG Juhyeon

11



=29 - §2Ed X =2| A} Drawing - A Chair that Falls Back, 90%65cm, Pigment Print, 2015

F2E X =2|x}, A Chair that Falls Back, 50x%16x33cm, PVC,Resin, 2015

c2Y -2AY7 A A 2H 22|

A7

T

-
=4,

Drawing - Lines Drawn Straight, Tangled, and Straight Again, 360%120cm, Pigment Print, 2015
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Slowly Standing
Erect Upon Anxiety

HWANG Jay Jungin.
Curator Project Space Sarubia

A black surface of a subtle gloss. Embracing the traces of
gestures that have swiftly passed by, on this black surface

is the gravity of the body that has passed by softly and yet
powerfully. The black trace that has settled on through
sometimes light and delicate, sometimes harsh and heavy
impressions becomes the body, then a gesture, the skin, then
the background, a movement, then a force, the velodity, then
a sound, the street, then a space, producing infinite variations
within the screen. There is also another form. This is/conveyed
as transparent traces of the brush’s delicate touches pof light
depth, and sometimes also revealed as masses informel that
have turned out translucent through unexpected mixtures

of paint. The masses, placed on the white blank spaces as

as they produce form while the informel matter donning
peach and scarlet tones smoothly flows as they repeatedly
gather and scatter, slowly moving toward a certain state.The
complex and multilayered structure of relationships{that
Mackerel Safranski has experienced, and the memories inside
such structure, are subtly disclosed inside the black form
embracing silver-gray gloss, inside the movements of matters
floating around the blank spaces.
Ever since her solo exhibition in 2008, Safranski’s
interest has been focused on visualizing through painterly
language the relationship between her self, the fe
and other people, or in a wider sense, the relationsh

various corners of the canvas, her recent works do not focus
on carefully illustrating the anxiety. She reveals it at the
forefront as visual forms, proactively searching for ajmeans of

Mackerel SAFRANSKI
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Mackerel SAFRANSKI

liberation through familiarizing herself with repeated formal
experiments. Here, in her work, anxiety is a psychological
state closely related with the loss of subjectivity, and in
particular, the loss of subjectivity as a female. She has
employed as medium the affect of anxiety in her long
contemplation of the issue of the female body constantly
being hurt and collapsing inside its various relationships
with other individuals and the society, the female labor that
is isolated inside the social structure, or to be more precise,
the laboring female body, the subject infiltrated by the reality
in which one is not able to be free of such issues. Commonly
referred to as sentiment, the term ‘affect’ originates from

the Latin word ‘affectus’, which means to leave behind a
trace through touch.What is interesting is that Safranski’s
work is consistently oriented around the perception jof the
self, which derives from relations with others, and that such
trait is recently evolving into a more in-depth research of

the symbolic and abstract forms of relationships that are
produced via physical and psychological ‘touch’.

Opened under the title Accident of Flesh (2017), the
artist’s fourth solo exhibition presented various attempts
conveying such interest. It was in this exhibition that
the artist showed «struggle:(2017), a large pencil drawing
which is 260cm wide and 140cm tall. Through this drawing,
she portrays how she could investigate the body and its
materiality through the least of materials. Designating a
situation of violence, she experimented the way of k?eping
open the possibility of portraying as variously as possible
the physical movements that take place inside that situation
as numerous bodies directly touch one another and another
possibility of portraying the changes made on flesh that
take place as the bodies embrace the outside situation. She
experimented the ways to amplify them.The ‘accident’
mentioned in the title is processed in her work in three
contexts. One, between the artist herself and the surface,
mediated through material. Two, among the forms revealed
on the surface or in the process of the surface’s texture
producing form.Three, in the moment the texture of the
surface produced by such forms meets the outside perspective.

The «Body of Tomorrow: series is the product of
having investigated such incident through various aspects
of relationships between condensed forms, reflecting the
artist’s interests as of today.This generates the form|through
pencil and paint, and it is worthwhile to focus on hojav the
tactile senses experienced on the surface of the bodyfs interior
and exterior are expressed in tune with such materials.
First, pencils serve as the material revealing the frame of
the incident, and the structure and solidity of relatignships.
Taking into account the thickness and texture of paper, a
pencil honestly conveys the state of the body that halds it.
Addressing the varying intensity of the visible traces through
delicate manipulation of power, pencils produce a trajectory
of traces with movements motored by the weight of the
body.Then, the paint colorfully portrays the structure of
relationships and the accompanying psychological states.
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Mackerel SAFRANSKI

Whereas color functioned as an element describing the
circumstances of the anxiety in previous works, in recent
works, colors serve as the minimal icon required to narrate
the structure of relations. While it does not don a specific
form, it is in the form of a fluid and independent informel,
and exists as one complete being and matter in itself as it
touches and is merged with other forms. Here, the perception
of the body as a matter conveys the surface in the « Bpdy of
Tomorrow » drawing as a stain-like texture through paint.
And such material form is portrayed either as an erect state in
the middle of the screen in order to stand as a complete being
among various others or as a form moving toward such state.

For the artist, such ‘perpendicularity’ of magter holds
the significance as the state of a being having fully established
one’s subjectivity, or as an attitude necessary for doing so.
Also evident in (Perfect body »(2017) or «Attempts for body of
tomorrow»(2016), an installation of formal experimentation
with the process of placing one by one the waste that the
artist collected in discarded and dismantled houses, the
portrayals of perpendicularity are a series of ritual gestures
and symbolic attempts of erecting and recovering the house’s
sense of body, or in other words, memories of the body held
on to by the matter that once constituted the space.They are
thus placed in the same context of « Body of Tomorrow.In
the meanwhile, the artist does not hesitate to portray the
forms revealed in « Body of Tomorrow » as one ‘ob]'et’.ffshe thus
perceives the subject’s body, which can only be perceived
through relationships with others, as one matter, and
searches for various ways to express it again through other
materials.

These days, the artist is contemplating a formal
methodology of employing the metallic nature of pencils
in proactively drawing out the other’s gaze, including the
work itself, from outside of the work. Such study of outside
perspectives can also be witnessed in her 2016 piece Faces,
through which she spoke about perceiving the subject’s body,
the body as a matter, in reverse through the perspective of
the others gazing at the body. Under such context, « Body
of Tomorrow) is a way of investigating the possibility of
recovering the subjective body among the relationships in
which innumerous gazes (of the other) take place. This leads
to the ‘matter’ of the artwork, or the process of the body’s
movements and labor re-gaining the sense of body through
the perspective of others (audience) inside the environment
of an exhibition. In sum, for the artist, the act of expression
through material leads to the issue of how the multilayered
sensuous experience that she perceived in her relationships
with others can lead to matter; to forms inside the screen; to
encounter with the perspectives of the audience mediated by
an exhibition. This is, after all, a significant point in her work
that forms various interpretations.

Safranski’s art started from the issue of the loss of
individual subjectivity and the female body that occurs in
the instinctive and physical relationship between man and
woman, in which interaction of various feelings exchange,
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but she soon recognized that the loss of the individual
subjectivity can happen not only in one’s relationship with
another, but also in one’s relationship with society, and
connected it to the issue of survival in the field of life (Project
«LABOR Song », 2014-2016). Discerning the former as the
‘relating body’ and the latter as the ‘laboring body’, the artist
continues her investigation of the body.In « LABOR Song, the
image of nature is cross-cut with the scenes of actual labor in
the real life. Here, nature is an object one should familiarize
oneself with in order to survive, an object in contrast with
the invisible social system, and cross-cutting is the way to
most clearly reveal that structure and to remind one{of the
adaptation mechanism for survival.

Above all, such investigation of the body derives from
the artist’s constant interest in relationships with others.
Such relationships are formed through the ‘touch’ that arouses
the sentiment of anxiety, and here the touch encompasses
not only physical touches but psychological touches|as well.
In other words, the fragmented senses perceived through the
touch don meaning only through relationships with|others.
Thus, ‘Body of Tomorrow’ is the third body only perceivable
through the physical and psychological touch of the pther,
the subject perceivable only through the other’s body and
perspective, another body that is capable of a complete
existence. This third body exists in between the me,}rho is
in search of the subject, and the other’s body and perspective.
This third body is formed of new bodily senses in the process
of being recognized by the other’s body and gaze. Therefore,
for the artist, the task of finding the materiality of ‘Body of
Tomorrow’ (or to borrow the artist’s words, the task pof finding
its outline) is to recover the lost subjectivity.For the artist, it
is a significant process of comprehensively understanding the
contents of her work through its formality.

As such, unlike the previous works that had embraced
a single narrative structure with a specific form based upon
personal experiences and memories, Safranski’s recent works
have started moving toward the direction of portraying in
more universal methods the subject matter that she has
fundamentally explored while preserving the visual ldiversity
of the many study cases that she has earned through formal
experimentation of simple and symbolic expressions. Her
work is not so much separated from the other as very closely
adhered to the other’s skin, and it constantly perceives the
body through new perspectives. It is through this process that
the subject is recovered, and women, or in a more universal
sense, humans are able to stand upright as the subject of
perception capable of forming complete thoughts, rather
than as the objects isolated by the outside. It is as such that
the artist reminds us how it is possible to recover the subject.
Accordingly, anxiety exists as a prerequisite condition when
newly perceiving another body as a complete subject, and the
series of images headed toward the perpendicular stand in her
work is the visual manifesto and resolution for recognizing
such subject.

#

Hwang Jay Jungin earned her Bachelor’s arll_i)Master’s
degrees from Department of Art Studies at Hongik
University. She also studied Culture Industry at
Goldsmiths, University of London (MA). She worked
at Savina Museum as Curator, and currently works at
Project Space Sarubia as Curator and Chief Editor of
the Meetingroom.
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e MAIE 28t HE =22, Pencil drawing for body of tomorrow,
28x18cm, Pencil on Paper, 2017
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F&2l 4A, Distorted body, 80x5Tcm, Pencil on Paper, 2017

AT Mackerel SAFRANSKI | 21



ol

Interview

Mackerel SAFRANSKI.

Tt S gsl B gl

2017 Aewpu|E 3 = ZJAE A 717 1A
«ZE0] AZzdrol| M= o Awt M2 A E | Q= F Al
W ghell ol =2 zdat Ax]E S8l FARY
Ebel| RHAH A §HEE 7| Bt Eqlel] 2| 5-3] 53zl
AAE gol A 3 A =353 ek, HAl IHoEZ RE XA A]
FEF-2 drbe, FA| upze] A _elxtbe] xlAe}e] Aoz
TS0z F A Aol 535t 22 AlA & s Ee
AL wpZol| A 2] F=A|3}el| 3l thekdt ni]o] & 712 3L
233 Wix Qich

KA Ao e S F= A S AAle wE 5
AA 2 o] Abs] F23, 220 2 FEE A A3l
233} ol A & Qle] AAA-E 58 Yt el o3
ghso] 1}z Zlo|c}.

il 7]

— L=
]

)

22ol] AW «ibzke] AbAAIR A ek A, s
FRo] g 242} Aol A Bl N VAl B
oJ3} glo] HolE ATk, 2713 %o 2 olohb A
=gl st

k4

o

1o i

Mackerel SAFRANSKI 22




QUHohEEGF ol v B AW 2ol Bal A3 ek, U= FRF ) vEw AYs} ok Y olobr] g Folul
o] 712 e) Fakslstol M AUE 2o A3 2ol o AR
% Uitk A A A QE= 2ol 2 g Sa) A el
sHE Aol A =200 & olofrbrha Qe sl 7
AR A AR B4 ol AW AS Fal Ao AR, We
chebat wbalo = ER3 A Wel A7 PR ke
Aol ol @shar glow, Aol Ha ahLe] A =g
7 olelubrhar gleh. #eke] AFE S ofu] HolWl Fo| ohd,
BhelubelAl Folnl s} elzk obd, Apal Hal 72 elollA
walslouel Zo ohd thE Bol A Hobkz ek 2ts
vhe] BAe 23] 1ol fAIE A THE Aol (o}
% 9187} B B8-& AP Tk Aol dhal 2sjs bk
sich aale] A& 53 34 Sold AAske] 7H5 A S
SFabhe Aol

zde] 47, A7, ells] = et 222 A3 e A2 @ FelehErt B4, olRellA
A7E A3 270 FA}de A7t He A 2k 222
FAIN 27HE2] 2ol = g2 A& A ek 9 kA
o] o 7|3pab, 22l =| Ak o 3] W& A A FAA
ofETharel M B, A Kol o A, A, 3
A5 oju] & @7l AzA gl AZI7L 53 A7 B
olejurHl 8= A 2t

¥
fr
L

i i,
X
=

ijo

o, 223 Azte] %ol ohatod. obx) shulx] Fahx Q= R 2RI, W] 1Y B Abet
sxg B2 lshn BT 5 9lglod ghrh. TR
FRlske 3 23] tbbs whde] Bl AlS b
ol%el 2 2k,

F
”&2

sto o) k) ukakzt Aol el 2l ek Zwpu] &xtol M BolFdd afjele] Aaboll ek 2aAR]
E2d5e YA 2 SolnE AN oy Uz Y
= 20) 2ol sl A A Agatn B8 b ek A1)
s)oll AAjsHe F2ke) ERE S ThE WAl o 2 Fas pleiaie,
e Az ARz A% A olofubz ol els) 152k
lgE S 7hA T A 291e AL Fol Slek. 227 g
A4 VS W7ot ol 7 Ealis Bel ofRg thig
A7role,

5] Mackerel SAFRANSKI 23



2522120, struggle 120, 140x260cm, Pencil on Paper, 2017

2522|120, struggle 120, 140x260cm, Pencil on Paper, 2017
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2522120, struggle 120, 140x260cm, Pencil on Paper, 2017

222|611, struggle6l1, 140x158cm, Pencil on Paper, 2017
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&FZFe| AL, accident of flesh, 30.5%29cm, Pencil on Paper, 2016-2017

&bZke| AL, accident of flesh, 30.5%29m, Pencil on Paper, 2016-2017

) ot
s

&FZFo| AL, accident of flesh, 30.5%29cm, Pencil on Paper, 2016-2017
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&FZFo| AL, accident of flesh, 30.5%29cm, Pencil on Paper, 2016-2017

&bZke| AL, accident of flesh, 30.5%29m, Pencil on Paper, 2016-2017
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The Interior of the Streets

KIM Junghyun.
Art Critic

It is natural for artists to portray visual experiences of urban
space in their work, as most of them are urban dweltrs. This
also leads one to think of the history in which contemporary
art after the 1960s —speaking in terms of the Western art
scene—focused on the idea of space or place and consequently
constructed a sturdy realm of art as architectural
installation—not installation art as a genre but inst::ﬁation
as the methodology or urban study. Whereas the former is
associated with the (limited) experience of each individual
and thus stresses specificity, the latter calls attention to the
universality inside the history of contemporary art i:at now
spans over half a century as it questions how individual works
do not merely repeat familiar subject matters and instead
construct (what sort of) ‘contemporaneity’.
The Numbers of the Space (2014) that Kwak Eve
installed on the walls of Common Center, where she|put a
thin strip of tape around the walls of the fourth floor and
wrote numbers on it, seems to have referenced American
conceptual artist Mel Bochner’s Measurement Series (1969- ).
The format of measuring the exhibition space and

walk’s

crisscrosses two experiences of urban space—the res
on the inner structure of the exhibition space and t
built apartment complex in the Songdo new town of[Incheon.
Here, the difference between the exterior and the interior
of the architecture can be ignored or overcome through
the ‘floor plan’. In other words, instead of harvesting the
comprehensive bodily sensations or dreamlike thoughts of a
flaneur roaming a physical space of a three-dimension, the
artist perceives the object as ‘mediated’ by two-dimensional
representations like floor plans.
In this exhibition, mediated reasoning comprises not
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only floor plans but art history. (Although unlike the{former,
the mediating relation of the latter is not explicit.) Aside from
Bochner’s Measurement and Numbers of the Space, Height

of Floor (2014) is comparable to the work of English sculptor
Rachel Whiteread in that it follows the general gramimar

of minimalist objects while casting architecture. However,
whereas Whiteread endows materiality upon the hollow
space of buildings and boxes in order to address death, Kwak
pours cement into the casts sloppily built out of Styrpfoam
boards and produces scenes of the cement leaking out from
the bottom, making the materiality of apartment building
slip and roam as ghosts—of course, such scene is juxtaposed
with neat cement sculptures finely cast out of the mold.
Furthermore, the apartment buildings that serve as the object
of this casting are in fact not real. The apartment sculptures
that are each 32-35cm tall, which is about the height|of the
building’s floor, are replica models produced in accordance
with arbitrary reduction of floor plans.

Capturing through a cellphone camera the rear
side of apartment buildings packed with windows, the Face
(2014) presents the bare face of ‘windows’, which have since
served significant roles in the artist’s works. (I here use the
expression ‘bare face’ because after this work, the medium
or motif of window is used in a more indirect and allusive
manner.) Constructing a vertical and horizontal spade on the
two-dimensional surface of paper through frontal captures of
the many windows of an apartment building, this work can be
compared with two different images. One is David Hockney’s
swimming pool paintings, paddling on the reductive
reasoning of modernist paintings addressing the nature of
the plane.Two is Richard Estes’ photos that portray spectacle
urban landscapes as mirrored on the smooth glass windows
of skyscrapers.The windows of Face are, like Hockney’s
swimming pools, objects that imply depth while faking
flatness—however, in paintings such as Curtain-Certain
(2014) and Flat Painting (2014), Kwak demonstrates a|pursuit
of ‘illusionism’ rather than Hockney’s strategy.The Ii)aintings
that have camouflaged into the architectural elements of the
exhibition space seem to be employing not the strategies of
paintings after modernism, but the illusionist representation
strategy of traditional painting. Like the curtain paintings of
Parrhasius that tricked the eyes of Zeuxis.

In the meanwhile, unlike Estes’ fancy urban|sceneries
mirrored on windows, the reflected image of Face portrays a
mundane sky as it is printed out in a color plane or pattern.
The Face to Face 1, from the ‘Face to Face’ series that she
initiated at her solo exhibition All flat things happen at the
same time #1 (2015) at Gallery Chosun, is a “wrapping paper
designed in reference to the curtain wall that is characteristic
of modern urban buildings”(Kwak Eve). Gradient color paper
is a condense representation of the sky scenery, and the
prints of subtly different color palettes imply the flow of
time and the surface or angle of each different building. This
work uses (not painting but) print as the medium through
which to represent transparent glass windows, excludes
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the structure of frames which would more directly indicate
windows, and employs the installation method of plastering
the walls with numerous pages of print that has simplified
the projected image.The work, then, consequently re-reveals
its architectural structure. The opaque windows almost
function as bricks.Instead of mirroring and reflecting the
object, she plasters the exhibition space in order to represent
(and transfer) the exterior of the landscape or building in (to)
the interior. Here, we can see that the artist focused on not
just reflectivity, but also the fact that windows are significant
architectural elements as the curtain ‘wall’ of apartment
buildings and skyscrapers.

Face to Face 2,3,4 extends the focus of attention to
beyond the windows, toward the facade and floor shadows.

In the recent exhibition at Tastehouse, titled Face to[Face
Construction-Architecture Project: Part (2017), she breaks

free of the format of color planes and boldly addresses the
various landscapes whose colors, letters, and scenes are
mirrored as distorted and fragmented by curtains or lcoatings
on windows. Either way, it is not easy to picture the actual
image. Nor does it lie in the artist’s interest to precisely or
systematically document the reality. Seemingly employing
an objective methodology of measuring the object based on
certain units and portraying it in numbers or mechanically
transforming the real, Kwak seems to focus on simple graphic
images and standardized print media not so much to establish
a strict system of rules as to provide subjective expeﬁenms a
universal structure. Therefore, the attempt to reconstruct the
referenced object of Face to Face based on the clues presented
by the artist cannot but fall into a labyrinth.

Instead, the artist proposes individual ‘customized’
mensuration. In a series of works responding to archiitectural
elements, Kwak emphasizes the physical experience of the
individual and accepts that each empirical representation
becomes different and subjective for each individual, The
interest in the body of the subject that experiences urban
space was well conveyed through her workshop at Inohjudan,
titled All flat things happen at the same time #2. The workshop
invited its participants to experience the fabrication|of Korean
traditional clothes (hanbok), which ‘customizes’ the(clothes
for each individual, and compare it with the ‘standardized’
clothes that faithfully adhere to industry standards. It was
under the same context that in the Crossing Plane exhibition
curated by the Ilmin Museum of Art in 2016, Kwak invited the
audience to intervene in the architectural structure of Face to
Face 2, 3, 4 and deconstruct then reconstruct the image that
she had initially produced. _

Implying the urban architectural styles with print
installations, are Kwak’s works derived from an urban
researcher’s interest in urban development or housing
culture? Although she walks out of the exhibition space and
mostly deals with media that are advantageous to intervening
in the streets, after a long walk on the streets, she (at least
until now) always returns to the inside. It seems she|deems
significant the structure of subjective experiences.In this
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day when mechanic devices adorn every aspect of our lives,
perhaps the gesture of mensuration is no longer the exclusive
property of scientists and engineers, but rather a universal

condition of the everyday.The modern sensation th

anyone

can withdraw into her or his sole self even on the most
crowded streets indicates that the history of art crisscrossing
architecture and city can no longer establish public discourse
as a given. Rather, the new expansion of the private and

the individual that cannot be collected through common

standards is indeed the significant contemporary tas
public sphere of art.
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2742| 2=, Numver of space, Dimensions Variable, Line tapes through whole space, 2014, Installation view at Common Center

22, Faces, 91%68cm,68x68cm, 6 sheets(The size and shape of the printed images are based on the dal
shape of the photos taken with the iPhoned cameral, Pigment Print, 2014, Installation view at Common

H}Ef2| 4520|3235, Height of floor32-35, Dimensions Variavle, Cement, 2014,
Installation viw at Common Center

ta size and
Center
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#HE/HH, Curtain/Certain, 78.9x54.6cm, Pencil on Paper, 2014(Installation view at Common Center)

™ 18], Flat Paintings, Qil on Canvas, 161x131cmi3ea), 2014{Installation view at Common Center)
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ML ™2,3,4, Face to Face2,3,4, 59.4x84.1cm,42x59.4cm,29.7x42cm(Tea),Dimensions Variable, Pigment Print, 2015, Inatallation view at llmin Museum
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, 2017, Inatallation view at Taste-house

"

L

MM A|2-HE x2EE o §Part, Project:Face to Face_Part, 59.4x84.1cm(11ea),Dimensions Variable, Pigment Print, 2017, Inatallation view at Taste-house
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MM A|2-HE x2EE o EPart, Project:Face to Face_Part, 59.4x84.1cm(11ea),Dimensions Variable, Pigment Print, 2017, Inatallation view at Taste-house
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M.FA.in Fine Arts, Seoul National University of Science&Technol
Seoul, 2009

B.E.A.in Fine Arts, Seoul National University of Science&Technolo:
Seoul, 2006

Solo Exhibitions

;Y,

«All flat things happen at the same time, Gallery Chosun/INOHJUDAN/

Dimension Variable, Seoul, 2015

«Natural, Kumho Museum of Art, Seoul, 2014

«Picturesque, Common Center, Seoul, 2014

«Oasis,, Space Zip(Seoul)/Cheongju Art Studio(Cheongju), 2010

Selected Group Exhibitions

JUST Do It YOURSELF, Gallery17s, Seoul, 2017

«00's memory: Vertical and Horizontal Square:, Shinhan Gallery, Se
«Crossing Plane: Unit, Layer, Nostalgia), Ilmin Museum of Art, Seor
«Triangle Art Festival-Monsters of the east), SpaceK, Gwangju, 201:
«For the jettisoned and the scattered:, Seoul Art Space Geumcheon
Seoul, 2013

«The Art Factory Project), Sunset Janghang Festival, Seocheon, 201
«HAN Sunjung 27th Solo Exhibition, Insa Art Space, Seoul, 2012
«Heterotopia», Gallery175, Seoul, 2012

Projects
«part, Taste-house, Seoul, 2017
«COS x The Book Society: The Structure of Sky:, COS Project Space, ¢

Awards and Grants

SeMA Young Artists Support Program, Seoul Museum of Art, 2017

Art Support Program, Seoul Foundation for Arts and Culture, 2015
Kumho Young Artist, Kumho Museum of Art, 2015

Art Support Program, Seoul Foundation for Arts and Culture, 2014
Monsters of the East, Art in Culture, 2013

Workshops for New Artist, Arko Art Center, 2011

Residencies

Incheon Art Platform, Incheon, 2017
MDMCA Residency Goyang, Goyang, 2016
Seoul Art Space Geumcheon, Seoul, 2012
Kumbho Art Studio, Icheon, 2011
Cheongju Art Studio, Cheongju, 2010
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Interview

Timo Wright.
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Please tell us about your works, including
your creation process.

What do you think your representative work or
exhibition is? Why do you think so?

Please tell us about your work made while staying at IAP.

About inspirations, motivations and episodes.

Interview

Timo Wright.

My creation process is quite simple; I am influence b
something and from that I get an idea or concept. Aft

Y
er thisI

decide the way in which the works should be presenlted and

done; should it be a film, or an installation or somet
Funnily enough, many works stay surprisingly same
the process.I’'m not loyal to any material or format, :
not claim that I would or even could master all of the
which I use. For me it is very important to work with
people, who often, if not always, are much better in
that I would ever be.

ing else.
> through
and I do

methods
) other
their field

For me, one of the most important works has been N
(2014), an installation consisting of 1 000 000 dead

mesis
s.I think

itis a very poetic work; beautiful yet disturbing, pravocative
yet calm. It’s been shown two times; one time in a gallery in

Finland and one time in a bigger venue in Denmark.
creates all kinds of reactions, some of them really s
often.

I also really enjoyed making the film A Feast
King Midas (2013), where a man sits at a table, and th
the table rot away. We filmed it using time-lapse can
nearly four months and I'm really happy with the ou
although the filming wasn’t that pleasant most of th
because of the maggots and flies.

The film “Ex Nihilo” which was created during the re

ework
prising

with

e food on
neras for
tcome,

e time,

sidency

is an experimental documentary about life and deat

Ittells

three stories: of an advanced Korean humanoid robot, a
American cryonics facility and of a Norwegian island, where

seeds from around the world are storage in ice.I fil
robot part in Korea and did the whole editing during
residency. I think the residency was very important
creation of not only this work, but many other work:
been working on for some time now.

I’'m inspired by many different artists and art works
so bad with names. But I'm also as inspired by things
have nothing to do with art; the news, social interac
being bored, whatever. Still, my main motivation to
is political, to try to create a change.

ed the
the
for the
sI've

butI'm

which
tions,
malke art
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About art and communicating with audiences.

Please tell us about your future plans and working directions.

E| & 2}o]

[t

I have so many projects underway that I sometimes nearly
forget some of them for a while. Mostly this has to d
with money; my works have started to get more and more
expensive, so more and more time is needed to get the

funding.

I make art mostly for political reasons.I try to address social,
economical, environmental etc issues in my work. Ibelieve

political change, or the change of ones ideas and per
happens not only through information and knowl

it has to have a life of its own. Recently most of my works
have been about death, or more precise, our fear of death.

My idea, at the moment, is that everything we do is because
of fear of death. So in this sense the real reason behind e.g.
climate change isn’t selfishness but what creates se}ishness;
the fear of death.

For the next few years I will most likely be concentrating
on artificial intelligence and robotics, as I believe they will
change humans in a profound way. I'm not talking about
scary killer robots or things like that.Its more aboutjwhat it
means to have a new group of (semi)sentient beings; what
will our relationship to them will be, what rights will we give
them etc.
As an artist I try to aim as high as possible.I want
to create impactful and timeless art, which hopefully will
create emotions and reactions far into the future.I don’t
know if myself has to be remembered as an artist so much as
the artworks. “Me” is not important, the impact what “I” can
create in the world, towards friends, loved ones and strangers,
is what is important.
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#Y, Nemesis, Dimensions Variable, bees, 2014

#Y, Nemesis, Dimensions Variable, bees, 2014
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o|CAghate| ObEL A Feast With King Midas, Installation Video, 2013

E|R glo|E Timo Wright 47



| 18 ¥

O|ChA2hate| ObEl A Feast With King Midas, Installation,Video, 2013

] it

|~ L|E 2, Ex Nihilo, 10min 48sec, Video, 2017, .= 29J|0| A2l M| 2tE 1, Seed Vault in Svalbard, Norway
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