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1 Z7} 0|52 Ma} 0| =ME Z L2t 1 Artist name is represented in
E7|He n=n ML t2XI2 5. order of last name and first
_ = name. Surname is represented in
2 HNEIHE=ANS, Mz, 37|, HEAE capital letter.
#O= &t 2 Artwork information is
3 EElo| XE MEL N2xTI2(EHH), represented as the title of

=
Hu
X
N
Hu

x200|(2I]) 2O 8.

4 EEH2 (IL HEY)(WE)02
7=7|gh

5 HA MBS (HAMS)ES, X%,
or)o= H7|gh

6 2ol MBS (SANSYEA, X%,

r

ol z)o 2 &,

artwork, materials, size, and
production year.

3 The order of the dimension is
heightxwidth (two-dimensional
work) or heightxwidthxdepth
(three-dimensional work).

4 Artwork title is italicized and

represented as artwork title (year).

5 Exhibition title is italicized and
represented as Exhibition title
(place, city, year).

6 Performance title is italicized and
represented as Performance title
(place, city, year).

7 The title of the book is italicized
and the name of the article is
displayed as “title of article”.
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With the artist-in-residence as its core program, Incheon Art
Platform (IAP) hosts Korean and international artists and
researchers working across diverse genres of art. The residency
program provides a variety of programs to support arts

activities, such as creative, presentation, and participatory artist
education programs to foster exchange, collaboration, and artist
empowerment. Collaborative opportunities across genres, and
experimental artist exhibition programs, IAP pursues to achieve the
interdisciplinary research and consilience advocating the value of
multimedia, de-categorization, and convergence of arts. Residency
artists work in various genres including the visual, performing, and
interdisciplinary arts. IAP will continue to precede the regional

and international projects that resurface its historical identities,
and bring regional communities together, working as a global

hub for contemporary arts and culture, while actively engaging
with the city of Incheon.
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Facilities Artist Studio
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E1 E2 E3 54.8m” |3 rooms
53.8m° |3 rooms
43.3m? |6 rooms
3F E12 E18 | [E17 40.6m* | 2 rooms
29m® | 4 rooms
24.1m* | 4 rooms
E10 E11 E19 E20
2F E9 E14 E13
E7 E8 E15 E16
1F E1 E2 E3 E6 _ “
EHIIFAA
Communal
E21 E22 E4 E5 L l ﬂ
A A-surd A Chiltong Madang m -
B B AA|A B Gallery B * - '
C C 9% C Theater C -
D D AHE-A D Office D [ )
E EAECQ E Studio E
ZA XAl (#xF71 70 & * EARC|IQ FAAEE F 2k2X| G2 3TN
JEN E1 AAIA (*3a78e a]) El Gallery E1 (*Warehouse Gallery) Studio E Guest Residence F Guest Residence Communal Workspace
E3 E3 HAIA (*l =272 g) E3 Gallery E3 (*Window Gallery) F Lounge u
F F AAEE F Guest Residence F
Gl Gl HA|A (7 22521 G1 Gallery G1 (*Open Space for Creation)
G2 G2 3524 G2 Communal Workspace G2
G3 G3 HAIA (7ha 27t G3 Gallery G3 (*Open Space for Creation) .
H E7le| ol AA H Book Café Incheonlibrairie

B HAIA C 39 E1 FAIA E3 TA|M
* 1 Z32tH(Former Name) Gallery B Theater C Gallery E1 Gallery E3
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IAP Resident
Artists 2020

Zials SE7tEE WS FAUTt 27l olSHEIL OlSARAIZESE ARt KIM Minjung What Is It That We See MUN Hyejin Art Critic, Scholar of Art
History and Visual Culture
FAF =S Zhitzbo| mat—zZldizo| Atolof| 25 L E ZHEE  nisHErn s Y= KIM Bangjoo Morale du joujou—Note on KIM Bangjoo’s Work KIM Junghyun  Art Critic, Independent Curator
A el e HoZE o|RNZl, i, 22 E ZH| cist &+ z|5|E5  FazEE RO KIM Inyoung Observation on a Surface Formed of Layers, Smooth, and CHOI Heeseung Curator of DOOSAN Gallery
Old
25t 2 0]: 3|5t AZS BFFSHE AlM MRS SE7IER KIM Hana Overlay: Gaze Exploring Pictorial Texture SHIN Jihyun Independent Curator
28 2§ A, gidlete] 2ot2 Hi{= =HI} A =Z0O| =L KIM Hyeyeon The Artist Who Crosses over the Lava of the Floor HEO Seromi Writer, representative of
o{me 7| AL =0|X| CHE language education company
Speak Easy
glojl2 Zl Aof otat=EEtE o3 i, MIN Ye-eun Home Language Assemblage JUNG Hyun Art Critic, Professor of Fine
olstcystm x=alo|=stal M4 Arts at Inha University
g QlzkMol, Oa| 1 7| AH & el 4Ed  @rizmsz de 7ol PARK Earl Human, and Mechanical KIM Hyunjung Senior Curator of Gyeonggi
Museum of Modern Art
EINE| SHE AlZES HIZ7HAAH o2 2M 2257 2@l Amjo|A gzl tHE PARK Jihye To Sense the Layers of Time as an Invisible Mass KIM In-sun girelqtor of Space Willing N
ealing
PIONE| SN2 He|l= =Xt FRe E=EdTFadead YANG Jiwon Letters Trembling in Motion YU Jiwon Director at Institute of
Typography & Culture
N HHUH =2t &5t ONEROOM S SC|zE YOON Jiyoung Flat Three-Dimensional Sculptures SONG Hayoung  Co-Director of ONEROOM
:=ES 22|0|AH =7l Ho| X|=Hko|| g2 m— E RS ES S-I7I=IR LEE Byungsu When the Map Is the Only We Have— CHOI Sunjoo Independent Curator
0|EH$9| <QIA|=E>(2020) LEE Byungsu’'s Temporary Fiction (2020)
e Halsh =2 Eh O|FH  M=StHstu oj=2 steldT At LIM Nosik The Honest Eyewitness Account LEE Jooyeon Curator of Seoul National
University Museum of Art
i} ot el otHoll= ALt giCt Hj2o0f  =E7I=A JANG Pa Witchcraft Has Not a Pedigree BAE Enna Independent Curator
=A™ AR HES 7|HE BIAF|=— sz nlEu oL Frl=0j&2 CHO Kyoungjae Invoking the Existing Memories—CHO Kyoungjae’s KIM Jong-Gil Art Critic, Artistic Director of
- DMZOIEZZHE MA|U=E iy . DMZ Art Project at Gyeonggi
ZARe| MM AHDE ALERIO] HAM =i Compositional Scene and the Reality of Photography Museum of Modern Art
=] ME|&Hol HoZMo| HElZa| & M HgEHEE Cl2H CHO Sookhyun Contemporary Patterns as Something Political OH Sewon Director of CR Collective
Z| = 22|, XS0 Aot =|F2H: EfEMH ZHE ===z aa CHOE Sooryeon Let us Live in Hell_CHOE Sooryeon: CHO Jaeyeon Editorial staff of Critic-Al
Pictures for Use and Pleasure
2ME <1=0>, HZ3} =& sk o SH MAE B +ste YZES  Soixt Lelz=2 EHnE YUN Jeho 1=0, Connection, Inclusion, and Harmony: The Steps to HUH Daechan Editor-in-Chief at Aliceon
Explore the Overlapping World of Today
o|Atel o1Zt @ 7 ofl&—o0|At2lo| <Err_Connection> & 2|5 A it PSS Zetetn &g ma LEE Sangwon Human, Errors, Art—A Review of LEE Sangwon’s HUH Kyoung griﬂciplal[lof PhilQSOghyt ‘
) CNOO eyum In Center tor
Performance, Err-Connection A|ternativ¥e étudies
N HEXLL 2tzHo| gt EHE AE3— 54 ot RESH| Hatstm &g mat Ji Park Contemporary Music That Pleases Player and the HUH Kyoung Principal of Philosophy
o = &l . e . . . . School Hyeyum in Center for
X|dto| Atede =71 H T Qlch Audience—Seeing, Reading and Listening to the Alternative Studies
COR3A(Zzloh)  ‘Mr§™ AlZF'el Ci2 0|2 olzal  aelzsEa Music of Ji Park
COR3A Another Name for ‘Absolute Time’ LEE Seung-rin Sound Studies Researcher
E2E OtEJtA O LSS M5, (H YIAE 2E /12 AE[) UZS SR -
SRt Etm 2w Roland FARKAS Imagining the Next, The Next World / LIM Jongeun Independent Curator, Adjunct
e W ONEETE Prqfess_or of Duksung Women’s
712X EZA ZAYE o5 =4k 7|FX ERTO| ZHof cH5iod U3z weoIE, nl&HE L
KIKUCHI Tomoko Portraits of Those without Boundaries: on KIKUCHI KIM Hyunjin Curator, Art Critic

Tomoko’s Work
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What Is It
That We See

23|z
O|EHIE7E, OEA-AIZEESE At
MUN Hyejin

Art Critic, Scholar of

Art History and Visual Culture
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A red screen flickers as the sound of the projector running
is heard. The screen flickers to white as a green screen is
laid over the red followed by a blue screen based on the
RGB order. The scene instantly changes to blue sea and sky
shining through a square-shaped cave entrance. The white
rectangle of light switches to another rectangle-the screen.
KIM Minjung’s recent work “The Red Filter Is
Withdrawn.” (2020) begins with the empirical truth that
perhaps everyone knows. The artist, while staying at a
residency in Jeju Island, visited numerous coastal caves and
bunkers built during the Japanese occupation for her recent
work “The Red Filter Is Withdrawn.”. The video captures the
scenery through artificially created square frames, such as
hangars, crenels, and surveillance windows, that all mimic
film screens. Both, in theory, resemble each other in that
light is viewed through a square frame in the dark. By
showing several square openings of encampment caves of
various sizes and ratios consecutively, the film visualizes
a rectangle of white light which is the most fundamental
condition for showing illusions created by the light.
The performance manuscript of Hollis FRAMPTON’s A
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Lecture(1968) is presented along with this imagery.

A voice declares that “We have all been here before.
-+ we have come to watch this. -+ The rectangle was here
before we came, and it will be hereafter we have gone.”
This statement connects the fundamental elements of film
media, darkness and light, with the presence of historical
scarring in imagery. In one aspect, we are all gathered in
the dark to watch the square rectangle that harness light,
and the film will be present before and after us. In another
aspect, we watch the colonial rule on Jeju Island and the
scene of the fratricidal war which is the image exhibited
by the light, and the places will remain before and after
us. KIM’s previous work has focused on the structural
essentials of film, such as depth, materiality of film strips,
time, and light, “The Red Filter Is Withdrawn.” emphasizes the
narrative of the film and its sociocultural context, which is a
turning point in the artist’s career. Content and structure in
KIM’s film amalgamate.

The importance in sociocultural context increasing is
a newly perceived change in “The Red Filter Is Withdrawn.”,
but all elements of the work are placed structurally
with precision. There is a unique accuracy in which the
content and form of the film intimately correspond, a
common feature in the work of KIM. For example, in
(100ft) (2017), the physical origin of the unit of the foot
(derived from the average adult male foot size), is likened
to the measurement of film (100 feet per roll). The artist
practices precision and structural exactment by showing
one human step per 40 frames (which equals 1 foot) and
the entire length of the film to 4,000 frames (100 feet) even
if viewers could never realize such aspect. The exactness to
a degree close to compulsiveness may be a product of the
artist’s inclination to seek structural exactness. This aspect
is not an exception in “The Red Filter Is Withdrawn.”, and
understanding of the film does not occur at first viewing
of the film, but in hindsight as the work is analyzed and
it gradually accumulates in multi-layers. In the first half,
the film exemplarily demonstrates of A Lecture by Hollis
FRAMPTON. FRAMPTON'’s performance which reflects on
the white rectangle while the projector is turned on after the
light is turned off and darkness is described, is repeated in a
temporal construction of “The Red Filter Is Withdrawn.”. The
beginning of the actual film is the moment when the color
surfaces overlap as the projector runs and a white rectangle
appears, the order in which the text appears coincides
with lecture manuscript, and the image corresponds to
the content of the Lecture and visually supports the story.
When “It is only a rectangle of white light. But it is all
films”” flows out, the screen shows all types of flickering
bright rectangular frames changing intensity. Soon after,
as the scene in A Lecture of fitting a red filter in front of the
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HD H|C|2, 112 40X, 2020
“The Red Filter Is Withdrawn.”
HD video, 11min 40sec, 2020
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Our white rectangle is not “nothing at all.”
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lens begins, the screen is covered in red, and a white screen
created by an orderly layering of red, green, and blue is
visually presented.

The film which was one with A Lecture by FRAMPTON
focusing on the structure is subverted as it first deviates
from the order in the lecture. The film repeats the
positioning of the red filter in front of the lens at a time
when the content of the red filter being withdrawn is to
appear and deviates off-course temporally as well as at a
point of emphasis. The “we have all been here before” re-
appeared in the beginning appears transitioning the film
from a structural issue to a historical question and a subject
of remembrance. If the aforementioned we represent the
current audience who have gathered to watch the film, we
thereafter represent those who have disappeared, lingering
only in breath in the historical site.” Thus, the film changes
tense from the present to the past, and the exploration of
media in the structural film is jumbled with a documentary
that contemplates the context of the subject. From this
point in the film, the camera looks from outside in. Rather
than entering the dangers of the cave, the artist quietly
observes the traces of historical scarring as an outsider.

The camera captures tragedy from afar, panning over the
Darangshi Cave, the Keunneolgwe, the Billemot Cave Lava
Tube in Eoeum-ri, the Sagye Cemetery to the Baekjo Ilson
Cemetery. Here, the image does not follow A Lecture by
FRAMPTON as before, but instead leads it and reversing the
roles. The text “we can hold a hand before the lens. - let us
say that we desire to modulate the general information with
which the projector bombards our screen,” flows out at the
scene of Baekjoilsonmyoyeuk(the tomb of 100 ancestors
with the same descendant) where 132 bodies were buried in
a mass grave because it not impossible to identify to whom
the bones which are all mixed together belong to, seems

to portray the dilemma faced by the filmmaker in front to
subjects that have too many stories that could not be told.
Thoughts such as perhaps nothing said might be better and
isn’t there already too much information overflowing in
this place lead to the text “A hand blocks all light from the
screen.”” Then, the screen blacks out. An image of a foxtail
sways in the wind and then the text “our white rectangle is
not nothing at all” follows. The weed which is ubiquitous,
represents the countless souls that have died namelessly,

as if they are not ‘nothing at all.” Here, the devices of film,
the screen, light, red filter, and dark space, are completely
combined with the hole as scar, what remains, blood anti-
communism, and the history of tragedy deeply entrenched
in Jeju.

This dramatic amalgamation is symbolized further at
the end of the film. The artist returns to the beginning of
FRAMPTON’s A Lecture, shown together with the text: “as
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long as we’re going to talk about films, we might as well do
it in the dark.”® With the following text, “Please turn out the
light -+ The projector is turned on,”’ the screen turns black
and the film ends. Considering that these words begin the
FRAMPTON lecture and that darkness is primary condition
for a film’s opening, this dialogue alludes to the possible
beginning of another film started by those who remain, and
their stories. Like the moving image being continuously
looped inside the gallery, the end of the film is ceaseless.
Thus, the film, which started from a structural interest,
expands into a reflection on the metahistory of film, the
content proving integral to structure as an axis as important
as the form.

The part to focus on here is the body of the artist
which detects the invisible mood and sentiment of the
corresponding location and captures the same onto a film
medium like a pathway. As the eye of the camera and the
first audience, the body of the artist that views the scenery
of Jeju from inside the encampment cave feels the memories
and energy harbored by the location in our place and is a
medium for intertwining the apparatus of the film and the
placeness of the subject. Through this body, the past and
the present, Jeju Island, and the screen, the audience and
the subject meet. The corporeality as a being-in-the-world
(I’étre-au-monde) as described is a trend that is emphasized
increasingly in KIM’s recent work. In the installation version
of “The Red Filter Is Withdrawn.” presented in 2019, the
audience was able to watch a film with the colors intact only
after passing the red filter set up at the entrance and entering
therein. Here, the body of the audience and the corporeality
of space as an object of intrusion emerge as another
device of the film. From this perspective, most recent
work My Warmest Regards, Minjung Kim (2020) is a vignette
that represents memory and sentiment, and the point of
expansion where the body is united with the film medium
achieved in “The Red Filter Is Withdrawn.”. This long take
film taken with a fixed camera showing a freight train that
continues following one after another in the Tehachapi Loop,
which is famous for its long spiral railway section, contains
the wish for everyone to be safe while worrying about the
safety of an elderly teacher in the COVID-19 epidemic. “It’s
gone. Sad.” is recited by the teacher while she watches the
train disappear at the time of filming lingered in the mind of
the artist, who synthesized the clip so that the disappearing
train continued to stretch on and thus, realizing the wish in
film. Like the wind which is unseen but blowing constantly
in “The Red Filter Is Withdrawn.”, the memories of the teacher
in My Warmest Regards, Minjung Kim are materialized through
the cinematic devices of double exposure and looping. Is
what we see there a train, a longing, a light, or all of the
above or nothing at all?

| TxfEtR:
E*'AE 1 968—1 9801 (E
1983), 193-194%.

1
AFEL HIC|Q: Hollis FRAMPTON, “A Lecture,”(1968) Circles

3 zE,
HAE, F2: VSW =&, of Confusion: Film, Photography, Video: Texts

1968-1980 (Rochester, N.Y.: Visual Studies
Workshop Press, 1983), pp.193-194.

2

Ibid., p.194.

20208 108 7Y, 19-22A| Z{7Iete| QIE|R 3. 3

From the Interview with the artist in October 7,
2020, 19:00-22:00 PM.
4

2020 109 79, 19-224A| Z7I9te| QIE{H &, FRAMPTON, Op. cit., p.195.

5

From the interview with the artist in October 7,
2020, 19:00-22:00 PM.

6

FRAMPTON, Op. cit., p.193.

7

Ibid., pp.193-194.
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Education
M.F.A. in Film and Video, California Institute of the Arts, California, USA
B.A. in Visual Communication Design, Hongik University, Seoul

Solo Exhibition
My Warmest Regards, Minjung Kim, Window Gallery, Incheon Art
Platform, Incheon

Selected Group Exhibitions

The Show Must Go On, Warehouse Gallery, Incheon Art Platform,
Incheon

Observing Screen Life, Amado Art Space, Seoul

2020 Platform Artists, Incheon Art Platform, Incheon

Vector of Oppression, Busan International Video Art Festival, Space
HEEM, Busan

Antennas in action towards the multiverse, Art Center White Block, Paju
EMAP Ewha Media Art Presentation, Ewha University, Seoul

The record of IAa, Artspace |Aa, Jeju

During the Play, Insa Art Space, Seoul

MMCA Goyang 13th Exhibition - INTRO, MMCA Goyang Residency,
Goyang

Selected Screenings

Berlinale, Forum Expanded, Arsenal, Berlin, Germany

Seoul Independent film festival, CGV Apgujeong, Seoul

DMZ International Documentary Film Festival, Megabox Baek-seok,
Seoul

Exis Seoul International Experimental Film Festival, Indie Space, Seoul
Seoul International ALT Cinema & Media Festival, Megabox Hongdae,
Seoul

Portland International Film Festival, Portland, USA

Toronto International Film Festival, Toronto, Canada

Edinburgh International Film Festival, Edinburgh, UK

Seoul International New Media Festival, INDIESPACE, Seoul

Seoul International Experimental Film Festival, Korean Film Archive,
Seoul

L' ge d'Or film festival, CINEMATEK Royal Film Archive, Brussels,
Belgium

Seoul International Experimental Film Festival, Korean Film

Archive, Seoul

70th Edinburgh International Film Festival, Filmhouse, Edinburgh, UK
Athens International Film and Video Festival, Athens Center for Film
and Video, Athens, USA

35th Black Maria Film Festival, Thomas A. Edison Media Arts
Consortium, Jersey City, USA

54th Ann Arbor Film Festival, Michigan Theater, Ann Arbor, USA
Onion City Film Festival, Defibrillator Performance Art Gallery, Chicago,
USA

Awards and Grants

Korean Exis Award, Seoul International Experimental Film Festival
Best Korean Propose, Seoul International ALT Cinema & Media Festiva
ACC Cinema Fund, Asia Culture Center

Emerging Arts Support, Seoul Foundation for Arts and Culture
Emerging Arts Support, SongEun Art and Cultural Foundation
Emerging Artist support, Geonggi Cultural Foundation

Jungwoon Award, Experimental Film and Video Festival in Seoul,
Korean Film Archive

Tom Berman Award for Most Promising filmmaker, 54th Ann Arbor Film
Festival, USA

Director’s Choice, Black Maria Film Festival, USA

International Film Festival attendance support, Korean Film Council
Special Mention for Best 16mm Film, $100 Film Fest, Canada
FotoKem Grant, USA

Residencies

Incheon Art Platform, Incheon

Art space IAa, Jeju Art and Culture Council, Jeju
MMCA Residency Goyang, Goyang
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joujou — Note on
KIM Bangjoo’s Work

KIM Junghyun
Art Critic, Independent Curator
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“I want to buy this.” There were a few objects with price
tags in the open basement hall showing the solo exhibition
of KIM Bangjoo (Don’t) Look at It (Project Space SARUBIA,
Seoul, 2020). A piece of ceramic in the shape of an apple,

a wrapping cloth printed with a food image, and an image
piece fragmented on a frame basis. Just how many people
would actually have asked the artist how to go about
purchasing the pieces. What would be the audience’s
reason for deciding to buy ‘it’. It was not for sale, and the
information on the price tag and sale is revealed as a part
of a fictional narrative. The ‘gesture of not selling’ objects
that would trivially sell leads to speculation. That KIM
Bangjoo understands art differently from the ‘GOODS’ of
the manifesto. A trend that swept through the young artist
generation in Seoul for a while. Now, art as ‘goods’ in Seoul
is extremely unprofitable. Unable to act as a substantive
source of livelihood for the artist, and more fundamentally
it is revealed that to respond to the economic loss and
bankruptcy of the conventional world, artists are working
in new ways with one another. Although real money
changes hands, it is actually bartering and the money is not

KIM Bangjoo

(UYF QIR O g BAHLEL EX| DI )ZZHE AH0|A AFZH|O, ME, 2020) HA| HE
Exhibition view of Bangjoo Kim: (Don’t) Look at It (Project Space SARUBIA, Seoul, 2020)
(Photo: CJY ART STUDIO, ©2020 Project Space SARUBIA, courtesy of the artist)
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To Move Horizontally in a Vertical Manner

To Move Horlzontally in a Vertical Manner
Performance, installation, 2019
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It is unclear as to how much KIM Bangjoo was aware
of this ecology of the art world in Seoul, but the fictional
economic presentation in his exhibition appears to have
profound meaning. The artist himself, as a performer,
acted the role of a docent and place keeper during the
exhibition creating a visible representation of physical labor.
The exhibition may appear as if it is a direct comment on
‘only’ art in that it visualized the theme of labor by artist
and the laboring body a main theme of the gallery, but by
not denying the capitalist system and through the gesture
of rendering it useless, the exhibition provides a clue to
escape from the art market or the closed system exclusive
to artists. Alternatively, the labor of art is not treated as an
exceptional case of labor, and by presenting an operating
error of a conventional economic system, a form of
confronting it paradoxically results.

This type of playful performance on a non-transactional
gesture or convention of commodity trading has been
featured continuously in past works. In Fill Out the Blank
(2014) where the artist betrays the lending purpose of a
parking lot and personally occupies the space or in A Gentle
Struggle (2018) where the artist implanted an unnecessary
error in an inventory system of a supermarket. By paying a
cost rather than requesting monetary compensation for the
labor in art, the artist reveals the infiltration of art in the
current economy and a temporary vacuumed state rather
than featuring the struggle of labor by artists. The vacuum
state is harmless to the system to a comical degree and
because it is ‘gentle’, it draws closer as perhaps a somewhat
empty and light humor. That is, the exhibition takes on a
different method from the strong declarations of radical
activists. Still, the artist endlessly indicates an implication
on some economic system.

This type of methodology clearly evokes Situationist
International (SI). Even if it is not limited to Dérive Tour
(2017) which directly mentions SI, ‘dérive’ which is the
leading tactic of SI is shared ingeniously or antically. The
eccentric artist used two chairs to travel without stepping
on the ground from Stuttgart to Berlin in A Teleportation
Through Two Chairs, I Don’t Have a Problem with Berlin Because I'm
Not Late Also I Am Invited (2017). Further, the artist dribbled
a basketball from southern Germany to northern Italy in
For The Buzzer Beater (2018), and crawled across the cement
floor of two exhibition halls as if rock climbing in To Move
Horizontally in a Vertical Manner (2019).

Perhaps the strategy of city dérive for revolutionizing
daily life has finally come to effect after failing half a
century ago? Amid urban space where many contemporary
artists have indiscriminately erased history by destruction
and accumulation, the artist takes interest in discovering

KIM Bangjoo 31
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anachronistic time. KIM Bangjoo also appears as

if he is roaming the city and performing a sort of
psychogeographical performance. However, how would

the audience watching the artist’s performance through
video perceive the city? It will certainly be different from
the impressions of the audience when looking back and the
city through a group tour like Rimini Protokoll in Remote X
or the sense incurred by experiencing an inner place as in
the audio/video walk of CARDIFF and MILLER. Above all,
most of KIM Banjoo’s works are self-performative, and even
if the audience is on the scene, they do not participate. The
people who happen to come across the artist’s performance
in real-time are no more than a passerby that send busy
glances rather than being audiences.

It is no different for people who watch the post-
recording. Rather than the cultural meaning of the space
which the artist dribbled on or crossed the floor with a
crawling motion or the historical temporality, the act itself
is focused upon. (Of course, there is no mention whatsoever
in any of his long-distance moving performances of a
social context with respect to the city or moving route. His
workroom and exhibition hall are set as the starting point
and arrival point as if trying to avoid such contextualization.
Even when mentioning the dérive of SI ‘loss of sense of
direction’ from a neurophysiological level is focused upon
rather than from a cultural perspective of the city.) KIM
Bangjoo appears as if he is participating in the retrieval of
a personal city experience from the image of capitalism,

a spectacle through artistic performance. The sense of
uncertainty generated in people watching the performance
appears intensified even more so than half a century

ago. That is, the act of watching itself is more and more
fascinated by the routinized spectacle. In addition, because
the recording of such performances is conveniently filmed
using a mobile phone camera and edited, and is somewhat
similar to the product of a refined YouTube creator, it may
have to be said that, the closed art system itself guarantees
his artistic potential and overturning what was said
previously about his showing of the potential in escaping
the closed art system.

However, this gap, the presence of which encourages
coming and going from different directions from another
between art and outside of the art begs for consideration
prior to coming to any hasty conclusions. In “Morale du
joujou” (1853), Charles Pierre BAUDELAIRE (1821-1867)
points out the foolishness of parents worrying about
children breaking their toys, and writes that they were
trying to cling on to the soul of the toy in vain while the
children hurl, slice, and smash the toy. The toy is thus
not just a simple subject of play but a ritualistic subject.

In our treatment of art, if we were to take an infinitely
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careful approach to maintain its materialistic value as is the
position of the parent, art would take part in the economic
logic of commodities and then take its place in the
commodities list of past trends. If fortunately art has not
been transformed to a piece of junk stuck in storage after a
young child has tired of playing with it, art may have a soul
even while being smashed in the midst of a child’s innocent
play.

The identity of the temperamental child is not just
the audience of the consumer but the artist himself. The
artist explores the space between the art and the outside
through his body. The artist taking an interest in one’s body
rather than all kinds of worldly materialistic substances is
something that occurred more than half a century ago, but
corporeal performance being a resistance to the convention
of art creation and logic of capitalism has only existed for
a short while. Provocative gesturing becoming tedious
soon thereafter may be the fate of avant-garde, but because
the body has strong symbolic meaning as a humanistic
symbol, anachronistic to such a degree that an optical
illusion may occur, avant-garde may become ‘classical’. A
forever repeatable repertoire but the self-deceiving artist-
body-performance is never-ending. KIM Bangjoo does not
advocate for avant-garde, declare revolution, or attempt
a direct intervention, but is in seclusion in a conspicuous
place. As the title of his solo exhibition (Don’t) Look at It.
What is it that we should look at or shouldn’t look at? If
the act of the artist is directed towards someplace which
surpasses the work or the dimensional form of the work,
what would the gaze, which follows the artist, see and how?
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KIM Junghyun is an art critic, independent curator. KIM writes with
an interest in structure in which criticism and creativity intervene
and creates an exhibition. Contemplating how the practice of
criticism and the curatorial is implemented to the current cultural
landscape, KIM'’s technique is used as a method for practicing art
without limiting the performance to a medium or genre. In 2015,
KIM received the 1st SeMA-HANA Criticism Award with a written
piece on contemporary performance art. KIM has curated YEON
MAL YEON SI (Insa Art Space, Seoul, 2015), Performance History
(Platform-L Contemporary Art Center, Seoul, 2017), Change Nothing
(Seoul Art Space Mullae, Gyeonggi-do area, Insa Art Space, 2016,
2017, 2020), This Event/Last Dinosaur (Seoul Museum of Art, Seoul,
2020). KIM has participated in the residency programs of SeMA
Naniji Residency (2017), Fukuoka Asian Art Museum (2018). KIM

is co-author to Distant Rooms (llmin Museum of Art, Seoul, 2016),
Video Portrait (Total Museum of Contemporary Art, Seoul, 2017),
The conditions of art criticism (Seoul: galmuri, 2019), co-translator
to Words or Song (Seoul: Hyunsil Books, 2014), and contributed in
Art in Culture, Art World, Contemporary Art Journal, etc.
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Exhibition view of Bangjoo Kim: (Don’t) Look at It (Project Space SARUBIA, Seoul, 2020)
(Photo: CJY ART STUDIO, ©2020 Project Space SARUBIA, courtesy of the artist)
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Exhibition view of Bangjoo Kim: (Don't) Look at It (Project Space SARUBIA, Seoul, 2020)
(Photo: CJY ART STUDIO, ©2020 Project Space SARUBIA, courtesy of the artist)
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Observation
on a Surface Formed of
Layers, Smooth, and Old
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FAHAEE| F2olE 130.jpg

Digital file image, scanography, 2017
CHOI Heeseung

Curator of DOOSAN Gallery

o QfE o] g Eolu /M EA B2 A7|= Let’s assume that we are looking at a cross-section of an
Za AO 7R oke 2 9l HE o] 372 AU 9lon old rock. The rock is so large it can barely be held with two
. . rms. I rface is rough an r hile the cr ion
2 oS A elek IAle] THe AMT SEREsc arms ts su ace is roug a.dcoasew et ecosssect'o
is so smooth, it appears as if to have been cut by a machine.
8 = pxsl A Zojo mlx] 27F .. . . . .
ZIAlR A Uzt X e d ddwe) e mh =2l And it is comprised of several very thin layers as if the paint
AT eFS 7FA L A A ol o] He| k2 $22  is mixed having a certain direction. The accumulations of
o]2o]x ot} A3 FL A|7F ol BF=o0]7] AHo| ofd strata could not have been formed from any short period
‘ S = f time, nor by man-m fforts. These rocks, the cross-
Ho| T Aete] 310 2 BlSo]z] A% opd 1 2 Zo] 2H SO ot. e, nor by man-made e oFs ese rocks, the cross
§ Lo o a1et 1 ol sections of strata, may appear like a bundle of numerous
P o 1o MMEo] Boxlal Holxw o
dd ozl 2oy B2 AHSe FeAd BdAE color lines if viewed only from the cut surface. These
B2} Aol H, A, X 2 EolA 3 Eo2 marbling images, and other similar features, are common
U T 9l 0|23t Eo]ut 2| & 0] o npEe o] o|n|x| aspects in KIM Inyoung’s two-dimensional and three-
- dimensional installation works. These elements remind the
52 0] 270] 712 Aol ATHEE dloluelm o : o .
§ o audience that they are viewing a momentary visual element
o o] QA HT 2 o . . .
AUl AZAQd 4R HetR ES gharh and forgetting the long generational time.
Folo] HAN A= &8stA] 2 A 2ok 49 A5 It is unclear what came first: perhaps the so-called
olm| x| E0] S A|7Fe] ZH Eo|7|o] ZH7te] o] 7He strata-like images were long-lived accumulations that caught
= _ the interest of the artist because of their antique nature,
AAA], &2 Qi 2 ofn]z]of HA] uHE glo] ATt A . d . =H/20147|
or perhaps the artist was first enraptured by the strata-like ZOHAQ) UVEEIE, JRHAI%|. 2019
ek o + == =N Sh= KR . . . = —e= = )
oot ZARIA dolt. vk of FellA g shaat she A2 image which led her to research and recreate the material. Copy/Paste
2k wpg o A 2701249 (scanography) & AH&-31o] THE What this article is questioning, however, is the artist’s UV print on fomex, dimensions variable, 2019
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work before defining the artist with modifiers such as
‘artist creating a digital sensation with analog methods’ or
‘artist defying the boundaries by outputting a digital image
with analog methods’ on some of KIM Inyoung’s works on
printing digital images created by using scanography during

Ml @A ThAIZE E<F RS0l o
(e}

material while cross-comparing the actual traces created
by time passing and the state of the image created in a
relatively short time.

If so, how has the ‘digital’ been able to enter into
the work of KIM Inyoung, who was steadfast in studying
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o]z o] Zlo|t}, 2Hql o] RE|ZLof o] ZEZ ] Tl A7} the work process to a flat plane. The fundamental interest of Aol Z-Fo YA Sl A B A7 2SR Y the physical properties of paintings? The answer, one
UAlElo] 9lom QA 1Hsts 7|40l 21 oo T the artist is inherent in the central motif of the work. This U 7 9A2 A ek 7o) AR oAl 2ol R 113} can presume, may be found in the artist’s use of the
Chokel o] omjof chs] ol s m 1A shet artlclé intends to discuss the various levels of meamr}g and st} 18] T M-S A 1ekD] dpalo] ZFEof ek o] sca’nography.method..The fOllOW{ng is disclosed in the
R technical aspects of the work as they relate to the artist’s \ artist’s note in her third solo exhibition Overlapping layers
ssL= = R R . = = hYE .
g2 F2 gshs o2 AR AR, st 32t fundamental interest. Al A A1 (S A A)(2017) 9] A7F B AR (2017), which was the first work to use scanography
A2 5 3 ookt s E A glo] AMgshe Holot KIM Inyoung mainly produces paintings but has a t}2 3} 22 zt7to) dho] =2k} “Af Q] HE 2]of A methods: “In the process of moving and capturing the colors
EXIPAN:S o 3 3lo] © tendency to use a variety of mediums such as photography, MAES S2lo] M3l PA o= AN FH=o] £2 o 28 on the scanner bed, distortions and knots were created
P prmFs (mclu'dmg monotype and scanography techr‘uques), whe} o 23} A= o] LAjatch 7] A} Lhe] o] Sxle]o] along the moyement axis of the scan head. The result
. and installations. The artist also shows particular interest o o . created by using the numerous layers generated based on
=93 e S . s 2suko Ao 3 ole 2o . )
TR A2 in prints such as monotype prints which involve the use of T A pEe As oIS weold AnEe - A the instantaneous movement of the machine and myself -
Hol 2 #£¥35}7]  the hand or scanography which is also a type of print, etc. o|m| x| o] X| gt v} X] A|7Fe] & Eof e} x| &2 0 2 FHE 7} may be a still image, but can cause an optical illusion-as if
olstoal= oA The important thing is, the reason KIM Inyoung is able to 313 A e A S B o]y 5 o) the form continuously changes based on the flow of time.”
(2]-282] 014 (Re-aliasing)) (2019) c= use media flexibly lies in relentlessl}.f observing the state o]o] ato e s ARk AL} o)A ol o By.addmg Fhe artist’s n?oyergenF when the. scann.er
of the flat plane surface and expressing the same. Her solo . . recognizes the image, the digitalization of the image is
L L = =L [e] SLE= =] =L —
HeAF= FEAZE EAE o] A= 2A F 2 exhibition Re-aliasing (2019) held at Insa Art Space provides A7kel BX U S Zhmshe A2 olmAle] HA—SE W3S pindered. Even if the image of the strata generally designed
o] Zo| 7 4 152 (sj118]-2 2H)(2019) A& =71, an important insight into the artist’s approach. The HHo2E B 4 & Aol a8 of2 3| 719ledo] &2 by KIM has a formless machine-like quality, it is not possible
Al /B P71 (2019) & A=, 2bA 3] 2 ;:lxhibition was Largely; comlzrised)of two strt;ctl;lres: the Cflirst ZAFSHE 2| Z 9] ou| x| 7} BAF o] 7| AAH EAS APk to lab(el the ;maie ;;s z; purely digliltaLone. leonsidering )
oor, the Smooth Membrane (2019) series, and the secon N _ JPG. (2017-), which the artist calls her ‘palette’, it can be
’ ’ A 170 A g olu|A &2 4 A B 2 9= A 3} ofd ’ : » ;
floor, the Copy/Paste (2019), which are contains works that A 2210] HAHE l 1= A E]EJT T bd assumed that scanography was used to view the image itself
use space itself, that is, the feature-like traces or forms of Zolch. 2717k Abpl of “Fe|Ereta A E PG (2017-)9 i s pictorial material state laid over the panel.* A full
1233k oJm] 2|2} 1Z0]  the space as material.' £ St oln|A] A& Holl S2tet e 35 < appreciation of the complexity of KIM’s work is lost by only

Smooth Membrane has a vividness and three-
dimensionality obtained by passing a colorful image
through a clear acrylic panel. It is visually parallel to the
strata-like image that KIM has continuously been interested
in. The image of the strata has become a material for the
artist, transitioning from paint to paintings, paintings to
prints, prints to film, eventually evolving into sculpture and
installation.” Aspects such as transitioning on and off-line,
making material move at one’s will or by accident, and the
state of the image which changes during this process, in
particular, the image being water-transferred and becoming
a clear and smooth substance is probably what aligns with
KIM’s sense of the work looking smooth on the digital
screen.

The works on the second floor illuminate a through
line in KIM’s practice: the series upstairs deals with time
changing the solid nature of the inside of an old building,
indicating that perhaps the artist’s true interest lies in
time as a force of change(time, for example, facilitates
the formation of the strata-like image). In Worms (2019)
and Copy/Paste, the artist took photographs of scratches
or deeply etched traces on a floor, printed the images to
an identical scale, and covered the corresponding part or
vicinity thereof. Perhaps the artist was interested in the
phenomenon of an old material being replaced with a non-
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considering the singular factor of its digitalization.
Because there is no determined shape to KIM’s images,
the special production method, its terms, concepts, and
interpretations generated, are all interconnected and
essential. The pictorial material the artist has relentlessly
mixed and layered on screen is the commonality of her
work regardless of the variety of media and processes.
The resulting effect from manipulative calculation and
mechanical accident, likens the work to the unique and
mysterious quality of nature. In the artist’s own words, “to
draw a picture is closer to the subject rather than being
the means for delivering a specific story.” Whatever the
support structure and tool, KIM Inyoung continues to
steadfastly study the flat plane and the pictorial surface.’
And, this is the sentence I would want to use first if I had
the opportunity to introduce KIM Inyoung.
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Horizontal Move

Water transfer print on canvas, pigment print on adhesive sheet, 97x97cm,
dimensions variable, 2021
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Exhibition view of Transition Spot (Window Gallery, Incheon Art Platform, Incheon, 2021)
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1
To reiterate the intent of the artist once more,
the exhibition was comprised of three
structures in the basement, the first floor, and
the second floor of Insa Art Space. In the
present text, the exhibition has been divided
into two types based on the format of the
work. Arts Council Korea, Re-aliasing (Seoul:
Arts Council Korea, 2019), pp.6-7.

2

The following is an encapsulation the artist’'s
words on the production process of the
Smooth Membrane (2019) series. First, KIM
Inyoung creates an image by spreading various
paints across paper such as A4 size paper
and mixes the paint. Then, the artist creates

a digital image different from the original by
using the scanography method of intentionally
generating a distortion or knots during the
process of scanning the corresponding

image with a scanner. Then, the digital image
is processed through programs such as
Photoshop and produced on a water transfer
film. The image produced to film and layered
over acryl by water transfer is the process

of Smooth Membrane. Original images may
be produced but usable images discovered
from the interest, etc., are also used. From an
interview with the artist, August 10, 2020.

3

Excerpt from Artist’s Portfolio.

4

JPG. (2017-) is a work of art which shows
subtle yet diverse variations of the same image
by actively apply methods of scanography to
original images created by KIM Inyoung on
paper.

5

KIM Inyoung, “A Study on dual structuring of
pictorial space based on uncertainty” (Seoul:
Seoul National University, M.FA. diss., 2012),
pp.65-66.

E5|52 F= TWAME 7|2lst, EdH 2 &

7tet Al chs 22

CHOI Heeseung mainly spends her time organizing exhibitions and
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10, Fa|Fa dorichR e S EEIEE #E5i0
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writing about artists and exhibitions that captivate her. A curator
at the National Museum of Modern and Contemporary Art, Korea
(2015-2020), CHOI has organized Young Korean Artists 2019:

Liquid Glass Sea (MMCA, Gwacheon, 2019), Collection Highlights:

Synchronic Moments (MMCA, Gwacheon, 2018), and Layers and
Spaces (MMCA, Gwacheon, 2017), etc., and has also co-curated

various exhibitions including Sailing a Pedal Boat (5%, Seoul, 2019)

and As Two Half Moons Meet (BREGA Artist Space, Seoul, 2018).
CHOl is currently a curator at the DOOSAN Gallery.

o|s

OFI 0| XAl FEAEN &3, 7HHER], 2021

Move

Water transfer print on acrylic, pigment print on adhesive sheet, dimensions variable, 2021
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Horizontal Move -Jpg
Acrylic on stone, pigment print on adhesive sheet, dimensions variable, 2021 Pigment print on paper, 21x29.7cm (54), 2020
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Education
M.FA. in Painting, Seoul National University, Seoul
B.F.A. in Painting, Seoul National University, Seoul

Solo Exhibitions

Transition Spot, Window Gallery, Incheon Art Platform, Incheon
Re-aliasing, Insa Art Space, Seoul

Too strange to believe, Art Space Grove, Seoul

Overlapping Layers, GalleryDOS, Seoul

Unfold, Artforum Newgate, Seoul

Space-building, Artforum Newgate, Seoul

Selected Group Exhibitions

Exporting Superficies, Space Heem, Busan

The Show Must Go On, Warehouse Gallery, Incheon Art Platform,
Incheon

2020 Platform Artists, Incheon Art Platform, Incheon

Prints, Printmaking, Graphic Art, National Museum of Modern and
Contemporary Art, Gwacheon

Square, gallery SoSo, Paju

Translation of the Difference, Korean Cultural Center, Hong Kong
New Acquisitions, Seoul National University Museum of Art, Seoul
RITUAL-devices for sustainability, Shinhan Gallery Yeoksam, Seoul
Excuses for rehearsal, SNU Gallery Paju, Paju

Planned coincidence, NAVER X OPENGALLERY, Naver Green Factory
2F Library, Seongnam

Spring up, Art Factory, Paju

The trace of being, Gallery Grimson, Seoul

The Mumble, Gallery Blessium, Yongin

Youthful you, Artforum Newgate, Seoul

Welcome to my world, gallery EM, Seoul

FACING KOREA NOW, CANVAS international art, Amsterdam,
Netherlands

In The Name of The Korean Painting, Pohang Museum of Art,
Pohang

Weave landscape, Hyun Gallery, Seoul

Grants

Selected Artist of SOMA Drawing Center Archive, Seoul Olympic
Museum of Art

ARKO Creative Academy, Arts Council Korea

Support fund for Arts Creation, Korean Artists Welfare Foundation
Grants for Arts Creation, Seoul Foundation for Arts and Culture

Collections

National Museum of Modern and Contemporary Art, Government Art Bank,
Seoul National University Museum of Art

Residency

2020 Incheon Art Platform, Incheon

KIM Inyoung
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When faced with a painting, we as the spectator, attempt
to ascertain its subject. The moment we begin ‘guessing’,
we truly begin a search for an ‘answer’. That is the moment
when the attempt to understand the painting turns viewing
art into a boring act. When I saw KIM Hana’s work for the
first time, I hastily began the process of ‘guessing’. I saw
the painting and its title, and then deduced it portrayed a
human figure sitting on a ‘a glacier’. I later got a chance to
witness KIM’s experimental works, which differ from her
‘usual’ pictorial choices. In one such work, she creates a
frame for her canvas that only supports the upper part of
the image while the bottom half hangs without support. In
other work, KIM layered canvases to obscure the painting,
hanging it in the corner of a room. Upon seeing this aspect
of her practice, I began to wonder if it is useful to approach
or identify her art as painting?

KIM’s work is difficult to read as traditional painting.
It is difficult to identify what is painted in a single glance,
and at the same time, it seems incorrect to categorize
it as ‘abstract’ (which arguably starts with a quality of
spirituality) to assign an easy and accessible identifier

KIM Hana

FH(Lst 2F Al2|x)

ZHEH A0 R4, 90.9%72.7cm, 2013
Untitled (Glacier Landscape Series)
Oil on canvas, 90.9x72.7cm, 2013

KIM Hana
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to the work. It even gives a sense of primitiveness. The
unplaceable character of KIM’s work encourages viewers to
remain guessing. Where does this sense of foreignness and
heterogeneity originate from? And how should her works
be read? This article is an attempt to unravel the clues I
have amassed from observing KIM’s works.

Touching Senses

Colors, dyeing, glue, wools, fibers, fabric, minerals, jewels,
stones, sands, water, ocean, glacier, waves, foam, light,
shining, mirage: these are the materials and states I have
found in KIM’s works. I have sourced these from titles,
artist’s notes, and the paintings themselves. It can be

said that these are captured by the artist’s eyes. What is
interesting is the common feature these materials and states
share. They are recognizable by their texture rather than
figure and by their sense rather than their concepts. Many
originate from images that seem to contain an entirely
different atmosphere from the sensibility of the here and
now. These variables include now-covered mountains,

a souvenir postcard, an image of a glacier never visited
before, and a landscape of a foreign region near an African
beach. These atmospheres introduce viewers to a world

of strange senses. The senses arise from a specific object
or landscape replaced by (non) visible figures in KIM’s
works. This tendency pushes towards more fundamental
and transcending sites such as the sky, land, and ocean-

a development visible in her exhibition Brown, Blue, Ceiling,
Shipping held in the Window Gallery, Incheon Art Platform,
2020. These objects are ever-changing without having
determined figures, and are expressed in terms that exist in
the present world. They can be understood by the artist’s
attitude, which senses the discovered materials and states
by their textures, not by their figures. KIM aims at re-
figuring the senses she has captured from these materials
and states with her own methodologies, for example
through spilling, solidifying, and covering. In the end, this
is the artist’s attempt to capture something irrepresentable
on a canvas. It would therefore be reasonable to claim that
her work reaches towards ‘incorporeality’.

Her seemingly abstract early works gradually transform
to focus more on the condition of painting as an exploration
of materiality. These works correlate painting with space
rather than merely producing an image. Along with
canvases and frames, the artist experiments with paper,
copper plate, wood, glass, leather, and mirror as supports
for her oil paintings. KIM also provokes the audience
to go up and down the stairs in the exhibition space,
actively engaging them in observing the environment
surrounding the paintings. This is especially the case in
Brown, Blue, Ceiling, Shipping and in the corresponding

staL[{Brown, Blue, Ceiling, Shipping)], 1E.t} StA A=
np o] o] 5 Egal ol oA ] Al w
Tk HE (L ™- T 224) (A3 2H A&, 2018)].
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exhibition where the artist required the audience to change
their point of view via the height changes of Korean-style
house floors (Painting and Sculpture, Audio Visual Pavilion,
Seoul, 2018). It would be more appropriate to say that her
paintings are ‘placed’ rather than ‘hung’. When paintings
normally hung on the wall are placed in an unexpected
position, the audience is hyper aware of this change. The
artist, therefore, engenders in the audience an ‘unfamiliar
sensation’.

In this sense, her solo exhibition Beau Travail, held in
SongEun Art Space in 2019 is worthy of attention. The
title of this exhibition and the adjacently-named series Beau
Travail shows the artist’s adherence to the unique attributes
of painting. Hana still provokes the audience to understand
her paintings within their context. Through these, the
artist, once again, shows a recurrent habit of inviting the
audience to question whether they are indeed looking at
painting. But her series of artistic choices, like presenting
a canvas itself as a sculptural material with images spilling
out of its frame (Beau Travail 4, 2019), presenting a collaged
canvas glued to a painting (Beau Travail 1, 2019), or
surrounding (non) visible layers to be only revealed by the
active intervention of lights (Beau Travail 7, 2019) proves her
continuing interest in the situation of painting rather than
painting as a pictorial gesture.

Something beautiful is Always Bizarre (Le beau est
toujours bizarre)

When the unique texture reveals itself on a differentiated
support structure, her hands stop, and the work is complete.
In the Glacier Landscape series KIM utilizes processes of paint
running, covering, and pooling on a canvas. In the Little
Souvenir series, the artist erases figures and covers the pearl-
colored oil pastels. In Beau Travail, as in all her works, KIM
implements a practice of overlaying. Rather than leaving the
traces of a brush, the artist has used paints to cover up the
two-dimensional plane, letting the trajectory of this ‘overlay’
exist as one material. Just as a glacier melts and then flows,
or as the wave repeats the movement of growing in size and
then crashing, the paint in Hana’s work flows and pools on
its material support. The audience’s eyes move along with
the flow. This dynamic movement penetrates Hana’s works
while priming the audience to instinctively engage in these
movements.

The act of spilling, blurring, and pouring presupposes a
certain contingency. Can the properties of KIM’s work that
have been called ‘abstract’, really be seen as experiential
(in opposition to spiritual and reasonable), or direct and
material? Moreover, can her practice be seen as an attempt
to re-appropriate the meaning of the abstract painting,
the oldest medium, and the absolute two-dimensional
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plane? KIM’s work, as a pictorial attempt to reveal certain
strangeness, attracts the bizarre and unfamiliar. Just as
Joseph-Francgois BAUDELAIRE (1759-1827) once said,
“Le beau est toujours bizarre” (“beauty is always bizzare”).
KIM’s work emanates a bizarreness that spurs viewers to
always reach towards a beautiful world.
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SHIN Jihyun majored in art theory in undergraduate and graduate
programs and is currently active as an independent curator. Having
worked on exhibitions including Post-Pictures (Gallery 175, Seoul,
2015), 3x3: Painting and Sculpture (Audio Visual Pavillion, Seoul,
2018), 10Pictures (WESS, Seoul, 2020), CHUN Meyung-eun’s solo
exhibition Floor (SeMA Storage, Seoul, 2019), and ROH Eunjoo’s
solo exhibition Walking-Aside (Space Willing N Dealing, Seoul,
2019). SHIN explores the sustainability of traditional media within
the era of new media in her curation and writing.
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Installation view of Brown, Blue, Ceiling, Shipping (Window Gallery, Incheon Art Platform, Incheon, 2020)

OFSCHR I #7

A0 &, 193.9x130.3cm, 2019
Beau Travail #7

Qil on canvas, 193.9x130.3cm, 2019

2a12, 28, 4, AT #2

A0 R, 75.7x93.9cm, 2020

Brown, Blue, Ceiling, Shipping #2

Oil on canvas without frame, 75.7x93.9cm, 2020
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Installation view of Brown, Blue, Ceiling, Shipping (Window Gallery, Incheon Art Platform, Incheon, 2020)
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HH A RXQF 2215, 72.7x90.9cm, 90.9%72.7cm, 2020
Brown, Blue, Ceiling, Shipping #3

QOil and collage on canvas, 72.7x90.9cm, 90.9x72.7cm, 2020
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HHAO| R, 72.7x454.5¢cm, 2020
Brown, Blue, Ceiling, Shipping #1

Qil on canvas, 72.7x454.5cm, 2020
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The Artist

Who Crosses over
the Lava of the Floor
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HEO Seromi

Writer, representative of language
education company Speak Easy
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One September day, when the heat had barely gone, I met
KIM Hyeyeon in a worn-down concrete building where
orange sunlight came in, obliquely. It was in Yeonhui-
dong, where the exhibition Facing the Faceless (Artlabban,
Seoul, 2020) was held with two other artists. Wherever
you were, what would have been a somewhat war-like
summer with the pandemic of the controversial year 2020,
saying, the Anthropocene will change and such with the
COVID-19 virus as the turning point, was just passing by
ever so slowly. After being seated in front of the screen
playing the new work, The Setting Sun and Everything that

is not the Setting Sun (2020), repeatedly, the artist handed
me a picnic drink that was inside a juice box in an old
refrigerator, which also happened to be a prop of the

exhibition. Sitting on a wooden bench in front of the screen,

with a small rectangular juice box in hand, we watched the
rising and the setting sun footage of while taking the bus
and the subway whilst the COVID-19 virus was spreading.
In an era when a pandemic had hit, a time when you must
restrain from going outside, afraid of contact with other
people, the artist set out to film after reading a phrase on
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a stone under the BANG Jeong-hwan’s statue. This phrase
can be seen in a flash at the beginning of the video. The
stone stated, “No matter what happens, regardless of how
hard and absurd life has become, let us look at the rising
sun in the morning and the setting sun in the evening”. As
the artist had filmed the pleasant people waving hands with
their backs towards the greenery on top of the Han River
Bridge in Take Care (2019), also in this journey of following
the sun, her camera follows along the passing time on the
shaking transport. However time flows on Earth, the sun
rises and falls. Suspending gravity like an anchor at our
tiptoes, we too, see the sun. Everyday.

KIM’s works are questions that promote more
questions. They are works of art in forms of questions. She
dismantles the incomprehensible grammars of the world,
edits the frames and asks, “This is how I see it. Is it familiar
to you, too? Did you know we were playing this game?”
This is how the artist works: Break down the rules of the
game invented without one’s consent, then pick up just the
frames and rebuild it.

In the black and white film, Room for Breathing, Only
(2020), a family fiddles with paper, indifferently, then rips
it apart, rolls it in between two palms and makes it into a
ball. The rule is to not speak and express your own feelings
by changing the physical form of the paper, only. As a
matter of fact, would a verbal conversation with the family
be understood better or bring about a remarkably better
result than the while spent crumpling and tearing the paper
in silence? Usually, who, within the family, is picking up
usable information amidst the vortex of the complex rule
of language we share, and also, after the conversation, as
though quietly filtering sand with a sifter at a river, sifting
out gold that way? In the explanation of the work, the artist
wrote, “suffocation when I open my mother’s text, and not
being able to say it to my mother” like an apology. However,
as computers can speak only in binary numbers, the
room where you can only communicate through the two-
dimensional object, the paper, is peaceful within the silence.
Our conversation where channels are drastically reduced,
having lost all the vowels, consonants, nouns and adverbs,
is more equal and comfortable than you’d think.

Instructions usually appear in KIM’s work. There
is no other consolation to viewers who would have
become confused, faced with the charming yet difficult
contemporary art.

The instructions repeat, show the same date, time, and
cardinal points, but the view of the video’s day and night,
and the announcement in the bus is changing. According
to the instruction, the game in play changes, someone is
eliminated, ends, and then starts over. That’s how games
are. When there is a rule, you can rely on it.
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The artist asks, again, the secret method of being able
to barely hold on to the world, without having to slip off
or disappear like the parts that have broken away from an
engine’s centrifugal force. Should we keep an even distance
between us? Should we try putting fluffy cotton wool
between our bodies, unpleasant, running down with sweat?
It is the rule which the artist had presented in The Running
Rectangle (2011) and The Soft Warm-up: Summer version (2018).

socks, perfectly, in a bus, I would intermittently be seethed
with a desire to hand over a note, all of a sudden, but that
was it.

KIM Hyeyeon’s works are the forgotten questions of
people. They are experiments in which questions have
gained form. KIM’s question quietly crosses over the time
of humans, riddled with mystery and filled with outcries,
playing this imaginary rule as a game. Serious as if, when

EARI ARA & L . .
:ﬁ] :} oA -]L » . ] ] = How can we negotiate in order to survive, you, your way, we were little, we would suddenly fall dead had we stepped
[e) [ AN Z o AN . . .
WAL AORA A e AT Aldel A o] ek of WA= and I, my way. When I look at KIM’s works, the fact that the on a line in a crosswalk, and as if we mustn’t touch the floor
3] o] gelA] e WA 2 HoAH ST, A|F Sk ©] 32&  planets and stars are eternally practicing purposeless duties; since it has become completely covered with lava.
ank= Ul oA it drifting apart and coming close, securing their places within
Qo] ABO AAS =T Bojo] WAMS e G7kA] 59lemn law‘, and the fact that humans having th(? ability to
discover this, have constantly pursued ways to live naturally
setett (371 A©12)(2018)oA B k2 A EE F 3 suddenly feels close. Why is it that, like how water flows
ojAfo] ZAlo 3 &E 4 glote F&& WECH AR &8 from top to bottom, we cannot live effortlessly? If there is
e, AL AR A A, So]2] 1 Y2, Auta) a rule in the world, why is it that, to me, it is made in ways
N _ - that are totally unrelatable? What will happen to me if I
W4l ol Be A Fole vt FalAl £& Soldlrh o7 oY PP
N . stop this action?
oko}l S| etats 5 2 . . i
AUA ok 24 B 2835 AR E T 2= A2 KIM’s question goes as far as seeking mute negotiation
e WEH ol R tf3} glo| & ol & o Eutel over oxygen. People gathered in Air Cake (2018) follow
i) 2m 92 2ake Wiy 718 £4aa]e} 3 3o the rule th.at no more than two are allowed to breathe at
obasich. 0] A3 S TOxo] HZS Hol=L S Bxa the s;%me time. They ob.serve each other’s breath, carefully
Ll o , examine faces, breathe in and breathe out. After a short
or oo H t} B3} x19]o] I . .
A etk Al L R lR e 2 Akl 37101, Wt silence of the hastily exhaled breath, someone else breathes
AV Y7 St vz A4 W S0 & 8 222 5 in hurriedly. Not long after, two at a time, people are
LA L 27h o] Ex|AUoA o 3 ¥ wals &7t o7 eliminated and quietly leave. In the end, just the two who
2o 2oy have held their breaths in turn, looking at each other’s eyes,
R g . : without any conversation, even, remain. As though gulping
= v o = el o . .
obF o el ZAESIS S thE7t Az 2 o] 9 for air after coming up above the surface of the water,
ZAEQ 328 £ thychr} o] Bzl oS B with a sound of deep breath, the screen blacks out. KIM’s
“Zhako] MA Q7 ob= Al W@ 9= 7 ukste] FHE 7} experiment doesn’t aim to show the tragedy of common
- « land. No matter how air is the most common resource in
337 HAZE 42 AelAls “AE 1 ofiy=lo]d . . .
; : , ] o the world, what if I were to live and you to die, or you to
Zzolal o7 o w =5 25 = . . s
Folsa” Hoja Wad ofgA 27t AF9A 24 Ras live and I to die. What if the moment we greed over one
Argoll Al 2 Aol i ojdrte ohgk ZAddo] 7k obd, Zx]of  more breath, the moment we make a single mistake in this
A3l Aoz g 1AL A ofo|t]o]o] x| werrh timing game, we b.oth were to die. . .
B2l AlgtolA] B Am AbolH] 23S M E sk AR2to| ALt A long, long time ago, .I thought of carrymg a post-it
N ] ] note. What would happen if I walked around with a pack
LS 2B & of 5}0]3 > . L . .
A alel obd Abdelehe, 817k A5 Kol Feldk 2 Al o post-it, wrote “your bag is nice,” when seeing a stylish
e 4 Qo7 W 2ot O 22 E EEaet g woman, or “I like that animation, too” to a person who
T zA e =272 H A B EHE 222 is wearing a T-shirt with a cartoon character, which not
. 5 .
ZU 7= enpo] 748 0.2 =3l A|n} Mol many people know, and hand it to them? What would it be
like, if I were to unexpectedly talk to a stranger that way?
1= === o = ol = =] =] . . . .
Aslde] HES ARES olF A2 oloh Aol Only, with a compliment written on a piece of paper, and
B 2EA E Aol olE o] Rt JPEE] S not vocal language. However, it eventually ended up being
: . : SIMZ0|= ZH710|Xt A IR 7| AL|30|X[e] CHER, L) A EIN ii iter, i i
gto m 7ka}7] A Rl So] Hitho] & g0t Hbo) merely an idea. It is because you cannot fight against the 01._H§1 l= A _* |k 01*'-=T°|=- HEL |°t HXE, i etofol £x| :OEn? ic;rons"n |esai vI\E/‘:;er ;Zrﬁzznvte:tl;/:no; Lawn%:fﬁoe;:(ﬁzgds
=T . = =4 - ’ El
%193 0 ] Hhero] Wel A oF Stk So] X5 o] FHAre] rule which we have agreed upon in silence that if you talk B HiME: HAAL 20192 WLt HoldRE2|F 3 Helof 21=0] g g yL P Sy H 5019). She ity at y
v e A e issionary of f pseudo- 220 chsl F2 olopIsto] blmelofstel doiet 2ais w0 walg g VY Onn Language (Seol Hyeonamsa, 2019). She mainly writes
2o Aolo g Zajo|sln 1o B2 Erilsg HHg to a stranget, you are a missionary of some sort of pseudo o ozl about bilingualism and foreign language education for adults,
==inme ° ThEEe =T HEe religion or an insane person. Even afterwards, whenever nS AHE 7Hxa ATk and her educational principles are rooted on genders and cultural
o/ o] 7k53k QIZke] AIZHE 28-3] Azl I saw someone who had matched their scarves with their approach on comparative linguistics.
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Installation view of The Setting Sun and Everything That Isn’'t the Setting Sun
(H Project Room, Incheon Art Platform, Incheon, 2020)
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HD E£Hf'2 HIC|2, 112, 2020

The Setting Sun and Everything That Isn’'t the Setting Sun
HD single-channel video, 11min, 2020

‘auob s ]| mou pue

“Jaddns wou} yoeq aweo jsnl |

‘uns ay} Joj Bupjoo| w|

JO23H U >
T 12 oo

ol
=2
=
Xt
b~
i
ol
AN
A
=
L
ct




IS BtEA| 27|2 SHAICH
A, &, CRT TV, 12LER 512, m|34 200ml ¥, ZAEQI JHHMX|, 2020
We'll Promise To Watch the Rising Sun and the Setting Sun
Looped video, CRT TV on refrigerator, rubber plant in a pot, picnic juice packs, paint marker on post-it, dimensions variable, 2020
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HD E£H{'2 HIC|2, 42, 2020

Room for Breathing, Only

HD single-channel video, 4min, 2020
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Installation view of Let Us Face the Bright Future (Gallery 175, Seoul, 2020)

S0t 2= 8 XAZ

2 X|ofl 1=, 17x9cm, 2020
Instruction for Room for Sleeping, Only
Pencil on notepad, 17x9cm, 2020
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Art Critic, Professor of Fine Arts
at Inha University
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“Wouldn’t this mother tongue be a sort of second skin
you wear on yourself, a mobile home? But also an
immobile home since it moves about with us?”’

The work of Min Ye-eun begins from the concept of
“mixed-blood thought.” This concept may be interpreted

n)of 0] 2] L “Ajzko] B 80|t A oA ZuHsT}. o as appropriating the postcolonial notion of “cultural
_ mixed-bl hybridization (méti Iturel).” Havin
Ao Tk rolA] B7] AulZo] A2 xp2o] HpAlo 2 ed-blood/ yb.d‘ato (métissage culturel).” Having
1o | s parents who studied in France, MIN was exposed early
Z Sl “mL3L% = = = o EE—% O & . . . .
48 “2ohy &/01F W rll (métissage culturel)” & -2t to French language, which contextualizes her integration
Aoz Zo|d 4 9ACt o]2lsk A Fo] HAE 4 Ao d of postcolonial studies-a theoretical framework deeply
A7e TTA 85kS L B2 & oHo o]d 2 HE] embedded in French history and thought. Familial
influence in absorbing a language is portrayed as absolute
THM o Hol Yug 21 A2 YA HIEH Y . § 2 anSuage 1o poriaye
A A in MIN’s work. There is a particular sensitivity to the
= zF =) R 3 =o . . . o . .
5 2717F A A A -d R AR Dol g2 Yol various conditions surrounding the individual in their
& By ZEAo|id Aot} A o] E H£E5= 1) linguistic environment. For MIN, one of the most peculiar
8 p
9ojA] 7t= o] e33ke At ol T TN dh2o] & ekord and enriching expe}’mnceﬁ of 'her multilingual hf)me
ol So] makroloich AL e B Aol Salu was the retrospective realization that words which were
thought to be Korean were actually French. The artist
cherst 275, S8 Qlojx B70] sk Basgol Fxral Ak

focuses particularly on the hybridization of thought
that is apparent in the language of her master’s thesis,
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which has become the cornerstone of her work. One such
expression of this hybridization (a method of the mixed-
blood thought concept) is the artist’s use of the name
‘nosiam’ which is created by reversing the letters of the
French term for house, ‘maison’. The mixed-blood thought
concept presented by the artist, however, appears to be

a concept analyzable multilaterally, and capable of being
privately owned. There is firstly a need to be cautious about
immediately reverting to this concept as the cornerstone of
MIN’s work. The artist clearly experienced being bilingual
unconsciously, realizing only after becoming an adult, how
the linguistic environment is able to influence the mind of
a young individual. Upon reflection, however, no language
whatsoever is able to avoid outside interference, for which.
There are many reasons for the interference. There was a
time in the 1970s and 80s when a cartoon series produced
in Japan, would air as if it were created domestically,
concealing its national origin. It was the same for comic
books. Nowadays, copyright issues are highly sensitive,
(only after liberation). Even until now, Korean society has
faced the socio-cultural phenomenon of endless invasions
of foreign languages. The surge in studying abroad, which
began in the 1990s, showed a tendency to place importance
on a foreign language over the native tongue. After several
decades of this tendency, the foreign language skill is seen
as directly correlated to social status. Accordingly, the
concept of mixed-blood thought in MIN’s work, rather than
being a culturally critical postcolonial perspective, questions
the horizontal status of the mother tongue and the foreign
language. This is based on both the hybridizing relationship
between Korean-French and French-Korean language
acquisition. To be aware of this hybridization of cultural
entities requires a type of ultra-nationalism that extends
beyond race.

In truth, when traveling the world away from the
motherland, it is difficult to ultimately define one’s identity.
The subject of hybridization is either always expected
to prove one’s international identity or designated as a
contaminant of one’s nationalism. The political philosopher
Hannah ARENDT (1906-1975) who left Germany, her
birthplace, to settle in the United States once stated that
only her native tongue makes it possible to recollect
her roots. Jacques DERRIDA (1930-2004), through the
thoughts of ARENDT, characterized the native tongue as
a final home. According to DERRIDA, “language also in
that aspect is the first and the last condition of belonging,
and language is also the experience of expropriation, of
an irreducible exappropriation.”” DERRIDA consistently
argued that language, which is acquired and internalized
regardless of one’s will, should be deconstructed. The
reason being that language is not self-generated but rather,
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governed by established customs in which the language
of the father must be unconditionally followed. For this
reason, he writes for flexibility in comprehension rather
than being restrained by language. Accordingly, language
to DERRIDA originates from oneself and is estranged from
oneself, and thus believed that meeting and parting with
language could be carried out wherever an individual exists.
That is, mixed-blood thought may be interpreted as perhaps
a universal experience rather than a specific experience. Of
course, the interpretation of such experience is multivalent.
The discourse on ‘home’ that MIN continuously
features may be considered to have the same discursive
value as ‘language’. The mixed-use and misuse, the
intentional transposition of multinational languages
may be considered a medium for connecting the world
centered around oneself, and decidedly not a final home, to
individual identity. MIN’s past works developed the mixed-
blood concept through the assemblage of different cultures—
among these works is Nosiam (2012) and Room (2013),
which include questions around space and existence, public
and private, universality and distinctiveness. The artist’s
most recent work Lavihamahahyunchuchuhappyj33
atomausepponssugizetteblackbyungddoukkeong--+ (2019)
expands on the notion of hybridity even from its title.
This incomprehensible, long, and endless title perhaps is
a better representation of the fundamentals of the work
than its physical assemblage of broken space, in which the
boundary of the inside and outside is made ambiguous.
Marcel DUCHAMP (1887-1968) is known for having
transformed notions of function and aesthetics in artwork.
MIN’s work, which is reminiscent of surrealist writing, is
akin to DUCHAMP’s experiments in that they strategically
transpose a given, stable context. MIN has lived amidst the
mixed-use, misuse, and abuse of words since birth. Many
of us do not use words with a clear comprehension of their
meaning. This is in fact a key characteristic of language, and
more so in the case of the native tongue. While learning
a second language, we come to realize the meaning of our
native tongue. If our native tongue is likened to an inside
and the foreign language to an outside, could it be the
two are not distinct but rather like two opposite mirror
images facing each other? In fact, a language cannot be
translated with exact symmetry. MIN’s Lavihamaha-- is a
work of art that intends to invert the topology; the inside
and the outside are turned inside out and upside down.
The fragmented spaces which appear inappropriate as
private spaces are reminiscent of a state in which two or
more languages collide and cross compare their meanings
with one another. Gaston BACHELARD (1884-1962) once
stated: “The inside and the outside are both private. The
two are always inverted with another and are prepared to
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exchange animosity. If there is a surface which may be a
border between a certain inside and a certain outside, the
borderland can be painful on both sides.”® The analogy that
strangers who travel here and can’t help but get language on
the “soles of their shoes” is an analogy for how the native
tongue and the foreign language comprise themselves.

The multiple languages, however, cannot be comprised

as completely separated modules nor can they completely
cease to exist. The “mixed-blood thought,” as the basis of
this work, is in fact a phenomenon that is always present

in the life of mankind. MIN focuses on the French word
‘entre-deux’, meaning “in-between,” as originated from a
geographical concept. Between here and there-that is, a
dual place which is both the bordering and connecting area—
is also a sensitive cross-section where the inside and outside
begins, and a line which divides the border. For example,
when I reminisce about my childhood, I think back to how
there were Japanese words that my grandmother and father
particularly enjoyed using. I realized that these words,
which have already become a part of my life, should not be
used for fear of being regarded as anti-nationalist. Currently,
these Japanese words are absent from public areas, but

they still exist in the world of parole within subcultures

and are still regenerated on an individual level. If historical
and political ideology is applied to the privateness of inside
and outside, the outside language entangled with the

inside language may immediately become ‘otherness.” It is
time to ask why a kind of deliberate (formative) chaos is
caused by removing borders and upsetting the inside and
outside. From a visual perspective, a method of existing in
a globalized era built on neoliberal ideology is presented
through a paradoxical dialectic method of inside and
outside. On the other hand, a discursive approach to native
language appears to still be latent. Above all, we must
ponder the complex dynamics of language inherent in the
mixed-blood thought concept, how it is generated and how
it ceases to exist.
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JUNG Hyun obtained his Ph. D. degree from Pantheon-Sorbonne
University in Paris with a dissertation on the “Relationships between
the artist’s identity and the work”. He works as an art critic and
independent curator. Through art criticism integrated with cultural
research, he uses criticism as a means for learning, and considers
curatorial practice a new method of knowledge production and a
major research activity. His main publications include Global Art
Market Critique (Paju: Mimesis, 2016, co-authored), Ready-Made
Reality: Junebum Park’s Use of Videos (Seoul: Arts Council Korea,
2015), and Curatorial Discourse Practice (Seoul: Hyunsil book,
2014, co-authored); curated the exhibition BODY MATTERS: Arts as
Discourse, Performativity, Representation (Seoul Olympic Museum
o|ct. of Art, Seoul, 2016), and Time’s Underscore_The Republic of

Korea’s 50 Years Seen Through the JoongAng IIbo’s Images: 1965-
2015 (Seoul Arts Center Hangaram Art Museum, Seoul, 2015). He is
currently a professor in the Department of Fine Arts of the College
of Art and Sports at Inha University.
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S, 27, WX|, HQIE, MDF, nR2|8, BlA AL Bt R, AIA|, HE, TV, Z{X|ti, CCTV, ERFAAL|H, ZME,
A7t RS, SMZEY|, 7HHMR],180x180x180cm, 2020

Two 2015 Daisso on White, Special TV, Chris Giliberto, Wallpaper, Rubber, and Daebeom Mart 180, 180, 180
Plywood, timber, wallpaper, paint, MDF, rubber, plasterboard, tile, lighting, clock, mirror, TV, CCTV, bluetooth
speaker, outlet, picture frame, guidance light, fire alarm, dimensions variable, 180x180x180cm, 2020
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H, 233, BE|, 7|, 350x1200x250cm, 2020
Because Not Everything Is Apparent
Clothes, black ink, motor, air, 350x1200x250cm, 2020
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EL Zi, TIQlE, 2ldl, XY, ME, ZH, LIAL AH2|Z, 7HHAX|, 360x360%240cm, 2021

Cannot Be Conveyed in Words

Plywood, timber, paint, curtains, clay, hinges, lighting, screw, silicone, dimensions variable,
360x360x240cm, 2021
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_I (AFA 5 A2 fE)74-S ) (HHAIE & o, Art, Daejeon, 2020). In this exhibition, he presented two
O I 7 I‘I O I 2020)°|t}. o] AAS Eato] 1= (AALCF ZAH] 7AS works: Machines on the Verge of a Nervous Breakdown: Escape
e— L 1 L— b | A2 HE o] E1)(2017-2020), (A7 4]k 7o) 7] A S from Freedom (2017-2020), and Machines on the Verge of a
e . PameT T e = Nervous Breakdown: Imprinting (2017-2020). In PARK’s
o xe =] . .
' E ' 7 K—I O I 7tQ1)(2017-2020) F A= AE ATk AZkx} 71 A7 222 works, humans and machines are not separate entities
—_ J— 1 L HA7F obd, A2 AALYA AnE= AFE AEste but combine naturally, permeating into one another. They
uke] o] ZFZL o HA| Z7FA E oAb T 2835] Sxo| 1 were mf)v‘il'ig rather more silently tbz‘m expected, even ir}
Qloict. AlZA|kS AFBT ol ol7ke] AEIE 4a]2 the exhibition space. Had the conditions of a human being
§ : : ) on the verge of a nervous breakdown to be expressed in
=15k A = =] =2 . .
u I I I a n ZEY o Yotd, el 1A ek FAHA #AATME sound, I believe it would probably be the sharp and keen
) HEE- o 2 ‘F=-AA, vho, 3=, Z4ut 5o 7 50| ‘notes’ of ‘scraping’-the associated feelings of vigilance,
dan d M eC h dan | ca I QAPE g BT eRlg g o obd7t Algich. (Wajep  defense, terror, compulsion-something, repeatedly, similar
HHe] 7 A S Zhelyo Al olzke] R =o] tat 42, 7|72 to those of PARK’s machines. I a§sgme, in Machines on the
Verge of a Nervous Breakdown: Imprinting, there would probably
=AY, e 5 fle As IUME Bdslol =X, be sounds of human obsession, movements of machines,
b Zolrke 270l AR 37k, BAL AW HE S and ‘notes’ of pursuing fantasy, endlessly challenging, even
22 KA =3lc}, though they are aware that they cannot touch each other. It
AFo| ABRE 09 To|2W AL, ABFo] Ao ~ Mmademerecallapast experience. .
. X ) It was interesting beginning with the work’s title
AASS v 2A oA 2ot AA™ 1A Aol A= because, like how SIMONDON had discovered the true
Zdglo] 4, A, 8L 53t AH L FARSE 29| character of machines from indetermination, there are
niel 7 3k Aok, olzko] AlAte| eloju) ZAfE LS me}ny similarities in the process th?t machines an'd. humans
21515 ubE)5h T B 2 7 A Eak ok 7hA] Tsos going through f)f constant connection, .de.corr’lp')osmon, zfmd
7|2 0|22 Mol Fao|e] § . ; , convergence with one another. These similarities are evident
(=] [y = | > [e) S5 3 o L= = . N . . . .
== A G zlshst oheshE L gloks Helld 1R with the point that like how human beings are born in this
KIM Hyunjung A7t} 7141 2] ARG 2 o] sk SHA ST 4 g, world, make use of their potential abilities, and develop,
Senior Curator of Gyeonggi Museum of _ - B hi 1 db di ified icted
Modern Art Zn)2e matejodo)|y| & sieth. o] st B oA Rk machines, too, evolve and become diversified, not restricte
ol7Fat 71 A AlBE o] U TS sheh A2 to a single ful’lcthItl. From this aspect, th(? potfentlallty of
o : humans and machines can be seen as an infinite arena that
Sk=] =] = = O = = . . . . . .
A7 = st slolAA E ohe A S sl e 2R is both unpredictable and interesting. Looking from this
2.2)7} Aol gto|A EA T 227HE A A 5 I remember moments saying ‘human’ or ‘mechanical’ when HU7| = Skt Al B-E2 o]2] st dARS HEPolgt XA 3tk point of view, humans and machines, like SIMONDON’s
‘o1zbd ok, B2 A Mokl Tatd 27kS referring to certain people i.n 9ur ?V?ryday conversations. YAt ofo @ =33t B3t 7] A S o] 017 x| uiaHA| concept, ‘coevolve.” They comb%ne with one anotl'.ler, break
AelsjEct S shx] B2 & ol7bd o] ALk 7] A H o] oo AmoTlgst the two characteristics, it is rare to ﬁ{ld people YA mEChl 7]400]o] AUS Sofelst Alet = o up, and then, part ways, searching fF)r another point of
who inherently have only one aspect, whether it be human . contact. SIMONDON referred to this phenomenon as
3) )3 A5, ° o . . . o 3 L 3ol 9ole J& . . .
dFoRT YA =} ole A2 ofr =& Sloln or mechanical. Artist PARK Earl summons our habitual Foloh, AleE2 ol2fd 7ol Zhe o] S 71X ‘transduction.” I am one of those people who is afraid
Hhl o o]gj3t 2a]o] £k HI L TE5] 9B S notions and poses problems with them. Moreover, we are WS BAs EA] WA Ql7to] AR olsfiF o 2M, of the technology-predominant era where the coming
A7|8keh 181 33 10 2H] S Eslo] 1Lelglo] oA hence{forth able to predict‘that he will con.stantly throw 87 ST} TA Bl HAlS B A A 23ko 24 me}chines that excel might overtake humans. SIMONPON
MBS 7 HoahT o =544 shc}. uredo] 0] 2o Al quest.lons at u.s through h}s works. The ?Xls.tence of M S5] Zojak x| = skeh, points out that t.he cause of S}lch fear for humans fierlves
machines, which PARK tries to express in his work, can be ! from humans misunderstanding the method of existence
3 A ZA= cla oz = 3 . . = . . .
oloF7I8taL At sk 71Al o] EA T miAIE A/l described as the place where machines themselves become S o] (A gleF el 7IAS) AlE2E AleE el related to technological objects as well as adopting ways of
ol =37t == EAE 2 71A ZA7F 2A7) == the subject, transcending the existence of becoming the tool 223k 1743} 7)1 A o] | AA AT HE XY SAFSE A ES inappropriatedly establishing relationships with them.
Apa)aba 3t 4 91 Aot} ured o] ZHejo] A2 o] - Aol when producing other media. I wish to articulate the fact oalo|A] WA 2 9Tt o] 7|&3} Q7kS Hlwet PARK’s Machines on the Verge of a Nervous Breakdown
ZASo] FA T Q= EAL olzko] olEA| FHAS BhS that PARK’s Wf)l‘l? enable us to thu?k }ndlrectly about how 242lo] oLl n} 7] &H| o] Bl 5 TS obUch kel o] series, als.o p¥esent tousa s1m¥lar question to that oftf%e
o humans have limited the characteristics of heterogeneous Lot o . \ , . indetermination and transduction of humans and machines
i 317 & 3 e . . oo 3F c= 3] 35l . L
e BH oz AzstA dat sAlel, a7t els existences, and at the same time, how they have attempted 22 Aot A ATt A EE P/ 7185t that SIMONDON suggested. This question is not merely
S HolEENFEY AZS ofH v o2 AZ3 to connect different concepts that seem irrelevant from one ol A FE, 27t A S E 2 &7l X5k on a level of comparing technology and humans, and
r=x] WAH= A 2E (Gilbert SIMONDON, 1924-1989) <] another, in connection with Gilbert SIMONDON (1924- A= 77A 0] BE A o] BAbel Bolc), &gk o] even more so is an attitude of criticism. In comparison to

1989)’s ‘indetermination.” SIMONDON'’s indetermination,

. }9] o] Z1tet ==

. 3} in other words, can be accounted as ‘openness.’ i . .
AR thE BHo s ‘de 9lgoletn AHa 4 gt PARK’s most recent exhibition is the Dacjeon Biennale A 71 A 2] Hefoh g219lo] AS o)A ojw ek ojn]x =
|

di o] 7hak 2| 2o oy sl A= 20204 oz vl 2 2020 A. L., Sunshine Misses Windows (Daejeon Museum of Hlol S o 2 x| o] o}l 1 7lo

PARK’s works, from the process of engineers constructing
and planning blueprints to installing it on the site as they
had predicted it and thus making it public, appear alike.
HbEI Tk 7o), o2 However, at this point, what differentiates his work from
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obES FAYR|, 2E, SLIE, 2lEE2|0 HiE2], ot3, &5, §M4X]), QLR & Za3jgl, LHR, 110x90x90cm, 2017-2020.
2020 chEH| A (QIEX|5: siae Ra|E2 ) (CHEAIRID|&2, thH, 2020) MX|

Machines on the verge of a nervous breakdown: Escape from Freedom

1 type of robot(custom electronics and sensors, motor, omni-wheel, LiPo battery, acrylic, brass, synthetic resin), neodymium magnet,
steel frame, wood, 110x90x90cm, 2017-2020.

Installation view of Daejeon Biennale 2020 A.I.: Sunshine Misses Windows (Daejeon Museum of Art, Daejeon, 2020)

2, g aR), LR,
10x180%180cm, 2017-2020.

2020 chHH|Aide] (QIZX|5: SHM2 R2|2HS AN CHEA|Z0l&H, tiX, 2020) MX| HF

Machines on the verge of a nervous breakdown: Imprinting

2 types of robots (custom electronics, hacked IR camera, motor, omni-wheel, LiPo battery, acrylic, synthetic resin), wood,
10x180%180cm, 2017-2020.

Installation view of Daejeon Biennale 2020 A.I.: Sunshine Misses Windows (Daejeon Museum of Art, Daejeon, 2020)




3 71A ) 7F 2 o] HA] AlgEo] ot A S & 4 the former is that it encompasses the agony of how the £} 19580 A2 R tfjgtof| A BFAMSES S REY A2 E 3} humans and machines.
ol ® TstT glok Zolc} oL EWal AL, uro] form and movement of the machines he had planned are Zole]of, oha] 4thsto| A SFYES sttt 22 AHRE
- - s i be received by people as an image. At the same Gilbert SIMONDON
‘BE o] SAE 4 it TRAOR A% wxo) AAsrpe 8OO Pabshe] =2 el HE Aol HlZo] £ A3
Aol BT & = % AL Sl dAE time, the artist even takes into account what people can AT = gel <t el = 2o 15 (1958), Gilbert SIMONDON (1924-1989) is a philosopher who
= 3= = B ] 5] MAEE A Hl o S =o] % K . . .
Aolth. A A7t B2 AAEE 25t AT experience as machines work. The fact that PARK plans He=i Uled didso] A A o tisked1(1958)7F Atk was born in Saint-Etienne. He is referred to as the founder
ol ® Eata o] 2 2l mpA ol glojA] A=A ¢l ‘adjusting, continuously, into a design in which everything Al && Asto] HAZNE-2 THA| 3} o|ct. TpehA s, of the ‘philosophy of machines’. He earned a doctorate at
JzxeAE a4 Qe A IR AAEE can be in motion,’ is particularly special. Even though I 71&ds J|A-EES AAsl, AAL J|Hto g 22 the Sorbonne University in 1958 and taught students at
S7lo @ Ame TS nlx] FololHE 2 E AT cannot analyze nor rel.nterpret the blueprints th§ artist had A Uzkeh o3 A5 chtje] S22 (Gilles DELUZE Sorbo.nne, Poitiers, U.ml/e'r‘sn}./ <?f Par}s 4.\ His ma}fl work
, . ; y ; sent me, I became curious about them, these objects that ; R \ was his doctoral thesis “L'individuation a la lumiére des
=R PR & ° . . . . - = 5 25 3 . . . .
AFA F sk Hrd o] Bgol of A @7l 283t were the basic stage that is the key to the progression of his 1925-1995)& WX oA ZEAA FF= PR, °f notions de Forme et d'Information” (Individuation in the
AAEE dold &+ gle gEES FI= st A7t working process. I could picture without difficulty PARK 22 4Y12](Antonio NEGRI, 1933-) 52| A x|ddh, light of the notions of Form and Information) (1958) and
HE Azhe, wred o] 7|A 50| 17k 295k w7boj(ofup  as if he were operating a conveyer belt, spearheading many Heto] ol up4n] (Brian MASSUMI, 1956-)2} Wl 2 Lh2 his complementary thesis, “Du mode d'existence des objets
AAA B2o] 74 =8 Sateh) wzte] UE S o] processe's basefi on those blue‘prmts. ‘ €] 22 (Bernard STIEGLER, 1952-)9} 28 7jshashol = techniques” (On the mode of existence of technical objects)
. Putting aside the frustration of not being able to read o o meich! (1958).
o5} ‘Z2FPE 95 = o o== ; . ok o o3 . .
e R E S HaE S VAl 24T £2 2RE the blueprints, my thought was, PARK’s machines are tests B2 9ge Fuh The core concept of SIMONDON'’s philosophy is
AT 4 AR, A2 A o] 7Hed A1 ok 1™ for ‘evolution’, for increasing the density of communication ‘individuation’. He completely changed the philosophy
Zwo)| 4] 7|A|7} Q1 7tR T A2 o] 2RIB o] TS AT the moment they meet with humans (it seems chances of science, philosophy of technology, and the philosophy
Qx| m2c) of this contact in the exhibition room are the most high). of machines, and based on these concepts, developed his
e f‘ - Machines can modify malfunctions or errors, but people are ontology. This attempt influenced numerous contemporary
o1 QIzke] 7H B, 7| A7E 224 2= not beings possible for the experiment. From this aspect, philosophers including Gilles DELEUZE (1925-1995) and
2l el & MEA o2 2FA o] F A7t Hlojd machines may be living the process of coevolution more subsequently greatly influenced the philosophy of politics
Mz aldalElo] 2Eals utedo] kel o 270 actively than humans. of Antonio NEGRI (1933-), and the philosophy of science
_ _ _ PARK’s work, that individually respects the reality by theorists such as Brian MASSUMI (1956-) and Bernard
o]0l A] Aol i3 =g A2 et o] AEA : . .
oA A i A S s \:}0 1 4 A owned by humans and the reality owned by machines, STIEGLER (1952-).!
« = =] 1= L. >
ZIA7E ehd e AATE B3l of Aol RS st pays attention to the new reality that the two entities will
HrolS U A AA st T O AT} jES-of] TEHA T A A create, thereby, suggesting a new reasoning of relationship.
Bl 2 -8 Al EEo] 243t J|AR 97k o)t Like his explanation, the point where “machines determine

what they will perceive and accept in this world through

dejos 452 Huath exdel AFAFL AHd ) this world th
, ) R various sensors, and they also determine its meaning and
H AFS 5 = ESE o) Y . .
A H Aol riztaty 7)Fo] thedstE| 1 it ob&E response,” secures a persuasiveness with what SIMONDON
d5zkgol 9AME 2135753 S-S s Eobw, kg o] has claimed, i.e., that machines are also human. A. . 1
zZkel o o712 | ulEl T oy =AY A7ty A BT today is susceptible to external information situations, https://nomadist.tistory.com/590
9174} 917k, Q17hT} 7| o] BAS MEA A ke W) and 1.ts functions havg dlver51ﬁed..ln add.mon, hgd we
) ; : considered the evolutionary function of interaction, stage
Z aL 2 =833 sIAS o) K . )
AR EA FZHE 525 /gttty Hert by stage, I believe that PARK’s work will form a sufficient
Al B3 a7 2 R 7)sd 56 Qe U2 consensus as a medium of transduction which, rather
.. e oa . . 215X 2 5t Hh2aks SiCH 0 = x3sto 0 o| Hizlsl= ; ; ; ;
rr2 ol3) A|LE o] WA o] FHsE AolalT o7 than dominating and intimidating humans, communicates ™2 Chstlol| A drE2tst, Sich O|SALE M Sota O|C|of2] Hstst= !(IM Hyunjung majored in museology an.d modern art history
== e ©© o= A =M= . . SHAO|| W2 O] K|S AFS|Ol|A LOJLH= 3iAF ZbRT} ZHzto] 52 53| in graduate school. KIM is concerned with the phenomena
MU=0 [.ea]n - N = with humans and re-establishes the human-human, and =S = go, medaatl =S, S o ) ) ,
W22 mEEot O 7|Al tist X2 A 7|1HE . i . ARES0| LEeo AZ0j BHAIO (HLrOLE MIE 2 that happens within digital society depending on the changing
human-machine relationship. HEISO0l L= 280 20| U0 (HTEOREUE =0l i f i f f feeli
Abgstehs ahe U] 7 5 sk, <lzkn) 7] A, zhedo] ) . AAFEIFE S T2 7| | (S0 E ME environment of media, the flow of feelings and senses, and
er= == H AT e AR PAIK Nam June also comes to mind. PAIK, like SYR7RY EH B2 7 AHIE) (M E0LEM 1' 8¢, 2019) particularly, communication shared among people. She curated
A2 of7fElal o @3 A 2L ol ETh2S AR, SIMONDON, took notice of information technology and (8721 LA =)UHFOLEHE, 821, 2018), (mTut-0|C|of the Nam June Paik Art Center Prize Winners Exhibition Trevor
olo]] tste] A= ol Lzbal A A7} Mulg)= vk o) predicted that the formation of a global village would HRO|2{ AN(MZFOLEMIE, 891, 2013), (3t=2-5F '—U|E|01 OlE mFH: Paglen Machine Visions (Nam June Paik Art Center, Yongin, 2019),
become possible with the development of the internet. S| 0|y (@7 |04 okt 2010), (BH2-Olgtonj2E0ts mew;  Common Front, Affectively (Nam June Paik Art Center, Yongin,
MZE-2 2 o] A7z} 71A 9] off-gHE HolA ‘&2l . ) . T o 2018), Super Spreader-Media Virus (Nam June Paik Art Center,
He even said that he uses machines as resistance for SALEC| 4@ I=0ISH, P-H‘i 2011)8 7I=isteion] gxu|), Yongin, 2013), Korea-Australia art exchange exhibition The Trickster
n|alal ‘98’ Hi oS3} mets 27k WAl 7| ofs) : . . . . ) o gin, , 9
T == o e = machines. Like humans, machines and nature mediate with AL, Z7IHTHIE, $R-FHUS HH ZRHE S o] TA| (Gyeonggi Museum of Modern Art, Ansan, 2010), the Korea-United
npz] b=tk one another and come together to bring about beauty; I ZZHE 9 $iCio|2 ofFto|o| ZRIWES 7|El6t9ICt. $ixl Zo|=0jan Arab Emirates exchange exhibition The Heart of Pheonix (Gyeonggi
have great expectations for the moment in PARK’s new Mol Ao|E 2 Ysta YL}, Museum of Modern Art, Ansan, 2011), and directed numerous

exhibition projects and academic programs of modern art such as

Gwangju Biennale, Busan Biennale, Gyeonggi Creation Center, and
the Korea-New Zealand collaboration project. Currently, she works
as the senior curator at the Gyeonggi Museum of Modern Art.

Az s works, which develop these ideas further and for where
] e o s the affective sympathy and emotion spread, that will
|2 A]3-F (Gilbert SIMONDON, 1924-1989)& HSA2 (11 mune with viewers, seeing them as the ‘aesthetics
!

Zga A-ofEldlof A Bofigtet. TIAE S o A Ak} of ensemble’ and ‘amusement,” going beyond the aura of
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LED, &, 220|7, §44X|, MK, 74.5x45x45¢cm, 2021

Halo Augmenting Machine

LED, steel, aluminum, synthetic resin, fabric, 74.5x45x45cm, 2021

(Mate] 7|AEH(QHOIESHE - 22a{2|, QIH, 2021) TA| MY
Exhibition view of Mechanics of Mythology (Window Gallery, Incheon Art Platform, Incheon, 2021)

DIY ZEHE &

ERYZY, stdlA &7|, &, gd=+X], 7HHHR], 2021

DIY Portable Halo

Lighting lamp, harness vest, steel, synthetic resin, dimensions variable, 2021



The Walking Man
7|4E x|, 2R0|F, &5, H =

5 M I ZEM EIO|UHE & T2}, 2E, Z447], 200x120x65cm, 2016(2021 KHH|Z)
The Walking Man

Kinetic installation, anodized aluminum, brass, steel frame, balloon, timing belt & pulley,
motor, reducer, 200x120x65cm, 2016 (2021 reproduction)

The Walking Man I

F|HEl M|, 2205, &5, B =Y, Elo|UHE & =2af, RE, 27|, 200x120x65cm, 2018(2021 =)
The Walking Man I

Kinetic installation, anodized aluminum, brass, steel frame, timing belt & pulley,

motor, reducer, 200x120x65cm, 2018 (2021 production)
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2008

2021

2021

2020

2019
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2016
2015
2012
2011

2010

2018

2016
2013
2012
2010
2009

2021

2018

2016

2015
2011
2007

2020
2018
2017
2015
2011

Education
M.F.A. in Interaction Design, Hongik University, Seoul
B.F.A. in Digital Media Design, Hongik University, Sejong

Solo Exhibition
Mechanics of Mythology, Window Gallery, Incheon Art Platform,
Incheon

Selected Group Exhibitions

Box Politics & its Poetry, Sunaparanta Goa Centre For the Arts, Goa,
India

Fragments of Difference-Once upon a time in Seoul, AllTimeSpace,
Seoul

2020 Platform Artists, Incheon Art Platform, Incheon

The Show Must Go On, Warehouse Gallery, Incheon Art Platform,
Incheon

Daejeon Biennale 2020 A.I.: Sunshine Misses Windows, Daejeon
Museum of Art, Daejeon

Science in Art, GS Caltex Yeulmaru, Yeosu

Da Vinchi Creative 2019: Living Life, Seoul Art Space Geumcheon,
Seoul

Circulation Metaphor, Korean Cultural Centre, London, UK

What, Seongnam Arts Center Gallery 808, Seongnam

ACC_R Creators in Lab Showcase, Asia Culture Center, Gwangju
ACC ACT Center Open Studio Showcase 2017, Asia Culture Center,
Gwangju

Handcart Project, Gentle Monster Hongik University Branch, Seoul
Plastic Myths, Asia Culture Center, Gwangju

Seoul Mecenat Initiative: Arts Walk, Seoul Museum of History, Seoul
Random Access Black Box, Seoul Art Space Geumcheon, Seoul
The Creators Project: Seoul 2011, Platoon Kunsthalle, Seoul

The Return of Techne, Seoul Art Space Geumcheon, Seoul

Selected Collaborative Projects

MatteReal: World of Matter through Matter, Asia Culture Center
Creation, Gwangju

Paradise City Media 2.0, Curating and Design, Paradise City, Incheon
Brilliant Cube, Gangnam Station M-stage, Seoul

Hyper-Matrix, Yeosu Expo 2012 Hyundai Motor Group Pavilion, Yeosu
Noble Mono, Shinsegae Department Store Main Branch, Seoul

j-th time, Interactive Web Cinema, Daehakro Art Theater & Korea

National University of Arts, Seoul

Selected Awards and Grants

ART&TECH Grant, Arts Council Korea

Artience Daejeon selected artist, Daejeon Culture and Arts Foundation
Fund for Korean Art Abroad Grant, Korea Arts Management Service
Da Vinci Idea selected artist, Seoul Foundation for Arts and Culture
ACC_R Creators in Lab, Showcase Grant, Asia Culture Center
Creative Mentoring Program for Young Professionals, Art Center Nabi,
Korea Creative Content Agency

Digital Heritage Project Grant, Asia Culture Center

Da Vinci Idea selected artist, Seoul Foundation for Arts and Culture
Outstanding Work for Seoul City Gallery Project, Seoul Design
Foundation

Residencies

Incheon Art Platform, Incheon

Asia Culture Center ACC_R Creators in Lab, Gwangju

Asia Culture Center ACC_R Visiting Creators in Lab, Gwangju

Asia Culture Center ACC_R Creators in Lab (Transmedia Lab), Gwangju
Seoul Art Space Geumcheon, Seoul

Rixin

aAyir Nuvd
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To Sense the Layers of
Time as an Invisible Mass

KIM In-sun
Director of Space Willing N Dealing

7he A Zststtte AL geska] gk Al o2 7
= 52, A4, n, 34, 347 33 v EskA FEE
o8 72+ F shto| 7] wjRof| o] & 7Hzto] Azt o|m| x| = ELE]
Hold 4 9l e W2 Brbssl Btk Ojo=
ETstn Al iR o2 22k 25 A= O]
st AL AEe Brlete 1 719 A%t Aot
A HIE A DA AY SR WA E EAY 55

O] EA|7|A] FolE =02 Holk Zuo] ofste] 22| 9
A7 Aropd 4= Qe 117 ofn|oflA BEz]E 2] gAF2 7t
Hu 3 279 Ao 7|55 Fsho] Aol oh 2
ANZHE 22 sHA] sk miZiA 7F E ok o) o] M A
20194 Ago| A AN oA Q] AN A HojE Txid
G4 AE (ARl bR & glth (2019) A = Z =%t

o] G4 ZrF o] A= HA AHLEINH, A HaH =
WA E A2 FAZ st ol it 1 3 Kol Akt
SAE 7155 e T oA rtFEA = A E Tl
oherst A7, vige] 22, 32te] WA 55 et

Visualizing senses is no easy task. Since sight is one of
several senses that of equally distinct merits, such as touch,
hearing, taste, smell, and synesthesia, it is nearly impossible
to perfectly transition these senses into visual images.
Nevertheless, recalling and summoning past experiences
and the memories of them provide a way to activate other
senses through sight. Even when we are not touching,
tasting, smelling, or moving our bodies, what strikes the
eyes could rekindle our senses. In this sense, PARK Jihye’s
video becomes a medium that allows one to sense a time
that is other than the present by recording what she has
seen, heard, and sensed. Such was the case with a Single-
channel HD video, No One Is There (2019), presented at her
previous show Space Willing N Dealing in 2019. The main
subject for this video work was what used to be a sewage
treatment plant, which is now closed and left unattended.
The footage was imbued with visual and auditory devices
that let you sense the various textures of the building’s
walls, the movement of the wind, and the smell of the
space, which you would have encountered in the space that
is disconnected from everyday life and no longer functional.

T30 OFRE gict

HD thifd HIC|, AFRE, 238 25%, 2019

No One is There

HD single-channel video, sound, 23min 25sec, 2019
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Led by the characters (ghosts) roaming about the space, the
camera’s gazes scans through space, delivering the wind
and the sound of the building’s surface and space, as well
as the smell that has been accumulating for a while. A part
of the video shows a man and a woman dancing the Waltz
in an ambiguous and black vacuum-like space. There is an
evident tension between as seen the close-up shots body
parts in contact and the backdrop of their movement. At the
same time, their Waltz is a symbolic gesture that keeps the
physical and invisible spaces in balance. It contributes to the
work by opening up this psychological space to the senses.

In 2020, PARK Jihye participated in the Incheon Art
Platform Residency Program. She explored the Dongil
Textile building located in a neighborhood nearby the
residence. This factory area was surrounded by a series of
walls long enough to envelop the whole block. The building
sat as it was built at a site that served as a remnant of
the period of the industrialization era of the 1970s. The
artist asked the company to navigate the inside of the
building and archive the traces of time to be found, but
permission to enter was denied. In the past, the factory,
imbued with historical events, had been open for artists
who were looking to collect its stories in independent films
or documentaries. However, it no longer opened its door
to outsiders. Prevented from entering, PARK nevertheless
filmed the entire wall. She attempted to grapple with the
skin that witnessed the time that must have been, along
with researching various resources and following visible
leads from the outside of the building. PARK’s distinct
method of ‘recalling’ was applied in the beings inside that
could not be proven directly anymore. Furthermore, the
approach was aimed to transfer what was found into basic
and tactile senses.

As before, PARK Jihye visualizes the texture of the
surface by delicately filming the solid and rough surface
of the wall. Her lens captures one surrounding wall and
the landscape over the wall. At the same time, the artist
collected, edited, and played the sound of the wind, birds,
and occasional noise from the inside to spark the audience’s
hearing. The narration by the woman runs through the
video. It is a reorganized excerpt from Samuel BECKETT
(1906-1989)’s The Unnamable (1953). The artist made two
versions of this work. One of the outcomes deals with three
elements evenly: image, sound, and text. A single object,
the wall, is filmed to be fragmented and recombined. The
completed work is based on the method of collage, which
is also applied when dealing with the text. A selection of
sentences from the book were weaved according to the
artist’s choice and reproduced into a poem-like text. The
phrases that are recited are arranged as subtitles on the
video. Another version sequentially shows the scenes of the
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wall while time follows a linear order. Excerpts engage with
the video, as in the other version, in a discontinuous manner
with the narration. It seems that PARK is experimenting
with the combination of a linear enumeration of images and
nonlinear text to generate different effects and emotions.
Samuel BECKETT, the author of the novel The
Unnamable , which PARK Jihye introduces in her video, is a
well-known writer of the theater of the absurd. His writings
sometimes repeat themselves without a beginning or an
end, only to dissipate in vain. In this novel, the protagonist,
with only the torso and with his arms and legs cut off,
reminds himself of what he had encountered with his own
eyes in order to define himself. However, sooner or later,
he is caught doubting what he thinks he knows and ends
up denying the reality of his existence, perceptions, and
senses. Consequently, himself destructively defines himself
and loses his subjectivity without a sense of his own
existence. The protagonist’s attempt to define himself is
similar to the method of recalling the past in PARK Jihye’s
video work. The narration begins with questions: “Where
is now? When is now? Who is now?” It looks back upon
the past, speaking for the confusion of the present that
examines what we consider to be traces. We might believe
that traces of the past deliver the information of existence,
but in fact, anything other than the facts in front of you is
bound to embody uncertainty, which is closer to hypothesis
than conviction. The hesitation sometimes collides with
the outside that seeks to erase or conceal the historical
fact. Therefore, it also reminds us that the idea that Samuel
BECKETT’s text invokes different senses, time and space,
unlike the present through only sight and hearing is proven
absurd. Nevertheless, PARK Jihye’s video constantly offers
clues, including archival records, footage, and images of
Dongil Textile she has accumulated so far. The images
before our eyes present the existence of Dongil Textile,
confirming its being through the events and records of
them from the past. They cling to the present time recorded
by the artist or the backdrop configured with the wall and
gardening, suggesting how the ‘then’ is reminded within
the present time. Accordingly, Dongil Textile’s wall holds
together the tension between the inside and the outside.
The wall in PARK Jihye’s video work is no longer
a solid barrier that forbids access. As countless images
are superimposed and various sounds are added, the
boundaries of the wall and the temporal division of the
past and the present are gradually broken down. Before you
know it, the space filmed by the artist is transformed into
an invisible landscape. Events are reproduced as a certain
type of image, but they are also erased repeatedly, while
the sound creates an accidental medium among the mixed
images or an atypical narrative as irrelevant collages. This
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means that documentary elements that indicate a specific
place and time function as a medium of stimulus that
embodies invisible and psychological tension, or appear as
a mass of senses. Here, we look into the unique sensibility
of the medium of video. It is not only a useful device that
brings multiple pasts to the present to visualize sensations,
but also makes it possible to confirm that it is eliciting
another interesting phenomenon rather than confirming its
substance. Like the last part of Samuel BECKETT’s words
appropriated by PARK, it may be that something will “slowly
begin(*)” between reality and unreality.

* ...

And so the voice will

Or the story will, as if there is no problem

as if I am the problem, begin so slowly that it is not
noticed.

From the narration of Samual BECKETT’s
The Unnamable (1953)
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KIM In-sun graduated from Ewha Womans University with a major
in sculpture and received her master’s degree in Art History from
Pratt Institute, New York. She worked as a curator at Alternative
Space LOOP (1999), coordinator at Gwangju Biennale (2002) and
Busan Biennale (2000) where she also worked as curator (2006) and
producer (2012). Also, she has been Vice-Director of Kukje Gallery
(2003-2004), Executive Secretary at Anyang Public Art Project
(2005), Chief Curator at Daelim Museum (2006-2007), and Director
of Interalia Art Company (2007-2009). Currently, she runs an art
space called Space Willing N Dealing, introducing Korean artists
while organizing exhibitions domestically and internationally.
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The Shadow

4K single-channel video, sound, 9min 58sec, 2021
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The Wall without a Name The Wall without a Name

4K single-channel video, sound, 12min 9sec, 2021 4K single-channel video, sound, 12min 9sec, 2021
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Letters Trembling
iIn Motion

X ’ |
SESAAL AALF ‘ e Sy WOvioi e
YU Jiwon YoOmp  A\A/ @™ ‘,M:
Director at Institute of Typography & Culture | HE m

Seeds - small flowers - dry branches and stems - pebbles

- traces of paint and prints - handwriting on paper in
inkstick. These are the things laid out in YANG Jiwon’s
space In an abstract form, they become dots - lines -
matiere - transformation - beings - gesture - leading subject
- emotions - language, and letters. At a glance, they seem
to be a combination of unrelated things. However, they, as
a whole, act as letters and invoke ideas beyond meaning,
sound, and feeling.

/

1.2 M
A 1.Um - Am -
ASE B Ao toll e Aol AR Aok 2 =35HA] A dot. . \
A4S A A A 2O ohal Mo 2 Sx56] 9lc). o] Mo Seeds. Life is curlc.ed up in th? do.t of a seed. Though it ,
o] : o ; looks dead, there is a potential life, compressed to a dot
=5 o T+ A=1p & X A=} aKe) B .
718terE l Aol bzt At 24S 7kl 2e e Aol for the moment. The dot is not a geometric element.
ArdAolate BT AAE B2 AETH A Aol Rather, it is a physical point with texture and matter, and
E Eo yotyc) 3o} AR 22 EE3) Qo) a biological point that embodies the complexities of the
] vital phenomenon. TIAE O}3. JpHAR| 2018
A7t 22 xR et S8 A Eo| ofdy :’EQ z.0] o =2, UiAE, /a4, .
- == ) = E ° T EE T Stones. A stone is bigger than a seed. In contrast to (Ri2fLts 229y MX| M (CLelX| Z2HE, M2, 2018)
& W viekgeol S5l Yok F4 24 BNt 52 a dot, it is uneven and rough circle. The artist collects Growing Drawing (details)
%F—H ZPEI Oﬂ/l-] o]_?_ 9_% /\]7‘_]. 3]_\:,|_ /Kﬂ 74] 4._\‘_ 1?_;]_% ZE'} 21% stones. Stones are not organisms, but she feels sorry for Conté, Charcoal, acrylic, oil pastel on the wall, dimensions variable, 2018.

Installation view of Growing Drawing (The Village Project, Seoul, 2018)
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picking them up. Left untouched, the stones would have
stayed where they were and experienced the changes of
their surroundings, of the world. Time wears down the
stones, changes them, making them look as if the stones
had gone through vital life cycles. The bristly surface of the
stone reminds one of an organism’s surface texture that
became prickly towards the end of its life. For instance,

the skin of the stem that once held grapes. Plants distorted
as the moisture evaporated. The human body’s skin that
ages like an old tree. All of these textures, again, resembles
the seed. Like the threshold of life and death, it is moist
and dry at the same time. The artist’s concrete poem,

“&& (pronounced in English as umm toom)” is a play on
the Korean word for sprouting buds and the similarity in
sound to the words, womb and tomb in English.

On the other hand, the unique matiére of the mixed
media, especially with sand in her art installation, is an
abrupt assemblage of dots. Seemingly, it is like sounds
thrown out and mingled, without a systematic order or
syntax and morphology. In a sense, the ground evokes the
dust of the primordial universe. A state where phonemes,
the minimum unit of sounds, are just murmurings and
mumbled up like static noise. A state prior to grammar and
meaning without order or system within the words. This
world of primitive sound prevails no hierarchy.

Dots and circles stand out from YANG’s drawing-
character. Circles convey round sounds produced by the
breath that came out of the vocal organs’ cross-section. The
Umlaut (), frequently presented in her works, as befits its
identity as a vowel mutation, is a journey and outcome of
the change in sound where ‘0’ meets ‘e’.

2. Tik — Taat —
Lines.
From dots grow lines. The floral arrangement of Ikebana,
a Japanese flower arrangement, notates flowers and stems
respectively in dots and lines in an abstract structure. Morse
code, although the method of combination may differ, uses
dots and lines as well.
Stems and branches look a lot like the strokes of letters.
A stroke is a line, a combination of a dot or the cross-
section of a pen and human gestures. This is how letters are
made. Stems and branches sprout and stretch from the seed.
This is how plants grow. They stretch, bend, and break.
Let’s take a look at Growing Drawing (The Village
Project, Seoul, 2018), which took place at Donuimun
Museum Village, Seoul. The title is a combination of
the nature of letters and that of plants. Rather than
accomplishing a practically functioning system of grammar
and meaning, dots and lines form an assemblage through
the principle of motion or the artist’s gestures. If there were
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anything that we might identify as grammatical, it would
be the pattern of superimposed and intersected traces of
physical movement such as motion and rotation of the body,
pressure and speed.

3. Click — Clack —

Change.

Change is the nature of life. Letters are written by the
human body and react to their environment. In this sense,
letters have a biological quality. YANG’s letters, more than
any others, seem to be conscious of their responses to

the human body. They are more sensitive when it comes
to the vital nature with which the human body instills
form. Vibrating within motion and sound, they tremble
on their own.

What goes for handwriting applies to the typings
produced by the typewriter. A typewriter is a machine with
a unique mechanism that allows input of the keys and its
output to take place simultaneously. Typings generated
this way respond subtly yet intensely to the typing body.
The concentration of the ink on the letters depends on the
pressure of typing. Keys are at times shaky. Words may
overlap amid functioning. Unlike the digital fonts sliding
on a cold screen, the typings bear slight differences in their
inscription, much like handwriting. The machine does not
belong to an ideally flawless mechanism. Rather, it belongs
to a physical world where intricate combinations of parts
creak and squeak. Letters—either w, o, or m-are imprinted
on the paper in variation depending on the conditions
imposed by the typing body instead of merely repeating
themselves. Click-Clack. Typing from a typewriter is like
composing and improvising music all at once, producing
primitive sounds.

A dot drawn from a letter contains moisture and
dryness like a seed. Ink and ink stick, paint and colors are
moist while they transit into letters by the body’s motions.
Then, they dry with time. Pencils and Conte are solid to
begin with. But their nature is closer to liquid when a
mass of small particles is in motion. Picture an hourglass-
countless solid particles of sand accumulate and flow like
liquid. Mere trembling body gestures, smudged liquid or
powders; This is what comes to view when you magnify
the scale of a dot. It embodies life motion and materiality.
Letters, since they were born as dots, are performing the
primitive dance.

4. From the Eyes of the Letters

Letters work as an active subject.

“Language belongs to humans, but also to itself. Language,
inapt to humans, seems to have sorrow, sadness, and joy all
for itself.” This excerpt is from The World of Silence (1948) by
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Drawing-poem.
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the philosopher Max PICARD (1888-1965), which YANG’s
language and letters echo.

Once words are spatially materialized into letters,
people have for a long time given magical meaning to
their material existence. Letters of many language families
were considered sacred as they embody the spirit of
their etymological families. Oddly combined words, as in
talismans, were believed to house miraculous effects and
energy. Letters are seemingly considered to exercise power
over people’s minds. It feels as though the letters are
individual beings, demanding and declaring for themselves.
They invoke such mysterious workings to the human heart.

Letters and language hold potential that is more than
the function of simple communication and exchange of
information. They are not derivative to a purpose but are
imbued with ample emotions and mysteries. The Japanese
poet Shuntaro TANIKAWA (1931-) said the following in
his prose “Poet and Space”. “When we say the word ‘sky’,
do we simply use this to distinguish it from items, let’s say,
a desk or a leaf, or a car? Surely not. In the word ‘sky’ lies
a sense of a substance that is beyond the word-bigger, less
identifiable, something more sensual.”

5. Drawing-poem

YANG’s works are in touch with what poems have been
doing to language and letters. It is a poetically materialized
gesture beyond functional writing. To perceive, and bring
back the primitive life from words and letters, and the
mystique no longer within reach. She does with acts of
drawing what poets have done with words. I used to
wonder how Friedrich Wilhelm NIETZSCHE (1844-1900),
who used to be an exceptional philologist, started such a
perilously poetic and prophetic writing. Had he perhaps
witnessed the physiology of the ancient language? Had he
not returned to the primitive era and seen the gesture of the
language before it started serving exclusively as functional
means under the pretext of rationalism? Once he had,
language would not have found its way back.

Is there a way to justify the way we treat language and
letters? Have there been accomplishments at the price of
gross abuse? Rationality tolerates disrespect to what does
not have a name nor shape. It may make up what we know
as everyday life, but this life would be drained and deficient
without going beyond the consideration of practicality
and resourcefulness. It was poems that appeased the
exhausted language and letters. There are artists to whom
letters tremble themselves for, echoing speech as if to a
medium or a shaman. Let us call the task of said persons
‘Drawing—poem’.

JWY.D.001.19(EIS), JWY.D.002.19(4H)
HIE AE, 7FHMR], 2019.
(22) A HF(SeMAZ D, ME, 2019)
JWY.D.001.19 (floor), JWY.D.002.19 (wall)
Vinyl sheet, dimensions variable, 2019. Exhibition view of Moeum
(SeMA Storage, Seoul, 2019)

AZtoZ, Tl C|X}o|L{O|Xt
2j{m| LKL 1% fistwoll M AlZIC|xtelS MEsta,
EUIAN et ZTX(DAAD)Q] of& Hetgo= £ 2to|ZX|3]|
Tl ME ol =Cishol| A Efo| = HEIE% FiCt. BIZAtoA CIXtO[H 2,
AEFFLIAO|MOM RXIZ 22, 2013 =H|EtO|Z 2T
H| Q2| EfO|ZZHX II#EiIOIEE%*o%QDt%mEHi" CIRpQIatE

im}

b

3
AZTIRRIHE 7Y

48 St 231 520 ZAS QLS
AEsHE G0l 24T QUCk XMZE 125 BRINS: SR, 2019)
0217 B2stat Yt maet BRI Bl ofS2loli(NS: BIAL
2020)7+ ULCt.
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Paint, oil pastel, medium, chalk, wood on vinyl sheet, dimensions variable, 2019

2E2 Vowel étude

HHER, 20|A HEY

Vowel étude

Looped sound, voice performing by Yang Jiwon, 5min 4sec, 2019

JWY.D.003.19(M|%)

HQIE, 2 mAHY O|F, B, LIF, HIZ AE, JHAMXR|, 2019

JWY.D.003.19 (details)

Paint, oil pastel, medium, chalk, wood on vinyl sheet, dimensions variable, 2019
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HOIE, o mtAH 0|F, B, LIF, HIE AE, JHAMR], 2019

HQIE, 2 mtAH O|F, 22, LIZ, HIY A|E, 7HHMR|, 2019
JWY.D.003.19 (details)

JWY.D.003.19 (details)
Paint, oil pastel, medium, chalk, wood on vinyl sheet, dimensions variable, 2019

Paint, oil pastel, medium, chalk, wood on vinyl sheet, dimensions variable, 2019
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Flat Three-Dimensional
Sculptures
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z7to] The Flat Planes of Sculptures
Abzpo] Zzbol] ol 3 AA (FB) oA LAE A7lol 2|5k We define spheres as solid structures with rounded surfaces,
. » . on which any and all points are equidistant from the
HEo) A, 22T o] AXE AR st YAE s -y pome e ;
central point of the object’s core. From any angle in three-
3| = L= R = . ; . .
T (sphere)2til g oJgte}. FF 7HS kvl 2 1W 241 dimensional space these surface points trail together to form
A B o] EXle 1R AR hEolXl F4M 22 Zelth.  the circular boundary of the object, referred to as a circle. Let
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Jh=stch UEo] T7] A5} mol U AR B RE Foi] arms, something like a rubber balloon or perhaps a ball one
= AT =l e =2 X 2T @48NT T A ioht find Inside the thin 1 f rubber i .
; . olAlel orsre B mojo} might find at a gym. Inside the thin layer of rubber is a cavity
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Eolan, 2l 37 (shooting)off IHA| T-55h= = dA an object first made by inflating the organ of an animal, ME|2, EAL 1m HSUHE 24 & U2 37, 2018
AR ER skt 2 o] 07k nt Ao S S has now developed to a stage of construction which uses No Planar Figure of Sphere_Supposedly 1m Cube
== = = .. . . . . Silicone, nylon invisible threads, a size that can wrap a 1m cube, 2018
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increase sensitivity towards external shock. The traditional
combination of black and white hexagons used to construct
a football highlights the impossibility and artificial nature of
the sphere. As mentioned above, a perfect sphere requires
uniform distances between the fixed center and each point
on the surface of the ball, which is achievable solely through
injecting air inside a seamless surface. Particularly, to do
this, the material must have elasticity, as moderate flexibility
and the density of temporarily compressed air are what
maintains the form of a sphere.

In Acrobatic Cosmos, presented at ONE AND J. GALLERY
in 2018, YOON Jiyoung exhibited the No Planar Figure of
Sphere series. The works consisted of silicone sculptures
placed on the floor, a molding flask hung on the wall, and a
computer graphic video. The artist’s proposition to imagine
the planar figure of a sphere is an attempt to break down
the three-dimension form into a combination of flat planes.
In the series, the artist renders spheres into flat, planar
figures, as well as other organic bodies and geometrical
forms, including as human bodies, cylinders, and regular
hexahedrons. Deflated, the loose silicone forms collapse on
the floor, unable to retain their original forms, reminding us,
once again, that within our reality operated by physical force,
(flat) planes, from the start, cannot exist structurally. To
speak of structures via absence, in order for the flat planes to
become a three-dimensional form, it requires a structure that
can support the planes, and it is this structure that works as
the condition of existence for No Planar Figure of Sphere (2018).

The silicone sculptures of No Planar Figure of Sphere,
draped across the floor, lacking this condition of support,
should be recognized as an intentional failure, as they cannot
materialize the potential forms (spheres, human bodies,
cylinders, cubes, etc.) which they bear. The artist presents
not perfect forms, but sculptures (planes) that cannot stand
upright, demonstrating the impossibility of a planar sphere.
The resulting sculptures form planar figures that possess
qualities of both the three-dimensional and the flat planes.
To create these figures, the artist uses the graticule method.
Let us picture a globe. Humans have divided the northern
hemisphere and southern hemisphere based on the equator,
introduced longitude and latitude, and covered the world
with a curved grid system. Through the grid system, the
three-dimensional globe is divided into numerous circular
planes. Wherever you cut through the sphere, the cross-
section appears as a circle, demonstrating that a sphere is
an assemblage of many circles. The artist, looking at the
sphere from above, divides planes as if slicing a cake. At this
very moment, an important condition is added, which is the
fact that the surface of the sphere is of a flexible existence,
possessing elasticity. Only when this hypothesis is activating,
can the cut-up three-dimensional forms be placed flatly on
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the ground. It is for this reason that the artist uses silicone
as the sculpture’s material. Silicone, having elasticity and
resiliency, functions as the existence that vacillates between
the three-dimension and the flat plane.

A Sculpture of Flat Planes

The same year, YOON participated in Genre Allegory—The
Sculptural (Total Museum of Contemporary Art, Seoul,
2018), showing A Wooden Cube, approx. 15cm in Side Length,
Became a Plaster Cube in Which Something’s Negatives are Hidden
(2018). The exhibition questioned how contemporary artists
respond within the situation where works of sculptors

are divaricating sculpturally. The exhibition’s atmosphere
obscured a clear notion of ‘sculpture’ through the vague
rhetoric of the ‘sculptural’, which the artist visualizes as a
creation of attitudes and forms. The following year in 2019,
she exhibited the same work in the group exhibition We
Don’t Really Die held at ONE AND J. GALLERY, which dealt
with the “immaterial of the material,” which originates from
a line in Luc BESSON (1959-)’s film Lucy (2014).

In both exhibitions, which question the existential
relation between sculpture and sculptor, the artist presents a
faceless ‘self-portrait figure’. Let us first examine the title of
the work, A Wooden Cube, approx. 15cm in Side Length, Became a
Plaster Cube in Which Something’s Negatives are Hidden. The title,
which functions also as a detailed description of an object,
allows us to envision the appearance of the object. The
plaster cube is a hexahedron, with six flat sides and edges of
approximately 15cm long. Traditionally, plaster is a material
used as a mold to cast forms, but here, with its hidden
engravings, the object functions simultaneously as both the
casting mold and the casted product.

What, then, is the sculpture hiding? In the sense that
this sculpture is a faceless self-portrait, the ‘appearance’
of the body is not revealed on the ‘exterior of the form’.

It can thus be inferred that certain parts of the body are
being hidden. The three printed images presented with the
sculpture serve as clues. In the images, which are printed

in black and white, abstract marks (the result of radiation
nondestructive testing photographs) form the shapes of

an ear and a symbolic, rather than anatomical ‘heart®’,

both denoting parts of the body. The ear holds particular
significance, both as a feature which must be shown for
identification purposes when taking a passport photo and
which is treated as the organ which, in oriental medicine,
controls the entire internal organ system. It is both a distinct
feature of a person and, at the same time, the representation
of a person’s entirety. To make the ear, the artist cast her own
in plaster, molding it from natural beeswax and inserting the
beeswax ear into a 15cm?3 plaster cube. After lending its form
to the baking plaster, the wax melts away to the outside,
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like lava flowing from rocks to leave a cave. In the plaster
cube, the resulting negative space is the form of the artist’s
ear. This mold-making and plaster casting technique is one
traditionally used in the process of making sculptures and
represents a broader history of sculpture-making, showing
the artist’s desire to expose the visible (plaster cube) and the
invisible (the ear) simultaneously.

The ‘heart®’, placed beside the ear, is a symbolic rather
than literal representation of the artist’s body. Although the
¥ symbol has no visual likeness to the anatomical heart,
it is commonly understood as to represent the heart and
works as a sign for delivering feelings of adoration or love.
Then, why the heart? Does it signify the artist’s heart? Once
again, there is no direction between the heart shape and the
artist’s own heart. However, I hope to set this situation up
into a network of as follows: Sculpture-Heart-Artist. Within
this triangle, the heart indicates its own operation as that
which mediates the sculpture and the artist per se. As we’ve
followed closely along with the artist’s reasoning for making
the sculptures, the artist’s attitude as a sculptor, and the way
in which sculptures operate, conversely, it brings us to recall
the ancient animistic perceptions in sculptures as they move
along in between the semiotic and the significant. A point
where the origin of sculpture and the attitude as a sculptor
interlink; the ear and the heart place themselves as a form of
portrait of the artist.

A Wooden Cube, approx. 15cm in Side Length, Became a
Plaster Cube in Which Something’s Negatives are Hidden seems
like a straightforward piece in showing the artist’s own
sculptural attitude, mainly using the mold-making technique
and the materiality of sculpture. While you can imitate the
contours of an object through casting, you cannot replicate
the inner attributes which fill the object, this is the limit of
the sculptural process. By not leaving the interior empty,
the artist demonstrates an awareness of this problem as
a sculptor. While the title sufficiently explains the work’s
appearance through a detailed and clear description, as well
as the photos presented alongside the object, the viewers
are faced with a mere expressionless block of plaster and
cannot see the inner contents for themselves. The use of
impenetrable reinforced plaster further gestures the viewers’
lack of access to the interior, which would not crack even
with physical impact.

From flat planes to three-dimensional forms, or vice
versa—What is it that makes them all valid as sculptures?

It is because even the flat planes are regarded as structures
and another structure (interior-exterior) is built from the
three-dimension. Here the artist, YOON, uses materials that
originate from the structures’ attributes and creates works
which cross between the opening and closing of planar
figures, embodying potential forms.

To| M= Qirt_ ISR FHE =

2|2, EYAL XIE0] 50cm =07t 2mel 217|158 24 £ QU2
No Planar Figure of Sphere_Supposedly Cylinder

Silicone, nylon invisible threads, a size that can wrap a 50cm diameter 2m high cylinder, 2018
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G2 oot ol&stat MAF IHEE SRS, M2 /RIS

2t ONEROOMZS| 3EL[ZE{0|Ct. (Roll cake)(ONEROOM, ME,
2019), RESIZE)(ONEROOM, ME, 2018), {Afterimage)(ONEROOM,
Mg, 2017) 59| HAIE 7|&sIon, 8t 0|2 MEefA oA Zt7t o17et
Ot7to| =7} MTHX o2 REsICh= ZH oA of2f, 7te| JHE =HZat Fof
HAIE SO QlERID, EMZ 7|5510f TAIZ S7sts ZRHE

(ONE-PIECE)(2018-)& ZI¥ S0|Cct.

SONG Hayoung studied art in graduate school at Hongik University
and is co-director of the exhibition space ONEROOM, located in
Seoul. SONG has curated exhibitions such as Roll cake (ONEROOM,
Seoul, 2019), RESIZE (ONEROOM, Seoul, 2018), Afterimage
(ONEROOM, Seoul, 2017), and is working on ONE-PIECE (2018-), a
project which responds to the problem of insufficient archives and
artist research within the ecosystem of Korean art, for which she is
interviewing artists based on their works and the exhibition histories
and releasing the resulting documents in the form of an exhibition.
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Wooden Cube, approx.15cm in Side Length, Became a Plaster Cube in which Something’s Negatives are Hidden
Sculpture: Plaster, sapele wood, 149x149x14.9cm, Photograph: Non-destructive inspection X-ray, ecofine art
210g, Archival pigment print, 49x49x69cm (3), 2018

Installation view of Genre Allegory—The Sculptural (Total Museum of Contemporary Art, Seoul, 2018)

(Photo: PARK Swan)
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H|Zp2| ZAL HEARM Ep AREL Of| ZU}QIOLE 210g, OFH0|H L[| IME, 49x49x69cm, 2018

Wooden Cube, approx.15cm in Side Length, Became a Plaster Cube in which Something’s
Negatives are Hidden (detail)

Non-destructive inspection X-ray, ecofine art 210g, Archival pigment print, 49x49x69cm, 2018
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S8 OiA, HEZEHA, 7HEHX], 2020. AE[2 23to] #Hed
(atLtel AN MEAIZ0lEE, M8, 2020) HA| HZE
(AFZEL: Popcon)

To Deliver

Mixed media, performance, dimensions variable, 2020. Collaborated with Stephen KWOK
Exhibition view of This Event (Seoul Museum of Art, Seoul, 2020)
(Photo: Popcon)
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& 43 Ml=2tal, Crkst 37|29 M2t =2t 198, 2020

Empathic Gestures

Handmade ceramic, 19 ceramic sculptures in different sizes, 2020
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When the Map Is the Only

We Have—LEE Byungsu’s
Temporary Fiction (2020)
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CHOI Sunjoo
Independent Curator

Aee AgH AP ENA HolyrA 3t ALE] o] AH 3} Severed from geographical representation, the map has
A 222 Uy A A|ZHEo] ggict gz o become a modern symbol of the authority and production
, o Sa}1 Qo] A= 23] ¥ (Henry BECK, of social systems. Designed in 1931, Harry BECK (1902-

1974)’s Tube map was created to reduce the labor class’

1902-1974) ] A& At = =(1931)= FA =54 commute time by making their travel more efficient. Only

AFe] olF AlZte a8 02 Fo|7] ¢l Azt it the location of the Thames River crossing London town in
B AUE 7lEA 2 BA 7o) 9x|ako] o]Zlo] &Al 9] the map slightly showed that this was a representation of
AMEBolat S Q7] Holz Mool T o] AT oA 3t reah.ty. BECK ’s map strayed from. th? tradmpnal pursuit
i} of distance-to-scale and geographic likeness in order to
o) ol & AA Aot AAle =] AEA ol S emphasize the most efficient route for workers. In other
ojmjgict RojyZE o] &af 127} dAarAE] X7 Zo|oh, words, in the Tube map, the desired system of modernism
o] AR A o] AT = AlA| AL AE]A QoS KA was overlaid on daily life. This map became the origin of
B A Y] g Eo] He) A 50| Yol jeich! Moju] o] the mode‘rn map because it comple'tely ignored thle real
geographical factors of places that it represented.” More
W] A7 oA A LA R e 2 SofrtE gl e A A recently, in the wake of the unprecedented COVID-19
A=tk 4 T 21419 A = (corona map) = A7t pandemic, what I looked at day and night was also a map.
HFESY BE 18 olo] Moz my|3 T, SRR} The so-calle.d.‘Corona Map’ marked all the Places Whetre
Lol E A% oo Mo Ao] HAFC) BHEAF} COVID-positive people had been, representing them in
a line. As the number of cases grew, colorful lines were
o3 o 5 = 3] . . . .
FEe R AA| ot o e AR o] S 2hel =g dshil increasingly overlaid on the map. Regardless of the physical
gt o] f 2 $13 A7} =lgich 2wt opy gt ghxiAprt conditions of a location, once featured on the map, a place
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became marked as a danger zone, to be avoided for logical
reasons. As individual places rapidly grew in their number
of confirmed, sites such as Daegu, Itaewon, Gwanghwamun,
etc. Took on new meaning within the interpretive context
of COVID, revealing power structures and interests that
had nothing to do with the actual geographical places. Like
BECK’s map, the ‘Corona Map’ reveals that ‘we are living in
a world transferred to a map’ on the surface. Where both of
these stories of the map overlap with LEE Byungsu’s work
is the fact that it is ‘just a map after all.” This is revealed in
two parts of his single-channel video work, Temporary Fiction
(2020). The first part refers to a place that does not exist
and the second part features the media of 3D computer
graphics—the material support for contemporary maps.

The main subject of Temporary Fiction is Panmunjom.
Panmunjom is not a blue box building as is known
generally, but the name of the Joint Security Area (JSA)
where Panmun Pavillion, Freedom House, and other similar
sites are located. The official names of the blue buildings
are T1, T2, and T3, with the ‘T’ standing for ‘Temporary’.2
It is possible to visit Panmunjom, but there are not
many people who have actually visited there, despite the
familiarity of (the image of) the place to many. Setting aside
the real problem that it is difficult to visit the actual place,
the reason that Panmunjom becomes a non-existing place
is because of the overlapping of the many projected images.
In the scenes of PARK Chan-wook’s movie Joint Security
Area (2000), tourist photos taken at the movie set at KOFIC
Namyangju Studios and the scene of the Inter-Korean
Summit of 2018 are overlaid without order or context,
making the place vague. For example, at the Inter-Korean
Summit, there is a scene when the two leaders walked along
the midway of T2 and T3 and went across the Military
Demarcation Line, however, it was later said that the scene
might have been filmed at studios and digitally created
afterward. As this shows, Panmunjom symbolizes the place
where the boundaries between ‘real” and ‘fake’ or ‘altered’
are collapsed.

Through this strong symbolism, Panmunjom seduces
the audience to misinterpret Temporary Fiction as a political
message. Contributing to this misinterpretation is the
repeating announcement, “When the war breaks out, Seoul
becomes a sea of fire” in Act 1 (T1), as well as the car that
cannot cross over the military demarcation line Act 2 (T2),
and the dancing military police officer at the conference
room Act 3 (T3) who appears to be pointing his finger
or trying to balance himself on a balance beam during
the intermissions. However, all of these symbols should
be read not as a political message but as the footnotes
of the indistinct place. The artist is directing these likely
situations at Panmunjom with realistic 3D graphics,



SHEFE]ZH) (2013-2014), (2] AIAIE 13 $A1)(2018), which upon closer look do not align with the actual
(kA (2018) A & A =5 AHo|ch, M=ol 4] background as he intentionally overlays the scenes with
images. Thus, Temporary Fiction makes Panmunjom a vague

CHE At duiele] Fao] oje e U3 g, Fate .
and chaotic place.

7150l A3k AARE M FAT Folnk o e e This kind of approach to a place has been tried in his
TR Y AA HHEo] ofFH AU njt]o] o|n| x| & S5E previous works Made in Antarctica (2013-2014), Ode to our
Zao|ch aFA|uk 27l TEol WYY Ao B AR S Communities (2018), and One After Another (2018). The
ZA|Zo]a} ok T2 AT O}S BES o2 wolo=r} places feat}lred in the previous works were Antarctica, a

place that is generally difficult for people to get to, and
ol 2ol Aol7h T sk A2 A= o] AAA| Baekdu Mountain, which is represented through someone
& mjjojof thgk F ol lok Aldsl & AU (olaAM else’s recordings. Like Panmunjom, these places that are
HAT

A= AAY(HEHBA, AL, 2019)04 ZH7h= Aukz ol difficult to visit are typically made known through images

VR7I71E Mz e, VRS AHES 2A s 27} ofLe) from ma%ss med.1a‘ Though, he leaps‘onto his next mterest‘
while still holding onto a central axis and safety hook of his

AEE AT FLT YR SAASHAIE A & el question regarding places that have been displayed.

otyg} & o] ZatsloF AL [(0]FF4)(2019)], HMD The main spot where the difference is made in this

[(FAl e _E_ol-oﬂ>(2019)] 59] AEE work is the supporter of the map, namely the approach

to the media. In his last solo exhibition Welcome to the

Seamless World (The Reference, Seoul, 2019), LEE altered

a general VR device and proposed VR as ‘the only media

o] &ict that operates the artwork’, which is not a ‘device that
VRO| th3k A8 ZA| YA ST (AAZ A A= 3D composes the artwork’. For instance, the artist removed
Ame) Je Az A2bel olape] Balel] tjs) A skc). methods Wh{Ch have been per’celved as fundamer.ltal to VR,
) such as requiring two people instead of one, to view the
(HAIF Sl 15te] Alzt=]7] A, uhx] S2e] =te] WAl % work Double Bind (2019). In his other work, Before Your Very
Az o & Ho|X 7} AEXY WojR|= Aol Q) o]= Eyes (2019), the artist removed the HMD strap mods. By
RE 7o AZE R M2, o] JAFL o] = Hojulz] oS df)mg so, an intensified }mrr.ler51.on Wa§ gener.ated that was
e Melsh Ho|ch A A 0.2 Abrlo] TAlEE Bt different from th'e experle‘nt‘la‘l dimension which has become
] . . common in media art exhibitions.
o = = o] - A0 = % . . :
AAIRZ e T2 E floll A e BRSO F-okk =1, A Leaving the VR experiment for the moment, in
3tHS 9+ PColl EA7F A sto] thA] AlZsljoF &Y tlel=  Temporary Fiction, the artist questions the nature of the video
alet Az gle o)A 1 At Elo] o RE AMAL created with 3D computer graphics. There is a scene before
Aol Bl AP AHE Ho|A| S o] 2] Act 1 of Temporary flctwn beg{ns, in which the Windows
error page drops, like a curtain as in a theater after an act
=1 ) Ny R = =R 27| oJALS. x] e A . . .
detal Rty o|RA 942 Ae R E 3D 2R A finishes, and announces that everything was made with
B/ EAS Tl F e ZokA T, SRR AHL Avte a computer and that the video is no different. The frame
3D 1T A JAFS th2 e Auld o] 1 x| AL A5 2 wo) zooms out from the place where the events appear to have
A5 ‘Qre W F ol Tl o] glTh Aolch 2.5]2 taken place’ to Ehe scene of a.temporary structure. A blue
- screen stating “Your PC ran into a problem and needs to
(AT ellM = 22lel 7IH 2 9l Bt &2 AlAIE restart” prompts the audience to shake their deception
Al B2 &0t and challenges the prior appearance of the events as being
oAl ATy 2akw} 33k Alo], HFT olofA TFEHE 7 political in nature. In this sense, the video appears as if it
]3] oFES w3 M| SAE L Fu o] miolc) o] Zalo] regard§ the ﬁ.mde.lmental nat.ure of 3D graphics, however.
o o N the artist maintains that he is unconcerned about the ‘thin
12517 or= oz B = . .
237 e AlACA 2ol 29 = e FE BAE flatness” which has been relentlessly talked about in regards
70, 3D 2 H A JAS AR o RE 22]dS ot to the media in general. Rather, he brings in the uneven
oS A 9] 7] w]Rof] AFo] AR R A oJA] BHE AA world the work is depending on in Temporary Fiction.
e o For example, in between Act 2 and 3, there is a militar SINEES
olu A g Hoj e Adnbrel A& e HE AL . P o Y o ora o ox
; . ) ; , police officer, who staggers with his arms outstretched, 4K ZFE J2f=lA HIC|R, 112 5%, 2020
= % O A = Zsl= sH o o AE 1 & . o1s .
Edd= Aot G4l st R AdLHLE trying to stabilize himself on the balance beam. The scene Temporary Fiction
B AeL 210 Az 22193} A2k L2]elo] 4o depicts the act of balancing in a world without gravity, 4K computer-generated video, 11min Ssec, 2020
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where all movements cannot be made using 3D graphics,
revealing the general method of overlaying the image the
person filmed onto the source where it is purported to

have been recorded. The appearances of both natural and
unnatural movements of the police officer are the result of
the digital mixing of the actor’s actual movements and the
movements that have been digitally produced. At this point,
Temporary Fiction operates as a ‘map’. Not as flat skin, but
rather a representation of reality. The work narrowly reveals
itself as reality, while unsettling the hidden and ignored
foundation of its materiality.

However, the artist does not stop here and tries to
find the aesthetic impulse inherent in the media. In Act 3
(T3), there is a scene where the modeling of the building
is spun recklessly and, when the structure of the modeling
gets smaller after spinning, the audience realizes that the
events in Act 1 and 2 are not going to be represented (or
never were represented). To summarize, it is an attempt to
discover the aesthetic possibility of the unrepresented ‘just
a map after all’ although it is not a representation of it. It
reveals the possibility of 3D graphics as an efficient and
functional visual thing like Harry BECK’s tube map.

Psychiatrist and psychologist Alfred KORZYBSKI
(1879-1950) famously proposed, “the map is not the
territory.” The sentence referred to the condition of
schizophrenia and was once read along the lines of
MAGRITTE's “this is not a pipe” and MCLUHAN’s “the
medium is the message” according to the times. In these
interpretations, the problem of not taking the intimate
and fragile relationship between the territory and the map
occurs.

Nonetheless, Temporary Fiction was an attempt to read
the nature of the two-axes of “(irreproducible) territory and
(uneven) surface body” as functioning as a map. In other
words, the exploration of places, representation, and media
throughout in LEE Byungsu’s works is not an attempt to
transfer the world into a map, but a consideration of what
occurs when the map is all that we are offered.

1

Xl SHER, rE Kok M T ST Al2ZH|
gt &4k, TEIXtQI H&R Xy Biehd SZU(ME:

A|IZAt, 2004), 41%.
2

o> Z7h= T1, T2, T32| H&oi|A otolC|ojs

1
Janin HADLAW, “The London Underground
Map: Imagining Modern Time and Space,”
Design Issues Vol.19, No.1 (Winter, 2003),
trans. PARK Haecheon in Design Anthology
(Seoul: Sigongsa, 2004), p.41

ool UNITHE 39 Fo= AMYon, 24t BE 2

T4, T2, T3 478510] YAIHQI AZI0| Hofx|=
SECEIVER -t

Artist LEE Byungsu conceived the idea from
the names T1, T2, and T3, and composed
Temporary Fiction as a three-act play. Each
actis setas T1, T2, and T3, and they are
appropriated as the stages in which certain
temporary events happen.

Z|MzEE 20159 2E O|C|of 23folE E Wa|A22| of|C|E 2 =50
7|&1} QIZh Ato|2] ZtAIQF O QI5t AbS|H & 4to| ¥%6HJ1 =2 MSACH
MZ2 7|20| ol& 7HES o2 v EX| ZAE T2 AFX|s FEHES
O™ 7tsMojl st =28 ZHMsIgien O|C|0fo] o|HE EtMsHE
CHkst =2 5t QUL HCHRFSXE ZEROINEO|AM 22513 on, Sixl=
T2|oftd|&H *c-labl| O{A|AHE JFa|o[E 2 xHE Fo|ct. (22[7}

MAE QeiHSXZIENS L, Mg, 2020), (IZHQl 7|2A IS 2|3t

SEEGESE, ME, 2018)8 TS 7|&siion MMEE I50[He
ol2i(ME: A2IH|0A, 2019), T4 HH?= O|C|0f7|E: 22(0f|0]E]

20919| =3 ¥ Uehi(ME: CO|E|, 2016, 30| At

As an editor at the media, culture, and arts platform AliceOn since
2015, CHOI Sunjoo writes about social phenomena that derive from
the relationship between humans and technology. Paying attention
to the ways in which new technology transforms the concept of art,
she has published dissertations on the artistic potential of artificial-
intelligence-generated artwork and engaged in various activities
that probe the dark sides of media. Formerly a member of Hyundai
Motor’s innovation platform ZERO1NE, CHOI currently works as an
assistant curator at *c-lab, which is part of space*c at the Coreana
Art & Culture Complex. She has co-produced the exhibitions Even
If We Misunderstood the World (Ongno, Seoul, 2020) and A Public
Form for A Humane Kiosk (Youthhub, Seoul, 2018), authored the
book Arts of Singularity (Seoul: Three Chairs, 2019) and coauthored
Life-Changing Media Kits: The Slightly Extraordinary Lives of 20
Creators (Seoul: The Medium, 2016)
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Education
M.F.A. in Painting, Seoul National University, Seoul
B.F.A. in Painting, Seoul National University, Seoul

Solo Exhibitions

Temporary Fiction, Warehouse Gallery, Incheon Art Platform, Incheon
Welcome to the Seamless World, THE REFERENCE, Seoul

SO.S (SARUBIA Outreach & Suppport) - Byungsu LEE: Ode to Our
Communities, Project Space SARUBIA, Seoul

Made in Antarctica, Space 291, Seoul

The Angle of Recognition, Cheongju Art Studio, Cheongju

Gwanak Mountain Tiger, Cyart Gallery, Seoul

Selected Group Exhibitions

The Show Must Go On, Warehouse Gallery, Incheon Art Platform,
Incheon

2020 Platform Artist, Incheon Art Platform, Incheon

The Haunted Walk, Gyeonggi Creation Center, Ansan

PERFORM 2019: Linkin-out, llmin Museum of Art, Seoul

Mysterious Morning, Gyeonggi Creation Center, Ansan

Lies, Seoul National University Museum of Art, Seoul

CastAway, Woosuk Gallery, Seoul

Ritual, Shinhan Gallery Yeoksam, Seoul

The Ladder of Artists & Designers, KT&G Sangsangmadang Chuncheon
Art Center, Chuncheon

Document: The traces of 10 years, The future of the 10 years, Cheongju
Art Studio, Cheongju

New World Cinema, Shinsegae Gallery Centumcity, Busan

When the Future Ended, HITE Collection, Seoul

Nanji Art Show VIII: Phantasma-Korea, Nanji Gallery, SeMA Nanji
Residency, Seoul

HOPE REPORT, Houmura Gallery, Sapporo, Japan
Comradeship-Memorial Drawing Wall, Seoksu Art Terminal-SAT,
Anyang

Travel Art-Artists on the Road, Gyeonggi Museum of Modern Art, Ansan
Useless Statements, Alternative Space Jungdabang Project, Seoul
Memory of Manan-Ancient Futures, Stone&Water Gallery, Anyang

The Socialogical Imagination of the City, Seoul Art Space Geumcheon,
Seoul

Linguistic Morphology: Art in Context, Sungkok Art Museum, Seoul

Selected Awards and Grants

Artworks Support, Seoul Foundation for Arts and Culture

SO.S (SARUBIA Outreach & Support), Project Space SARUBIA
Selected Emerging Artists Program, Seoul Museum of Art

New Discourse Competition Grand Prize, Cyart Institute & Gallery
Funding for Community Art Project, Seoul Foundation for Arts
and Culture

Residencies

Incheon Art Platform, Incheon
Gyeonggi Creation Center, Ansan
Cheongju Art Studio, Cheongju
Seoul Art Space Geumcheon, Seoul
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_— pom, A7 B le AL R is he seeing?
xo-l x I (@) |- E 7# E I- o] & oln| | (B8 ZHE5}IA| Ot HE)(olul R o4 These two images comprise LIM Nosik's Sand Sledding

=1 s X ( L=
| [ — 1 n 274, A2, 202000041 2lieAlo] A15.el (Sand Sledding Slope FZOZO) series, first shown in the exhibition Non-self
Standings (Amado Art Space, Seoul, 2020). From the series
[e] > T o
Slope)(2020) A2hs T+/dghet. o] A 2242 At title, the audience can gather that the place where the man's
I h e H O n e St Ha] 7} wch 23|10, 377 28 81 Y= A4V head is sinking, and the place that the painter is located,
‘Rl Euf A olake AL oA gt 1L} o] Thol T o is a ‘sand sledding slope’. Though this phrase stimulates
. AP S Ah2EE W EhS =) obirh (o] HolEl st our imagination, it does not give us a clear understanding.
) The strange story of the paintings continually shape
olop7l= Reke 2 s Eflol Aok shifts and unfolds.

(Sand Sledding Slope)7} &= F7 o] i} & o] &2 Another name for the landscape in Sand Sledding

X3 t}-e 3} Ze}, Slope is ‘the dredged soil of Namhan River,” which may
be summarized as follows. The massive heap of earth
which came from the Four Major Rivers Project was piled

q ] ] 91 3 ol zh] ] 3 . .
HA =7 & w2 o ol e, Aol FAts] here at Yeoju City. Though soon to be sold, due to issues
Tof = FgS 720wt Al of 2|2 Mgt 2AHAE  with the project the sale became unclear and the soil
Az 2 013 AFR3F 4 oA ® ], Sofu| o) o A2 bec.ame a headache in the tOV\{n. I.n partict'llar, it was a'
ou) Ta)m Amjat ajo|gd Bl M AR nuisance fo.r the farmland which is occuPled by the soil.

. The operating expense exceeded the selling expense, and
= o 7l = A 2 = = o . .
AF7F 13 At SAEE S = =AM the opening of the sand sledding slope was a part of the
A AR} SoAFH & T &4 Z failed project. The artist, whose hometown is Yeoju, has
Ho] 7t =30} seen the dramas surrounding the dredged soil from a
0]Z<04 =27} o] o]0} close distance. Even after many twists and turns, the soil

LEE Jooyeon
Curator of Seoul National University
Museum of Art
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The large white canvas is divided diagonally by one

man’s body. The man’s face is hidden by soaring smoke—
the aftermath of the collision. As I stare at this scene, a
strange feeling arises. Why is the man sinking his head?
His stiff body and the crinkled texture contribute to this
feeling of pressure. The appearance of dense material in
the background, which cannot be liquid, prompts us to
imagine the magnitude of the shock. This strange sensation
is further aggravated by the contrast of the white color
that explodes from the collision point. The narrative of the
shock is written on the image.

Moving along a few steps in the gallery, you will see a
landscape painting that depicts a few trees growing sparsely
on a heel. The color is more faded than verdant, and a
disparate shape cuts into a hill composed of scratches, the
material traces of a sharp tool. The shape reveals itself as
a tractor and the man who is painting. Given the tractor,
perhaps it should be called a construction site rather than a
hill. Thinking that this very painting could be what the man
is painting in the scene, the audience’s question moves to
the painter inside of the painting: Why is he there and what
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still remains a mountain.

Hearing this story, the social issue at the center
resonates with the painting immediately, as if the faded
green shows the fate of artificial nature with its many
ups and downs, and as if the stiff action of the man
demonstrates the conflicts and foolish acts surrounding
the case of the earth pile. However, it is dangerous
to attach all aspects of this painting to the issue. The
emphasized brushstrokes, the subtle colors, the shape of
a painter, and so on, are pictorial factors which make the
message of the painting too ambiguous to be propaganda.
Simultaneously, the drawing as an object within the image
grounds the painting, turning the audience's attention to
the pictorial process.

The artist planned for the work to be “an experiment
that extends the spot the object is discovered and the
perspective in between the movement that realizes the
spot.” This experiment is based on the physical distance
between Yeoju and Incheon primarily. By taking the
condition of physical distance, which directly reminds
us of the gap between the represented object and the act
of representation, the pictorial system which mediates
and shows the object is established. In the dual process
of copying and drawing what he produced from the
landscape of Yeoju on a canvas at his studio in Incheon, the
physical distance between the two cities transforms into
the representative distance. Due to this exposed sense of
distance, it is hard to say that the picture is a landscape of
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Yeoju, and it becomes remote to read the painting as a story
of the dredged soil of the Namhan River.

The artist has continuously been conscious of the
distance between the depicted object and the act of
depicting. In his early works, this distance of the object and
the acts of turning the objects into painting are very closely
attached both psychologically and physically, that it is barely
seen. For instance, in View from the Inside (OCI Museum of
Art, Seoul, 2016), LIM realistically represented what he
experienced at his father’s farm. His other works, such as
Folded Time (Hapjungjigu, Seoul, 2017), capture scenes of
the road from the artist’s daily commute in the form of
accumulation of drawings. Distinctively, in his recent works,
he has moved his attention to the inevitable gap between
the represented object and the act created through the
frame of painting, rather than trying to secure the trueness
of representation by reducing the distance. And thus he has
been developing devices to reveal the gap.

The ‘distance’ that surely occurs in representation has
been a long-standing issue in painting. Given the medium’s
long history, it has accumulated many visual devices to
respond to this issue. In this context, in LIM Nosik’s recent
exhibition, Pebble Skipping (Art Space Boan2, Seoul, 2020),
the artist used a truly historical device to put the distance
in his screen. He complicated the layers of representation
by inserting objects characteristic of images such as mirrors
and paintings, as well as depictions of a window, which is a
symbol of transparent representation, though it is clouded
by rainwater and dust, breaking the flow of natural gaze
and highlighting the object that cannot be seen. With these
devices, the self-portrait of the artist appears here and
there, showing his critical mind as a painter who depicts the
opacity of images.

Is the artist repeating the eschatology of the
impossibility of representation? If so, painting is only a
failed medium which has lost the qualification to speak on
anything other than painting itself. Nevertheless, in LIM
Nosik’s paintings, the distance between the represented
object and the act of representation is not infinite but
stops at a certain level. What holds the distance between
the two is nothing but the artist’s experience. The dredged
soil is a new environment unfolded before his eyes as
well as a conversation topic with his father. As the person
concerned with the case, the artist’s experience operates
as the oughtness of the representation and prompts him
to attempt to positively connect the distance, which seems
impossible. The work itself becomes the ground for pictorial
play where he tests the possibility and impossibility of
the assignment of how to treat reality while he faces the
limitation of himself.

Through the series of Sand Sledding Slope, I have been
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told of the paintings in which object and act, as well as story
and form, are out of joint. This dislocation is an issue that
contemporary painting now faces fundamentally. It is the
issue of whether painting can secure its contemporaneity.
What can painting do in this age after the supposed
end of painting? Painting is an impoverished medium. Its
status as a major image-production device has been taken
away, it cannot escape the dishonor of post-historicity if it
depends on abstraction and gets caught in self-contradiction
as it tries to follow the digital visual environment. It
seems hard for a painting to speak out about the present
in its own language and convince its raison d'étre. By
facing this current situation, LIM’s painting skirts and
stays silent while he honestly accepts what is inevitable
and tries to construct a system which avoids the lies
that may occur through hasty conviction. As he does so,
it seems he is exploring a very small territory of what
painting can do, nonetheless.
Simultaneously, in this arranged territory created
by keeping a distance between seeing, speaking and
drawing, there is a balanced coexistence with the inevitably
eliminated things and his will to hold them together.
I believe that this contradiction is where the story
of all paintings begins.

1
LIM Nosik, “Pebble Skipping Artist's
statement_After,” 2020.

LEE Jooyeon studied aesthetics and art theory and is currently
working as a curator at Seoul National University Museum of Art
after working as a coordinator at the Seoul Museum of Art. She has
a deep interest in the exchange of thoughts and emotions between
the person who makes an exhibition and the person who sees it
and is finding how to activate the critical relationship that would
promote the exchange.
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LIM Nosik

(=4 7i21F: Pebble Skipping), (OtE AT0O|A Hot2, ME, 2020) HA| HH
Exhibition view of LIM Nosik: Pebble Skipping (Art Space Boan2, Seoul, 2020)
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Here, misogyny’s predecessors and successors gather. From
Venus von Willendorf to pornographic memes floating
around online, the genealogy of images collected by JANG
Pa doesn’t follow the logic of representation. The stale
word combinations like corrupt desire or noble worship

are even more ineffective in defining her works. They are
absorbed into the black hole, thrown from a momentary
explosion, wholly eliminated at once, or denied. The images
of transgression, those cliché-like images almost close to
sexual perversion, which JANG Pa has collected for several
years, are themselves stripped naked. And at the same time,
they become a place of resurrection in which they are once
again stripped from the logic of common sense, the naked.

To pile like Thunder to its close
Then crumble grand away
While everything created hid
This-would be Poetry'

On the first day of the resurrection, when Magdala
Maria recognized Jesus and attempted to touch him, Jesus

o4& =2hge} ntg] oh(Magdala Maria) 7+
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said “Touch me not.” In this paradoxical moment we are
required to think of his words as oxymoron, as “Touch

me not” causes contact as in “Take it, this is my body.””
Excessive images scattered by JANG practically lead to
visual desires yet, at the same time, they command a sense
of taboo, asking us to look away. The work opens up a space
for thinking between the push-pull of desire, what do we
have to see? Avoiding generalizing and historicizing, would
it be possible to see the images as they are? Can we see
nakedness as itself without being stripped naked? Between
the will to reach without holding onto a certain meaning
and the reflection on one’s recession, how do we reconcile
ethics and desire? How can we realize that our will exists
outside all of this power?

To see the Summer Sky
Is Poetry, though never in a Book it lie-
True Poem flee-’

Everyone has a desire for gaudy pictures in their
childhood. Those magazines they peeked at secretly
during adolescence as departure from the everyday. The
pleasure which arises from such transgression is commonly
accompanied by a sense of guilt, which naturally disappears
as we grow as a grown-up who can see oneself as the
other. However, the continued attachment to this pleasure
persists, as does the pursuit of the act of transgression,
which leads unknown whether this is driven by a desire for
transgression, a fantasy of a fetish, or the magic concealing
fear. However, as uselessness and fantasy have long
existed at the center of art, JANG Pa prods this space with
transgressive images.

A little overflowing word

That any, hearing, had inferred
For Ardor or for Tears,

Though Generations pass away,
Tradition ripen and decay,

As eloquent appears-*

Before we are misled with the idea of sociological
hatred or hegemonic women, a current trend of thought
in Korea, what we need to focus on in JANG’s new series
The Indiscreet Jewels (2020) is the genealogy of predecessors
maintained through misogyny’s successors. How does this
genealogy of misogyny get inherited through history? Who
created this genealogy and who required it? Without proper
records nor factual basis, filthy jokes have been passed from
mouth to mouth, ear to ear, just like magic too widespread
or, awkward to be categorized in a certain —ism or a trend.
Therefore, it is also difficult to account for them within a
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i ! i i i Tis early as our Breath
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oL A3 3 = . .
AdH = AEH ol obd ArElH 22 O ARS will for her own worldview, but also, an attempt to confront
oloj. 11 9l Aolch the conflicting worldviews head-on. Or, as an archeologist
dusts off artifacts buried in the ground, her journey may be
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shuie) sholl AR 7k glck g , yoep
. P naked images of women. JANG’s methodology, collecting
AAE ek & A W E EARL images of transgression, chronologically categorizing them,
d7Ao] 4z o rfX]= editing them by type, and reorganizing them on the web,
og zoo| 271 does not operate through existing methods of creation,
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Seoul) as a curator, funded by visual art creation supported by Arts
Council Korea.
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Women/Figure

Charcoal on wall, 173x200cm, 2020
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Installation view of Women/Figure (Warehouse Gallery, Incheon Art Platform, Incheon, 2020)
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Women/Figure Trailer Still Cut
2min 31sec, 2020
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B3 ZHB{ A 2of o= &!2], EFtiR|, 2020. (Tangible Error)(D/P, M2, 2020) x| HZ
The Indiscreet Jewels & Women/Figure series

Acrylic on shaped canvas & mixed media, 2020.

Installation view of Tangible Error (D/P, Seoul, 2020)
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Invoking the Existing
Memories—CHO Kyoungjae’s
Compositional Scene and the
Reality of Photography

=71
4&5Z

Ol&Hlgot 47| =02t
DMZOIEZZHE FMA|ZS
KIM Jong-Gil

Art Critic, Artistic Director of DMZ Art
Project at Gyeonggi Museum of Modern Art
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1. The Body Called Structure

His eyes often reached the structure composed from
elements of architectural phenomenon. When his
eyes touched the structure, they became the camera
frame and aperture—the structure reonstructed within
them. It was nearly similar to the composition of the
non-representational relief, as experimented with by
LARIONOV, MALEVICH, TATLIN, Picasso, GABO,
LISSITZKY, KANDINSKY, and others. Here, the

J = ivi == Q =] = 1 ¢ ) H
77852l (Constructivism) 7} “g & o] 2], 1 5re] 20 phenomenon’s ‘some elements’ do not appear different from
TAA AAMBE 33 (B2 tAIA) o|n|R] 2 173 how Russian constructivists boldly utilized “metal, glass,
823} 23} 374 thE ] oko}l Heltk 1000 Wol njEhx o s and other modern industrial new materials” as pictorial
e« - . N _ or design images. It looked as if his reinterpretation of
shugh A Z oS WA ek T 7| AH T eke Hele) g, gh mee preve
Lo photography was a reference to the constructivist concept of
ShE J 3 A 3 Al 2 xzsle s 2z PR . . . .
HEA A Aol o3 Al A L] p|E Azt = A rejecting Realism and taking the creative attitude to create
o] Ad o] -2 9] ARl A A2 -2 A3 A 2] a new form of beauty based on the rational and reasonable
Az Aol gl 23 27 YR TEZ2] Qo|A] W oAt = composition of the mechanical and geometrical form.”
- In hi foli he ph h ks fi
A B 20127 20164 9] Ab2l AHESS Abw]nd T3 n his portfolio sent to me, the photography works from
2012 and 2016 strongly demonstrate this constructivist
A Z0] A3 =k L=} o AT . . . . .. .
ATl Aol AH A 22y wzelth Ay 232 inclination. However, there is a pitfall in that this is nothing
TLoph2 shuto] ‘SH|REE Aol 2t £ e Aol but a ‘similar’ impression. The portfolio contains works

SAR T Yo REZE 2= 2019971A o] ZHES H
e, 2Are] 28yt 5-6d 9] ZHESo] BE F£AdF2 7t
Al “dA| o] A BARY 2

448 A 2 3k, whakA 35}

< b
oo

& olck Al
ojm| A2 e FH o Risl ZLo] A2 AA|¢] 334 B3-S

2. 91712} A7) 2] Zo]
A%, (flellAl shte] QlAdol] Blthoi=ol) 2] ARl
3|5bA o)}, mabe whE A EHA st LA ske ATt
s 5 R 2 i A R P, B LMY =R

ojujx|¢] 2l E| S SAMIA o2 &

o]
BAE 848 ARste PARH HE

0r e o
+
e
Y
Lo
)
et

[
o
2,
ultd
n
=2
n
X
§2
Mo
pou)
o
o
[l
4o
rol
o
>
™
Mo
>

N
JHAE 7HR AFEE S AAA 2o g 7FS5sta
=}

et
—n
nE
)
712
<
>
N
)
i
filo
N
=
il',
Joi
rlo
N
©
i
&

ne

L

N

flo

o MmX
o

m

Az

_?L

k=

=4
=
2

JuLstA] 9 FEA SR o] FolA

718teh 24 2l

i e

G2 F2 AFE a2 (

{45 7Hu|gh A7) ALI(NE) 7 A A 3= o] A]
b

I3
b

rr
2
RS
okl i
oA
lo

\

Mo
w ol
4o mo
i)
o ol
b -
0
rr
>~
>
i
=2

do
=)
&
to
12
()
1o,
-
oX,
2

SEfEI ATt B 2ghe), o] ARl A 00 7F ZhA] B
A 7l

‘ArEo] 210 B E3to 24 ghds) o2 BlatA

through 2019, and all of the works in between, over the five
to six years, reverse the constructivist mission of “rejecting
all elements of descriptive representation and aiming for the
composition of pure form, therefore, taking a geometrical
abstract direction in painting or sculpture, and forming a
space or environment rather than art as self-expression.” or
crosses it relentlessly by flattering it. The problem is, while
Constructivism is born with a 2-dimensional geometrical
image called painting, his photographs directly embody/
shoot actual 3-dimensional space. The ‘composition-space’
in the photographs exists as a body called ‘structure’ and is
a phenomenon. Therefore, his photographs deserve to be
called the (existing) body of structures, not the abstraction
of structures.

2. The Depth of Here and There

At first glance, his photographs are pictorial (as I alluded
to them as an impression above). The surprisingly vivid
‘colors, planes, and lines’ that compose the picture, as

well as the shadows of the objects, heighten the image

to the level of Hyperrealism. They are read as if the
constructivist attitude to reject every descriptive element
of representation is restrained, or was not even considered
at all. The photographs are full of the tangible surface of
the objects, which have colors, planes, lines, and shadows,
and the positioning of objects stuck together, leaning

upon one another, pushed and pulled in gravitational
space, all quite realistic. When you take a few steps closer
to the works to look at their details (or depth), you are
surprised by the facts that the objects in the image are
composed of an assemblage of ridiculously raw, rough, and
less sophisticated things, and that the photographs are
actually the result of placing the compositional elements
the space of the camera’s frame, with nothing to do with
the geometrical abstract. The images are the result of the
capturing of the camera lens, a mixture of the unintentional
nature of the repetitive objects themselves and the
intentional artificiality of the artist’s use of compositional
elements. Interestingly, the power of the constructivist
aesthetics as an initial impression is mighty. Because of the
visual distraction generated by “the pictorial impression—
the reality inside the photo-the depth of the objects” which
operate simultaneously, the constructivism that denies ‘the
art of self-expression’ loses its position. I think that very
moment of loss is where CHO Kyoungjae’s art world is
conceived once again, as his photographs present a wholly
different aesthetic concept by gaining the ‘depth of objects’
in reality, which was not conceived in Constructivism.



> | | ' "‘- "\' ‘

(LiveS&H: 01z 11 )(QIFOIESSHE 2 nZa{z|, Q1F, 2020) TA| HE
Exhibition view of Live Rooftop: Yeojwa Headquarters I
(Warehouse Gallery, Incheon Art Platform, Incheon, 2020)
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3. The Works that Erase ‘and’ in

‘Photography and Reality’
In 2012, he showed @ 77 002. The photograph and
installation are displayed in tandem, and the grid of ‘1’ and
the line of ‘7’ connect the photographs together on a white
wall. This prompts us to consider the ‘double structure’
of the gaze in response to the way the photographs are
glued to the wall and connected to the picture frames.
The photograph itself is a frame and, by placing it within
another picture frame, the artist’s hidden strategy prompts
us to perceive the double structure of the aesthetic reality
(the photo) and the realistic reality (the picture frame)
as ‘one’ structure. This intention is more specified in the
case of Block Block (2014). The photograph and objects
appear to be freely composed (of course they are directed
and installed meticulously by the artist). This work, in
which ‘the reality in the photo’ and ‘the objects in reality’
compose a space, is an experiment that erases the ‘and’
in the elements. In this regard, the keyword ‘photography
and reality’ should be called ‘photography reality’ as the
title is ‘Block Block’ instead of ‘Block and Block’. Thus,
his project is to integrate the double structure the work of
photography-the scene of reality into a unified structure.
But, is it possible for the aesthetic event of photography
to become reality and reality to become photography?
As a matter of fact, Block Block, shown in 2014, is only an
installation of the photo as an artwork and the directing
method of the objects, which make the photo possible. The
two look like a mixture or integration, but they are clearly
different. However, his attempts have continued since
then, revealing his unique world of photography and its
generation of ‘conceptual wells’.

4. The Surface of the Well

The serene and transparent surface of the well makes the
scenery of the two layers become one perfect reality. In the
tradition of the East Asia, it is jeonshinsajo (the concept
of conveying the spirit by reproducing the appearance when
drawing portraits)’ that is the aesthetic origin of the myth
structure of the well. In other words, reality is the time
when the outside view appearance that is reflected on the
surface of the well and the abyss (innate world) under the
surface are represented at the same time and become ‘one’.
CHO Kyoungjae began his experiment of integrating objects
and photography within his installations in 2016. When
his on-site installation and photography are not divided
semantically, the audience may become confused. As their
eyes do not operate like the camera’s eyes there is no
certain quadrangle frame. “What and how should I read the
artist’s intentions?” This question trails them through the
exhibition space creating a sense of confusion. Depending
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on the site and exhibition space itself, it is also characteristic
of the artist to reveal the compositional installation and the
artwork through directing the audience through the space.
Confusion ensues around whether his work is questioning
your way of seeing or you are implicitly experiencing what
he intended. However, one thing that is clear is that there
is a certain point, sight, and scene, which are able to be
sensed as continuously connected. Because the surface
layer and the depth are produced within one space, even
the photograph operates as an object within the frame. The
composition and imagination of the dependent origination,
“if this exists, that exists; if this ceases to exist, that also
ceases to exist,” is vivid within the reality the objects show.
“Giving birth to and turning to new things,” the system of
the composition and the truth that is generated give rise to
memories (temporality) of the objects and brings them into
contact with the strange memory of reality.

5. Here/There, This Life/Afterlife,

This World Is, Nirvana Is,
The exhibition Live Rooftop: Yeojwa Headquarters II held
at Incheon Art Platform in 2020 is connected to the
exhibition Broken Edges at Project Space SARUBIA in 2017.
In both cases you can see “the pursuit of variable and
improvisational sensation.” However, I also wonder if the
artist may have completely blown off the topics derived
from his use of photography in Live Rooftop. The recent
exhibition is unconcerned with compositional installation,
directed composition, scene of the frame, spots and gaze,
and enables the audience to ‘intervene’ inside of the space.
The biggest change was that the concept of the transitive
verb was turned into the concept of an intransitive verb, as
well as the addition of GG Ludens’ performance and video,
which cut into the operations of the installation space in
order to make it come ‘alive’. The presence of memories
which could not be captured within photographs were
called out and stacked momentarily. Paradoxical! It must
be photography that is the stacked moments that serve as
the existence of memories, but photography is nowhere
and only the memories are left, like printed afterimages
in the mind. The collapsing of the boundary between
photography and reality means that the aesthetic reality and
the existential reality collide to reveal the aura of ‘myth’ in
raw condition. There is no state of ‘here and there’ or ‘this
life and afterlife’, as the imagination is not imagination, but
reality. Perhaps he is nihilating the notion and concept of
aesthetics by shaking them or weaving the reticulation of
the imaginative collective, which induces the audience to
multiply their imagination inside the artist’s realization of
his own imagination.

(LiveSAH: 0{ZH2 L I )(QIHOIEZSHE 2t Z82{2|, QIH, 2020) HA| HZF
Exhibition view of Live Rooftop: Yeojwa Headquarters Il
(Warehouse Gallery, Incheon Art Platform, Incheon, 2020)

AE2 1968 M Ot EHofLt ZRICHOIA O|£0|2 HAtYS
989 Zatul A= Ltst 0|&m CHELSO| S07H 2SR
12 M3 AEFICE 0|F Fa|0[EQt

SCiAre| S0ITl AAS 1t HEljn|stol| =510

CHotcHst, CiAtz|25t7|2lstm, SHstlZe| 43t 7|2lof ZHofgict.

D2t0|&E, F7|2sT, A7 =0j& ol Ust (F 7| HE = JHAER

O17H0|E_X|3,), CAIT (R53) A1 E (R2h)-19801ACH ATICH

25 07to|E) S8 7|23, HME IEAE QIF0|E AFH
Zi(ME: &2 2013), et=3icioj&Ic 7| 1987-20171(M !

Cloj=A, 2018) So| ULk,

KIM Jong-Gil was born in 1968 in Shinan, Jeollanam-do and
completed his doctorate in art theory at Kookmin University. In
1989, he joined an arts and culture troupe in Daebang-dong, and
wrote and directed the experimental performance “Forest” that took
the form of a hyewon ssitgimgut. Since then, KIM has worked as a
curator and art critic, paying particular attention to the ecological
aesthetics and the events of modern and contemporary history. He
also researches Performance Art, Minjung Art, Jeju 4-3 Art, Nature
Art, and Baggat Art. He taught at Noksaek University, St. Francis
University, Gyeonggi Province Self-Sufficiency Center humanities,
kcunion, Dasari School, and participated in the creation and
planning of Haneulbaegot. During his tenure at the Moran Museum
of Art, the Gyeonggi Cultural Foundation, and the Gyeonggi
Museum of Art, he organized projects such as Gyeonggi Millennium
Docufest: Gyeonggi Archive_Now, Locus and Focus: Into the

1980s through Art Group Archives and wrote books including Post
Minjung Art Shaman Realism (Seoul: Samchang, 2013) and Korea
Contemporary Art Chronicles 1987-2017 (Seoul: Deer Books,
2018).



S i
C VLRI NI
4 1

"“u @;nl,»u [

(LiveSAH: 0{zH2 & 11 )(QIHOtEZSHE {2, ¢IX, 2020) HA| HZF
Exhibition view of Live Rooftop: Yeojwa Headquarters I
(Warehouse Gallery, Incheon Art Platform, Incheon, 2020)

(O{EH2E)(SeMAR T, ME, 2020) FA| HF
Exhibition view of Yeojwa Headquarters (SeMA Storage, Seoul, 2020)
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Mixed media, dimensions variable, 700x700cm, 2020.

Exhibition view of Yeojwa Headquarters (SeMA Storage, Seoul, 2020)

(H123] KT&G SKOPF 232| Z7H) 2 AXI0| &2, F44, 2020) HA| HE
Exhibition view of Photographers of the Year, the 12th KT&G SKOPF
(GoEun Museum of Photography, Busan, 2020)
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Education

Meisterchuler in Kunstakademie MUnster, Mlnster, Germany
M.F.A. in Fine Arts, Kunstakademie Minster, Munster, Germany
B.F.A. in Photography, Sangmyung University, Seoul

Solo Exhibitions

Yeojwa Headquarters, SeMA Storage, Seoul

Blue pool, Seoi Gallery, Seoul

Live Rooftop: Yeojwa Headquarters Il, Warehouse Gallery, Incheon Art
Platform, Incheon

Blue cheese, Schierke Seinecke Gallery, Frankfurt, Germany
Hayani, Gallery meme, Seoul

o 7, Seoul Art Space Geumcheon, Seoul

The Reveal of Tooth Pulp, Amado Art Space, Seoul

Broken edge, Project Space SARUBIA, Seoul

Babel Il, Projektspace BABEL, Berlin, Germany

Ein Schwarze Kuh, Green Hill Galerie, Berlin, Germany

Leiter SADARI, Kunst und Kulturverein Drensteinfurt, Drensteinfurt,
Germany

5.5, Youngeun Museum, Gwangju

Belt award, Gallery EM, Seoul

Selected Group Exhibitions

The Show Must Go On, Warehouse Gallery, Incheon Art Platform,
Incheon

Non-Sculpture-Light or flexible, 2020 Changwon Sculpture Biennale,
Changwon

Projekt D, Lab 203, Seoul

Speed of Delivery, Spaceb5, Seoul

2020 Platform Artists, Incheon Art Platform, Incheon

Geometry, Beyond Simplicity, Museum SAN, Wonju
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An addition by Kunimura Jun, Seoul Art Space Guemcheon, Seoul
A-side-B, Seoul Art Space Guemcheon, Seoul

Muiltitap, JCC Art Center, Seoul

Ladder, Lab203, Seoul
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SHOW! ROOM! , SeMA Naniji Residency, Seoul

2018 NANJI Art Show I, SeMA Nanji Residency, Seoul

2018 NANJI Art Show V, SeMA Nanji Residency, Seoul

Suspicion of Mrs. Masako: Row, Artspace Ui sik ju, Seoul
Megabock, Uferhalle, Berlin, Germany

Expanding Photography, Stadtischen Galerie, Lidenscheid, Germany

Awards and Grants

SeMA Emerging Artists Support, Seoul Museum of Art

12th KT&G Skopf Artists of the Year, GoEun Museum of Photography,
KT&G Sangsangmadang

5th Amado Photography Award, Amado Art Space

Open Call For Artist, Project Space SARUBIA

Kunst und Kulturverein Drensteinfurt, Germany

Belt 2015, Korean Print and Photography Promotion Association
Kunstpreis Wesselling, Germany

DAAD price, Germany

Epson Art Photo Award, Beste Einzelarbeit, Germany

Collections

Seoul Museum of Art, Youngeun Museum of Contemporary Art, Incheon

Foundation For Arts and Culture, LVM (Germany), Museum Ludwig (Germany)

2020
2019
2018
2016
2013

Residencies

Incheon Art Platform, Incheon

Seoul Art Space Geumcheon, Seoul

SeMA Naniji Residency, Seoul

Youngeun Creation Studio, Gwangju

ARTWARD Resiedency, Brussels, Belgium
Stipendium Sommerakademie Salzburg, Austria
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The issue of ‘pattern’ began with the ‘pattern & decoration
(P&D) movement’ in opposition to the dominant
movements of Minimalism in the West during the mid-
1970s. A reaction to the reductionism tendency in
Minimalism, the P&D movement aimed for diversity by
creating ‘decorative works with meticulous craftsmanship’.
Hence, ‘The New Decorativeness of Pattern’ as something
political, proposed the alienated subject of ‘what is non-
western and feminism’ as a visual metaphor. Emerging as
the feminists’ proposition and resistance to mainstream
art history, pattern has established itself as an important
aesthetic term along with style, and has acquired diversity
encompassing all forms.

Curated by CHO Sookhyun, the exhibition, Contemporary
Patterns (Warehouse Gallery, Incheon Art Platform,
Incheon, 2020), points out the fact that the Korean art
world had been aiming for a utopia called avant-garde, de-
institutionalization, and de-capitalization, introducing non-
material works as the mainstream. The “Non-material
art movement which is against the commercialization of
art, the pressure to unveil artists’ ideological dispositions
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through art; Korean Modernism and Korean Pop Art

which appropriated and progressed following trends of
Western Art, artists’ obsession on feeling the need to show
something new all the time, etc., disproves it. Thus, in the
midst of contemporary art breaking away from the material
and aspiring to the pure non-material, decorativeness could
not be viewed, officially, as going as far as being considered
as something outside of the contemporary art territory (from
the exhibition preface).” Through the ‘New decorativeness
of patterns’, which, up until now, had not been viewed,

the curator criticizes the unilateral emotion sought by

the mainstream of the so-called Korean art world that not
only emphasizes the ‘purity’ of the production of non-
material works and ‘reveals ideological disposition’, but also
‘pressures’ other artists to do so.

The curator, strictly speaking, wishes to place higher
value on works that are ‘visually beautiful, fresh, pretty,
and where analogue value is kept alive’. After Modernism,
‘Beauty’ was, as a matter of course, underestimated in the
art world as a problem of taste, something subjective, and
or refined taste, especially. Seeking to represent the taste of
the upper class, and even one’s preference in seeking it was
evaluated as lacking in merit. Moreover, even in the curation
of the exhibition, the rather radical feminist perspective,
from the aspect of ‘diversity’, obtained the meaning of
something political, but such curation of bringing into relief
the ‘desire for beauty’ and the classic femininity was not
received well. From this point of view, it would not be too
much to say that, CHO, by mentioning her personal taste
as a curator, has, in a way, ‘come out of the closet’ with
her taste. It is an exhibition which enables us to think, we
have been missing the classical ‘Beauty’, i.e., ‘the beautiful’,
excessively, under the illusion of the new and the different.

Now that the fact that decorativeness of patterns was
alienated from the art world and thereby not given a proper
evaluation and the problems which the mainstream has
shown all the while has been criticized, there needs to be
the posing of a problem. How ‘contemporary patterns’,
which the curator sees in particular, look, and what
significant issue on the contemporary its meaning gives.
Let us approach by inferring the answer through the three
artists the curator has chosen. First of all, PARK Ido’s
Human Pattern (2012-2019), inspired by the famous ‘Edger
RUBIN’s vase’, is proposing perceptual/anti-perceptual
forms. According to the curator, the artist chose the work
because “when she was studying in France, whilst working
part-time as a tour guide and encountering various people
and listening to their unique stories of life, she discovered
there was a difference between the prejudice she had felt
from their looks and their insides. The work was completed
by putting on different patterns on each of the stories.
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You can see unusual perspectives on optical illusion,
transposition, forms and pattern.”

I have been acquainted with the works of BYUN
Sunyoung and YOON Doohyun through their solo
exhibitions at CR Collective. BYUN, at the time, was
creating complex visual experience in paintings as
something nonobjective/abstract by producing exquisite
pattern images. YOON’s Sierra (CR Collective, Seoul, 2018)
tried to go beyond the dichotomy of painting/sculpture
and visualize the pattern of the OS(Operation System)
environment that is being provided for free.

Particularly in BYUN’s case, for a long time, she
had shown elegant and exquisite pattern paintings. In
order to create patterns that are a little different each and
every time, she would agonize, and has shown a sincere
attitude and passion towards her work by, for example,
accumulating multiple layers of paint for the best color
formation. She searches for places that are alienated and
underestimated like the edges off the center, and fills them
with patterns. The 2018 solo exhibition at the CR Collective
showed the phenomenon of boundaries between patterns
becoming ambiguous, in other words, the transition of
awareness on the relativity of value. By exhibiting drawings,
showing the process of work of the everyday line-drawing,
drawing, coloring, etc., which had long become the artist’s
life, she tried to show structure and process with diverse
contemporary language.

To the artist, YOON, images found by searching
‘utopia’ or ‘paradise’ on the internet, or the landscape
image which is the default PC background, are things that
we can easily obtain within the monitor frame, and that
which meets the real life of the contemporary; it is kind of
like a contemporary version of paintings in barbershops,
fabricated to satisfy the fantastic natural landscape
we imagine. After going through the filtering job of
decomposition or expansion through the artist’s computer,
virtual images get closer to reality from within actual spaces
or boundaries become ambiguous. He has shown works
asking an aesthetic question on the ambiguous boundaries
of the real created by the existing images (virtual), the
prints (the actual/reality), and the artist.

Thus, BYUN’s works seem possible for discussion
within the extension of ‘pattern & decoration (P&D)
movement’ in the 1970s, and PARK can be seen as using
patterns, showing considerable details of handicraft
methods for revealing problems of awareness and
perception of individuals which cannot be generalized,
and furthermore, their uniqueness. Lastly, YOON tries to
reveal the pattern in which the distribution OS carries,
the contemporary observed from the artist’s ‘economy
boundary’, and the boundary on the patterns shown in
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paintings and sculptures, or its ambiguity.

The problem of pattern is not simply a problem of
‘decorativeness’, but includes diverse and comprehensive
discussion that can pattern-categorize, from psychology,
taste and hierarchy, up to economic problems of the young
generation in modern society. The contemporary pattern
contains issues on style, problem awareness, psychology,
society, economy, hierarchy and class, beyond the refreshing
taste. As long as the curator does not miss the intentions
of artists, to say that pattern is ‘the rival horse of non-
materiality’, which visual decoration, practicality, the
common and pleasurable things have, ironically, brings
discussions about the immaterial value from various levels.
Eventually, the curator seems to be pinpointing the fact that
the ‘visually beautiful’ works, emphasizing decorativeness
or handicraft detail, before there being any interpretation or
value valuation on pattern as a structure and process, have
not been properly evaluated.

Yet, I would say that the synergy of when the three
types of different pattern works came together at a single
exhibition space, rather than it being a space that is
altogether beautiful and refreshing like how the exhibition
was planned, the stable space which can be found easily in
any other white cubes, was regrettable. Of course, as this
exhibition is said to be something of a prologue exhibition
for a bigger show, it looks like I can look forward to
CHO’s next move.

OH Sewon is a chief director of CR Collective, a nonprofit multi-
cultural art space of llsim Foundation. Working as a collective,

OH explores the subtle relation between life and art discovering
and expanding the potential of the public through exhibitions,
education, and rooftop gardening programs. Majored in painting,
art administration and aesthetics, OH began her career as the head
of the artist residence at Youngeun Museum of Contemporary

Art. Later on, OH successively served as chief curator of ARKO
Art Center, head of the design division at Korea Craft & Design
Foundation, and a team director for opening Culture Station Seoul
284, etc. Currently, she is formulating a project that comprises
art, culture, environment, and education based on her various
experiences in the art world. OH is an executive committee of
ARKO Art Center, and a deliberation committee for Environmental
Impact Assessment Council, Seoul.
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1.

I was going to oppose giving judgement, but I only
witnessed his arrest without a shadow nor signal. He is
innocent. Nevertheless, I can’t ask what the arrest is about.
Because the one who visits is not able to be considered.
Now, he must prove his innocence for a crime he did not
commit and a crime about which he does not even know.
The court is as invincible and blind as this arrest, so this
claim can’t help but to be a judgement. For even if a bit of
him is innocent, he tries to find an exit through the law
even though he is referred to the court. But the access will
be deferred forever. Since the law is unknown and the crime
is unknown, the judgement will be only fair in its blindness.
In other words, for judgement to be fair, there must be no
condition at all to declare fair guilt without looking into
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After all, one can’t help but to name this one God
who intrudes on the presumption of guilt. Maybe God
comes into the world in front of this indifferent and
chilling futility. Because believing in the somehow
incomprehensibly magnificent divine providence existing
in everything is closer to meaning than coping the verdict
without the victory nor defeat. Therefore, there exists no
one questioning God, asking “why do the innocent suffer?”
While tracing the law of physics for accidents, its causal
relationship, and related human law and interest and saying
“that’s not your fault” at the same time, there exists no one
making a revenge indictment charging why God neglects
human misfortunes, rather than just shedding tears for
the horrors of the world. As soon as we prosecute him, the
meaning, left in the size of dust, would disappear. However,
when it becomes unavailable to prosecute God, it also
becomes unavailable to prosecute every other thing. It’s
because if we can’t understand what is providence, we can’t
distinguish what it isn’t. It’s a problem to remaining silent
on the revolutionary idea of questioning everything, even
this world, along with the feeble realization of only delving
into something partially or only into the corrections.

Maybe providence will be unknown forever. However,
to make everything possible, to eradicate every irrationality
that is able to be cleared, even God who sticks to the
presumption of the guilty must be prosecute. CHOE
Sooryeon’s Pictures for Use and Pleasure (Window Gallery,
Incheon Art Platform Incheon, 2020) appears at this point.
The name on the indictment written by the artist is for a
devil who was against judgment. Whether it is a story of
‘a female servant’ or ‘Chaemo,’ the death quoted in this
work is always irrational since there is no charge named
nor cause of death. It is as in touch with the providence
supervised by God as with irrationality. Likewise, God never
considers the volume of individuals and treats everyone
as a criminal. But the devil only hates the one with sin.
Only the one who sinned is allowed into hell, since the
punishment that God would not engage with the sinner
is only hated by the devil, and thereby makes the sinner
suffer. The devil having feelings for evil deeds is just a
rumor created by irrationality. If the devil loved evil deeds,
he would be unlikely to produce headstones for criminals
in such a sunless place. Only (quoting) the devil eases
the irrationality. Therefore, to forever face the tragedy
and misfortune, we have no choice but to accept it and to
eternally give up. Pictures for Use and Pleasure cannot help
but write the bill of indictment with ‘the words of ghosts
or the words for ghosts’ that have ‘the view of the world
based in didactic morality and the pessimistic perception of
it.” The exhibition says it is not limited at ‘that’s not your
fault,” rather it extends beyond stating that it would change
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everything except you, everything that surrounds you.

2.

Unlike the scale of the exhibition, which is difficult to
capture with a quick glance, Pictures for Use and Pleasure
reveals itself in the form of one continual work. The work
consists of some previous works and some newly produced
ones, but they give up their partial or independent positions
to come together as ‘one’ panorama. This oneness is
irreversible because it cannot be separated nor divided even
after the exhibition ends. This cohesion aims to distinguish
providence from something that is not providence as it
criticizes the feeble perception that tries to present only a
part while neglecting the whole. This process doesn’t prove
that the individual can be piled on as one by artificiality.
Rather, the panorama shows that the whole does not
consist of divided parts but exists by a connection that
cannot be divided. Hereby, the individual always holds the
whole thinking of it as its source, so it is proved that the
totality is not lost even after it seems to be divided. Just as
this exhibition is one artwork, narrating the ‘whole’ world
becomes possible.

If one work displays how it possibly and synchronically
reveals a totality, in another sense, a diachronic restriction
of the work shows the totality of the world. Pictures for Use
and Pleasure refers to the book of the same name, Pictures
for Use and Pleasure: Vernacular Painting in High Qing China
(2010)" an academic text that introduces the literature and
customs of the Qing Dynasty. The book states that from
a modern and foreigner’s point of view, the tradition does
not comprehend life but reveals itself as a foreign body
leaked from life. This tradition is not the contemporary one,
rather came from the origin timeline when myth and reality
were not classified as distinct. Even though the feeling
of irritation, the irrationality of the origin and modern
one are not classified in terms of their content, they still
commensurate to today by what is stated to be modern. By
not being classified, the origin story never stops speeding
through the modern and the present on the timeline. This
continuing direction proves that time is continuous, not
severed, and, synchronically and diachronically, the world
is revealed as a whole. Therefore, rather than a partial
modification, the condition to practice revolution for the
whole becomes available.

Two folktales are suggested in the exhibition. One
is about the death of ‘a female servant and Soojing’ and
another is about the deaths of ‘a woman and Chaemo’. The
servant dies without any explanation, just because she came
across the death angel, and Soojing dies because the servant
belongs to her. The woman in the latter story dies and not
long after that Chaemo also dies, both deaths for unclear
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reasons. What these two stories share is not just that the
stories do not end with the death of the characters, but that
the deaths of the two stories have no grounds. Every aim

to end the cause of death in relation to those characters’
personality, description, whereabouts, and nature are all for
naught. Anything related to the character has no probability,
and it becomes meaningless. While folktales generally carry
a message that leaning toward the promotion of virtue

and reprisal of vice, CHOE chooses a story in which an
innocent individual suffers and is punished without sin,
underlining this aspect of irrationality. The reason that
didactic morality is general in folktales is not because it is
actually common, but rather because it reflects a desire for
irrational reality to move toward the direction of the moral
good. In other words, the judgement of the innocent is in
fact closer to reality.

The narrator who describes Chaemo’s death ends the
story with “at last, dies.” Here, ‘at last’ is an adverb that
comes before the desired result due to a certain reason.
Although there exists no cause for these deaths, what one
can seek to understand is the narrating subject who ‘desired’
the death. The subject is ‘God’, and the incomprehensible
and imperceptible providence can only be described as
irrational. The pain that the innocent would experience,
by which proves God’s absence or incapacity, cannot help
but prove God’s existence by manifesting that God is fair
to every existence. And it proves that the magnificent
providence must be incomprehensible. If the realization that
misfortune has its own meaning and intention, rather than
having no meaning at all, frees us from suffocating futility,
humankind cannot help but hang on to this realization. In
such an atrocity that paralyzes humans, it would be rare to
figure out the truth that caused that atrocity. Since the truth
becomes unachievable, humankind begins reducing itself,
persuading itself that truth does not exist or is unknown.
This reduction presupposes the incomprehensibility of
providence. Whether or not the individual believes, when
they give up trying to understand or correct the world, they
engage in proving God.

But this proof also paradoxically proves the existence of
the devil. If there is a God, the devil also exists. Not a God
who equally sentences sin indiscriminately, but the devil
who sentences pain to the guilty since he only hates the
sin. Between the two stories, there is a sentence “Your life
on earth is exhausted, but your life in hell is unfinished”
and this does not indicate the event was enacted later than
those beings moved to hell. The sentence is a declaration
to change the world of reality into hell. Therefore, it was
written in the present tense. It can be declared, “Devil is
here,” or “Pluto is here,” as if it is currently taking place,
or more radically as, "King evil, you won” in the past tense.
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Overthrowing the world in which the innocent suffers

to the reality of hell where only the guilty suffer is in the
cards or currently taking place. Quoting the devil’s words
that Pictures for Use and Pleasure uses takes the role of an
indictment for this irrational world. "We will become

the king of evil spirits.” Whether they believe or not, in
this world of the devil not of God, we would participate
in correcting the whole and in aiming to understand
everything, rather than humbly accepting the providence.
As long as we keep questioning this, this world becomes
the place where the innocent avoid suffering and become
the king of evil spirits.

Art unfurls itself to simultaneously expose every
component of its field. This simultaneity removes the
order of the components, and therefore creates a sense
of fairness. Although the audience views each part of a
work according to their own order of viewing, for example
spending a longer time viewing certain parts of the work,
the fact that the artwork exposes all of itself in a singular
instant never changes, so a hierarchy of objects does not
exist. This indiscriminatory exposure is comparable to
God’s attitude toward the sinner and the innocent in this
world he created. Since Pictures for Use and Pleasure challenges
such a point of view, the work requires a necessary order.
In order to present a specific order, the work uses ‘letters’.
Letters cannot help but have order, whether it is from left to
right or in the reverse, from top to bottom, and vice versa.
Although the work expresses everything at the same time,
once there are letters, audiences cannot help but follow a
certain order of viewing. On the one hand, the work seems
to break the order of creation. God’s creation was executed
with the creation of light by his words ‘let there be light.’
But Pictures for Use and Pleasure must have existed before the
light. Although the work installed outside the exhibition
hall will fade due to its constant light exposure, the work
existed long before light was created at the beginning of
time. Therefore, it always exposes itself as even more faded
than time can make it. The hierarchy of creation does not
exist here, either.

3.

If these precious words, ‘it’s not your fault,” did not console
you enough, that was not because there was a lack of
sincerity. It did not comfort because it indicated that we
must accept everything as it is, without looking back at the
past or to the possible changes of what is to come. And, that
was a sad feeling. That sentence rationalizes the present
world by saying ‘that’s how life works,” rather than resisting
it by saying ‘we must find the one who did this wrong’ or ‘we
need to stand against this conclusion.” This phrasing could
be a helpless choice. Even after we are equipped with such

3.
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knowledge of sending several human beings to the moon,
out into the universe, we still do not know why hundreds
of people had to drown in the water. Human beings are
always trivialized when facing the pain of the innocent. The
inevitable agreement that the whole cannot be changed in
the end, scales people to be miniscule. This exhibition was
not created on the metaphysical level that follows a rumor
called ‘God’. In a materialistic view, ‘God indicates human
beings’ humble and feeble agreement that makes them
give up revolutionizing the whole, only thinking that the
world can be partially modified. On the contrary, the ‘devil’
remains silent in regard to this agreement and symbolizes
the attitude toward that revolution for the whole.

Once again, only art stands before the court that
prosecutes God. Without a witness or proof, it prosecutes
the God no one ever pitied before and demolishes the
borders between humans. By doing so, it proves that art
must exist. Once again, without experimentation or proof,
materialism deepens itself to metaphysics, and the lyric
becomes dense as it describes the world, thereby salvation
is completed by revolution. All these things happen only
within art. The circumstance of the world reveals the
possibility of what is possible, but art manifests how the
impossible ‘was’ possible. CHOE Sooryeon once said that
the part of the title that states ‘easygoing’ or ‘Use and
Pleasure’ was intended to evoke irony, but the irony is only
available when it never stops wishing to revert to its original
meaning while it means its opposite. This is also expressed
in Sowol’s line, ‘I forgot’ indicates that the narrator did not
forget and does not want to stop forgetting in the sadness of
the loss. Therefore, the title becomes a road that continues
to approach the concepts of ‘use and pleasure’ while it feels
pessimistic about the world with no use nor pleasure. Let
us live in hell.
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CHO Jaeyeon is a critic who aims to deepen his work into lyricism,
even after the end of loss and barbarism. He writes while trembling,
depending on the idea that reform will be radicalized into lyricism
and that anger will come forward as lamentation. CHO has served
on the editorial staff of Critic-Al, a culture and art web-zine, and won
first place with the article “Quietly Continuing Quarrel” (2019) in the
3rd criticism competition held by GRAVITY EFFECT, an art criticism
magazine. While he writes infrequently, he is embarrassed for not
keeping his writing. However, because of this embarrassment, he
lives within that gap.
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One of the most common forms of information you will
encounter when researching the artist YUN Jeho is their
description as an ‘audiovisual’ artist. Audiovisual is a
genre that represents and captures contemporary time

and is somewhat more complicated than the concept of
‘multimedia’ in which auditory and visual expressions

are simply combined. Rather than a fixed installation,
YUN'’s work is more of a constant flow of performance

and happening. Presented through lasers and projectors,
images primarily consisting of geometric light cross the
space, and the sound sensually connected to the images

in its logic, wrap around the performer and the audiences.
The subject of the light, sound and performance is clear. In
it, however, the audience does not simply remain passive
receivers. The utterance that the artist, the collaborators of
the performance, and the choreographers have developed
connects the audience with total experiences that they
create through space. YUN takes on a new role as a witness
in the scene, and as a narrator who records and shares
experiences from it. This scene is a relationship that
presents the genre of ‘audiovisual,” while also revealing the

O "HA-olgs wsol §ME HE AFEE 7ter

sto] o] 7]& =5 AFRShe] A Ao EAHA] eke

=2
WA selo) 222 4T AA oS B 2AHE AL
Mz oA Folch 24 AFHUR o EHL 927t

217 dolzt B 4 9l =1 tj= & (Denis DIDEROT, 1713~
1784)2] A42] & o] F7ko] oy}, I 3toA 28]
7 =

o R 17 Y 5 5 Wealw At gAg Alate)
HAlskel Aolch oxo] AlARe 22l £A7 oo AA
Sale] o7to] BehE AEHQ BalAA e} Mo L

1

e 2
Su]ofgl A SYsithe BHE A3 of2l e

[
%
)
2
i)

i)
o
=
o

2

ot

o
ofog
o, Hj
LA [

100 N
2
i
o
i)
2
|o
fru
ek
rin
X

in)
N
N
)y ©
B
2
N
[
ofN ol
o 2
2
X
M)
2L
o
b
rlr

=
ox.

fo
w mo
2~

2 opC
10
oL O nuf
N
iy
o
[ I
fru
I
o

)
ro
i3
o
a
foll o
o
re
|
o
e o K
LU

O o B oaf fr
ol
2
l_;]

o,
i
=
o
N
- M
ﬂ |- -]
X o
ol'-\q' !
rlo
do 1Ir
offl
)
of
o,
[o

I

[
rir
it
i)
2
I
2
i
0
X
i)
2
N
0%
lo
W
W
ox
o
U

ofr
ol
X
L
» 0
>
‘T

o
i)
2o
riok
YL ont
o mn
i)
)
|o
fru
oot
o
i‘O_ll,
ofr
ol
Ir
N
)
o 2
fo

o

> o

AL

0
o I

b oofm o 30 o
o
Ry
o

>

o

>

o

N 1>

ofr S

o N

z o

rr
fo
ur -
i)

o >

Mo
L)
N
N
N
N
o
i)
=2
X
[,
>

ol e e
>
[
©

e £ of
)
o
o
N
ofr
ol
N
=
ok
i
o
U
i)
Fo
o
i)
N
[hid
i)
kI
o2
i)

)
Ho oo

=
N
N
N
N
Ho
R}
e
o
N
b1
ofr
ol
a

>
fol
lo
=
u
o
o
[<0
N
—
Il
e
o
5
[¢]
=3
Q.
—t
=
(0]
e}
=4
o
w
o
S
@

one soul) (A IEZAE CF FAF, A, 2020)

characteristics of the artist.

Based on the computer that handles the universal
solvent of the digital, YUN uses a number of technical
tools to build and connect shapes and sounds that would
otherwise not exist in the natural world. What is created
through this is a new mediated landscape. As mentioned
earlier this landscape is not like the space of Denis
DIDEROT’s (1713-1784) Fourth Wall where we cannot get
to. In this landscape, we walk between the pillars of light
created by lasers, stay in the middle of the penetrating lines,
and resonate with the low frequencies and trebles of the
wavelengths that cross our bodies. To allow the audiences
to be directly involved and respond in the work and feel
through more diverse sensations such as synesthesia,
beyond the limited sensory experience of vision is one of
the common goals pursued by contemporary new media art.

This is the realization of the digital world that he
always envisions while making his work. Today’s world
is a complex system where the traditional physical world,

a world on which our physical body is grounded, and our
five senses feel, and the virtual world,—where our spirit is
connected, and sensorial experiences are simulated through
the technological medium—connect and overlap. Now is

a time when it is difficult to say whether each world is
subordinate, or superior to the other. We are living with
both feet grounded in two worlds. We embrace all the
action-reaction experiences in both physical/non-physical
situations within our bodies, as well as and in simulation
experiences called the interface.

Digital technology that allows immaterial beings, which
have no original source, to exist in a material form, and
optical and auditory devices based upon it are typical ways
to connect and represent today’s digital-analog overlapping
world. YUN actively utilizes digital technology to create a
fluid landscape that is not fixed or settled. By reducing or
converting material existence into digital virtual numeric
information and manifesting it materially, he creates a
coexistence of what can be recognized as material within
an immaterial environment, and of what can be recognized
as immaterial within a material environment. This is
a question that the artist asks about today and about
ourselves, but it is also a message that is close to a raising
and awakening of consciousness.

After being asked to write about YUN’s new
performance 1=0: one digit represents one soul (Theater
C, Incheon Art Platform, Incheon, 2020), and reading
about the performance, the first thing I felt was a form of
anticipation. We are living in two worlds, as organisms
and as data. The performance starts with a question of
how the death of one would affect the other as we are
stuck like two sides of a coin. The curiosity about how the
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artist would interpret, fix, and express today’s situation,
amplified my expectations.

What stood out in the performance were the four
elements, lasers, a one-way mirror cube, music, and
performance. First, the lasers filled the space by generating
a pattern based on geometric lines and curves. Although
the lines were an immaterial object that could not be held
in one’s hand, they had the strongest presence of any
other material. They were materialized in the space to set
the atmosphere and connected various elements of the
performance together. The unfolding visual structure was
fragmented and discontinuous-as is natural to the digital
aesthetic, but at the same time, it embraced analog’s
continuous and connected characteristics. This fact of
coexistence is an interesting point for the artist. What
he describes as the “realization of digital space within
a real space” can be expressed as the visualization and
synesthetic manifestation of the world he senses today. An
image without an original and an object, which does not
require a referent, is embodied in front of us in a tactile and
perceptual sense through the harmony of lasers and ambient
sound. This space, which is overlaid onto the physical world
through his technical mediation, was manifested, and is
a hybrid system he proposed, in which the physical and
virtual worlds coexist.

In order to make this coexistence visible, another
part of the 'connection' is highlighted. Instead of digital
fragmentation, laser projections make continuous
connections. When a trajectory of a line is drawn, and
moves to the next line or shape, the continuous connection
and regeneration persist rather than show the signal’s
disconnection, or create new lines. This connection not
only expresses images, but also illuminates the artist's
other means of expression—the one-way mirror cube, the
choreographer, as well as the audiences—visually tying them
together, connecting perspectives and meanings.

The one-way mirror cubes are also positioned as an
intermediary in order to express the connection between
two worlds. Like Matryoshka dolls, one cube is located
inside of another cube, which is made with a one-way mirror
that usually functions as a mirror, but becomes transparent
when the light is turned on. Therefore, depending on the
light source’s operation in the center of the cube, it can
express all three optical phenomena, including projection,
transmission, and reflection. Through the external lasers
and the internal light source, this one-way mirror cube
sometimes projects or transmits the continuum of the light,
or reflects it, and functions as a key medium connecting the
space and various elements located in the space.

The music of 1=0 was somewhat different from
ordinary forms of sound art that appeared in contemporary
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art accompanying performances, one that stimulates
auditory senses with non-musical sounds by introducing
bursting sounds, continuous sound, and other noise outside
various scales and combining those sounds with visual
elements. The constantly unfolding sound is more of a
form of ambient music that emphasizes tone, atmosphere,
and enhances a sense of space by harmonizing with the
space, as opposed to sound art that disrupts or crosses the
boundaries of music. Rather than being an element that
strongly insists on its own presence, the sound primarily
serves as the role of a mediator that creates harmony with
other elements and surrounds the audience’s space.

Lastly, YUN’s collaborative performance with
DanceMUA's choreographer AN Sanghwa seemed to enable
the audience to communicate with the world while standing
on the temporal synesthesia unfolding by the elements
mentioned above. The work also seemed to open up another
passage for viewers, making them be more immersed and
feel intimate. The five dancers expressed a close relationship
that allowed one to sense invisible lines that always seem
to be in contact with something. One of the dancers was
in a leading role and explored the world while expressing
intense emotions. The other four were connected to her,
while simultaneously acting as four networks connected to
the world and operating as a diffusion network, amplifying
the journey of the main dancer’s movements and stories.

The relationship presented in the performance is the
artist’s interpretation of the current world he embodies
through his own perspectives and senses, and represents
one of the world’s various possibilities. Meanwhile,
the relationship is also a reminder of the technological
medium he employs and its transparent mediation—the
common end goal of ‘reality realization technologies’ such
as virtual reality or augmented reality, the most noticeable
technologies in today’s world realization and experience.
These technologies and technical media develop in order
to subvert the relationship between the physical world and
the virtual world, and create a hyper-realistic representation
that more accurately shows reality as it is. This is an
attempt to expand the world we possess, but at the same
time, it can be an attempt to subjugate us to a world where
technology and capital are overwhelmingly in control.

What is important is that we are living in both worlds. It is
impossible to completely overpower or overwrite one by the
other. If this were to pass, it would mean the death of the
subject and the world. The message of 1=0 is our awareness
of ourselves, who exist in these two worlds. It is a story
about us, the inhabitants of a plurality of worlds living in
two worlds simultaneously and influencing both worlds,
rather than the subject affecting us from one place to
another. The various elements in the performance are closer
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oA o] mlekgich x| oloich 2 Zu} otz characte‘ristics. Har.moniz.ing together and enveloping the
space with the audience, it seemed that the work attempted

AlgellA el &S olob7lshe ofelo] Smag oA to achieve harmony with a sense of balance.

AZFe M7= ol £7F Ha) A7), 22191 9] 3]0 & One thing I felt lacking was the loose connection

7474 z|zbako] R =2 obw sl AlabRlch ‘oA E AjAbmf between the theme and the intense synesthetic experience.

GlolEl 2 o] et el Zalo] Zh7he] B-So] ol A ]o Th<? developmenF ofa .narratlve‘, whilch began with the
crying of a baby implying the birth in the world of the

AR 7 g2bzre] utake] =gt analog disappeared at some point, being buried in the feast

Ot 252 MAE olof7|slal 11 o]of7| & HEsl of light, sound, and movement; only sensory perception

=Bl HFA] 2 sAl 0] ‘B9l & ola)|al 1 Qleh 108 dominates over everything. The shroud of the visual-

20 5050 A, TAL BT Lhon 744 B Hog perceptua.l sense of space was so querful that the question
of the artist on the leaflet, “The digital world and me as

eIt BE 247t gatatet A, St data,” was not quite delivered.

Sk Z7ko|A 7Aoo 2 AAE o thekst Zhzto] F2Hs}ed He has a good understanding of ‘immersion’, which

U AA LSz o= 22712 thao] of2]2-S Bl 1 on is one of the important elements in talking about today’s

QRoE =3 wo.rld, dehvermg that narraFlve, and attracting att.en.tlon.
This was a 50-minute experience that went by as if it
were 10-minutes. It was the first impression that came
to my mind after watching the performance. All elements
were organically connected in the space where the artist,
the performers, and the audiences worked together. A
feeling of satisfaction filled through my various senses,
which more than made up for some other aspects that fell
short of my expectations.

5|CHEH2 7|&3t O|CIo 2 RME @Yol 343t T etollMe| oIzt gso HUH Daechan is interested in today’s environment that is created
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A2 =71 9irt, O|C|0] 23j0axld Wa|AL0| WA Ao =aE|- by technology and media, and the human activities within it. He is
the Editor-in-Chief of AliceOn, a culture and arts media channel, a
Senior Researcher at the game research collective The Play, and
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1=0: one digit represents one soul mlciof OFEet CIRIRL, 7|=2stol] 2EE Tl AL, st 0 Cigt the head of the science lab at Jeju Creative Arts Education Lab. He
HEHA 508, QIHMOtEESNE CE U, 21, 2020 CAZENEE 7|8, ZIg Fo|ct. plans and curates exhibitions, events and educational programs
1=0: one digit represents one soul related to media arts, design, and art and technology.

Performance, 50min, Theater C, Incheon Art Platform, Incheon, 2020
(Photo: LEE Hyunmin)



1=0: one digit represents one soul

HEHA, 502, QAMOIEEHE CS 3, 2IH, 2020

1=0: one digit represents one soul
Performance, 50min, Theater C, Incheon Art Platform, Incheon, 2020
(Photo: LEE Hyunmin)

LSE= #2
mHEMA SEE 0[N, OIFE HE, ZEMHY, AL|7, JHHHXR|, 2019
Wave Cave #2

Performance, Moving head laser, acrylic mirror, profile, speaker, dimensions variable, 2019
(Photo: GALLERYMEME)



mHEHA FEHE 0[N, 7|HE Of2™ RE, HE, AL|FH, 7HHEXR], 2019

Cave for Rest

Performance, Moving head laser, kinetic acrylic cube, mirror, speaker, dimensions variable, 2019
(Photo: LEE Hyunmin)

oOESEE #2

HEHA [ = 0N, YZ2HE, HE, ALlF, 7HIMR], 2019

Wave Cave #2

Performance, Moving head laser, beam projector, mirror, speaker, dimensions variable, 2019
(Photo: LEE Hyunmin)

AN
mHEMA SREE 0[N, Ot FH, YZZHE, AL, 7HAHX|, 2019

Forest for Rest

Performance, Moving head laser, acrylic cube, mirror, beam projector, speaker, dimensions variable, 2019

(Photo: LEE Hyunmin)

o

One washes weapons with Milky Way Light
Performance, Moving head laser, acrylic cube, beam projector, speaker, dimensions variable, 2019
(Photo: LEE Hyunmin)
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Education
M.A. in Electro-acoustic Music Composition, Korea National University
of Arts, Seoul

Performances

1=0: one digit represents one soul, Theater C, Incheon Art Platform,
Incheon

Tongyeong Night, Sebyeonggwan, Tongyeong

Linking stars in space, Nam June Paik Art Center, Yongin

Cave for Rest 338, Media338, Gwangju

{KEJRRE (Cave for Rest), GalleryMEME, Seoul

From One Space to Another for {k, Atelier B in Hanwha Resorts,
Sokcho

2018 JIKJI KOREA International Festival, Cheongju Arts Center,
Cheongju

2018 JIKJI KOREA International Festival D-200, Cheonju Early Printing
Museum, Cheongju

Medlia Art Performance, Suwon Ipark Museum of Art, Suwon
Regulations 007, Alley Sound, Seoul

RTA (Real Time Art) Vol.3, Post Territory Ujeongguk, Seoul

From One Space to Another, Gyeonggi Creation Center, Ansan
WATMM Vol.34, The Lost Continent of MU, Seoul

International Computer Music Conference, TivoliVredenburg, Utrecht,
Netherlands

WeSA Festival in DAEGU, Daegu Art Factory, Daegu

SOUNDHUE, Seoul Art Space Mullae, Seoul

Selected Group Exhibitions

21c WATERCOLOR, Yangpyeong Art Museum, Yangpyeong
Commemorative Exhibition for the 10th Anniversary of Jeju Museum of
Art, Vibrancy and Life (%-3&), Jeju Museum of Art, Jeju

Fresh Seoul: Refresh Donuimun, Donuimun Museum village, Seoul
Family Garden, Yangpyeong Art Museum, Yangpyeong

Feel Art, GS Caltex Yeulmaru, Yeosu

Let's pick up the light at night when everyone sleeps, Surisan Mountain
SangsangVillage, Gunpo

White Magic City, Gwangju Media Art Festival, Asia Culture Center,
Gwangju

Territory of Music, Oil Tank Culture Park T6, Seoul

An owl hive in Wonderland, Wolgot Art Publication Center, Siheung
The Architecture of Structure, Suwon Ipark Museum of Art, Suwon

The Rest in the Virtual Nature, K Museum of Contemporary Art, Seoul
Tomorrow Sculpture Awards 2018, Sichuan Fine Arts Institute,
Chonggqing, China

Galaxy Odyssey 999-Matsumoto Leijis Old Future, Yongsan Electronics
Shopping Arcade 12-12, Seoul

SOUNDHUE 2018, Tongyeong International Music Foundation,
Tongyeong

Awards and Grants

Technology-driven cultural and artistic education projects, Korean
Culture and Arts Centers Association

GN New Performing Arts, Gyeongnam Foundation For Art Culture
Tomorrow Sculpture Awards 2018, Sichuan Fine Arts Institute, China
Gyeonggi Creation Center Art Project, Gyeonggi Cultural Foundation
Mullae Arts Plus, Seoul Foundation for Arts and Culture

Fest-M, Best piece, Guroartsvalley, Korea Electro-Acoustic

Music Society

Albums

‘WeSA FESTIVAL #002: COMMUNION’, WeSA Records
‘WeSA Compilation #001’, WeSA Records
‘WeSA Compilation #002: TAPE MUSIC’, WeSA Records

Residencies

2021-2020 Incheon Art Platform, Incheon
2019-2017 Gyeonggi Creation Center, Ansan
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Human, Errors, Art—
A Review of LEE Sangwon’s
Performance, Err-Connection
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1.

On Friday, December 18th, 2020, jazz pianist/electronic
musician LEE Sangwon’s performance Err-Connection

took place at the Incheon Art Platform Theater C. The
performance was divided into three parts: the first and third
parts were closer to a traditional jazz concert performed by
the ‘LEE Sangwon Trio’, which comprised of LEE’s piano,
KIM Jeonghoon’s Drum, and HONG Kyungsup’s Bass. The
second part in the middle of the performance was made up
of a more experimental, freestyle improvisation by LEE.
As you may have noticed, the title of the performance
references an error in connection or access a term related
to the field of computers. Born in Busan in 1982, LEE
studied composition in Korea. In 2008 the artist earned a
bachelor’s degree in Jazz Piano at Codarts Rotterdam, and
in 2012 the artist completed his master’s degree in Live
Electronics from the Conservatorium van Amsterdam. In
2015, LEE organized an Electronic Jazz Project called VAM
with the Bassist and Head of Prince Claus Conservatoire,
Groningen, Joris TEEPE, Drummer Tuur MOENS, and
guitarist YANG Yunil, and released an album of the same
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title the next year. Upon his return to Korea in 2015, LEE
has been pursuing his doctoral degree in Technology Art at
Chung-Ang University, the Graduate School of Advanced
Imaging Science. In 2020, LEE was selected as Incheon Art
Platform’s artist-in-residence, and this performance was
held as part of the residency program.

2.

Needless to say, the performance was brilliant. I enjoyed

it the whole time. The Composition may be essential in
fact, everything may be yet, the audience depends on the
performer’s interpretation to decide whether a specific work
is to be judged as good or bad. Whether it is a Mozart or

a LEE Moon-sae, the audience’s appreciation differs based
on who the performer is. The composition of a score only
exists potentially in the form of a formalized idea, which
can only be realized through an artist’s performance. In

this regard, the ensemble of HONG, KIM, and LEE was
euphonious. As demonstrated in LEE’s unique resumé, the
artist is an accomplished player who has seriously practiced
traditional Jazz and experimental music (it is difficult to find
someone else in the world, a player who ‘properly plays’
‘emotional’ jazz and ‘intellectual’ electronic music at the
same time. Yet, with regards to the Yin-Yang theory, which
would be the Yin and Yang among the two?) KIM’s drum,
which almost brings to mind a form of rock, combined with
HONG'’s bass that produces a stable technique, creates

a solid rhythm, securely supporting LEE’s various colors

to unfold comfortably according to each of the player’s
intentions. As a distinctive feature of the trio one can notice
while watching the performance, that the ensemble players
not only use their ears to concentrate on one another’s
performance but also use their eyes and facial expressions.
As an ensemble means ‘together,” this performance was an
impressive ensemble, an outstanding performance created
by three incredible artists in real-time.

3.

Error Connection, an error in access or connection, is the
title that LEE has chosen for the performance. I asked the
artist why he chose such a title, and LEE states that he
found new possibilities in his music within the errors that
occurred during his computer work. As is the case with

all work that humans perform, as an electronic musician
familiar with coding, LEE states that he has seen chances
of new art and ways of existence in the world through
errors made during his work as well as in its unexpected
dynamics. As Georges CANGUILLHEM (1904-1995) a
physician and the highly influential teacher of the French
philosopher Michel FOUCAULT (1926-1984) asserts, only
living things make mistakes and errors. Without errors and



Err_Connection

Err_Connection
Solo performance, Real-time controlled solenoid valve, live electronics,
interactive audiovisual, 6min, Theater C, Incheon Art Platform, Incheon, 2020

Py
o
o
fo
3
_\|l_,

|
_>|~l_,
2

b -
)

Fu
fo rlo
Py
1o
ot

BN

l-O

A
Hop Agesls (HANA dojue B 42 & shte] oe=

glo] ol A7EA] Al A ol EAf8kA

Aze e Ao 4L ol BE Ze Az e Rolu,

5§
5
)
)
u
Ho
(A
o
)
=

»

=
b
Ho

200 gy ol
po)

o flo 1

off
of,
Am rlo
ox
1
2
2
2

H
i
rir
pal
ol
:0'1:11
N
N
m
rr
Y,
o

C

0,
()
o

R
o,
ofr
ol
I
s =
T
1
)
)
=
e
L
il
o
o
f
o
>

iR}
>
=2
pud
o 2
rr
Py
N
B
1o
44
iy
=2
2
»d
Lo

ox
ol
2
o
o)
¥
N
co
i~
rlr
o
[o
st
o
=
[
i)
i
o [
o
offl
ikl
off
)
B

DOLTO,
2)7} ofol g )

A 2] 0] 47}

—
Xe)
o
¢
—
Xe)
0
*
N
S

o, ml

|0 FSE_I

[kl
oft
e -|O>
L
Ho 5
5
8

Y

R

2R

o

£

jus)

=

)
o2

NI I
fu
o
1>
ofr
ol
R
o
rr

X
41
)
uu
2
=2

Y

o
—_
o
10
o
olfl

o

¢
o:
d
o
D)

o rlu
o
i
o
o
N
fo
=il
i

3y H—l
e oo
)
To
N
r
1o,
> o

pok
W o P o

Lo
=
ox

ofr
e =

R
2
2
o
I
>
o}

N

1}
1o

n oy
>

to o
Ju 4

om0
4H L2 n
u
fo
dn
e
S

BN

fru
2
(L)
>
ol
ol
rlr
P
rlo

_ﬁ
i
o r
o
o
)
o
ox

fo 1M
=)

S
©
0%
ofr
o
N
e e
©
N
>
f
L
rlu

ol
=)

du pE pd

ﬂ
Po [‘ll‘

f
oo e
N

o
x M om
ofN

1N
Y
o
iu)

e )
)

ot

o)

i)
fo > fo o HS
o
j’,ﬂ
Ir
B
ie)

rlo mn
2
=
N

fo
qu
N

g:)
I
>
I

i)
Ji
filo
i3
~
fo
=i
i
T
4
rr
i

~

" ARA o] e,

(frame

8o rl
Jor oy
por
o

P
HU g
fo
Mo
Y
flo
to
Ju o
N
s}
+
E
£ -
i
>
o
N
o
b
gﬂ
K

>
e
ofr
o
[¢]
e
[¢]
o
ofr
ol
)
rlo
o
glo
rlo
N
i)
fo
4
I
offl
>
o
ox
2
ofr
ol
rir

NN
qc -
fjru
o
(i
o
ox
o
1o
g

fru
ks

[H

fu
i)
>
o
r>-

L)
e

>
1o
o
i)
[ o
ol
for
ol
o
ol
ofr
ol
=

o

N> 8
i

> N
o 2

=
ftle olo

m mlo

R

i)
i)

Mom>x oxl gk
o >
|z

N o og

m AL ok

P#

fr o o
St
T 2
SR

offl

2 >
SN
O o )

(e} rLllO _]24_{
2 o2

mo AN

| j‘#“ﬁﬁﬁ
Hor
oo O
lo |n
o 1
Moz

il

o
H
2
b
1o
L
T

fd
o N
- 2

}r f
R
b9
>
2
Fo
[
MHE
of
oy
1o
of
i
ofr

4o E
)
L
>

2 2 2 e
fu
£ oo =

L
D)
rEI

N
Ho

>,
i

ST oot

£ )
O
o

[4S

>

u

Ho

o

ot
=2
okl
ol
2

Mo &L mot
Hl
L
[>
i
o2t
—OL
N,

2

.ﬁ o,
i of
)
o g 2o

9
I
-

s
ot
o©
o
[>
|m
il

©

my, L
i
s
gk
o
=
E
ol
o
me U
N
)
o
rr
ol
o
N
- N
)
S
&2
Mo
ok
>
fijo

0%
)
ol
e )
o
g
o
i)
N,
-
jui
)
L)
jus)
R

]
i
o2t
ofr
o,
N
§2
rlr

(o]
ox
{0
1o

mistakes, life, nor new things, can be born. Life is born out
of mutation and errors. Although an error itself is not a
creation of novel things, to be more precise (while, without
exception, every single incident happening in the world is

a new component that has not existed in the world prior)

it is not necessarily the production of new good things.
While everything is original, good original things are rare.
Nevertheless, just as words such as ‘weeds’ and ‘pests’

are a ‘very violent’ definition established by humans that
contradicts and disturbs their specific needs, errors and
mistakes refer to an aberration from ‘regular’ order, a refusal
of ‘established’ rules, and incongruity with ‘pre-determined’
goals. Yet, as the pediatrician Frangoise DOLTO (1908-
1988) has affirmed, before scolding a child, it is helpful to
examine whether it is our thoughts or the child’s behavior
that should be altered. We perceive errors as errors because
we observe them as based on predetermined orders, rules,
and purposes. Following the words of CANGUILLHEM
mentioned above, errors are a prerequisite for the birth of
the novel and a requirement for a larger order. Identifying
errors as mere errors is a ‘coarse’ error that cannot create
new orders. Hence, what counts is the ‘frame’ itself that
distinguishes true and false, the regular and the exceptional,
and right and wrong, rather than the error itself. Only this
frame produces what is correct and what is an error. If this
frame does not exist, then nothing can be right or wrong.
Consequently, what we should consider and investigate is
the structure, which simultaneously produces right and
wrong.

4.

LEE’s solo improvisation comprising the second part of the
performance proves that the artist precisely understands the
ideas of contemporary art. Synchronizing real-time images
on a screen to the tappings of ceramic cups that have
capacitive touch sensors attached to it; controlling solenoid
valves live and playing the piano strings; a prepared piano,
which processes the piano’s data such as its volume and
pitch; performances of transmitting electronic sound and
images; all are incredibly avant-garde, yet have succeeded in
generating an enjoyable and experimental sound and vision.
Like the phrase, ‘all or nothing,” leading a proper, successful
experimental art performance is extremely difficult. Given
that many ‘experimental’ artists often disguise their lack of
necessary skills with the excuse of ‘experimentation’, LEE’s
performance was indeed a proper performance that did not
depend on a conceptual alibi. The exceptional only comes
forth naturally after arduously mastering the authentic for

a long period of time. In this regard, one can only say that
LEE’s solo improvisation performance was as precious as it
was rare, as in the words of Baruch SPINOZA (1632-1677).
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5.

A fine performance makes a fine audience. As its meaning
signifies, an ensemble creates the overall ambiance,
something seen from a broader perspective, something
whole, or a wholesome one. An ensemble is a performative
event, which makes a kosmos in a given time of a shared
space. This performative event creates one thing (kosmos),
a loose thing (kaosmos), which nevertheless cannot be
reduced to one (kaos). An artist is a person who deals with
the ‘artificial’, as indicated in the Latin etymology (ars) of
the Japanese word for ‘art’. A beautiful sunset that I admire
cannot be art, even though it may strike a string in my heart.
An artist is someone who plays by oneself, with others,
and with the world through an act of artificial control. An
artist’s aim becomes an attempt to govern an effect that is
impossible to regulate artificially through artificial control,
an endeavor that cannot succeed, an attempt to not attempt
in succeeding, by the artist who ultimately understands this
process. Thus art is not a conceptually formal ‘perfection’
but rather a pursuit of ‘imperfection’ that can be realized

in the form of a realistic experience. As KIM Yong-ok has
noted when summarizing Chinese philosophy’s general
features, imperfection is a higher value than perfection. It
is an imperfect performance of the present rather than a
perfect idea of the past. This is the idea of contemporary
art (which pursues imperfection rather than perfection).
Errors and mistakes are a precondition for the birth of art
or something new. Standing in between humans who make
mistakes and machines that don’t, LEE attempts to adopt
‘errors’ (mistakes); unlike the common phrase, ‘we have
encountered an error,” the question of whether machines
can fundamentally ‘make mistakes’ requires profound
philosophical contemplation. And art is only born through
the uncontrollable, a mistake and an error. As with all
scientists, no artist can thoroughly control the effects of his/
her artwork. Like scientists, a good artist fully understands
the world’s operations and tries to ‘moderate’ control over
the uncontrollable. In this case, the uncontrollable is not
merely a negative limitation, but instead the condition of
the world’s existence itself, a positive requirement for art-
making. As such, art exists ‘between’ the controlled and
the uncontrolled.

6.

Today, traversing the trio and solo, LEE’s errors, mistakes,
and fallacies have succeeded in achieving its goal of creating
a certain ‘mood’ ‘between’ the player and the audience, in
other words, an ensemble, a ‘loose cosmos’. LEE’s arrow
that has left the bowstring has precisely pierced the target.
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Ceramic Kitchen Part1 Ceramic Kitchen Part2

Solo performance, ceramic cups, capacitive touch sensors, conductive paint, 4min, Solo performance, Interactive projection mapping on vases, 3min,
Theater C, Incheon Art Platform, Incheon, 2020 Theater C, Incheon Art Platform, Incheon, 2020
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Trio performance, 8min, Theater C, Incheon Art Platform, Incheon, 2020
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Techno Pi
Solo performance, Real-time controlled solenoid valve, live electronics,
Interactive audiovisual, 8min, Theater C, Incheon Art Platform, Incheon, 2020

Free Improvisation
Real-time controlled solenoid valve, live electronics, 20min,
Theater C, Incheon Art Platform, Incheon, 2020
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Education

Electronic Music Production, SAE Institute, Amsterdam, Netherlands
M.M. in Live Electronics, Conservatorium van Amsterdam, Amsterdam,
Netherlands

B.M. in Jazz Piano, Codarts, Rotterdam University of the Arts,
Rotterdam, Nehterlands

Institute of Sonology, Royal Conservatory of The Hague, Hague,
Netherlands

Performances

2020 Gwangju Media Art Festival, Projection Mapping, Former
Jeollanam-do Provincial Office, Gwangju

K-PAZZ Lee Ji Yeon Jazz Orchestra, Munhak Theater, Incheon

Incheon International Design Week 2019, Music, Sound Design,
COSMO 40, Incheon

Busan Visual Music Association Concert-Candles, Piano, Audiovisual,
Somin Art Center, Busan

Busan Electronic Music Association Concert-Paranoia, Piano with Live
Electronics Performance, Eulsukdo Cultural Center, Busan

7th Eulsukdo Composition Music Festival-Wheel, Audiovisual, Eulsukdo
Cultural Center, Busan

Film Dance with Ghosts, Music Director

Jazz & Electronics(w/ HONG Kyungsub), Club Monk, Busan

Live Electronics Project-Immerse, Piano, Audiovisual Live Performance,
Ghetto Alive, Seoul

PARK Sunyoung Quintet-Overdrive Project, Album Release Concert,
Formtec Workshall, Seoul

20th KANG Eunil HaegumPlus-pian, Piano with Live Electronics
Performance, Korea Cultural House, Seoul

34th Korea Fashion Design Contest, Piano with Live Electronics
Performance, SETEC, Seoul

Gyeonggi Sori Concert-CHOI Sujung’s Norae & Garak, Piano with Live
Electronics Performance, National Theater of Korea, Seoul

Platform-L Jazz Series: Jazz Day, Platform-L Contemporary Art Center,
Seoul

VAM Collective1, Aloum Realease Concert, Formtec Workshall, Seoul
VAM Concert, NorthSeadazzClub, Amsterdam, Netherlands

VAM Concert, Canvas op de 7e, Amsterdam, Netherlands
Contemporary Ensemble Ontogenesis Concert-To See Eye to Eye,
STEIM, Amsterdam, Netherlands

Contemporary Ensemble Trazzionic Concert, Amstel Kerk, Amsterdam,
Netherlands

ABSTRAKT, Live Electronics Performance, Cruquiusglide, Amsterdam,
Netherlands

Club100, Piano with Live Electronics Performance, Zall100, Amsterdam,
Nehterlands

Fete de la musique, Live Electronics Performance, Institute Francais,
Amsterdam, Netherlands

KIM Kyuri Recorder Concert-Windy Nights, Live Electronics
Performance, VELOSO, Seoul

2012-2014 CVA Live Electronics Master Monthly Concert, Live Electronics

Performance, STEIM, Amsterdam, Netherlands

Award
JC CURVE World Music Ensemble, the best Jazz/Crossover Prize
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O:II —I—x = ZH O o=|-7 o] 2L ¢l thlo] x|Hbe] Sobe o} EX AlEto] &2 Hoping that you will also discover and listen to the music of
oJ5he L o] 7] o] Z|HS 2 obx] BAi kAL o] ofx Ji Park, I would like to introduce a very brief official profile
b O A I —_— I o (@) I_ H I_ (@) e e EE et AT eee T B and album history of her, for those who do not know about
_ 7heksl 3z = g2 jr_]_ oH 1 tﬂ-uH Ayslo z_loi H /\_lr;]. . . . .
= _I_I e e == | J : —_— — CHT o =2 2m 2l o= T T her yet. Cellist and composer Ji Park majored in orchestral
HAgl AE . R H}o. A B FpEjore T . ;
A2 AE 2L A2 o A& oM BE S HFstal,  music at Gyeongsangbuk-do Art School, Daegu, and entered
x I.O-I (o> N s | ¢ T' 0 I E |- A el zhalor Mz o2 o)shalc x|k o]F slm e Keimyung University with an orchestral instruments major.
—_H = e 21 AESHT A ZAT] A S -SotThE Zolakch o] 5 AJuke. Lat?r on, she left the scho?l a{nd graduaFed from. Chflgye
6oLl eo0no b lobs . R University for the Arts majoring in applied music. Since
. =t doisots 7HeiA S g Al fAde R then she has been a session musician for various genres
‘ O n te m O ra r' M u S I C 2538k oot E3| A9k AR & o 2o WM Z %535 from pop to contemporary music. She also has been a
p y 2014 ‘Salon de Tango’ WH O 2 A|113] g+2 ) F S otAt member of Salon De Osugyeong and won Best Jazz &

Crossover Album for the 11th Korean Music Awards with

AR & AZRAQH HES ALY o|& ZFA] I . . .
hat Pleases P| ayers and 2 & Amnend 22 ST OF 2 el Salon de Tango’ in 2014, Afterward, Ji Park leftfor Pais
o = L ool
HERE A, o] % wl= EAH] moUestd for a while, then entered a master’s course in contemporary
t h A - - ooty AT o] AL TR, A= Zolojstw music at the New England Conservatory, Boston, U.S., and
e u I e n Ce I ee I n g y oI Abr]zpol 8k} M AFTFA of A EF Zolch AHFe ZIAIE (1st now she is in a master’s course in film design at Hongik
. University. She organized the VRI String Quartet along
N " N HFQ o R A0 7} &7 Hel AEE HE)
R e a d IN a N d L I S-t e nin -t O v), Be-2va), A (nd vn)2h T4 22} AEE BAVRE o KM Shinhye (15t violin), PARK Yongeun (viola), and
i stod B = o FHrm TN . .
g g String Quartet) & 2743t} &5 Folck. 2|42 o7& CHOO Soyung (2nd violin). Ji Park has participated in the
. . AR7HEQ] o] uhd 9] (Macbeth)(2016), & 5:2] (Voice projects of contemporary dancers, including LEE Nahyun’s
t h e I\/I u S I C Of J I Par k of Acts)(2017), o|L}& o] (A4 o] 25)(2017)¢} (Hidden Macbeth (2016), YE Hyoseung’s Voice of Acts (201'7),
o Dimension)(2019)0] 22 E Sol7hE 8l o Zabz L]jZE N:ithyun s Temperature of Gaze (2017.), a'nd Hidden
ol s Matetn sg ma o 4 AL ol slol = e s . Dimension (2019) as a composer or music director, and
o AR 20199 A2 Fetell= 22 HH A7t #A plaver. In 2019 she advanced her area of work into film and
HUH Kyoung Aohy =] (&3]l AN(2019)0ll AFAFZ ZhofFict played for LIM Dae-Hyung’s Moonlit Winter (2019), starring
Principal of Philosophy School, Hyeyum for _ ~ _ _ KIM H Ie dv in th id fInch
Alternative Studies Aab2 HAY JAHEZAE A HA| Z7FE A5, ee-ae. Currently in the residency program of Incheon
2o AT o] AdUE2Y ofE| AE 323 18T 17} Art Platform, Ji Park contmu‘es a series of pe‘rforrr‘lances
. . , and album production by actively collaborating with her
3 =33 sk &3 9= RSN S . . . . .
AH - HEF 2 A S3h ols R2|oHCOR3A)HE] U folow artists in the residence including: electronic artist
1. 1. HAS A &oly o] T 2 W 28 ALk ok HEO Junheok and COR3A group (HEO Junheok, Kwon
A|Hbo] Soke EL o] z|Hbo] LI B olo =T} It is entertaining FO listen to the mL.ISi.C and watch the Auke M 179 2286k Ji Park 9000km+"(2014)Z, Hyunw?o, .Byun ]unhyl’mg). Her first regular album was an
Boiurt 77t 21T, E o] AT SorS glZahn performances of Ji Park. Above. all, it IS. plea.sant to the ears, ]2 o] mobUAE HFE 9 1 A T]ol (Vardan OVSEPIAN) T} 1m1‘3rov153t10n album _]1, Park 9000k.m+ (2014)., followefl
. as well as to the eyes. The audience enjoys it because the . a1 o by ‘As Autumn Departs’ (2015), a live album with American
= = o) 3 =0 5 =& . . . . 3 ston} ¢ ’ =2 S} o .. .
dFASOl EAFY BASS I3 S AN performers who play the music also enjoy it. What is most 27l A% = ‘As Autumn Departs’(2015) S, A% &1t pianist Vardan OVSEPIAN, and another live album IAP
FTAANA FARCE 2ol Bl AL AFAEL] Ato]' 7} uf ¢ noticeable in Ji Park’s performance is that the performers ‘IAP Z2}5 AH| o] A]-L'inferno’(2019)E Wit} o] & ke Collaboration stage-Linferno (2019). Later, Ji Park released
Zrle AjAlo|th, 152 274 Azl eobdoa qajm get along’ with each other very well. They play delightfully. A7 27 DMZ(2019)2 W=t o]= xpAlo] 7|23k (25t her second regular album ‘DMZ’ (2019), which was Vol.17
They are harmonious in terms of their music as well as - ) a1 =L of Ji Park Contemporary Series that she produced herself
UMM oz Q52 Ao|7t Tk Afol7} Fohe 2 80 S . . Az 2] AlZ2 Vol.17)2 Zjote] 3| &3 a} st . . .
Eo tel7k et A7t Fo= 2 ; =l their being. Being friendly with each other means that 12 : ]Ei : ’ :] t 14 =2 R by recording the live performance with HEO of COR3A
= 5] = 5 L . . . 51 3] 3 =0 . ; .
aE whae] olfrek 54, 221 Slgot FEE A A6 they maintain creative tensions by properly handling the 20199e] AFS F2 Aow, AU Al73 E=HE=E 10 2019. This album was nominated for the Best Jazz &
ZAsE x4 184S FA5kL ke Folo) Ax|ghe purpose, goal, frequency, and intensity of their meetings. ME & AZAOH BE Lr|H o] ExE| i}, AHh2 Crossover for the 17th Korean Music Awards. She has also
AL Aoa| b7, Lok o 7 Ao A B ERES Ji Park has an accurate understanding of herself and has (AuF Az a] Al2]R Vol.18) 212 E3) ‘Save The released Ji Park Contemporary Series Vol.18 ‘Save The Planet’
T2l mes AT och Aute] SEef el AMSo an abll%ty to choose colleagues who are mu§1cally fit. Not Planet’(2020) M- W=, o] Ha] A= 7} BA o A (2020), the first joint album with VRI String Quartet.
R i ~ only with her solos, but also her collaborations always ; ) R ~ Every track of the album was composed, arranged, and
Aol sH S 5 Sl PR FFAG. o= expand her talent. Insofar as being an artist is an occupation WA 2Rl E droot @Hle] BE & M) 2hd 5 B produced by Ji Park. After that, she released her solo album
o|&717} o] AlejolAt B AAEE FYL E5 PAdE = and, in reality their practice is always completed through Z2FA stoll [y =St o] Auke £ 2 WH 'le temps ‘le temps scell¢’ and completed Ji Park Contemporary Series
2Fe] & Zaafopul shrhie M-S 7]odsk w, x|Hto] B 95T colla.boration, this is her greatest musical (as well as non- scellé: B-91E A|ZP-S woigl 11, 20204 &7FSof= Ha] Vol.19-Nam]Lfne Paik With VRI SFring Quartet last autumn.
ol 7h7 BHAla} (SoF o]l ol) Sobd 2o i musical) strength. e Aelgh 3] (A 7EE el 2] Al8] = Vol.19-M3) (All the H}usm and videos mentioned above can be easily
found online on platforms such as YouTube.)
2k 5ofof e, # AT (A7) Soh 5L SEE Solq 2
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Nam June Paik
Performance, 45min, Platform-L Contemporary Art Center, Seoul, 2020
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3.

This was a very brief profile of Ji Park. As explained above,
Ji Park started as a cellist and is expanding her practice to
composing, jazz, sessions for pop music, contemporary
music, electronic music, video, dance, and film music.
Observing her practices and albums, we can see that her
albums were produced prolifically in 2019 and 2020. Ji Park
is a young artist of today and we can watch her ‘blooming’
spontaneously. It is worth noting that most albums since
2019 are collaborations with KIM Yong-geun of Yireh Music
and HEO of COR3A. Her practice and works after this
point are the ‘event’ in which her inner inevitable nature
unfolds itself through external momentum, and the crucial
factor of this latest musical shift is related to her (win-win)
ability to find engineering, mixing, and mastering artists
who optimize her talent, including the formation of the

VRI String Quartet. As befitted her current studies in film
design, Ji Park Contemporary Series since 2014 encompasses
not only composing and instruments, but also video practice
(with other visual artists) and performance (with VRI String
Quartet). Ji Park is an excellent music, performance, and
collaboration director who creates a synergistic effect with
each participant by maximizing the ability of herself and her
partners to work together in a practice of collaboration, its
methodology, and strategy. Ji Park as a composer varies the
grammar of the contemporary in her own way with never
an overwhelming or heavy, but rather always delicate touch,
and most of all, ‘in her own way now, right here.” Composer
Ji Park just walks forwards on her own path.

4.

Another characteristic of Ji Park as a young contemporary
artist is her interest in a so-called ‘our style’. The first theme
of Ji Park Contemporary Series regarding her identity was
about pansori and her mother, her interests also extend to
Korean classical music including pansori and world music in
a broad sense, through her solo and collaborative projects.
Her strength is that she casually dismisses the incorrect
dichotomy between what is Korean and global, or what is
ethnic and universal. What is the most Korean is the most
global, and what is the most global is the most Korean. Just
as pansori is global, Western contemporary music is already
Korean. A Korean of the 21st century may not be bound to
an anachronistic dichotomy that distinguishes Koreans and
Westerners. Moreover, while a personal identity does not
need to follow national identity, all of this, whether Western
or Korean, are just forms of the ‘humane.” The word ‘ours’
is already a concept, fiction, and fabrication. We are already
them. All things are ours. The past is already the present,
and the present is already the future. Sure. For instance,
some may call the match of Ji Park and COR3A like the
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match of Tom CORA and Tangerine Dream that occurred in
21st century Korea. However, Tom CORA died and the films
of Tangerine Dream belong to the past. Ji Park is not Tom
CORA, and COR3A is not Tangerine Dream. The fact, ‘Ji
Park is not Tom CORA and COR3A is not Tangerine Dream’
is not a curse, but rather a blessing. For Ji Park, only her
ways are laid out. Her paths are not given in advance and
she just walks her paths that do not exist yet. And those
paths, because no predecessors have walked upon it, do not
have a model to admire, respect, catch up, and follow. Then
what kind of paths does Ji Park have to walk through now?
Like every other path in this world, there are no routes
given in advance, and the only paths that exist are for Ji Park
to create, sometimes through failure, sometimes through
success. Ji Park can just follow and create her own ways. For
the artist should make her own way like this, phrase from
Upanishad, which can shed light upon her.

“Do you want to know if you’re on the right path?
Then see if your heart lies in it.”
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Performance, 45min, Theater C, Incheon Art Platform, Incheon, 2020
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Performance, 45min, Platform-L Contemporary Art Center, Seoul, 2020
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Nam June Paik
Performance, 45min, Platform-L Contemporary Art Center, Seoul, 2020
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Performance, 45min, Theater C, Incheon Art Platform, Incheon, 2020
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Performance, 45min, Platform-L Contemporary Art Center, Seoul, 2020
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{The Art of Improvisation), EFHZ& 2L, 223, 5

(Jazz Korea Festival), H|E2l, S
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{VOCE-Vardan Ovsepian Chamber Ensemble), E2YY, AR A,
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{Korzo Festival: X|g} ZARZR{2| A|2|= Vol.1), 5]|0|7, HHZE=E
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‘Black Cosmos’(w/ EZIS), YR =

‘Jarasum online Jazz Residency: How to face my anxiety'(w/ O| <,
RENY, A3D), X2t =T AE|H

‘Save The Planet'(w/ VRI String Quartet), 222 |ZE

‘Nam June Paik: Nomadic Suite for string quartet'(w/ VRI String
Quartet), 422 2=

‘Black Swan’, 422 2

’le temps scelle’, Y22 HZE

‘Bloom’(w/ COR3A), €22 ZE

‘L'Inferno: Adapted Soundtrack Vol.1’(w/ COR3A), {2 2|3=
‘DMZ, Y2 2|ZE & ILIL AIRE

’As Autumn Departs’(w/ BF2EH SM|T[), ILIL AFRE

‘Ji Park 9000km+, ILIL AFRE
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2019
2017
2008

2021

2020

2019

2018

2017
2016

2015

2014

2021
2020
2014

2021

2020

2019

2015
2014

Education

M.A. expected in Film Design, Hongik University, Seoul

M.M. expected in Contemporary Improvisation, New England
Conservatory, Boston, USA

B.A. in Contemporary Music, Chugye University for the Arts, Seoul

Performances

In particulates, Experimental Sound Studio, USA (Online)

Unspoken 6 (w/ PYO Jinho), Ghetto Alive, Seoul

Jarasum online Jazz Residency: How to face my anxiety (Online)
DOTAVI-Untact AR Performance (Online)

IAP Collaboration Stage-The Cabinet of Dr. Caligari, Theater C, Incheon
Art Platform, Incheon

The Night of Seoul, Oil Tank Culture Park, Seoul

Ji Park contemporary Series Vol.19-Nam June Paik, Platform-L
Contemporary Art Center, Seoul

Ji Park contemporary Series Vol.19-Nam June Paik, Theater C, Incheon
Art Platform, Incheon

CKK Koncert Online 3: DMZ, Poland Cultural Center, Warsaw, Poland
Save The Planet (w/ VRI String Quartet), Veloso, Seoul

Save The Planet (w/ VRI String Quartet), Digeut House, Seoul

Ji Park contemporary Series Vol.17-DMZ, Theater C, Incheon Art
Platform, Incheon

DMZ International Art Pilitics-Project Border Crossing, DMZ, Cheorwon
IAP Collaboration Stage-L’inferno, Theater C, Incheon Art Platform,
Incheon

Ji Park contemporary Series Vol.15-Very Uncomfortable Sleep Over,
Dongsoong Art Center, Seoul

The Art of Improvisation, Blumenklang Quartet, Hamburg, Germany
Jazz Korea Festival, Berlin, Germany

Manhae Arts Festival 2018, National Theater of Korea, Seoul

Modern Times: Ji Park Contemporary Series Vol.10, The Booksays,
Seoul

Asia Culture Market-Ji Park Contemporary Series Vol.12, Asia Culture
Center, Gwangju

Time of Bluebeard, Asia Culture Center, Gwangju

VOCE-Vardan Ovsepian Chamber Ensemble, Bluewhale, Los Angeles,
USA

Ji Park Contemporary Series Vol.2, Ibeam Brooklyn, New York, USA
Korzo Festival: Ji Park Contemporary Series Vol.1, Hague, Netherlands
Scak Festival: Ji Park Contemporary Series Vol.1, Kloosterburen,
Netherlands

Ji Park Contemporary Series Vol.1, National Theater of Korea, Seoul

Awards

18th Korean Music Awards, Jazz & Crossover Nominate
17th Korean Music Awards, Jazz & Crossover Nominate
11th Korean Music Awards, Jazz & Crossover Prize

Albums

‘Black Cosmos’ (w/ PYO Jinho), Mung Music

‘Jarasum online Jazz Residency: How to face my anxiety’ (w/ LEE
Wonsool, YU Taesung, SHIN Hyunpill), Jarasum Jazz festival
‘Save The Planet’ (w/ VRI String Quartet), Below Records

‘Nam June Paik: Nomadic Suite for string quartet’ (w/ VRI String
Quartet), Below Records

‘Black Swan’, Below Records

‘le temps scelle’, Below Records

‘Bloom’ (w/ COR3A), Below Records

‘LInferno: Adapted Soundtrack Vol.1’ (w/ COR3A), Below Records
‘DMZ’, Below Record & ILIL Sound

’As Autumn Departs’ (w/ Vardan OVSEPIAN), ILIL Sound

‘Ji Park 9000km+, ILIL Sound

Residencies

2021-2019 Incheon Art Platform, Incheon

2015

OMI International Arts Center Residency, New York, USA
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Through the time differences of two clocks put on the wall
side by side in his work Untitled(Perfect Lovers) (1987-1990),
artist Félix GONZALEZ-TORRES, (1957-1996) revealed
how time can be personal and relative in its flow. This work
is based on the premise that the two clocks whose hands
are set to start at the same moment will eventually deviate
after time passes. The instructions for the installation

are as follows.

1. Use two clocks that are identical or similar in design.

2. Put new batteries of the same condition in two
clocks.

3. Set both clocks to the time at which the exhibition
takes place.

4. Place the clocks directly next to each other so they
are touching.

5. The minute and second hands are to be set in sync,
with the understanding that eventually they might go
out of sync during the course of the exhibition.

6. If one of the clocks needs its batteries replaced, it can
be done, and the time of the other clock is to be reset
accordingly as well.
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No matter how perfectly the starting points of the
two clocks match, eventually after time passes, the clock
will show different times, and they will stop at different
moments. Perhaps what the work tries to tell us on the
surface is that time is not only an absolute concept but
also relatively works at the empirical level of our daily
lives. Time is finite in that there is birth and death. It is
in an inseparable relationship with space that proves its
finiteness, and time is historical in that this relationship is a
concept that accumulates over time.

Among various fields of art, the most typical time-based
art, music, has the ‘duration of time’ as its prerequisite.
While modern music emphasized the ‘process’ of flow
towards one vanishing point in linear time, music after the
20th century reversed the flow of time or produced parallax
in its composition, and thus enabled various concepts to
place liberated time in space.' Further, considering the
effect of the developments of video on the reproduction of
music, it seems natural to have more examples of various
spatiotemporal research done by musicians crossing over
into audio-visual realm these days.

In 2019, COR3A addressed time and events in music
in a small range” through a performance called Layer. They
intended to make clocks for the new project in 2020 when
they further engaged with the concept of time. COR3A’s
new project was to make a live performance where
performers in different places start playing at a certain time.
In preparing for this they discovered one interesting fact: no
matter how technically coincident the starting point is, each
clock constantly shows a time difference.

When you think about it, though our daily lives
are based on absolute time, we also sense through our
experiences that absolute time actually works relatively. On
the way to work, a bus arrives at a stop after a few more
minutes when a notification says ‘one minute’. Also, when
observing people singing a national anthem at the Olympics,
there is a feeling to the effect that they are singing well in
time with the beat of the music when hearing in the crowd.
But when the singing is heard outside, there is a time lag
and it seems as if they are singing a ‘troll’.

Time differences occurring in seconds are hardly
important in everyday life unless one is in a special
situation. However, when it happens in music, as in the case
of the anthem singing, it becomes an event and produces
meaning in itself. It is not difficult to foresee that if there
is an error in time, there will be an error in the rhythm and
beat, and then another unpredictable event may occur, as
in the example demonstrated by the Phase series by Steve
Reich (1936-).

Absolute Time performed at Incheon Art Platform
demonstrates the search for such temporal errors. On
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Absolute Time

Performance, 60min, Theater C, Incheon Art Platform, Incheon, 2020
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the top of stage three electronic clocks designed in the
COR3A font are placed side by side, and the front three
square screens with slight differences in size are set up
diagonally in intervals. At first glance, there seems to be
no error as the screen image and the music play in sync,
but the shape of the image becomes fragmented and the
size of the screen appears differently depending on where
the audience sits. Also, if you listen closely to the music,
you can hear the same repeating melody, which can also be
described as a musical expression of the time lag within the
form of a ‘Phase’.

However, in the performance, it is much more likely
that the audience experiences the absoluteness of time, and
then its relative nature. Of course, there are moments where
the three clocks indicate different times, metaphorically
implying the relative nature of time, but the absolute flow
of time preoccupies the audience’s mind and moves toward
the vanishing point of ‘17:00’.

Perhaps the errors in time are a result of the forgetting
that is caused by the development of technology and media.
And the result of forgetting leaves a time of absence in the
human senses are as much as the error itself. We experience
hundreds of temporal absences every day, but most of us
just go by without noticing.” If we can think about this
vacant time, this gap in time, it may be possible to summon
the microscopic time of individuals that have been forgotten
in daily routines. This is the very point where absolute time
and relative time are opposed to each other, and at the same
time secure each other like both sides of a coin. Can this
be the reason why COR3A has only placed the heads of the
coin, Absolute time, as the title of the performance?

1
0|38]Z, r20M|7| sich2etat Alzte| 2, TO[&t,
H|32%!, (2002), 347%.

2
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1
LEE Hee-Kyung, “A Study on Musical Time in
New Music of the 20th Century,” The Korean
Journal of Aesthetics, Vol.32 (2002), p.347.

2

CORB3A's first official performance Layer (2019)
has multiple layers of meaning. One is a layer
of time accumulated as musical data which

is converted from visual data ate the specific
site of Incheon, objects, people, and lives,

and the other is a layer of time as a process

of completing a song by stacking up sound
systems one after another as built by three
teammates.

3

Paul VIRILIO, The Aesthetics of Disappearance,
trans. KIM Kyung-on (Seoul: Yonsei University
Press, 2004), pp.27-28.
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LEE Seung-rin is a sound studies researcher, educator of Curatorial
Department National Arts Storage Center, MMCA Cheongju, and
a writer in the music critic collective HETEROPHONY. Lee studied

Art and Cultural Studies, and wrote “A Study on the status of
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Korean Noise Music and its Qualitative Change since the 1990s”
in 2017. Recently Lee has been interested in various attempts to

ethnographically pay attention to the world beyond the human.
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HEMA ZHE|A 2020: C|X|E OIE HAE|Y, 30&, EHOIEYFB39, £H, 2020

PRECTXE 2020: Digital Art Festival - Phase 01, 02, 03

Performance, PRECTXE 2020: Digital Art Festival, 30min, Bucheon Art BunkerB39, Bucheon, 2020

SEl 2lo|E at B39

2l HEHA FE 2EZ|E, 30&, £HO0IE™AB39, £, 2020

Mutek Live at B39

Online Performance, Mutek Montreal, 30min, Bucheon ArtB39, Bucheon, 2020
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Proof of Emotion

Performance, Nodeul Island, Seoul, 2020

Adapted Soundtrack Vol.3
HZHA JAP SEtE AH|O|X|, 702, QIFOIEESHE CE 3U%, 2020
Adapted Soundtrack Vol.3

Performance, IAP Collaboration Stage, 70min, Theater C, Incheon Art Platform, Incheon, 2020
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Absolute Time

Performance, 60min, Theater C, Incheon Art Platform, Incheon, 2020
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‘Proof of Emotion’, &2 #|3=

‘Phase 03, 422 2|ZE

‘Phase 02', 422 2|ZE

‘Phase 01, 42 B|2E

‘Soldering #4', Y2 |2

‘MUTEK Live at B39/PRECTXE’, Y2 2|2
‘Bloom’, 422 A=

‘#6.25, WEL AL

‘Soldering #3', Y22 3|Z=

‘Soldering #2', Y22 2L

‘Soldering #1', Y22 2| ZE

‘The Early Hits of COR3A’, 2L 2=
‘L’Inferno: Adapted Soundtrack Vol.1'(w/ X|}), 22 3=
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Performances
Proof of Emotion, Nodeulseom, Seoul

2020 IAP Project Support Program: Absolute Time, Theater C, Incheon

Art Platform, Incheon

Incinerator Live session (w/ Ji Park), Bucheon Art Bunker B39, Bucheon

ACC World Music Festival, Asia Culture Center, Gwangju
MUTEK Montreal, Montreal, Canada

PRECTXE Showcase, Bucheon Art Bunker B39, Bucheon
Layer, Theater C, Incheon Art Platform, Incheon

IAP Collaboration Stage (w/ Ji Park), Theater C, Incheon Art Platform,

Incheon

Ritual, Banjul, Seoul

Ritual, Theater C, Incheon Art Platform, Incheon
Dead improvisers society, Banjul, Seoul

Exhibitions
Layered, Warehouse Gallery, Incheon Art Platform, Incheon
Perform 2019: Linkin-out, llmin Museum of Art, Seoul

Albums

‘Proof of Emotion’, Below Records

‘Phase 03, Below Records

‘Phase 02', Below Records

‘Phase 01’, Below Records

‘Soldering #4’, Below Records

‘MUTEK Live at B39/PRECTXE’, Below Records
‘Bloom’, Below Records

‘#6.25', Below Records

‘Soldering #3’, Below Records

‘Soldering #2’, Below Records

‘Soldering #1’, Below Records

‘The Early Hits of COR3A’, Below Records

‘LInferno: Adapted Soundtrack Vol.1’ (w/ Ji Park), Below Records

Residency

2020-2019 Incheon Art Platform, Incheon

CORBA
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Independent Curator, Adjunct Professor of
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Roland FARKAS (1975-) addresses the paradoxes in which
the economic system, political policy, and other related
aspects, operate and occur in our actual lives, and his works
actively use these as subject matters. The artist lived amid
the period of political and economic upheaval in Eastern
Europe and experienced first-hand the systemic transition.
What he experienced at that time had influenced his life
and his view of art, expanding the depth and limits of his
work.

Over the last decade, FARKAS has been working with a
concern for ‘money’, as a symbol and core of the economic
system. Paper money, which is his main material and subject
matter, is mostly used as a tool that attempts to subvert
the economic system. Images on the surface of paper
money often display the history and culture of a nation or
community; on top of these symbolic images, the artist
satirically makes evident the problems within economic
structures. Furthermore, through international artist
residency programs, one can see that the artist’s reasoning
is being reinterpreted and even expanded into relevant
areas. While participating in the residency program of
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Seoul Art Space Geumcheon, run by the Seoul Foundation
for Arts and Culture, South Korea, FARKAS worked with
money as his medium and used numerous experiences of
communicating with other local art and culture spheres
based on his existing works. For example, he put ‘invisible’
scenes on the original paper money design, using a special
pigment that only reacts to UV rays.

In the artist’s overseas artist-in-residence activities
and exhibition titled, The Next World / One Minute Quarantine
(Window Gallery, Incheon Art Platform, Incheon, 2020),
FARKAS developed recent Korean societal phenomena into
his work, with a particular interest in capitalism and the
social structure. When the artist attended his residency
program in South Korea in early 2020, he was met with a
globally unprecedented situation that extended beyond the
national measures within South Korea. The unprecedented
times-controlled people’s activities and all aspects of
society more severely than politics, the economy, and
culture spread through globalization and neoliberalism.

It was an intangible and invisible contagious virus, and

the whole of mankind continues to battle against it. The
artist, of course, was not immune to its influence. The
journey to his residency program began at the early stages
of the global spread of COVID-19, and even his activities
in South Korea were affected under quarantine criteria. At
the time of this writing, in May 2020, FARKAS struggles to
find a return flight ticket.

This COVID-19 context has become an opportunity
wherein many problems that had usually been concealed
within our society (which we know about but neglect) were
exposed. In Korea, the virus spread faster and stronger in
the weakest areas of our community. We witnessed certain
religious groups lacking consideration and respect for the
lives of others; the work environment of call centers or
warehouses prioritizing the logic of capital over life and
safety, which is the workplace’s basic conditions; and, the
poor group accommodation facilities for foreign workers,
door-to-door sales systems, etc., being called out one by
one, due to the virus. Although, at first, it seemed that the
virus permeated society regardless of being rich or poor,
social fame or class-as time went by, people were divided
into those living within conditions who can withstand this
situation and those who cannot. These positions gradually
became clear. As we went through this process, we gained
the opportunity to reflect on the kind of structure our
society is today and how people live.

Even in FARKAS’s project showcase exhibition of
the IAP residency program, the situation which the artist
has looked deep into is clearly visible. The exhibition is
made up of various scenes that symbolize the aftermath
of COVID-19. Although they are exaggerated and had
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been staged with imagination, they keenly reflect the

reality of today. Using both the inside and the outside of
the exhibition space, the artist made a kind of narrative
composition and filled it in. It seems that the reason why
the artist had installed the works in the inside space and
the outer three sides of the display windows is probably
because he wanted to compare and shed light on the present
situation from various perspectives and angles.

When first entering the inside of the exhibition space,
the viewer is given a proposition of a 1-minute quarantine.
This space is installed with various facilities in order for the
viewer to redeem oneself of the quarantine lifestyle, which
would be boring and suffocating. A wallpaper, which has a
traditional oriental landscape painting showing the utopia of
the East as its motif, is glued on one side of the wall, and in
front of it, a sofa is placed so that people can sit. Also, green
synthetic grass is laid out on the floor of the exhibition
room. On top of the green grass is a golf ball and golf club.
Although a quarantine space is for survival, by providing
a wallpaper that represents an extravagant interior that is
decorated with furniture and golf equipment, enables us
to assume a leisurely life. FARKAS’s installation forms a
contrast with the upset of the COVID-19 spread. Viewers
who visit here briefly enjoy resting under the pretense
of quarantine in a peacefully decorated space. Using the
COVID-19 situation as an opportunity, it is as if the artist
is suggesting that visitors spend time for philosophical
contemplation while leisurely enjoying their visit.

However, unlike the unrealistic space of the inside
of the exhibition space, the three sides of the glass show
window-the outside of the exhibition space-are decorated
like the shop windows of clothing stores. This space
intends to show the market economy of reality, and it
describes, in detail, the economic, social, political, etc.,
situations of today. A standing wreath, which seems to
suggest an opening ceremony, is placed precariously, and
the display windows are half-covered with white paper so
that we are unable to judge whether the space has opened
or shut down. Moreover, signatures of political leaders
from Russia, China, the U.S.A. and North Korea had been
printed on the shirts that are being displayed as products.
On the facade of the outside exhibition space, a mannequin
wearing a business suit stands and has been cut with
scissors so that the front of the body is revealed. To its
side, a video work plays on a monitor to show the artist’s
perspective and the exhibition more thoroughly. A virtual
character (the mannequin), appears in the video work,
explaining the situation of the quarantine space within the
exhibition space. He is a businessman in self-quarantine,
singing songs, showing-off, and complaining, while in the
background there are symptoms of the paralyzed economy,
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including images of an empty airport and market as well as
a ship stranded in the harbor. In conclusion, when listening
carefully, the content of the work is just a list of privileges
accessible to certain classes.

The inside and outside of the exhibition space distinctly
depicts the realistic image of inequality that is revealed
during the time of crisis. The virus spread rapidly, at the
speed of globalization and capital, and eventually, everything
was judged by the standards of economic logic. And the rest
had no choice but be brushed aside. Though ironic, during
the process, dark parts, which had been covered-suppressed
by the power of capital-were revealed, and the virus-which
can infect anyone-in turn, confirmed discriminations and
paradoxes that exist in our society. Roland FARKAS has
put forth the situation vividly in front of us as an artistic
practice, questioning, in earnest, how we must build the
‘Next world,” again.
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LIM Jongeun is an independent curator interested in redefining
Asian art within global art, with a particular interest in tradition in
Asian contemporary art. Her curatorial work begins with studying
the reinterpretation of Asian traditions in contemporary art and
focuses on the Western influences on modernity and Korean
culture. These fields of research expand into issues surrounding
post-colonialism and locality in the post-modern era. She served
as the Artistic Director of the Korean Pavilion at the 1st Shanghai
International Paper Biennale in 2019, and in the same year she
curated the exhibition, The Ultimate Deal (Oil Tank Culture Park,
Seoul, 2019) that addressed the Asian life in neoliberal South
Korea. She worked as a curator at Alternative Space Loop before
working at various art institutions including White Block Art Center
and Daejeon Museum of Art. She currently teaches art history
and theory at Kyunghee University and other institutions, and she
continues her academic research and exhibition-related work on
artists and networks in Asian contemporary art.
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Installation view of The Next World / One Minute Quarantine

(Window Gallery, Incheon Art Platform, Incheon, 2020)
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KIKUCHI Tomoko’s photography and video works focuses
on a group of socially marginalized people, geographically
located in ever-changing East Asian countries such as China
and South Korea. Prior to the artist’s recent work dealing
with North Korean defectors living in South Korean society,
KIKUCHI had been focusing on how the rapid socio-
economic changes in China have affected the lives of the
Chinese people. Living in China for over 20 years, the artist
witnessed the vast increase in infrastructure including urban
re-development projects, dam constructions, and so on
along with the inevitable aftereffects caused in society—the
rise in social deaths from isolation, destruction, and suicide.
Documented in her video and photography series, Wounded
(2014) and The River (2013), these works visually illustrate
how andro-modernity of East Asia, pursuing rapid social
economic development, results in violence. These works
strongly reveal one aspect of the artist who begins with

the journalistic photographs, and reaffirms some known
issues related to East Asian countries, in particular,

Chinese economic growth which reveals the scar of rapid
development.
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Noticeable works, above all, are the photography series,
Funerals under Neon Light (2014—onging), I and I (2005-2013),
and a film Lost Boundaries (2012), etc., recording and
embodying the Chinese queer community site or perception
of gender diversity which has rapidly changed in just a
decade. 15 years ago, the artist documented transgender
communities that existed in the shadow of the cisgender
heterosexual society, considered to be the norm, regardless
of East or West. The Funerals under Neon Light series, portrays
images of transgender people who take up important roles
in unique traditional funeral scenes that still continue in
the countryside of southern China. In funeral ceremonies
that condole with the deceased and the living, and guide
the dead towards heaven, transgender people are invited
to dancing, singing, and a feast. It is, in fact, a custom that
still remains in remote areas of China where modernization
is lessened, and in Southeast Asia such as Vietnam. This
photograph series is a fascinating pictorial record, as it
confirms the fact that the lower the influence of the Western
heterosexual-centered modernization, which sets or divides
boundaries, the more liberal and open gender perception is
within Asian tradition. A use of extreme contrast between
light and dark, and showing splendor that sparkles in
contrast to death casts a certain melancholy, which in
itself, is captivating. As well as the fact that the invited
transgender people appear on the very border of life and
death, beyond the boundary of dichotomous sex, dancing
and singing, provokes interesting thought to the viewers.
The distinctiveness that lies in ‘no boundaries’ or inverted
boundary is what leads the ritual act, guiding to death,
summoned into the role of the surpasser of boundaries,
and the connector of the divided world at the same time.
Modern society has been pursuing drawing dividing lines,
and marking boundaries. The genderqueer territory, which
these modernized societies had been suppressing and
discriminating, was, in fact, coexisting within the Asian
tradition, which we commonly comprehend as the vestige of
heterosexual patriarchal society. These photographs, rather,
enable us to acquire a new epistemic motive and possibility
that can surpass, on its own, the limits of modernity. One
East Asia has pursued from its own tradition.

In her video work, Lost Boundaries again, the artist
surprisingly embodies and implies the transformation of
gender phenomenon in Chinese culture. Over the past 30
years, traditional family composition, gender roles, and
reproduction structure of sex representation have broken
down due to the rapid change in the economic and social
structure. The generation born after the 1990s lead to
reduction or collapse of the prototype of sex representation,
and a wider acceptance of those who are gay or bi in various
social circumstances such as the one child policy, the spread



Hl2 24 otz &4l Lala smoking after the funeral(AFH)

CIX[Y C-ZZIE, C|X|Y of7to|H m|IME ZRIE, 47x70.5cm, 2017

Funerals under neon light: Lala smoking after the funeral (Sichuan province)
Digital-C print, pigment ink on archival fine art paper, 47x70.5cm, 2017
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of free dating, and the collapse of the typical family mode.
Since the millennials, genderqueer phenomenon such as a
complex sex, which presents as non-conventional or fluid,
and is free from dichotomous sex roles altogether, like
androgyne, bigender, genderfluid, has spread rapidly. Lost
Boundaries, captures the scenes of teenage androgynes (or
genderfluids). Closely observing and following them in their
day, the work serves a role like that of a testimony. The
transgender community which the artist encountered 15
years ago is an implied image of those living as workers in
the entertainment industry, that is, as the minority of society
in the dark, in the I and I series. However, Lost Boundaries
portrays, without any narratives, a teenager living the life of
a genderqueer where boundaries are mixed up and do not
exist. A series of scenes where teenage girls and boys are
mingling and making love with other genderqueers who are
neither male nor female, or are both, or are somewhat of a
mixture, asks us to forget the concept of dichotomy; center
and periphery, mainstream and nonmainstream, and inside
and outside, or concepts of divisions; here or there. Such
spread of gender complexity may have been achieved in the
realm of the most subversive challenge on boundaries, and
internalization of moral standard to others. On the other
hand, it may be a narcissistic choice made within the Neo
Liberalist economy, based on the fact that it appears within
the extreme development of capitalism. But, of course, the
former case would insinuate more hope for us.

The artist recently interacted with the North Korean
defector community in South Korea, and presented Crossing
(2020). The work contains interviews with North Korean
defectors who are experiencing feelings of displacement,
alienation, discrimination, and danger. Seemingly in the
working process, the artist continues to show her concern
and interest on the minority and the outsiders who are
left at the periphery of society. In KIKUCHI Tomoko’s
photography works, the territory which has not yet
settled-but because of it, is a possibility - is the language
of photography where aesthetic reconsideration and
choice show. By measuring out the rather exaggerated and
dramatic image realization and effect, corresponding to the
Magnum style, and by sublating journalistic consumption
on the objects a bit more, KIKUCHI would apprehend the
symptoms of important changes in East Asian societies.
An area the artist has observed closely and at length, with
deeper and more refined language.

QlojHEl AAS

HD ERffE HIC|Q, ZE, AIRE, 78, 2012

Lost Boundaries

HD single-channel video, color, sound, 7min, 2012

H2ZI2 FEf|0|E{O|X} HIFZI0|H, Bixf QIMOIEEES| Ol S22

H|583| HiL| AH[A a2t &S, HZBHA|ATO| 9IRS KADISTS|

OfAJOF X|2f 4417 2]|0|E{(2018-2020) S& ALt o2 0|&¢
Qllea]| <t =)o

/AN LE(2014-2015) Y 2008\ H|73| &H]|
35 F20[E, Loin|&a stof| A, L|Z2t=e| Btot|o| &2t
2|MR| F2l|0[E, OIEMIYME stolpi1el SO YL FL

HAIZE (2 or 3 Tigers)(MAI2at2| &, HIS2I, 2017), (Tradition
(Un)Realized)(Ot220|&, M2, 2014), (Plug-In#3-8}s! 4= gl=
ZEE)(Etotd] O|&2, oIQIESH, 2006) S0| QUL 0] &iof HIE2!
NARste| & =213 INXEL2(2014-2016)2 HIE2! DAAD Artist
Residency(2017-2018)2| £H-MAI|IS X4t

10

KIM Hyunjin is a curator and an art critic, currently Artistic Director
of Incheon Art Platform (IAP), working as the director of Korean
Pavilion at the 58th International Art Exhibition of La Biennale

di Venezia (2019), the lead regional curator for Asia at KADIST
(2018-2020), located in San Francisco. She successively served
as the Head/Director at Arko Art Center (2014-2015), and was co-
curator of Annual Report, the 7th Gwangju Biennale (2008). KIM
also worked as the chief curator at llmin Museum of Art in Seoul,
research curator at Van Abbemuseum in Netherlands, Art Sonje
Center in Seoul, etc,. Her curation includes 2 or 3 Tigers, HKW
(Berlin, 2017); Tradition (Un)Realized, Arko Art Center (Seoul, 2014);
Plug-In#3-Undeclared Crowd, Van abbemuseum (Eindhoven, 2006).
She was one of the advisory for Haus der Kulturen der Welt, Berlin
(2014-2016) and a jury member for DAAD artist residency, Berlin
(2017-2018).



U2 24! ofzf =4l Lala at the funeral(70|X )

CIX[E C-m=2IE, C|X|H of7to|H m|OIME ZRIE, 47%70.5cm, 2017
Funerals under neon light: Lala at the funeral (Guizhou province)
Digital-C print, pigment ink on archival fine art paper, 47x70.5cm, 2017

1|2 24 ofzf &4l Liangzi offering prayer(E53)

CIX|Y C-=2IE, C|X|H of7}o|H m|IME Z2IE, 47x70.4cm, 2014
Funerals under neon light: Liangzi offering prayer (Chongqing)

Digital-C print, pigment ink on archival fine art paper, 47x70.4cm, 2014
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Ltet Lt: Lala, Zhang Jie and Pandra(E%)

CIX[E C-m=R2IE, C|X[H of7t0|H m|IME ZRIE, 47x70.4cm, 2011
I and I: Lala, Zhang Jie and Pandra (Chongqing)
Digital-C print, pigment ink on archival fine art paper, 47x70.4cm, 2011

32 A(CROSSING)

EhE H|C|2, ZEY, AFRE, 72 30X, 2020

CROSSING

Single-channel video, color, sound, 7min 30sec, 2020
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Education
1996 B.A. in Scenography & Display, Musashino Art University, Tokyo, Japan

Solo Exhibitions

2020 CROSSING, Theater C, Incheon Art Platform, Incheon

2013 38th Kimura Ihei Commemorative Photography Award Show, Konica
Minolta plaza Gallery, Tokyo, Japan

Group Exhibitions

2021 A Scoop of light, Tokyo Arts and Space, Tokyo, Japan

2020 Frequencies of Tradition, Guangdong Times Museum, Guangzhou,
China

2019 Friction, Assemblies, and Other stories, SeMA Nanji Residency, Seoul
Sequenza Sismica, Italienishes Kulturinstitut Berlin, Berlin, Germany

2018 Exit from paradise, Somerset House, London, UK
Prix Pictet Japan Award, 2015-2017, Hillside Forum, Tokyo, Japan

2017 TOP Collection: Scrolling Through Heisei Part 2 Communication and
Solitude, Tokyo Photographic Art Museum, Tokyo, Japan
Sequenza Sismica, Fondazione Modena Arti Visive, Modena, Italy

2016 Seven Japanese Rooms: Japanese Contemporary Photography,
Fondazione Carispezia, La Spezia, Italy

2015 Medium of Desire, An International Anthology of photography and
video, Leslie-Lohman Museum of Gay and Lesbian Art, NY, USA
Kimura Ihei commemorative Award 40 years exhibition, Kawasaki City
museum, Kanagawa, Japan

2014 Go-Betweens The world seen through children, Mori Art museum,
Tokyo, Japan, (Touring Exhibition: Nagoya city museum, Nagoya,
Okinawa Prefectural Museum & Art Museum, Naha, The Museum of
Art, Kochi, Kochi, Japan)

2013 Mujo-kan: Japanese contemporary photography, Galerie Da-end, Paris,
France

2012 Somewhere between me and this world-Japanese contemporary
photography, Tokyo Photographic Art Museum, Tokyo, Japan
Parallel Visions: Japan and Korea Contemporary photography
exhibition, Hong Kong Art center, Hong Kong

Publication
2015 land I, L'Artiere

Awards and Grants

2016 Terumo Art and Craft Fund, Japan

2015 Prix Pictet Japan Award, Japan

2014 Abigail Cohen fellowship in documentary photography, Magnum
foundation & Asia society, USA

2013 38th Kimura Ihei Commemorative Photography Award, Japan
Magnum emergency fund, Magnum foundation, USA

Collections
Tokyo Photographic museum (Japan), Mori art museum (Japan), Kawasaki
City museum (Japan), Fondazione Modena Arti Visive (ltaly), Kadist Art
Foundation (USA/France)

Residencies

2020 Incheon Art platform, Incheon
2019 SeMa Nanji Residency, Seoul

KIKUCHI Tomoko
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2020 IAP Resident Artists Orientation

2020 Artist-in-Residence Program

Incheon Art Platform (IAP)’s Artist-in-Residence Program
provides a creative environment to Korean and international
artists and curators working in various fields including the
visual and performing arts. In addition to the studio space
on site, various programs are held to support the creation,
research, and presentation of resident artists, such as
lectures, research tours, and criticism programs. IAP also
offers an opportunity for participants to present the process
or results of their project in the form of an exhibition,
performance, or showcase. IAP selects resident artists
through an annual open call while operating an international
exchange residence programs with partnered organizations.

AUF =7} 23

IAP Resident Artists Meeting




2020 A HA] =23 2020 Artist-in-Residence Program

UF A&7t TR Open Call for Residency Artists o|27} ojA =g Art Criticism Program
olxolEZTaNZ oy A7 TRE Eaf Q= of|STtE L?IP selects rEsident artistsdthrough an la)mnuad opelf) call. . o] 27} ujx B 1L o= of|&7to] oA x|H o] AL The Art Criticism Program enlcouzlages de(;/eloping
N _ The open call is announced every October—-November, wit _ e - o articipants’ creative potential and expanding artistic
A 3RS o 10-119 F BT, AAE pen <@ v ovemoen ! Ssted Wyete H= %P3k zraYo R, desis partep v poen panaing
] ] - a screening in December. The residency begins on site in , , N prospect of the resident artists. The program proposes
k) 3] ol=x1 22]H . . . I L & slulg] S =5l = . . .. .
1290 2=, Y F= 3L FE ARg U S March. Korean artists are hosted in residence for 11 months FE o] E/MH 7t B ARl BEs] EE st 718 Akt meetings between artists and critics, theorists, or curators
ol&7te] 9 Z 7|17 117 (B 7)) oln, 28] &7t = (long-term) and international artists are hosted for 3 gk 2Fe] b vbekof| o3 o1 L5k = ok 4 Qi V3 E active in the field to discuss, research, and develop the
370 (7))l Uk, months (short-term). Az} o] 2 Ea &7t 2o WAl 7HsAl T} direction of a p.roljéc.t. With th{s opport.umty, ?.rtlSt.S .ca.n
D93 SIS Hojulm, ATH o2 AnEt 4 g A ﬁgu‘re out possibilities and umqlfe atmbu‘tes }mphmt m‘
e their works and lays the foundation to objectively describe
- = =) =L 9 j=] o = 3 S . . . . .
HAA Fof Research Tour . . nhEste, o woke] devtet viE 2 E FRYH their work while constructing a network of professionals in
MR Bl A4 Y= ZAS 7ML, EA FAL BT Research Tour is a lecture and tour program that provides diverse fields.
tjek chopal Y2 A TehT st Ta el S5 .aW1.de .range of 1nformat10n and researc.h oppo.rtunltles
in significant or specific places, addressing critical and
> ZaE o] o] x5} o 3 : . . :
A otEZ A E o] X[k Ax 2] HARA /A 2|2 /ALS] A contingent topics. In particular, the Tour is conducted by IAP 2B IAP Study
SAE sedle FAE AAst S Wysta, AA selecting a topic that reveals the historical, geographical, IAP AE|T & 45 olg7he] 2 &gl dAZQ =&l Inviting fellow artists or outside experts to conduct
- _ } N N ; fotd ; _ workshops, the IAP Study is a practical lecture program,
FAE GAFSIE Bo] Z2 038 53 o1 A|Fo tfjst 43 and sdoc1al liharafiterlstlc:l of Inghlf on,lwhfrehIAP '8 lochted. 2ol SEZRIYeR Aerte ez 5= designedpfor IAP residenty artisti In 2020 threepwc;grkshops
. Based on the understanding of their local, the Researc - . : ’
o & 7)o osgg_]-/\lzlé_ou,z}zl-gio A LQ= . o T g7 e oH HEIJFE XH]S ol &L 03 . . .. . .
I&7te] ]»H FedS 1™, ] le1d 4 2 Tour provides opportunities that foster creativity. &7t = 2% derke 2yt a4 YTy were held: a writing workshop for artists by Philosopher
7132 A2t 202090l = o5 ZAHE ) o] Y 35l= olE|AEE QJ5H HUH Kyoung, a carpentry workshop by CHO Kyoungjae,
7| /AEE 25T} Q= o &7tE 0] HALR HojFt B2 and a workshoi flc;r learning slectronifc circuigs and 1
- . rogramming skills using Arduino software by PARK Earl.
EANZ LT Platform Salon AL (RAA), 714 YAHED)S 2Ystas Yt prog & & Y
ZYWE AEL UF dlg7lrt ALl o] HREE S A Plaltform Sa.llon 1(51 a sm;ll. dlscus§1on pr?{gra? c;}f/here re;l(.ient
N N _ artists can introduce their creative work and discuss their
T2 oAlartel @7 2ol tish =olsts Ah2 ole ] . . . . . e
projects with fellow resident artists. It is also a critique
-7 ] -1 E‘ S =] =] . . . .
TEZYYS HAHA W ARYEE 2433, S <] and exchange program to cultivate community within the
kst A2 oA 55t vt AT Y-S X151 residency and promotes mutual collaboration between
ostujy al yE maqMow Sodgc) Korean and international artists working in various genres.

2| Mx| =0 EUEME IAP AEIC| - SSEUAS &85 DIY S3Y3E IAP AEIC| - Art+Tech, 7|&X At

Research Tour Platform Salon IAP Study - DIY Carpentry Workshop in Communal Worksapce IAP Study - Art+Tech, Technical Imagination
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Project Support Program - Exhibition Mechanics of Mythology
(PARK Earl)

Project Showcase Program

Incheon Art Platform conducts various forms of creative
projects by resident artists and provides opportunities to
share their work in exhibition, performance, and showcase
formats. Utilizing the spaces in Incheon Art Platform, IAP
helps artists to present their experimental, process-oriented
projects at the cutting edge of contemporary art. Pursuing
collaboration between various genres and mediums, IAP
contributes multifaceted support for the resident artists

to realize their work from mere concepts to physical
exhibitions and performances.

From May 2020 to March 2021, IAP hosted 21 teams
of Korean and international artists to present exhibitions
or performances. Domestic visual artists and curators
showcased multiple forms of experimentation for the
audience, presenting projects that were new or previously
undisclosed. International artists exhibited their new
work completed during the residency, while performance
artists and directors presented multi-format performances
in IAP’s theater. Due to COVID-19, some exhibitions and
performances were conducted in accordance with quarantine
guidelines, while video recordings were produced and
shared online (via IAP YouTube channel).

T) F-HE UE TRHE TAH (1=0)(2H3)
Project Support Program - Performance
1=0: One digit represents one soul (YUN Jeho)

ZRYE Y TIHE) ¥ |2t EILTZIEN
O YAE g /12 Ag| ETUE MEIIA 2020. 5. 14.-5. 24. A=Az
324(CROSSING) 7|2 ERR 2020. 5. 26. - 5. 31. Cs 3%
A=Z2{2| = E&H01E), Z0IETL: Ho| =, HMY, 8F#  2020.6.16.-7.5 e CE]
Hale, 2%, 43, 718 datLt 2020.6.17.-7.7 =2 A2|
Pictures for Use and Pleasure (EfZ M) ] 2020.7.12.-7.30 A=Az
Live SAMF: O{zH= & I =AY 2020.7.13.-7.27 ez
AANSH o]t 2020.8.7.-8.21 s3]
=0 nTofHH =X 2020.8.12.-8.25 =LAz
ol /4 iy 2020.9.1.-9.13 oMz
fsest oHRE M, 4uiy PALLIEs 2020.9.7.-9. 20. H=2H 2|
X|gt Zgzaial A|2|= Vol.19-L = X|gt 2020. 10. 24. 22RIRFE 49)
1=0: One digit represents one soul exds 2020. 10. 31. Cs Zoid
Xl= slet X= a7t ofed RE A Usl 2020. 11.3.-11.29. HE Z2HES
Hel® ARk COR3A(Zz2|0}) 2020. 11. 7. Ccs 398
Err_Connection ol&@ 2020. 12. 18. Cs 39%
et QAL A 2020.12. 14.-2021.1.3. A=Az
& HE X 0} C|A 1o|o] e 2021.1.8.-1.24. M|z
RS Zoly 2021.1.8.-1.31. sz ez
ot=Cte &0l QICt EINE 2021.1.14.-1.31. Cs 3%
Nate] 7| Aet Bt 2021.2.16.-3.7. Azed2E|
U= MYE[X| = gloj2 2021.2.16.-3.7. EHaAez|
Project Title Artist (team) Period Venue
The Next World / One Minute Quarantine Roland FARKAS 2020. 5. 14. - 5. 24. Window Gallery
CROSSING KIKUCHI Tomoko 2020. 5. 26. - 5. 31. Theater C
Contemporary Patterns CHO Sookhyun (Curating) 2020.6.16.-7.5. Warehouse Gallery
Artists: PARK Ido, BYUN Sunyoung,
YOON Doohyun
Brown, Blue, Ceiling, Shipping KIM Hana 2020.6.17.-7.7. Window Gallery
Pictures for Use and Pleasure CHOE Sooryeon 2020.7.12.-7.30. Window Gallery
Live Rooftop: Yeojwa Headquarters Il CHO Kyoungjae 2020.7.13.-7.27. Warehouse Gallery
Temporary Fiction LEE Byungsu 2020.8.7.-8.21. Warehouse Gallery
Empathic Gestures YOON Jiyoung 2020. 8. 12. - 8. 25. Window Gallery
Women/Figure JANG Pa 2020.9.1.-9.13. Warehouse Gallery
My warmest regards, Minjung Kim KIM Minjung 2020.9.7.-9. 20. Window Gallery
Ji Park Contemporary Series Vol.19_Nam June Paik Ji Park 2020. 10. 24. Online (YouTube)
1=0: One digit represents one soul YUN Jeho 2020. 10. 31. Theater C
The Setting Sun and Everything That Isn’t the Setting Sun KIM Hyeyeon 2020.11.3.-11. 29. H Project Room
Absolute Time CORS3A 2020. 11. 7. Theater C
Err_Connection LEE Sangwon 2020. 12. 18. Theater C
Sand from Somewhere Else LIM Nosik 2020.12.14.-2021.1.3.  Window Gallery
You Can’t Put Out This Fire KIM Bangjoo 2021.1.8.-1.24. Warehouse Gallery
Transition Spot KIM Inyoung 2021.1.8.-1.31. Window Gallery
The Wall without a Name PARK Jihye 2021.1.14.-1.31. Theater C
Mechanics of Mythology PARK Earl 2021.2.16.-3.7. Window Gallery
Cannot Be Conveyed in Spoken Words MIN Ye-eun 2021.2.16.-3.7. Warehouse Gallery
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2020 (Online) Open Studio

2020 Platform Artists & (Online) Open Studio

IAP presents the annual event ‘Platform Open Studio’

and exhibition Platform Artists to exhibit to the public

the creative process and products of the work of all
resident artists of that year. In 2020, due to the COVID-19
pandemic, IAP adjusted the studio visit format to an ‘online
open studio.” Using Zoom, the online video conferencing
platform, all artists in residence remained online for three
days to present their studios in real-time, to discuss their
own creative processes and works, and to communicate
more actively with visitors.

Additionally, the artists-in-residence examined
questions about the COVID-19 pandemic in their work
and organized the show, 2020 Platform Artists Questions for
Now to share their work. Rather than individual works
of art, resident artists installed a sound work of recorded
text, based on excerpts from thoughts, opinions, episodes,
novels, or fairy tales using voice actors (AHN Kyung-jin)
that could be heard throughout the exhibition hall. In
addition, the timeline from the outbreak of COVID-19 to
the opening of the exhibition was divided into domestic
and international incidents as well as Incheon Art Platform
and resident artist perspectives. An open-structure online
platform (www.questionsfornow.art) was established for
visitors to engage in as a part of the show.

BUE OfE|AE
gael B2

KIM Minjung, KIM Bangjoo,
KIM Inyoung, KIM Hana,
KIM Hyeyeon, MIN Ye-eun,

PARK Earl, PARK Jihye,

YANG Ji Won, YOON Jiyoung,
LEE Byungsu, LIM Nosik,
JANG Pa, CHO Kyoungjae,
CHO Sookhyun, CHOE Sooryeon

2020
PLATFORM ARTISTS

Questions For

gy 20\

(2020 Z3E OIE|AE-LE| HE) ZAH
Poster of 2020 Platform Artists—Questions for Now
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1AP gallery sites
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Banner of 2020 Platform Artists—Questions for Now
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2020 IAP the Most Memorable Artist of the Year

IAP runs ‘The Most Memorable Artist of the Year’ as a
follow-up program for former resident artists. During the
resident artists’ exhibition, IAP surveys critics, curators,
and citizens to vote for an artist who is offered opportunity
to hold a solo exhibition in the following year. In 2020,
MOON Sohyun was selected for the video work Drawing
Exhibition (2019), which was recognized for its artistry and
experimentation by experts and general visitors alike in
the Platform Artists 2019 exhibition. IAP presented her solo
exhibition Location Not Found (2019). The artist exhibited

a 14 channel installation based on an image drawing
inspired while reading a novel by Georges BATAILLE. The
installation was exhibited in Building B Gallery and the
video recordings and the artists’ interview of the show
were released online.

2020 HAHA =272

2020 Artist-in-Residence Program

2020 ZANE T2 T

DR o s 27 mE FA o leA A
(—‘?‘j o

WLF7FEA ] ol 2020

AHolEZAE L et &7l e AAM ST
Egn & 202 VH ol ZeMEL: § 149
Q% e27kel sle] BFE A Uste PHoE, Artgel
ZEZe| oo A7 A4S T MY 9, 29,

mefs, gl R, AEolA B BEsHE 792 Hle)
Fellolejol A APMEUT A&7t o] pre chakat o5 2
ahzste] EAR|oA A7kE 0] AE AAE AN, B 2 5
Fellolele] B AR 7 221 WA o} 3 B A 2 B Eoe
34 & AR U £ 34 5105 £of 27te} Falole]
7 A e 2sHe A2 2% U

2020 International Exchange Program

The project, The Show Must Go On (TSMGO02020)

was initiated in collaboration with Total Museum of
Contemporary Art, Seoul. Due to the COVID-19 pandemic,
large biennales were postponed and canceled, cultural
and artistic institutions closed to the public, and national
borders limited the allowed travel. The unprecedented
times provoked questioning the validity of the format of
past international exchange. Fourteen resident artists at
Incheon Art Platform packed their work into the separate
portfolio suitcases along with artist notes to be sent to
seven international curators based in Germany, France,
Taiwan, Japan, India, and the UK. Upon receiving these
suitcases, the curators reviewed the work in the suitcases
over a month-long period. While taking down comments
about the artworks and photographing the display of each
portfolio suitcase in unique places around the world, the
following month, the curators re-sent the portfolio luggage
kits back to Korea with the comments and display photos
enclosed. The artists additionally had the opportunity

to introduce their work to the curators via online video
conference.

S48 JHoIF: WS 9I%] §48) FA| 1Y

s 20T T HAD.

MOON Sohyun: Location Not Found

(of&st= ofl=7tel 7)) HA| B
Exhibition view of The Show Must Go On



2020 QM EZHE 7| =2 2020 Incheon Art Platform Program

7B - A] AFd Exhibition Program
OIHOIEZ;E 7S HA L ZAI] B oS AL IAP holds exhibitions that explore new contemporary art
‘ . movemen rts experimental ar iviti i

Sostn Aol B S Gus s AgEol dsBEs ovement, suppo ts experimental a tact.vte‘s across

) Lobalo . } _ genres and media, and respects cultural diversity. We carry

st B3l tlek o =23 I3} o]20 . . .
AR sk 3h g s EFEU AA T R a social role as a public art museum by contextualizing
oo} A AE ALE A oA E oo G2o g Weks)lell, social issues directly related to the future of the region and
2T EL B3 0|2 AE3I0 2N TT 07O AFE]A c}c])mm.umty bith 1n;o art dls.ch.lrse and communicating
o e these issues through art activities.

Aee 235 U Asych &

Ofx| 2 F2f0|E] B (EEsIH SE& AlZh) ™Al HE
Exhibition view of IAP Curator School 2020 Time Passing Through

IAP 3ZHAEC]| - Helz| (FRIENDSHIP IS UNIVERSALY, 2013/2020 HA|
HZ (AR ehoha])

Exhibition view of FRIENDSHIP IS UNIVERSAL, 2013/2020

(Photo: Bang & Lee)

71821 Abed Performance Program
OlFOlE ZHZ o spM Al By LA o] 7Hs 3l Bajuba Actively utilizing the Theater C, a flexible black box format,
Sefo] C= TR} choFel B8 FH=A S 717l ok 7hS as \fvell as outdoor spaces, LEAP pre.sents pe.rformances of
o - oo o clelals = , various genres and content including music, theater, dance,
A o =] ©O0oF o & 9] = rloks . . . .
43402 &8stel 5o, A5, 78, thedle 5 HdE and interdisciplinary art. In particular, resident artists
A2 o} el =0 7182 NEF ) Az 49 and contemporary musicians collaboratively create and
2L 713 2S B BAL B2 2odst osv BE experiment with expanding the capacity of music beyond
- N the limits of genre. Moreover, IAP attempts to increase
Aze RS Thn A4 de 3ol P 4 S o o e . P
) opportunities for citizens to enjoy performance arts through
Azg 718e] RojE BEolzhn Ygch

various performance programs each year.

<2020 IAP Z2t& AH|0|X|>
2020 IAP Collaboration Stage
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2020 Incheon Art Platform Program
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Online
Lunch

Platform

Programm

Where

QUHOIESHE RRE

(elols 58)

‘2etel x| SF ZAH

Poster of Online Lunch Platform

Arts Education Program

IAP runs artist-participating education programs in which
visitors and resident artists meet and communicate freely
through art. Inspired by the creative processes and the
work of diverse contemporary artists, the Arts Education
Program enhances one’s understanding of art and provides
an opportunity for daily art activities by artists and
citizens together.

Open-type Creative Space

IAP runs an open-type project space called ‘Gongjakso
Project.” IAP selects design and handicraft-based artists to
utilize open-type studios while running ongoing citizen-
participatory programs in line with their projects. In 2020,
based on the research of the city of Incheon, the artists
sought out ways to communicate with citizens during the
COVID-19 pandemic. The artists constructed an online
art experience program of art production and illustration
design, ceramics, and stop-motion animation.
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