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Jung Jihyun Gouge

Incheon Art Platform is pleased to present GOUGE, a
solo exhibition by Jung Jihyun. This exhibition features
Jung’s works mainly from 2021-2022, produced in
Gallery 1(B), Incheon Art Platform which served as the
artist’s studio for about a month.

In the city, all matters change infinitely, being
produced at a rapid pace and repeatedly disappearing
and reappearing. Objects or forms created by
boundless desires and needs appear in front of our eyes
for a fleeting moment, before they succumb to time,
wear out, break apart, then vanish. The landscapes that
surround us continue their variations, but it is not easy
to notice them attentively unless they are intimately
involved or exposed in an individual’s life.

Jung responds sensitively to such urban
environment, exploring the function and movement of
sculpture, using as his materials the by-products and
discarded industrial matters that drift around us. The
artist also continues to apply in his works the invisible
or disappearing physical movements such as smoke,
light, wind, and sound. Focusing on the disparate
boundaries discovered throughout the city, he renders
these boundaries into a cross-section of a landscape
devoid of a sense of totality, through the process of
collecting classifying- recombining the fragments of
such by-products of ambiguous sources.

The exhibition title Gouge is a word which
means “a round chisel or scalper, or a groove or a
hole,” and also refers to the traditional sculptor’s tool.
The artist adheres to traditional method of “sculpting”
in which the hands of the sculptor produce a mass
with a sense of volume and weight, while practicing
“sculpting” as processes of acquiring tech-nologies that
can replace the human hands, such as 3D scanning or
printing.

Gouge observes the endlessly-shifting urban
environment through the method of breaking down the
existing and building up the non-existing. Through such
process, the exhibition examines the landscapes where
heterogenous spaces overlap or form boundaries with
each other. In particular, the exhibition sheds light on
“waste,” such as discarded objects and trash, “landfills”
and “reclaimed land” as artificial rather than geological
land, and “mascot sculptures” of local governments
which are far removed from the real world, bringing into
the exhibition space an abstract of reality extracted
from the real world.

Here, differences in the artist’s ways of
artmaking result depending on what (objects and
landscapes) the artist captures, and how (numerous
techniques and methods) he produces them.
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A. Some of the data obtained through the
exchanges with users met online are printed,
and are accessible to touch.

B. Aluminum net is pressed onto the surface
of the mascot sculptures produced as local
government’s promotional material. The
sculpture is modeled with the aluminum net,
which is then filled with insulation to give a
sense of volume.

C. Matters of the city and the real world, such
as landfills and mud flats, are converted into
deteriorated scanning data in the virtual world,
which is then printed (duplicated), cast or
reprocessed into the real world.

D. Waste materials like billboard lighting and steel
pipes are cut or welded to change their original
functions or combined with other materials.

E. Public sculptures are designed with others using
VR tools in the virtual world. The results are
printed out into the real world.

Jung’s work connotes the distinctive symbols of “art”
that cannot be logically explained, by arranging the
different methods and structures of making rather than
pursuing a specific purpose or completion.

Meanwhile, the artist operates his “hands” in
a different logic and method each time the “body” of
the sculpture is realized into form. The work does not
simply refer to the process of duplicating a form and
rerendering it. Rather, his works maintain the active
intervention and temporality of the body through an
intentionally “inefficient” methodology of production
using the various tools presently available to the artist,
as if he were manually producing a work of sculpture
with a chisel and a hammer. And, relying on the
inimitable and irreplaceable “senses of the hands,” Jung
gropes around the reality to shape and mold a part of
it in his work. This gesture is also the fundamental way
the artist senses reality.

Gouge is a process in which Jung Jihyun
understands the world through sculpture, as well as
an outcome of the artist’s sculptural interpretation and
abstraction of matters. It’s also an attempt to disrupt
the solid established order of matter, create a new
hierarchy, while at the same time, seek the possibility
of liberation. This exhibition aims to offer the viewers
the contemplative opportunity to closely observe and
sculpturally explore the fragments of reality produced
by the artist.

Curator of Incheon Art Platform
Lee Eunjin
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FREQUENCAES OF TRADYTION







2H(RAHR) 28(7142)
2022, ¥ROlE F=, F, 2022, PLA, &, 147x41x188cm.
147x100x137cm.

Swept (Heavy)
2022, aluminum casting, steel, Swept (Light)
147x100x137cm. 2022, PLA, steel, 147x41x188cm.



2H(RHR) 28(7H42)
2022, ¥ROlE F=, F, 2022, PLA, &, 147x41x188cm.
147x100x137cm.

Swept (Heavy)
2022, aluminum casting, steel, Swept (Light)
147x100x137cm. 2022, PLA, steel, 147x41x188cm.




Faol= Z2ted

2022, E8xi =, 50x48x28cm.

Fried Flower
2022, mixed media, 50x48x28cm.

UM 2 EEL

2022, ~HX|, 2| Zl, PLA,
53x55x63cm.

Torso from afar
2022, sponge, resin,
PLA, 53x55x63cm.



=zalol= a9l UzM 2 EEL
2022, E&Ixi =, 50x48%x28cm. 2022, 2HX|, 2|7, PLA,
53x55x63cm.

Fried Flower Torso from afar
2022, mixed media, 2022, sponge, resin, PLA,
50x48x28cm. 53x55x63cm.




z|%2| Fr|
2022, Le|Ek &, 148x106x177cm,

The Last Worldee
2022, urethane foam, 148x106x177cm.



E|%o| Er|
2022, R2|EF &, 148x106x177cm.

The Last Worldee
2022, urethane foam, 148x106x177cm.




SHX|
2021, 22| &,80x100x155¢m (5).

Haetchi
2021, urethane foam, 80x100x155cm (5).



ali%|
2021, L2{|Ek &, 80x100x155cm (5).

Haetchi
2021, urethane foam, 80x100x155cm (5).




HEE x Hzel 7|5
2021, FRP, 36x28x53cm. 2022, =0l &, 7HE57].

Public Paw Fireplace and a Pillar
2021, FRP, 36x28x53cm. 2022, aluminum mesh, dimensions variable.




oHRIx|2f 24 7|
20212022, PLA, FRP, 490x33x195cm. 20212022, LED =, &, FRP,
125x140%220cm.

——

Peggy
Landfill, Foreshore 2021-2022, LED lighting, steel, FRP,
2021-2022, PLA, FRP, 490x33x195cm. 125x140x220cm.




oi2xlet 2
2021-2022, PLA, FRP, 490x33x195cm.

Landfill, Foreshore
2021-2022, PLA, FRP, 490x33x195cm.




2

2022, PLA, 465x126cm.

st il

Foreshore
2022, PLA, 465x126¢cm.




57|
2021-2022, LED =Y, &, FRP,
125x140x220cm.

Peggy
1-2022, LED lighting, steel, FRP,
125%x140x220cm.




38

2022, FRP, LI, M 12, 70x124x82cm.

Crawling
2022, FRP, wood, synthetic rubber, 70x124x82cm.




ci=A
2018(2022 ®|=), ZHek, LED =Y, &,
ME7|, 7HAS7].

Double Decker
2018 (reproduction in 2022), sign board, LED
lighting, steel, fan, dimensions variable.




SH-AIH
2022, Exf mfo|=, LED =Y, 7HH= 7|,

Park-Facility
2022, steel pipe, LED lighting, dimensions variable.




SH-AIM SH-AlH
2022, LI, AE|QlRfA AR 2022, A ujo|=, LED =Y,
260x24x40cm. 7t =7

Park-Facility Park-Facility
2022, wood, stainless steel, 2022, steel pipe, LED lighting,
260x24x40cm. dimensions variable.




ABHE

2021, LEDZ=, &, 145x106x117cm.

Stand
2021, LED lighting, steel,
145x106x117cm.




=
=

2022, FRP, &, 190x115x215cm.

Boots
2022, FRP, steel,
190x115%x215cm.




=]
==

2022, FRP, &, 190x115x215cm.

Boots
2022, FRP, steel, 190x115x215cm.




LY o|e| WIX|: AtE}
2021, FRP, L}, 220x83x38cm.

My Neighbor: Santa
2021, FRP, wood, 220x83x38cm.




Li o|e]| HIX|: R
2021, FRP, &, LI, 140x57x55cm.

My Neighbor: R
2021, FRP, steel, wood,
140x57x55¢cm.

Li o|Re| WX|: &
2021, FRP, L}, 237x56x57cm.

My Neighbor: Bear
2021, FRP, wood, 237x56x57cm.
Li o|R2| HIX|: R
2021, FRP, &, Ol3 &,
140x57x55cm.

My Neighbor: R
2021, FRP, steel, acrylic,
140x57x55cm.






LY o|e| WIX|: F
2021, FRP, L}, 237x56x57cm.

My Neighbor: Bear
2021, FRP, wood, 237x56x57cm.
Li o] 22| HIX|: AtE}
2021, FRP, LI,
220%83x38cm.

ighbor: Santa
1, FRP, wood,
220x83x38cm.




ojM|& Hete
2021, FRP, 120x110x120cm.

Mrs. Brown
2021, FRP, 120x110x120cm.



OjMA =Hal2
2021, FRP, 120x110x120cm.

(712X Gouge

Mrs. Brown
2021, FRP, 120x110x120cm.




Pdoh 24H3| LHE
QES0ofth 7|23} AFEE AlOjoll 2
A&sHAM LofLtct SE£7{LE BMT
B2 XA ofElvjof| YAIZ =l cHeE2
S0t ot=X 3 DYEIX| 2 YR
2olct S X| 10 ARZFEICE D71E
EMY, +TH7II2] ERE T2
FOH7L 7Hs8t HEES| 3D AL R
23 &4 -4 AEA-7I1EE|ID
CiA| CIX|Y 2220 &3, Ja|3
M M22 F22 HAEIC
IRl HEE2S EAI9|

24871,

tn

&}
7I2E, SSTY=E, T

A city is arranged according to its
functional needs. Objects regarded
unappealing, difficult to handle, unpleasant
and undesired by the majority are
neglected and put away, resulting in a
social hierarchy of objects. Similar
to how natural phenomena such as fire
and waves develop and gradually fade
away over time, unwanted objects
are found in regions distant from their
original locations, frequently discovered
in a state of deterioration or broken
apart into pieces.

The exhibition Gouge displayed
a collection of works that captured
the forgotten pieces of our urban
environment. From city trash to public
sculptures, sign boards and lights,
various objects were 3D scanned using a
smartphone application, developed
and roughly digitised before being refined
by hand to create a new body of work.
This exhibition demonstrated ways human
hands could interact and collaborate
with technology to overcome limitations
in the making process.



2¢(2022)

Swept (2022)

Swept series was created by copying and dividing into two
separate pieces a 3D model of a round signboard covered in
fabric. For this series, | intentionally used thicker filaments to
accentuate the layers created through the printing process.
Swept (heavy) was cast into aluminum and presented in
contrast to the original 3D-printed version, Swept (light).

Ua|M 2 E22(2022)
2212lol|AM Tht FX{et mBtsiA A2 A HO[E=

ZCH =27} o1o|& Aristide Maillol2| 2% ‘Z La Riviere'
O|2Ac}. ot7to|, MEo| 7s3dict= of 2Rel 37|= <
20MB M=, HEXZ 0|20{%l EH2

Ho{e} CIA| A3E| Hloz Z=E| 27

S4RUCE 2 MZAEEE oS Y

09k
]

EX7t SHEZ0| ot

rc
x
<

=&E ot HAM HECERE HOH VIsdE
2t

Torso from afar (2022)

| exchanged a set of 3D-scanned data files with an individual
| met online and what | received was the work ‘La Riviéere’

by the modern French sculptor Aristide Maillol. This data file,
which was of a real existing bronze sculpture, was only
20Mb in size and was available for archiving and editing,
and when re-created into a physical object, it totalled

2kg in weight. Unlike traditional sculptural works that are
often heavy and attached to the site of installation, works
generated as digital information are much lighter, transpor-
table and accessible to a greater international audience.

The 3D printed fragments may appear as a poor replica of
the original statue, but through closer inspection, we can see
the surface composed of a repetition of triangular patterns
allowing for the understanding of the new sculpture’s digital
presence constructed through an X, Y, Z (length, width,
depth) value. As the file’s resolution and size decrease, the
subject will too condense, eventually reducing towards a
single point. By rearranging these fragmented remains, | am
able to envision new forms that deviate from the original
structure.

Zalo|=E Z219](2022)
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Fried Flower (2022)

FDM is a 3D printing device that melts a plastic known as

a ‘filament’ at a high temperature. The melted filaments are
extruded out of a nozzle, creating an initial 2-dimensional
image and layers are built up to form the final 3D product. At
times, errors occur during the printing process resulting in
the creation of objects that resemble similar to a digitalized
image (a glitch). The work Fried Flower is an example of

a sculpture that was created as a result of such technical
flaws.

Haechi (2022) & Worldee (2022)

Haechi and The Last Worldee were inspired by city mascot
statues | discovered while moving around different studio
spaces in Seoul. Instead of the smooth and firm surface and
bright colors of the original figurines, my new interpretations
were given a popcorn-like airy texture with a light and

cozy character. A reproduction of ephemeral statues
developed for the benefit of the local government and the
expanding tourism industry, Haechi and The Last Worldee
were built with thin aluminum mesh as the base framework,
allowing for quick and easy alterations. Although the
physicality has changed, these figures’ approachable and
welcoming nature has remained the same. And throughout
the process, things have come and gone, with components
being removed and replaced.



o E2] %(2021) Public Paw (2021) 5|7](2022)2} 2 =2(2022) Peggy (2022) & Crawling (2022)
0]= 20201 TiaZof| MA|E[UT ZTZHA (o 22| SHERYS] Public Paw was originally the foot of the sculpture Every @|7)ye} (I =22 SAlof 40| T A= M7= 9| Peggy and Crawling documented the city’s waste-filled
C = Haetae (2021), which was presented at the Deoksugung _ terrain, both presenting the irregular contours of the land’s
4 22o= HMAE 71 g2 2ol £0f 2Uck uIH el Yool azhse 2T Ut

=}

(Palace), Seoul, in 2020. For the recent exhibition, it was
placed high up on a tall plinth, presented as the hightest
work in the exhibition space.

surface formed by piles of scraps layered within the natural
landscape.

stz ol 7|5(2022) Fireplace and a Pillar (2022) 20|7{(2018) Double Decker (2018)

QEEl MEA|Z! LA S0|2T Aol B2 7S EHE The fireplace and pillars within the Nam-Seoul Museum of 2l -IEIOil B2zl ZHIIO 2 0L (K20 7)= AHEHo= Double Decker was built using pieces of a discarded

ot2pg|& glo= LY ko4 U TN Art were hand-pressed with aluminum mesh, creating a WS urAr oF ol 3t LI s ARl ol alalst billboard. Although it continues to emit light on its own,

2015 P22 =3 Wl JYo|ct O|§2 222 4 4 sculptural replica of the historical structures. Unable to stand AS LS| Oi Het WEE M™sta Ux| oot ojojed no advertising content is displayed, removing its primary

A0IA 25 27t 2fol| Z0of FUCH on their own, these mesh sculptures were hung over the Hizt 1| A0|= HHFEHo| M2 FHo| Ynt TEIXE function as an advertising billboard. The gentle breeze

central rails of the exhibition’s second floor. H&sHAM I|:I_§|.A|?I_I|:|-. creates subtle movements on the translucent fabric that
covers the lights, continuously altering the directions of the
reflected light and shadow.
2 l:\ ? =
& 2
oj2!X|(2021)2} 24 (2022) Landfill (2022) & Foreshore (2022) =21(2022) Park (2022)
(OHRIX]Y= 97008+ £9| Ma|7| HRIS 2 5 100mof| Through 3D scanning, Landfill presents a 3D printed (A2 ofRIx|o| RIE4 XE|& K2 oS 0{Rl Etejoz Facilities was a sculptural piece made using discarded

topographical view of a section of Nanjido, an artificial land

materials found in a leachate storage tank. The arrangement
in Seoul built on top of 97 million tons of landfill waste, 100

o
27| &l o|zo| wt OEFIAE X435 =5l= MA|E L StLbe| IS 0|7 (Z'hHE FAS g g
O|Z27| &l 21Z2| YOo|Xt HEIAE X|&5HA uiE St MAIE UollM sttel ZES OIR| (S2)E T8ttt of these sculptural objects grouped in one area formed a

HX|=o| YR E 3D=2 ?H"%'é._ 0|':f ol={&t meters above sea level, and an area that still emits methane Park within the exhibition space.
M| =HekAl DL S AFSHA| SMT 0| HIGHE0| whx{LZE gas into the air. Similarly, Foreshore captured the debris-

504 (3\ wyS x| ZHatoict grounds of Bukseong port during low tide.




H=(2022)

Lhroidl =

2|3 FHoie

Z]
S

z
AlRtRl= SR

Boots (2022)

Boots presents fragmented pieces of city mascot statues
stacked on top of one another. By capturing the feet of these
mascot statues, which are bound in a cycle of production,
proliferation and extinction, we can comprehend the volume,
weight and the ‘cute’ characteristics of the figurines.

L ol 1

1(2021)

My Neighbor (2021)
My Neighbor is more than just a piece of public art; it
is also a public art program developed with the help of
local communities and residents to increase local park
accessibility, promote park utilization, and additionally
for individuals to become facilitators in improving the
infrastructure of city parks. Local participants were provided
the opportunity to design and participate in the production
of public benches using VR technology and 3D modelling
programs.
*Commisioned by Incheon Art Platform. The works
were created with support of the Arts Council Korea
(ARKO) Public Art Program.
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Sculpture, Growing Distant
Unapproachable Land
The Man with a Bag

Hanbum LEE (Art Critic)
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Sculpture, Growing Distant

| revisited the exhibition Gouge in the morning of
the day it was taken down because | wanted to
verify the lightness of Jung Jihyun’s sculptures.
Granted, the lightness of Jung’s sculptures was no
secret as evident in Swept (2022), a work comprised
of a pair of objects with one 3D-printed with
light polylactide filament and the other cast from
relatively heavier aluminum. Perhaps | was being a
“doubting Thomas” because | could not shake the
urge to confirm the lightness myself, even though
| had witnessed the visible proof thereof. | thought
the apparent hardness of the object was surely an
illusion. Although there was plenty of circumstantial
evidence to underpin my theory, there was no
viable way to truly corroborate my suspicion. That
is why | chose to revisit the exhibition the day the
works were being taken down, as | expected that
their inevitable removal and displacement would
expose their hidden vulnerabilities in the process.
The reason | decided to witness the lightness of
the works by watching the crew dismantle and
carry them instead of trying to lift them myself is
because | thought their lightness were not solely
associated with their physical weight but also
related to the overall vignettes that momentarily
appear in certain societal relationships. In other
words, the “lightness” | was hoping to verify was
not the physical property of the sculptures’ mass
but rather a certain reality demonstrated through
the indifferent crew’s handling of the objects and
the special sense of existence the sculptures take
on as they pass from one hand to another. If the
sculptures have already traveled far from their very
specific point of origin and are again in transit, what
purpose would my revisit serve? Thus, the only way
to resolve this urge to draw near was to drift apart. |
believe this is the way contemporary sculpture sets
itself apart from modern sculpture, and the way it
invites us to truly appreciate it.
| felt startled and shocked when | first
stepped into Gouge because the ostensibly
weighty sculptures nonchalantly sitting in their
respective spots flaunted how light and empty
they actually are. That is not to say those objects
were autonomously aestheticizing their vacuous
lightness with nothing left but the husk (as many
artworks often do as they succumb to anxiety
or flounder through desire), nor that they self-
consciously desired to flaunt such emptiness (as
is also often the case with artworks). In short,
they simply existed; but that does not mean one
can then jump to the discussion of “non-things”
[or today’s ontological theories. Therefore, it is at
this juncture that we begin to face challenges in
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interpretation. However, if we begin to think about
the location of these objects instead of questioning
the nature of their existence, we may open the
door to a slightly different interpretation. To me,
these sculptures appeared to be moving from
point A to point B, i.e., in motion through a certain
space. It is such spatial journey that the artist’s
sculpture conveys. By exchanging 3D scan data
with an anonymous person online, Jung took the
dimensions of La Riviére (1938) by Astride Maillo
(1861 — 1944) and recreated a 3D-printed resin
piece titled Torso from Afar (2022). The process
behind this work is perhaps one of the easier to

understand, demonstrating how the artist generates

the sculpture in his imagination space. A heavy
substance that once remained affixed on the
opposite side of the planet has become lighter,
disassembled, and reassembled upon its arrival
here. The geographically distant concept of space
defined as “the opposite side of the planet,” the
contrasting materiality between “bronze and data,”
and the transformations of “disassembly and
reassembly” serve as metaphors of the temporality
of sculpture, which is unique as an artistic practice
in that growing distant leads to proximity. The
important thing is not to determine the answer to
the chicken-or-egg question, but rather that the
object has departed from some point of origin, i.e.,
movement. Torso from Afar appeared as the result
of a specific subject of reality momentarily gaining
visibility while journeying through Jung’s sculptural
domain of fiction.

Jung’s works are full of clarity. Landfill
(2021-2022), Foreshore (2022), and Park (2022)

show where he has been and walked. Hatchi (2021),

The Last Worldee (2022), Double Decker (2018),
and Peggy (2021-2022) demonstrate which objects
drew his attention. Fireplace and a Pillar (2022)
and My Neighbor (2021) unveil his techniques

and methods. There is rarely anything ambiguous
or secretive about Jung’s works. However, one
cannot help but wonder if discussing the locality
of his destinations, the objecthood of the things

he observed, and the nature of his techniques and
tools can reveal the big picture of his works. This
certainly seems to have been the case to a degree
up until Gouge. In retrospect, Jung has ceaselessly
explored the seemingly simple questions of what
sculpture is and what it does ever since his solo
exhibition Gomyeomsom (Doosan Gallery, 2016),
wherein the artist declared that he would no longer
allow the narrative to permeate into his works, or
rather, that he would ensure his works not drift
toward a narrative. Throughout such process,

Jung sought to understand what meaning various
places, objects, and methods would have in his
work and examined how such elements can enable
his endeavors in sculpture. | tailed behind Jung

to examine how he understands each location

and object and formulates methods based on the
locality, objecthood, and concept of the respective
location, object, and media that draw his interest.
Although that process felt like a fierce battle from
up close, from the distance it was slow, frustrating,
and arduous. Despite all this, there still lingered

a sense of insufficiency to declare that his work
formed the interior of sculpture. In other words, his
sculpture had not traveled far enough yet. That is
why | too continued to hover around the exterior of
sculpture it rummaged about, collecting something
from its surroundings.

When | realized the clarity of Jung’s works
do not actually reveal their time, or to be more
precise, that there came into being a space that
cannot be explained by the clarity, | finally began
to think about the interior of the sculpture that
Jung’s work created. By “interior,” | mean the free
and ephemeral space wherein the sculpture can
build itself, like a stratum of accumulated memory
of such self-formation. Such “interior” space exists
not only in art but also in every object. With some
objects, the interior is so infinitesimal that it can
hardly be said to exist, while other objects have
such immense and complicated spaces that fill
the beholder with wonder. Traversing such spaces
(as opposed to objects) is the job of sculpture. In
today’s world, capitalism most eagerly embraces
this ominous space. For example, in a “rags to
riches” story, everyone knows that the person’s
wealth went through some kind of space to undergo
such transformation, but no one knows what
space that is and what happened there. Instead,
we devise acceptable devices of fiction such as a
magic wand or analytical charts to stabilize such
stories. In contrast, critics seek to endure that
ominousness instead of sealing that space shut.

The title of Marshall Berman’s book All
That is Solid Melts into Air not only resonates
throughout the concept of modernity but also
serves as an apt forecast on what may be taking
place in the interior space of Jung’s sculptures.

In the interest of avoiding any misconception, it

is worth noting that what Jung dismantles and

regenerates does not come in visible form. He

does not resort to creating illusions that trick the

eye into thinking the knowable is unknowable,
here is something new created every time.
r, he focuses on the arduous process of
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detaching the surface of objects to preserve its
form. Thus, while the form remains, the substance
that once comprised everything beneath that shell

vanishes. In turn, what remains becomes something

completely different, despite its resemblance to its
former existence. It is solely in such process that
Jung intervenes every now and then. For example,
for Last Worldee and Haechi, Jung created molds
of local government mascot sculptures using an
aluminum net, then filled the molds with urethane
foam. The resulting works are light and cute yet
somehow creepy. Some of them retain clear facial
features while others are missing chunks of their
heads. Fried Flower (2022) is actually the result
of a botched 3D-printed flower. While printing the
3D-scanned flower, the printed material steered off
the base to create an unrecognizable abomination.
Jung took this disfigured result and exhibited it
as is, as if nothing happened. Each work has its
own sculptural event, which Jung undoubtedly
watched unfolding, verifying whether the sculpture
went as far as possible and checking if such
distance also increased in proximity to something
else at the same time. In that regard, Gouge can
be described as an exhibition that explores the
interior of sculpture. If so, what do the things that
transited through such interior testify? What was
that startling lightness | encountered? What about
the paradoxical claim that these sculptures are
definitely not what they resemble?

When | spent a month and a half in
Iceland this summer, one of the things | learned
there that | would have otherwise never known
is how many sculptures there are across that
giant island. In Reykjavik, | came across massive
sculptures at every alley, plaza, and even every few
steps sometimes. | found sculptures even in the
wilderness where there was otherwise nothing but

rocks, wind, and the sky. The sculptures were in the

deepest fijords and remote, seemingly unfrequented
shores. Based on my understanding of art history,
most of the sculptures seemed to be in post-
classical and late modern styles. They were all
sturdy and heavy, as if nothing could uproot them
from their place. Most importantly, | felt as though
the sculptures stood as such truthful testimonies
on the world of Iceland. Part of that was due to the
fact that the materials composing the sculptures
resembled their environment. But it was only then
that | realized | had to go to them myself to engage
with these immobile sculptures. In other words,
the Icelandic sculptures taught me that art must
be understood in the context of the specific S
they engage with. In contemporary art, howevet, /it

is often understood that the object (i.e., artwork)
has no relation with its surroundings, although to
be fair the “place of placelessness” may count

as a type of location for some objects. Without
my experience of encountering the sculptures in
Iceland, | would not have been able to understand
Jung’s sculpture or the sculptural space it forms,
as his sculpture goes against the sculpture of the
world brimming with solid living materials. Jung’s
sculpture grows ever lighter, always seeking to flee
as far as possible from something. That lightness
does not seek to find its own place but instead
replicates itself to keep wandering off elsewhere,
fulfilling this era’s myth of the age of cloning.
Although | am still not sure if this reflects the
interior of the world Jung perceives, it is clear that
Jung opened a space for sculpture in this world,
and has begun visiting it.
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Qg #o|ct” nt=7t 27 230 2 FZstn 205t ei-oll= the seams between six panels of fabric. There was
P
— SLC|E Af2tA 7|, fojLtH MEQ| X ZeM ot X7 E|RolNq &2 LD =51 no one to listen to this lively voice of secular desire. |
. = believed the reason why | ended up at this nameless
Z0f|A Zeliet & £ ¥AH Ap=0|, 034 7He| mid S o]0 i )
S0lA ot 271l FSA ARLE, 0124 JHel S olof beach was not much different from those objects
= o i ” — o=
=2 SHMS o2t "FEEL THE JOY"2h= &7t themselves. Standing there for a while looking down
o{Al utsto = o] LE7| QUQYCH ME&H 2at2 at the baseball cap, | followed back my footprints
SIS HAE 2422 S01S 0]= of7|0f OjRE qn the beach, left the island for the city, and put
five smooth pebbles from the beach on my shelf, all
gj\?il:l' LH7}' OI% gj\E 6HII:|_:|0” I:él-}” "‘:nll OI'I?I'S)-I' _E_;QI- different in sizes.
EZHEO0| H7|ol| 24| &l o|F= FA| Ct=X| i People walk in their own places. They have
MZISIC) L= DXI2 Lj2{che o 3RS A 9IC) their own places to walk. Some of them discover
. the truth through the places they walk upon. Rachel
ZoiZH YX=E uat s S =l=oF L, & Carson and Jules Michelet understand an ocean
L EA|Z S0t SiE0|AM T & 37|77t = by walking on the border between land and ocean.
ofizet = o JHE Mol 231 FUCh Yet their oceans are not the same. What Carson
o = o sees in the ocean is a never-ending cycle of death
[=1 X=1 o A= = o q q q q
Atete Mopete] 248 Ze=rth Mopete| and movement of life, while Michelet sees history.
Ze FAE 7K1 QUch 3= o 0| &2 AJAIO] Loren Eiseley and Sukyung Heo walk the outside of
Ao MAS E5f O BAS He S E5f RAIS present time in the desert, with nothing but sand and
. TN e - o wind. Solmay Park walks in the old downtown, and
A= H FlATE = = oy . .
S=rh 2|02 7h2rt & nlgel= ot Hirtel Hankil Ryu walks upon the rough vibration of sound.
dAIE 220 HICHE O[sHEHCE Cfgt OS2 ME For people like them, walking in a space is a kind
CIZ HICIE P8 =, 722 Hicol M 2elgl= of method. ltis a met.hod for neutralizing the power
=cof A8l Ao o e ] e e L of strong matter and images that suppress us from
5ol ot de] oSS 2ua &= AAE enjoying random thoughts and discovering underlying
Eict 28 ofo|&z|et s|+H 2 Zefet Highoto| reality. This is where fiction begins.
J}=5}, Afato|ztm sH= Bl B2 ZQCt Wh.ere Jihyun ‘.Jung drove me was a waste
Hlaols omfs| CAlS HT 2alzlo Hupast transfer station at Songjeong-dong, Seongdong-
HERls 2 E4E 2 ReEE Nanad gu. He once told me how fascinating the site
A2(e| XSS EtD H=Ct o AtzhSoi7 o™ was and somehow | immediately felt like visiting.
EAE ZHlrl= 72 Ql=o| diwdo|c), ZtnstH Sor;gjeong—iogg wlas Isft:lank IikT a Ione(ljy ijlani
in the map of Seoul, which is mostly crowded wit
2 X7} o|O| X S E Al t} MiZF 251 22|2 . .
ST OIxIZHSE A 4z oA f2IE landmarks and names. If some spot is left blank like
=0{%= &S U4sfstn O Ato|E HIE D E0{7} this on a map, there must be a restricted area like
AITHE HhASH= " ZIM2 77| M A|EFSICH a military camp or a forest with no way in. An area
= s = *This text is contained in the 2021 SeMA i A R
*0| §lT= 2021 LHX|O| S REA S| Q NX|30| LI= Rfof BN L2zt RS M= NANJI RESIDENGY Catalogue, and that is restrlctgd or qomlnated b}/ rules that cannot
BRIl 25,00 +5E A2, f :. B = - Ae e is published with the permission of the essed in an image. Songjeong-dong was
XEERe| Sof of2ff AlAsts SLICt M9 w7|E EstEolACE J= NI TX0| copyright holders. d with the rhythmical sound of conveyor
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belts endlessly delivering waste and heavy vehicles
that outrageously crush and shovel, while tiny birds
occasionally chirped. A little off of that busy mess,

all kinds of recyclable waste materials were sorted.
Metal, aluminum, paper, and so on. Once glorious
and colossal in the past, the rust frame of heavy
trucks and excavator arms were piled up into a
mountain. Walking across Songjeong-dong we talked
about how the waste looked like it was washed up
by sea waves, although the area was in the middle of
the city. Objects seemed to be carried away by the
waves of certain height and speed, settling in their
own destined spot because each heap of objects
had similar masses. We were curious what the wave

seemed to be very skilled at shifting his position and
moving around depending on the hold’s shape and
where it was spiked on. Climbing is a sport that finds
a way out.

Few days ago he sent me a 3D modeling
image of land. Supposedly it was a landform
somewhere in North Korea that was reported by
the media. When | visited his studio later he had a
sample of the landform made with a 3D printer. It did
quite look like a piece of land made after a painting.
That was about the peak of our discussion regarding
the relation of unapproachable land and sculpture.
Unapproachable land sounds ambiguous, and no
new technology seems to be able to bring it right

could be but did not further the discussion. There away into an image or matter. If unapproachable land

H|7ALF 320 M Joz ) EALL 2 Al0|o] EXN|AMES CIA . . S -

KEES - < = i gaot = Folel SRES EAl was nothing particular to talk about and we both only signifies a fiction that has been expelled from a map,
ER7E0] ARICEL DHE2 THOE, SdR0[F2 TAstn xZbo| #oish= EAHERl AIEE 3|S3UCt could speculate it in our own distinctive and separate it should be only grasped through the impossibility of
et=o|ECiZ, £0|= S0 2. sHijl= 2|=20| LHZ| 3712 o|=0| §i0{0} & Al20|| B2 22 way. Jihyun Jung got a piece of scrap metal from a image and matter. Jihyun Jung walks on the border

_ _ e — _ , - _ junk shop before leaving Songjeong-dong. It seemed where all objects are washed away and lose their
CHERH S e ERdo| & 22 XA =af|ela) Z==38|ele O|EE2 N|Hst= &A= 2o|7|= i, T7ie &A J‘ : ) ) i

HErS o el = R e et fielel &8 HM7ishk= L3 =olvl= 2, = e like the front frame of a truck of which the shape names, seeking reasonable objects that witness or
22 AFE AH0] 9J9iCt Ra|= AXES 7t2= Rl gl= MHZ =[S2|2{s LM 2o[7|= 3YEt shx[2t already conceived some sculptural form. facilitate forms of speculation of such fictions. That is
Zom, 0|320| H|E T4l §HExto| tho|Z] sFX| Ot 0| Lto| sHAM & ZAsHo|X| HX|Ee| 2|X|= oLl After Songjeong-dong, we headed to Noeul where his sculpture begins. Bumpy and uneven in a
O}k IS SH=0| mheof  Wa] 2 7 Zohe ats Zo|c}, T of|olskn AAEH Alnl= o2 AFZo Park at Nanjido. It was literally a waste 'Four. However, square shape,. the plastic panel §tand|ng |.n.for .a plot

. ] ) ) Noeul Park at dusk was perfectly beautiful. | could of land was laid out randomly with other living items
Lieict E4E2 ofH =0[8} ojH £=9o| mhzof ZHO{SIA| AtE 2| HXIE =35HX|= 4=t HA[E2 hardly recognize that it was a man-made mountain on a chair.
Algjol Xofcte| Mzl Xtz|of| QFEFst A X2 Hein, Zazto|2lof AlF[sH =], EC 2| HElQ} EC{7f 22 of waste beneath my feet. If it was a map that erased
a3 wl2st e 74l 20| R0l Holal w0 Aol ofat RME BHRT oS3k 2o Bt R o o e bt oo e
20{ ULt REl= I =2t 0| 5 AS A9 Sl 2ol 2eto|T 2 ZE M AE AL me a huge, bumpy wire mesh at the studio and asked
A7 27t 225l 5121 HX|2E oozl AHE| 2 AMX|= J= ol M L{A| 3D= 2=l 2lst tt o|O|X| what | saw in it. Since only the artist would know
RUSAEL 200 Tl ol XIF B 4 s ol SILHE HLIFSUC Olciofol HEEl S35t ofeiste what it was modeled after, [ gave an answer without
o _ _ ) _ _ much enthusiasm. Actually, | was thinking that its
Blbte A, O Zixte| @4 o= F5aof & 2 X[golzti rt Lot F ARCIE ChA| HUS unevenness looked peculiarly interesting, instead of
siols Zb b UUT| L 20|QHct Cfot MX|s2 I 3D Z2IE{E 0|28l A|Z&HSH o ME2S 2 4 ‘what it was’ in particular. Climbing Noeul Park we
SHSS | M o D24 OLKMOIAIA TE B USUCk S| Elof QoL XY @ 2ot Bo|7|= saw a number of public sculptures and Jung pointed
o _ - L L one out saying his wire mesh was modeled after it.
Ho{Z|E YoiUCt 1E E| AF XA =gl Zot ok O =g fEl= & 5 8le Eap 29| 2o For the last few years Jihyun Jung has been searching
Hol=r|, 1 Sefj= o|o] o =EAMS 2511 Qct CHSHA] SHEF OH7| 2 Ls9iCt 2 £ gl= wo| 2 X|= for sculptures in strange spots in the city, for example
AXMES L} D2|7} $5F 22 LIRS DS3X[0L MojS ofid M2 7|43 Hol= the statue of Jeon Bong Jun, sitting awkwardly in
o I C e front of Youngpoong Bookstore by the main street in
=SS HOIRAT 0P R Maf|7] F0iUct. Jefut Aol op[R2= EREE OARE X7 7= Jongno. Jihyun Jung made sculptures that modeled
SHE ol g S22 HFLE ofSCtRIct wotefel 2 4+ US W LR|= FUCH trek 2 = gl= a part or the entire structure of these. Jung was
wo| Ma|7|2 THS0{ZRl QIZ Ato|ak= 742 K| wo| X|Zof|A Xuicksl sietm, 95|a 1S capturing the surface of the sculpture, but, to me,
. e o - N o = . it appeared to be presenting the mystery of how
AZLIA| o= AHMOIRICL X|= O|0[X[7t $HSS ojojx|et EE 9| 27tsdolM SLsloFzt CiotE some objects end up where they are. It already had a
XRcHH, =232 olEChE2 HX| =& X[Rct e GEY Ao|ct FX[HE O& 5|7 E Fsts, certain form, which configured the totality in between
rezeo 27| M MX|FHS AELC|Q0|A 22 X5l 5= 0|8 QY= EHES Fof 22 the place and object and restored the privileged thing
e o o a =l ol = o o L - involved by the sculpture. To me, the practice seemed
SSE5 28 1 2 HTS Wil Auis |t AS0l & L7t OIS & 87| AlFsh= ZAldS to be eliminating the names of the thing that should
Ho[=X| SUCt & & = AUX|= FUiot & #Zett 39| x=Ztolzt 0| & £ UesE W2 HIIMEE not have names or restoring them to the state of a
Z40|Q17|0f| L= A 9| Qio| O} Zh= CHEHSHE AbAl AlZFsiC) 4|2 HEESE Dok @& X, wolatn non-place. However, this is my interpretive view, not
- - — his. He engages with a thing by treating it sensitively
‘oof’ D ojo|X|of|= ths| ZEAIO| @il @0 205} 71 k71 7lH{ =Z2lAEl nf=e o|X| 2|0 . . . .
TR0l FALARI= o] Zaol YA 2F |SRIPE 3 8l THHE S2fAE B2 Slxt 2{of and delicately, rather than discussing its politic
ot/ 20|22 ZLMET M2tst= 2t 0[]l 2 Mg ZHE0L | OFREA|LE 01 AAFCH Jihyun Jung has been infatuated with climbing a
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Zolct &3] ‘'S3'0l2t1 st= HEl=

E f8tofl gict ol2{st /KA £oilA
MIA Z2o|A(Seth Price)= FEhak
(Dispersion)s(2002)& Safl 2E{Hll2|

s¥s 330189

2. AFC2 224 - WorkSing!, &
EX|10 2= 2 tAZ | Af THESH
£4 | Lh7t 2kE 2|Xket A", 2021
7. 29., https://www.youtube.com/
watch?v=SYZXHgUszRc&t=487s

Z2i7te| &ofl= YR L H, &, Z Zo| 2
A2 Ziopn 7Y EF= =L EH US
Holetn HE2 Mzistct Ol 22f &0 21
QU= ol 7ito|atH? JHEb2 RoiVLE B, CHE
A2 0|Sst, H7|M O BAVIE Liee =50
2o B 2910 ottt SRU=X] & 4= |ict
7hg &0l E= 2ol =Ztvtel Yol ElckH, a7
SiAM 2HSO0IRl A2 R2t O|E & USSP
T=0i “Li o|Re| S|X"E HAMSHH
2N E Foig FOg Bt ZAHE &
&= 2Uct Foixb7tH VRE 2Y 2|AHE CfARelst,
THS0{Zl o|XH= TATHX| E[0f QlE{Llo] HAE=
20|™ ofc|of| MLt &0 7Hs3tEt= LHE0]CH
s TE2NME =
Gaofl= F0XI=0| VR 7|AIE ol &35l =™
O|XtE CIXjRlst= 2&0| B ok OS2 A4
J7Hof|AM Zolct & 22 FHo| RIAMA,
FR= Eel HAOM, ZtEAb= EH 2H|0fA,
HEStAt= AT MaolA, E ofd =22
ot23| 2ol M VRE Atalel o|XHE 2hECE RIX[SHD
L1535 otF ofzlo|ME FEXo|1 ZA5H |82
Mof Rpalof AEHE 2HE0] LZiCt o2 10|
Tdsiot 77| = St A2 X RS £ SHEE
sict Z2NEE 7(&stn RIEHsH MRS &It=
LESI VR 7|AHE 7t2to]| Hof O &2 37te=
Zort 2E0| SXHE BHE £ JEF =240t 1004
el o|XIE2 3D ZZIE 2 X|ZtE|o] 2§ 2A 9|
L2 ot 3R E 4o 1 0¥ s2 T AR =AUCt
(i 0|29 o|xh&= F0lo| s8H2=2

oM FHAIS Z2RES 25 SRS

The Man with a Bag

1. This type of public art emerged in the
historical process of opposing public

art as an ornament or monument erected
in public places or architecture in the city.
Suzanne Lacy termed this flow the New
Genre Public Art. The so-called public art
that fills our surroundings combines such
historical moments in a simultaneous
moment; therefore, public art still becomes
a controversial site amidst different
ideologies. In particular, the discourse

on "public", like the discourse on "art,"
changes like waves in response to the
conditions of the times, so it is always
bound to be a battlefield of discourses.
In such liquidity, Seth Price’s work
Dispersion (2002) showed the excellence
of privilege by introduced the advent of
the Internet to the diachronic and
synchronic intersection of public art and
demonstrated the excellence of such
privilege.

2. Workshing!, “Busking in the heat
wave, charged with meme and pissed
off” | Newly refurbished Ggotseom
Island | With the chair | made”, July
29th 2021, https://www.youtube.com/
watch?v=SYZXHgUszRc&t=487s)

It’s conventionally thought that a sculptor would
usually carry around tools that cut, grind or pierce
materials, like hammer, chisel, saw or blade. But what
if he carries around a bag instead of tools? A bag is
a medium that holds something, transports it around,
and shares whatever it holds. On the surface, one
can't tell how much of what it contains. If a sculptor
carries around a bag in his hand for his work, how
can one define what is made from such process?

If you search “My Neighbor’s Chair” on
Google, a poster calling for project participants pops
up. The information explains that it is a project where

the participants design a chair in VR, and their chair is

rendered in reality and exhibited. It’s a project where

the participants can become involved wherever there

is internet connection. The YouTube video which
introduces the project organized by Yanggu-gun,
shows participants designing chairs themselves in

their everyday space using a VR machine. Using a
VR machine, a county office employee makes his

own chair in the county service center, a housewife
in her living room, a nurse in the hospital lobby, an

astronomer in his lab desk, and a local resident in
the town hall of his neighborhood. In the midst of
seriousness and concentration, they create their
form using their bodies in the most child-like sense
of spontaneity and merriment. In the video, a passer-

by stops to take a look then continues on walking,

while a dog yawns as if it’s bored. Artist Jung Ji-

hyun who planned and conducted the project, put
his laptop and VR machine in his bag, and visited the
participants of his project in their own spaces and
helped them make their chairs. Through this process,

about 10 chairs were produced with 3D printers and

installed casually around a tree on Ggotseom Island
in Paro Lake.
‘My Neighbor’s Chair’ takes the form of a

community-based public art in that residents actively
participate in the project and become the subject

of work production." It would not be so difficult to
schematically classify and analyze ‘My Neighbor’s
Chair’ based on the concept of public art, which

has passed through periods of turbulence, and on
the archive of accumulated practices in history.

Nor is it difficult to talk about the formative beauty

of amateurism. However, after watching a video
uploaded by YouTuber “WorkSing!”? one comes to
notice a rather strange aspect about this project.
Then one begins to understand “public art” in a
completely different way, rather than putting it into
a system of classification. WorkSing!, a discharged
former occupation soldier living in Yanggu, is one

iz

al people who designed their own chair as
pant in ‘My Neighbor’s Chair’ project. In the



(L O]9 o|xt) =R Eof Fofs =X oXIE FHI A F ST EESIT LIF0{FE 79| afternoon on a weekend, she packed a lunch and them with others, and searching for some sort of a
C|XIISE 02 © = siLict O =g @50 20§0| B7|E|= ofF QM S £|S0H2C} EHo| visited the Ggotseom Island in Paro Lake, where the formal language.
= Al2re MM xHAlO] OHE. olxiol ol e S des xolme mo= 5T HME JMEH Ao chair she made is located. She sits in a hut with the
EAIRE MM ALLIO] BHE SIRbE QU= S22 238 FAUSS W= okl IS, M, S2let chair behind her, eats her lunch, looks around Paro Hanbum Lee
EZM2 F=Ct 2|X}tE Fo| £ flFatoi o} lul, F2I7} S| e MALE F£ESHCHH J1Hb2 &t Lake, and shows other chairs, dances, and plays the Art Critic, Director of Rasun Press
MAle o7 D252 S8 Cf2 X} BHES Cloksl 0|2 gls ZS0| == 2ME TR K| guitar sittir;ghin her own chair. Tk}:e cr;air takre]s :p only
- = _ _ one part of the composition in the video, whether
HOIF7|= 5t1, £33, XHAl0| BHE o|xtof| gto ore XXl Ao RlAlS S o|of7|E 2IFH o . .
o:IT7| °|'-l—; =T |'|_O| [y | |' ” LX |' LS T '”—n_ 20 I (LY== =T | |:7IE 'r|°._ it is the background or corner, and is not the main
7|Et X|0{ e fEct 2[XH= 3tH e HjHo|E SZto|ct 7| MALE 24X 47| fIsiA, LTt character. It is both a special object that suddenly
THOIE 3t BEOIS XIXE & gichEs FolZo|  Lals JiUE nfstm, 7o foirtE gm, appeared and gained a sense of presence, but it
- _ _ is also an object that is passed by indifferently in
ofL|Cc} Z+X EXISHA] =XHZF0| AHAHH{2] Eudst o{CIZ = HIE5HA]. 7IHIS <] otlof| &= 742 LI+=T11 ) 7
ot 27| SEsiAM ZERZo| Mr{sEl 83 {EI7}E YESHA, 7HE dof ¢tofl & AE L51 ey e Aseasll (ol (s rapden e
SH0|X[2F AMoM AKX TH= RS 2H0I7| = ol2|xz| HAZsHED ofH =ag Fot Li7t= ni™ S work of art; it is an object through which WorkSing!
5iC} RolHCIE o|Al= RkZ ol 0] XfAlS 7|2i5lof & Zdo|ct talks about her life. The object that draws out a
- _ - story may be evidence of the changed reality itself,
a2 ooty |51 Bl == st 20|} o|ot7|E . . .
&S olopIs s = oI olopIE or the perception of the changed reality. The stories
O|=0{Li= 70|zt Hatst dA 1 XpAof| cist olstH triggered by such objects, whether big or small,
=7l 4~ sislsl sAlof| CHst Qlx|o =AU 4= O|&H|ZH7} LM T A S 29510} reorganize the reality involved in life. And it does not
olct J2{5t 2740| L5t o|of7|= I E A= symb.cl)llze .or represent |.Ife and reality, but reveals the
o i ) specific, trivial parts of life.
aidh ZHofst slalE AEsiCh J2| 1 aint SAS | thought about how a bag containing a VR
EASIAL cHE|sHR| £ Ao A E ol & machine could lead to a narrative video produced
HE=S cajuic) by a resident of Yanggu. There is clearly an important
) introduction of time, which is not the time offered
Lt= VR 7|7|7F =2l 7hdol 2 st to read the work, but the time it takes for it to appear.
Z=010| AA[St o|of7| QAo 77EX| o|2A| =l A0 The VR machine is what made such time possible.
CHIA] AAZFSHE 7 7|0l 508 A|7ho| Z2517| This |§ not bgcausg the machllr?e is the latest N
machine device with a new vision, but because it is
= [=} IT o = .
SRIE0f A=Hl, O AlZhe HES #dshs Aol handled as a low-technology that can conveniently
ofL|2t 20| S&5H7|77HK| 2] A|Zto|ct TaB{sh be put in a bag, transported, then taken out for
AlZHS 7H=517| 8t 242 VRO|Ek= 7[A|Y Eig), anyone to.mamp.)ulate and .use with ea'se. New stories
) and the reinvention of media use are tightly entangled.
=] = % N . o . .
20| ME2E AlRrdE 7l Zltle] 71A| EXlet= Jung Ji-hyun, who visits different places with a bag in
O|& uf=2o0]| ofu|2} £l ZtHSIAH| Ziekof| DA} his hand, is not an artist who uses high technology.
AE 0|=510] CHA| 2217 7{LH0] =Lt =&HsHo] Rather, he is more like an ordinary story.teller who
oA ol mo N =l = travels from town to town and tells stories, although
= T A= 2 HISEAEAM o I he doesn’t say anything but merely opens up his bag
-Z0|Ct {22 O|0F7 |2} OHA| A2 2| At 2 and shows people what is in it.
71915| 945 Qict. 7tEbS =1 x{obche| AHAO]| ' And thi.s seems to be about fflrt tod.ay
HEale XS O] OAS T EaiE Jlas ALSEhs restoring something that has almost slipped into
dIotz dxlHel a2 nEE 7[E2 MEshE oblivion a long time ago. In The Carrier Bag Theory
ofl&717} otr|zt o] Sul X SU|E H=O0Ek| 0 of Fiction (1986), Ursula K. Le Guin looks back on a
0|0F7 |2 Z0f == =5ic|23t o|ofy |21} of Sto} very long time, when there is a diversion between
o|oiEl SE xAF RIAIS or=l Bt Al okl Zjkial the civilization of the spear that pokes, hits and
UANACE EE GA AU S obF TE SHA| g1 ZHET cuts, and the civilization of bags which collects,
2of ol E WS 20 & #2l o|of7|FO[X|2H preserves and divides. While the spear needs a
ato|C}, hero, and a narrative of conquest, pioneering, victory
8|7 0|7 oitol o|2o| 79| Qtzkst and defeat, and salvation and sacrifice, the bag is
_ — [=]
Sl OfRE 25ee] nlE0l Aol Yt a space for stories that resemble the specific truths
2eiHel o HE 3 F5h= YMH Hol7|= of life, in which various small and nameless things
5ict 0{&2] K. 2 F(Ursula K. Le Guin)2 M| = are integrated in disorder. In order not to lose the

narrative of the bag, we'll have to remember the
process of preparing the bag, putting things in |
Fiction)1(1986)0A M| 211 mfz2| 1 X2 = E9| visiting somewhere, sharing what's inside, connectin

2ul5l= 718l 0| Z(The Carrier Bag Theory of
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