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Reinterpreted Human and Society,
An Independent Gaze at the Contorted Sides

HONG Kyoung-Han.
Art Critic, Art Director of 2017 Gangwon
International Biennale

Construction-Deconstruction

From 2011 to 2015, artist Sim Seungwook presented the
contradiction of human desire through Construction-
Deconstruction series. This series tells about the boundary
between abundance and deficiency in the time of surplus, and
visualizes human desire, contradiction, excesses and constant
lack with a repeated process of stacking and destroying
blocks." The artist collects objects that can be obtained easily
in the surroundings and assembles them atypically to create
awork. For him, human desire could not be dichotomized

into construction and deconstruction. The beginning and the
end are meaningless and the process is close to the result.The
result is put into the process again. Therefore, his work can be
said to be simultaneous.”

His work is neither complete nor incomplete but
only a boundary exists. In fact, the boundary between the
process and the result is unclear. Looking at his work process
of making each and every silicon mold and hardening it to be
pasted, his work gives an impression that it looks complete
and overlaid with something. However, the work has an order
that is repetitive and ambiguous yet clear. Such contradiction
and irony are the beginning and result of the construction
and deconstruction. They are visualized containing endlessly
repetitive contradictions.

The artist conveys the contradictions to various
human desires and needs,’ which include ‘desire for power’,
‘existential desire’, and ‘sexual desire’.* The desires penetrate
the human history and sociality, and they ultimately add up
to self-awareness. According to Jacques Lacan, self-awareness
is the self that reflects its outer self. That is to say, the self-
awareness is the transformed self that is far from its essence.

Self-awareness cannot be fixed. By instinct, it tends
to go toward the world where relations are internalized in
the social authority and system. It is the world that is based
on reality, structured with languages. It establishes relations
through languages. In addition, the world is the owner of a
certain order and is a substitute, which is the subject itself.’
The world, which Sim is focusing on, is made up of languages

and it is a world that is connected and derived from languages.

This presents invisible characteristics to his work, which

1 Regarding Construction-Deconstruction (2011-2015), the artist said in his note, “The
basis of my work lies in a thought that the boundary between construction and
deconstruction, which are incompatible, is blurred. I made a pile of waste tangled in
aworthless way and created a vague form that seems like an elaborate decoration in
order to present an ambivalent value in a work. In Construction-Deconstruction (2011-
2015), I pay attention to the fact that our daily life is full of social phenomena, which
can't be defined clearly andis difficult to be differentiated.”

2 Construction-Deconstruction (2011-2015) fundamentally excludes a certain situation
and coexists with it at the same time. It coexists while staying incompatible. In
addition, his work is conceptually contradictory also. In terms of the objective
existence such as objects and systems, dialectic contradictions are found and logical
contradictions exist in the process of his thoughts.

The beginning of desire is lack. If so, an endless series of lack leads to construction
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tends to depend on visible things as the work has strong
property of matter.

Between Absence & Presence
In the Special Exhibition, Veid Empire, held at the NamSeoul
Annex Building of Seoul Museum of Art in 2015, Betwgen
Absence & Presence (2015) impressed many visitors in térms
of its size and context.® Even though this installation work
is a continuation of lack and accumulation (2007-2010) and
construction and deconstruction (2011-2015), it stood out more
vividly given that it represents social roles of art and artists’
duties. In addition, it was the basis of Between Absence &
Presence (2015), which developed further after the year 2015.

The term ‘absence’ literally means ‘not existing’ and
another term ‘presence’ means ‘existing’. On the religious
front, ‘presence’ means a concept in Christianity that God
appears among humans. In terms of the secular human
history, the word is used to describe when a high ranking
official visits a certain region.The term is holy and yet very
social, and extremely contradictory because the two opposite
words are connected as one. Citing the sentence from the
artist’s statement, “’Absence & presence’ is ‘nothingland
existing’”.But he put ‘nothing and existing’ in an inverse
way as ‘existing and nothing’ and overlays ‘numb daily life—
capitalist life (Between Absence & Presence, 2015) upon it.
Therefore, the official theme of Between Absence & Presence
would be ‘nothing and existing’, and ‘numb daily lif;
capitalist life’.

In Between Absence & Presence (2015), it is diffi
to recognize shapes. This is because reality and illusion
is intertwined in a complex way and fake and imaginary
images only exist but cannot be defined as something. The
interesting part is that images of different layer sequences
come into existence in real spaces.Also, the work may be a
connection between lack and accumulation and construction
and deconstruction, which itself is the realized character of
human needs and desires. However, one difference between
this work and past works is that its specific referentiality
is clear.And the referentiality is emphasized in the subtitle
Numb Daily Life - Capitalist Life.

Numb Daily Life - Capitalist Life, based on reality,
contains our culture, reality, forms of life and dilemma of
the times and is a visual means to look deep into modern
pathological phenomena of human desire.And we need to
focus on ‘a capitalist life’. ‘A capitalist life’ is a life enjoyed
through an individual’s ability and original capital, which is
definitely rooted in capitalism.

and deconstruction as the end of desire can never exist. It is this very poilnt where his
work begins.
4 Need, adriving force is included in desires. In fact, the artist used ‘deficigncy and
accumulation’ as the subject for desire from 2007 to 2010. Black Gravity (2p07-2010)is a
key example of it.
5 Lacan compared this as a father, who is considered to have Phallus. An effort to obtain
a signifier of privilege is interpreted as a subject’s desire. In other words, jdesireis a
lack of Phallus, and self awareness is a struggle for the lack. He claimed that a subject’s
desire can never be satisfied, which he calls ‘the real’. The real is a destination that
desire seeks to reach, but it is unreachable.
6 At that time, the work was installed at the NamSeoul Annex Building of Seoul Museum
of Art, and its motif was the Sewol ferry disaster occurred on April 16, 2014, This
catastrophe, which shocked and infuriated the nation, is related to tragid deaths, and
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As shown in Sewol Ferry Disaster (2015), such life is not always
positive because the life requires inevitable competitiveness
and causes gap between rich and poor, social unrest and
corruption. But there is a reason that he stated ‘a capitalist
life’.The life ultimately meets needs and desires that are based
on lack.This is in line with a book The Right Not to Be Hurt,
which is written by a well-known philosopher Kang Shinjoo.
The author said that “a secret to survival in the system of
capitalism is a fish-luring light of desire” and “happiness
that we obtained in capitalism is only a satisfaction of self-
destructive desire”. In particular, the author’'s comment, “in
the present time, there would be no hitter that controls us
more strongly than capital”, substitutes above-mentioned
notion of Phallus of the artist’s Autre.

Sim presents the other side of such a capitalist
life with a combination of various objects.In a broader
perspective, the objects are the symbols of production and
consumption systems of the times. The artist put them in
an archivistic way.As John Dewey associated art with daily
activities in which human and society change and grow
influencing each other, he realized that art is not separate
from daily life and that art is a process of participating in
daily life and of growing.As such, the artist chose a way to
collect and record existing tragedy in order to express it. A
capitalist life is so familiar and common that we can’t realize
how tamed our life is and recognize how much we get hurt by
the life.This is consistent with the Sewol ferry disaster, which
occurred due to humans’ vain desires and needs, and the total
of obliquitous processes.

Stable Instability

As Lacan considers desire as a fruit of lack, human feels desire
in order to fill his or her lack. It is also desire that makes
human want to enjoy richness and comfort in capitalist
society.As such, human desire is exposed to the world. While
the world continues to be developed by human desire, which
constantly seeks valuable and new things, side effects are
being created. In fact, society is a stage for desire.

Sim’s work reflects the philosophical and social
context, which is different from such dark and rough
exposure.The artist asks us back what would be the true
values that we need to obtain in this real world through the
themes of human desire and need lying at the lowest level
of human mind, a capitalist life, and things that doesn’t
exist and exist. Moreover, he never makes a detour but his
expression and intention are somewhat direct.

Like Object-A, instability (2016), Stable Instability (2016)
presents extremely unstable and anxious reality through a
mass leaning to one side. The same goes for Communication
without communication (2016) that implies the impossibility of
physical proximity—difficulty in communication—and the
naturalness of excluded life between walls, and for Stable
Instability-EXIT (2016) that presents instable circumstances
of the times through three electric lights hanged on three
structures and an exit-like wall. Though the images in these

Sim's work consisted of various responses from the members of the Korean society. The
artist said, "Void and boundless sadness emerged in the form of social attitudes such
as anger, resentment, confrontation, and conflict. This is because of the structural
problems residing deep inside our society, which is full of flaws. The reason such
chronic flaws still exist is that our lives are based on fundamental human desires that
depend on extremely capitalist logics.” From the speaker in the installation work, a
love song comes out.

7  Theartist neatly summarizes main points of his works—just like his personality.
His main points are as follows. “The main point of this work is to take note of and
reinterpret social phenomena and relations, which are established by unsatisfied
desires that stem from the imbalance between excess and lack. I have expressed
endless human desires that are multiplied like germs— Black Gravity (2007-20089),
repetitive construction and deconstruction that are based on unsatisfied desires—
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installation works are intentionally chosen images, the works
ultimately are presented through a subtitle, The End of Neo-
liberalism or Illusion of Isolationism—Stable Instability.

The artist’s works are very realistic and philosophical.
Human and society that are reinterpreted by a philosophical
language and his independent gaze at the contorted sides of
them are remarkable.In addition, his works are a process in
which they advance a reason that art can exist as art itself
and examine the value of art within itself. In the col
wrote for a newspaper a few days ago, I said, “Even i

languages.In addition, this kind of art have discus
the contemporary issues are that need to be menti
the most realistic perspective.A group of artist also donsoled
vulnerability, minority and exclusion of the weak through
their own formative styles. The more they tried theyjwere
more faced with existential and economic threats, but the
artists never surrendered. Rather, they showed the duty of
artists which they acknowledged through the stained history
that were never free from the experienced tragediesland
memories.”” I can say that it is appropriate to mention Sim
Seungwook in this context.

#

HONG Kyoung-Han
Hong Kyoung-Han is an art critic. He was Editor-in-
Chief of several monthly art magazines including Art
World, Public Art, and Kyunghyang Article. He has been
Advisory Member of National Museum of Modern
and Contemporary Art, Executive Committeg of
Busan Biennale, Art Director of Special Exhibition:
Void Empire (Seoul Museum of Art). He currently
serves as Art Director of 2017 Kangwon International
Biennale, Advisory Member of Incheon Art Platform,
Nonexecutive Director of Daelim Culture Foundation,
and Committee Member of Park Su-geun A
His artistic views can be approached throug
contributing columns on the Weekly Kyunghyang,
YTN, the Kangwon News, the Metro, etc.

Construction or De-Construction, Object-A (2009-2012) and exclusive fantasy of
isolationism that is experienced at the peak of human desires through such methods
and media as sculpture, installation and picture. Currently, I'm paying attention
to changes in political and social phenomena—stable instability, self conkoling
isolationism, exclusionism, etc—Isensed in the surroundings.”

8  The Kyunghyang shinmun, Culture Endoscopy, Sept. 5th 2017, Issue 1242,
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T& Z2 8{i#|, Construction or De-Construction, 245x230x210cm, Polyvinyl acetate resin,Woed,Cardboard,Acrylic, 2013

T& Z2 #{#|, Construction or De-Construction, 800=600x120cm, Polyvinyl acetate resin,Wood,Cardboard, Aluminium,Acrylic, 2011

T& &2 #{{A|, Construction or De-Construction, 189x120x281cm, Polyvinyl acetate resin,Wood,Cardboard,Acrylic, 2014
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OtEH & oA, Stable instability, 167%139=172cm, Wood,Cotton cloth,Acrylic,Urethane wheel, 2016

Lie| 2427} 2HE2], Cor ication without comt

tion, Dir

Variable, Loudspeaker,Wood pallet,Acrylic, 2016
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OFA & & OFA -Exit, Stable instability-Exit, 240x120%30cm, Galvanized steel,Copper,Wire,LED lamps, 20

OtEH EotH-nglF2| 2| #hat of2f, Stable instability-under the illusion of isolationism, 60%60x135cm, Sound,Speaker,Galvanized steel,Urethane wheels,Wood,Birch, Aluminium, 2
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OtEH & oA, Stable instability, 284%189x257cm,125x230x%28cm, Wood,Birch,Galvanized steel, Wire, Plastic,LED lamps, 2016
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a2t ¢l ®f AtO|, Between absence and presence, 85%85x520cm, Life ling,LED lamps, 2015

A Al S F A2 AR Qe ez A1E1H
ol 3, sy =]l A2 FAolH E7tet v Sl
dojulE2] o] 23 A A}t T2 Foll A FAI= 3 3]7}5]
o3 7] 32, A2 ol 21 £93] 7k A,
AR A 719 =7} = A= X3
TSR AR X3 2 UL F 71 ol el
Al Zko] 2t Az Bl 2] v Ho| 2] @A, d Aatell A
AYsPel £o] Wol 7] WiEelth

e HFH 02 Baah vho] A UEAY LARIEH),
dlE e 5AE E7E oh7] W olch thel, hollA]
Falo|ehs AL U7k ARSI ALZaHE of el A & Bg AHs R
AR .2 ARA)E Bslekz Azkabeh.
£5-& eatollA] W7 B2 sk Abahs WA § Betel
Agsh Aol ohd, Belo] 1 mEskz ool AYS A&
A0l 3, 7o) ol 25e] AAolekn AzHabch.
geegte 28w st o)sle] Aol A ol& A
&% &4 7 Bebd o2 AP sh).

&2 Ee) 737 oJujet e AL 5 lt. ‘%%E’ome

714 2 AR L 22 stk oY, E7hs sk =3kt
== o2 7 &2 A EL dl 5ol oH I kS

71 0|3 dulsty] wiEelct.
Sxebd W7t diertEA 51 = S| Hel
&Aoo 2 o H S =2 5 Q71 E ket 27} ARl o] 3HE el
o3l ol zkz} o HE =7)x] Rgheh, obube I F7- W
&8 7¥ol 2 2 27] v Eolrt
o] oA E8A] REXW, AAH o2 EANS
T e dlE7Pt =3 et dlEge] 7|Eo] oehd, 27 A7HY
FdellA Frst A AlAIE 9L 5 e 2 A S
Z|qof & Zlo|t}. © Az} wellell 7| o5 F2sHl At S
AH dlEEd 2 E T3 3T 5 e AS 22 7SS

whE Eoltk

SIM Seungwook | 15



HZ 7184 9 aFH

T4 R A%

| AhA]

T2 23E &%

SIM Seungwook

Education

Solo Exhibitons

Recently Curatorial Exhibitions and Group Exhibitions

Awards and Grants

Residencies

Selected Collections

2017 Platform C

QA= FYE

2017 ZHE Fe]E 9=

Incheon Art Platform
2017 Platform Critique Weekly

£
AN Gyungsu




o| AlAI2] F7

2w,

ofE 2ol E FelolE]

b7} mha PRl S HR AL S Ml TS l, s
RobAlk 7 Abehat —a-aou o =5 7

2 givka v 2] WAekat A8 e 5 e vinke
F7ol0l 3, Mol AL 2. 24 Aol whast whe Agel

J?.
o
)
-
A
ol
~
>
)
o

ek 2R Aekstek ek e Adeld, 2 5 9]
201 S ol w2l b A ohigleh ehil e

o] mhgel A1 2 ohehs Aol
QUAFE Hol 7] Sk AFAATE ARt 5 ke
Hele}. Te4 27Hs AHale] F4elA
$73& FASHE BE 218 Azl 2] 919
A $@ekz BHVeh AL 2obe] 313k olu) s3], FH, o,
1%, 2 5 388 FU=ES clobld vt slov ol atap

A7k Apale] Sl %ﬂ%% AReh Azt 2

o] obdl wi-elol £ ahv]
At el 50 0 2o 2 FE, E& QU3 W
A2 e S5 9lE otk SR ARLe] £el2 B2
YRS FHAL 1, 241 A% )2 Ak Aol 2124
o7 gobdAol PFeh F72 olalsh]
g oal A7t 5 DAY F 2 27t Ashe
Aol 8 o] F0.2 et 1 dlelolE el kel
F7A5He £9 92 Falol EAehs Tl E 2 st
297 #4517 Zaprlel EAkekA e EAsH ke F4E 19
A7ke] 2HEE ol(HAS) FAHT Hol7IiA] Fhek.

7o Azt
3% Zrhe AR A 2] F73 %0l o § 2 F-& Hmembrane)
23 So] Rux} gtk 7|4 P MBS Lojo|n] EHES

Felul/aezhobd, B4 #1402 et
] kel 2E ANE AAEeh T el 2
215, 3 34 A1 Aolel o], 3A, e £ 2 2ol
31 WR e 71E 5ol AHESol sue] F4lo) Hrh HE )

The World’s Landscape

KIM Mijung.
Curator Art Space Pool

When artist AN Gyungsu showed a picture of Maseok
Furniture Complex, I remembered being surprised at the
desolate landscape even though pocketing my feelings.I heard
that people live in this area but the place looked so desolate
that I couldn’t find their traces. Container boxes and aging
buildings were the only ones that I could see. However, the
reason I stated an impression ‘desolate’ is not only because of
objects such as containers and old buildings, which appeared
in the landscape. In other words, the impression was not
made by the landscape’s factors.An impression on a landscape
begins with invisible things and the artist seems to know this
well. So he tries to separate and analyze a landscape in order
to put everything that he sees and that consists the landscape
on a canvas. In fact, while his painting was described as
important keywords such as ruin, open field, membrane,
movement, boundary and so on, it is important to perceive
intuitively his attitude towards a landscape before analyzing
his painting.

The artist experiences, recognizes and establishes
relations with his surrounding spaces.The spaces don’t
exist in a city or a life but in a suburb and can be either
concrete jungles that we are familiar with or places that are
abandoned forever. The artist neither defines the position of
spaces with a theory of redevelopment nor has critical and
sentimental attitudes. Rather, the artist focuses on how to
present such ambiguous spaces, which he recognizes. In order
to understand a landscape, he observes his surroundings
for along time and put his observations on a canvas with
several layers. Even though we are familiar with his landscape
paintings, the layers caused us to feel unfamiliar. Since it is
difficult to define his paintings in one way, his landscape
paintings, which exist but do not exist, seem to be a landscape
of different class.

The Texture of a Space

Artist AN Gyungsu wants to present ‘membrane’ as an answer
to a question on ‘A landscape as a boundary’. The ‘membrane’
is a biological term, which doesn’t just mean covering
something. Rather, the word means the artist’s work itself,
who systematically relates and connects spaces.That’s why,
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at the center of his painting lie the objects of a boundary

such as a thriving city’s open field, construction sites, watch
tower, old pillars and so on. In addition, the theme of his work
honestly refers to situations, objects and landscapes

However, not all landscapes can be recognized
intuitively according to themes. Looking at Supermarket (2016),
a painting of a building hidden by thin and dense forests, I
asked the artist a question ‘Why did you choose supermarket
as the them? and he simply answered that the building is
a supermarket. When listening the answer, multilayered
membrane both inside and outside the painting began to catch
my eyes. Inside the painting, a layer, which is the thin forests,
causes a huge supermarket to lose its name ‘supermarket’ and
daily life and time that the name symbolizes.The front of the
flat building and the grain of branches, which are full of lines,
grant flatness to the whole landscape. Moreover, hiding an
object separates audience from landscape and this separation
makes audience unconsciously identify themselves with the
landscape emotionally, limits narratives and focus on objects,
layers and surfaces.As such, the membrane affects both inside
and outside the painting and induce audience to be immersed
in the landscape alone.

Including Supermarket (2016), Eve (2016) and Curtain
(2016), what has something in common is that despite delicate
brush strokes and detailed depiction, flatness of spages is
emphasized rather than the depth. Instead of presenting
the depth of spaces, the artist piles up his own feelings of
experiencing the spaces on a canvas. Looking closely| at Eve
(2016), it is seen that the work’s surface is covered with many
grains such as brush marks that are seen between tangled
branches, white points that are made by scattered pimts and
so on.The grains exist as a layer in the painting and allowed
the landscape to obtain unique texture.

In a painting, ‘texture’ is divided into 2 types; material
texture and visual texture. The material texture is m!ade by
paints, which piles on the surface and the visual texture
comes from unique quality of objects such as container boxes,
tents and so on. However, in his landscape painting, lall of the
factors are mixed to create the painting’s unique texture. Home
sweet home (2017), which is a painting of Maseok Furniture
Complex, may be seen as a landscape painting, which is
well-described or well expresses dark mood reﬂectil{ the

characteristic of the place. However, containers boxe€s, screens
and electric wires seem to shake. The artist presents such
impression through repetitive brush strokes and addition of
line and paints on the strokes. This presentation can}:& seen
in his other works. The layers, which cover the canvas, are for
neither visual representation nor a certain interprethtion on
the space nor unnecessary distortion. Rather, the la}iers are
time’s layers and a record of his intention to resemble what he
sees. In other words, the texture that is felt in his works is not
aresult of momentary impressions but a result of constant
observation through interaction with landscapes.

AN Gyungsu
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A ‘Different’ Landscape

The works of artist AN Gyungsu begin with direct observation
and relations with landscapes, which requires long time.As
time goes on, he perceives that spaces of boundary change and
creates a gap between himself and his works. For single painting
(2015) and the lay of the land (2017), the artist set up his landscape
paintings in the original landscape. Since he matches his
work with the landscape, the two landscapes look natural.
The work, which is set up without any supporting stand, falls
soon.This scene is exhibited through videos and pictures.

Clearing (2015), one of single painting series (2015), is
awork that presents an open field in the neighborhood of
his residence in Germany. This work has a vivid green color
of grass, dynamic lines and brush strokes, which are all
overlapped. When the work is set up in the real landscape,
the similarity of the scenes connects the two landscapes. By
contrast, new green (2017) and a buoy (2017), paintings of motels’
shades, do not match with the lines or boundaries of original
landscapes because of the shades constantly shaken by wind.
The sense of difference in such works is not caused by the
difference between a canvas and a real space but by different
positions of the scenes.

A process that such a model and a painting become
different landscapes is called ‘shaking’. The point where
the two entities shake more is when the work falls and
the landscape is seen rather than the two landscapes are
juxtaposed. When the work falls and the real landscape
becomes visible, the scene that was once hidden by the work
changes as time goes on. Therefore, the scene will be different
from the original scene.As a result, the scene when the work
falls causes audience to focus on spatial instability, ultimately
making the space unfamiliar.

As such, it seems that the artist constantly
contemplates over how to present a relation between a
painting and a landscape. In his sole exhibition membrane
(2016), he changed the way to set up his works. He set up a
free-standing wall behind works in order to make audience
discover landscapes of different layers, which are hidden
behind works. Such set-up method emphasizes that the
artist’s consistent attitude toward landscapes is important
to his works.

Without additional explanations and languages, a
landscape itself can be a subject for thoughts.That’s why, a
lot of artists have painted landscapes and ways of expression
have changed constantly. However, for artist AN Gyungsu, it
is apparent that how he will accept a landscape is still more
important than ways of expression.I was curious about what
concerns the artist has, who has painted landscapes for a
long time. But I realized that he still has questions about his
attitude and way to approach landscapes and that endless
exploration on the questions are more important than
acts of painting.

I guess that the artist, whether landscapes or objects,
would paint everything related with boundaries, which lies
in his surroundings. He will co-exist with them, constantly
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discovering unfamiliar parts. Although he paints wh:

the world will always be unfamiliar. I always wonder

1t he sees,
what

would be the roles of paintings and I think that his paintings

might be membrane, which will connect two differe

#

nt worlds.

Majored in painting and art , Mis-Play (Insa Arrt Space,

2014), Mistaken Empathy: Delightful Encounter (A
Pool, 2016).

Participated in Interlude (2016) curator talk heé
Insa Art Space. Designated as curating reseai
of Art Council Korea’s Creation Academy. Cu
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2 &, Factory, 180=460cm, Acrylic on Canvas, 2017

F7FAM= &, Home sweet home, 180x230cm, Acrylic on Canvas, 2017
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= 0}Z, Supermarket, 230x360cm, Acrylic on Canvas, 2016

S H, Buoy, 230x180cm, Acrylic on Canvas, 2017
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, Cloudy window, 180x230cm, Acrylic on Canvas, 2017

F o, Eve, 230%360cm, Acrylic on Canvas, 2016

kst g, A loud night, 180%230em, Acrylic on Canvas, 2017

H & #i, still-life, 180%135em, Acrylic on Canvas, 2017
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Dislocation,
An approach to a100% painting

JUNG Hyun.
Art Critic Professor, Inha University

We live in a time when a question ‘What is art? is not valid.
This is because no one can tell for sure what is art and what
is not. Visual art constantly escapes to undistinguishable
state and the less traces of art exist, the more warmly we are
received. Modernism’s abstract art specializes the essence of
art. Modernists thought that classical reproducibility hurt
the essence of art. Against this backdrop, Arthur Coleman
Danto criticized, “Modernism is alchemy aiming to purify
contaminants such as reproduction and illusion. As such,
modernists separated purity from impurity and preached
pure art in the materialistic perspective. The sequencing

of art accelerated and abstract paintings were confined in
modernism and their own world. In art, abstractionism is
about paintings. Today's abstract paintings (Gagosian Gallery,
2017) didn’t exclude and present modernism and post-
modernism as legacy of abstract art to watch the international
trend of non-representational panel paintings.The work
dealt with various phenomena such as media expansion,
decorative paintings and de-auteurism that were banned in
modernism, brush strokes and psychological asceticism.In
esthetics in authoritative modernism that sought to make art
a sacred area, contemporary abstract art opened a new era.
The development of abstract art was made possible because it
explored the potential of paintings.

In paintings of artist AHN Sanghoon, the following
contemporary trends, which escaped from typical abstract
art, are found. 1)There exists no specific theme that
controls artworks. 2)Visual things and linguistic things are
inconsistent. For instance, titles of works are not clues because
artists intentionally take a picture of works, search serial
numbers of digital cameras on google and use a sentence that
they find on google as a theme. 3)His painting is categorized
as abstract art but such categorization means nothing to
the artist. In fact, it is apparent that the artist wants to have
no custom or prejudice toward paintings. Looking at the
past 10-year works, I can see shifts from a representational
painting to a concrete landscape and from a concrete
landscape to a totally abstract painting. It is hard to say that
a distinguishable painting evolved into an undistinguishable
painting. This is because it gives an impression that abstract
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art is purer than figurative art. I believe this processfis like

a struggle to be freed from a social and cultural demdand

that visual things be consistent with linguistic things.
Without referring to and reminding ‘the death of artjst’, AHN
Sanghoon escaped from authoritative auteurism in spite of
himself and chooses creation process as the subject for his
works.Those who want to draw a certain meaning of a story
from his works will definitely fail. The artist is not r¢sponsible
for a way of expression that we are familiar with and for a
failure of painterly interpretation. We need to find a hew way
to understand a painting and an image.

Regardless of the fact that contemporary art]
emphasizes social roles and political rightness, the politics of
his spectacular exhibitions sometimes seem to be th signs
of art in the crunch. This is because after globalization, mega
cities, regardless of places and regions, are focusing on the
politics of cultural capital, which is based on art mugeums.
Like an empty politician’s speech, exhibitions incredsingly
focus on size and decoration and production of images that
are appropriate to new ways of promotion and new media
devices. Meanwhile, as art producers created spaces o resist
globalization and their solidarity emerged as a means to
delay it, their distinctive work process, forms of exhijbitions
and attitudes of planning are different from large-sized
production companies. AHN Sanghoon does not express social
matters nor contextual attitude.In a time when relationships
are emphasized, the artist excludes reference, bibliographical
note and context. Instead, he focuses on the meaning of a
paint alone. When removing languages that are given to
image produced or designed socio-culturally, what chn we
find in images? Let’s see his paintings in a linguistic way.A
screen consisted of colors, lines, points and sides. Shapes and
colors that are called images are inconsistent with a%y objects

in reality and any languages. Such unnamable images are

made by a mix of colors and shapes. If closely approarhing, it
is found that the intensity of brush strokes is different. Such
brush strokes seem to make certain layers on a flat c

memories or emotions, his painting exists as it is. In|addition,
his painting does not make something reminded noi has

any symbols or hints. Only colors make forms and different
shapes are connected to show a strong presence. However,

it is almost impossible to find a word or an interpretation

that can define the work. Generally, his work transfqrms
visual things into linguistic things and changes art’{ custom
into ‘something meaningful’. Even from formless an{l non-
representational paintings, he draws meanings. Abstract
paintings in modernism replaced forms with purity.[Jacques
Ranciere explained that modernism escaped from the demand
of classical art and establishes its own area in which|it
pursued the purest and the most autonomous practi¢e of art.
However, the area only emphasized that it belongs tp esthetic
area of art and separated art forms from life forms. Ah attitude
to maintain the absoluteness of distinct art inherits an ethical

AHN Sanghoon
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lesson that art pursues the unchanging truth. Here exists

the paradox of modernism. Since a representational painting
alters its own characteristic, modernism’s abstractness that
removes shapes is not free from symbolism that pursues the
sublime.That is to say, pure art in modernism created impure
art and mistakenly made art’s sequence. For AHN Sanghoon’s
works, we need to separate them from modern paintings
because they do not produce or require any meanings.

In my opinion, ‘a 100% painting’ refers to a painting
that is separated from a particular ideology or a stylistic
characteristic and a trend of art.Since lines, stains, shapes and
intensity and nuance of brush strokes have no relations with
a mix of colors and shapes, materials and a certain symbol
or meaning, the factors make his works rich. The practice
of contemporary art has experienced shifts from the times
of esthetics to the times of criticism and from criticism to
politics. Even though the practice declared it would not follow
previous examples, paradoxically it never stops separating
good art from bad art, elite art from amateur art and art that
has public values from the one that has not. Despite a certain
force at work, artist AHN Sanghoon strives to maintain his
attitude as an artist by seeking his own freedom. The attitude
seems humble but it is a magnificent will. Gilles Deleuze
and Guattari stated that a way to resist the madness of
capitalism is to be a minority. As their philosophy permeates
the world of paintings, the artist strives to be a minority
through paintings.

In particular, Good: Painting (Warehouse Gallery of
Incheon Art Platform, 2017) is an exhibition artists’ view of art
on a custom that separates right from wrong in art. Instead of
using canvas, vinyl was pasted on the wall of the exhibition
hall and was used as canvas. Depending on audience, paintings
on the vinyl can be either a non-painting or a painting to a
certain degree or more than a painting. Since 2015, the artist
has tried to draw paintings on walls of buildings and free-
standing walls in exhibition halls. Good: Painting (Warehouse
Gallery of Incheon Art Platform, 2017) is a continuation of such
practice, which means that a painting escapes from a white
canvas and exists in reality. Different from mural paintings
in public art, such painting needs to be seen as in situ art
(In Latin, it means ‘in place’. This word can be substituted
for space-specific art, which actively utilizes spaces as part,
media and background of work process. Without regard to a
purpose of beautifully decorating spaces, such painting pays
attention to an encounter among, art, reality and painting.As
such, AHN Sanghoon strives to make his works a part of life,
going beyond the boundaries of a painting.
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Earned Ph.D from the University of Paris 1 wiith a
dissertation on the relationship between th¢ artist’s
identity and work, and works as an art critidand
independent curator. By integrating art critifjue

with cultural studies, he employs critique ag a

way of learning and deems curation as a new way

of knowledge production and significant form of
research. Important publications include Global Art
Market Critique (Mimesis, 2016, co-author), Repdy made
Reality: Junebum Park’s Use of Videos (Arts Coundil Korea,
2015) and Practicing Curatorial Discourse (Hyunsil Books,
2014, Co-author). Important exhibitions curated by
Jung include Body Matters (Seoul Olympics Museum

of Art, 2015) and Underlining Time 50Years of Kofea
Through Joongang Daily Images: 1965-2015 (2015). He is
now professor at the Arts&Sports Department of Inha
University.
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2017 I F 20| 21 Els, 2017 Solo Exhibition GOOD;PAINTING, Dimensions Variable, Mixed Media on Plastic Cover, 2017 Installation view at Warehouse Gallery, Inchoen Art Platform

2017 I F 20| 21 Els, 2017 Solo Exhibition GOOD;PAINTING, Dimensions Variable, Mixed Media on Plastic Cover, 2017(Part) Installation view at Warehouse Gallery, Inchoen Art Platform
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H| 2827|, The Second Quarter, 145x112cm, Acrylic and Qil on Canvas, 2017 = H 184IE|0|E{, Diameter 18cm, 145x112cm, Acrylic and Qil on Canvas, 2017

Mixed Media on Paper, 2016-2017
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Hg| 2EHs Y, Your Special Day, 140x130em, Acrylic and Qil on Canvas, 2016

Z 2| & =8|, Colorful Dream, 100%85cm, Acrylic and Qil on Canvas, 2016
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20139 72l H «S st Ll 2013 Solo Exhibition Happening, 2013 Installation view at Kunstakademie Munster, Germany

20164 7H21H «OfA~EE 2| o= 0| Xj2}tx| gH=Chs, 2016 Solo Exhibition No bread grows on asphalt, 2016 Installation view at Kreismuseum Osterburg, Germany

20164 7h2lHE «Ti& ZElM&x, 2016 Sclo Exhibition Capsule Collection, 2016 Installation view at Artspace LOO
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Please tell us about your works,
including your creation process.

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

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

F2x} tlo| A

My works are created based on clues from the history of
humankind and their relation to the geographic environment,
including land and climate.There are no particular materials
that I do not use, but I usually combine images and appliances
such as electric fans to create sculptures and installations.

I learned sculpting and researched a specific sculptor
at my university. Thus, I'm highly sensitive to “sculpture” as
a medium. I used to sculpt wood when I was a student. But,
the nature of all my work progressed toward unconstrained
expression after I was freed from academic thinking.

The process of each work varies, taking from a
few hours to even a few years.Although it would be an
exaggeration to say that I'm thinking about something all the
time, it sometimes feels like there is a separate artistic “I” in
my head, who is continuously creating works and managing
the artistic part.

There are several major works and exhibitions.They are all
connected, share common factors, and appear differently
on each occasion. For example, Tsushima Art Fantasia held

in Tsushima Island, Nagasaki carries significant meaning.
Thanks to this exhibition, I held another exhibition at
BankART 1929, which led to participation in the Incheon Art
Platform Residency program.

The first Tsushima Art Fantasia was held in 2011 and it
marks the seventh in 2017. Since the first one was held amid
various anxieties right after the 2011 earthquake off the
Pacific coast of Tohoku, I had in-depth contemplations on the
meaning of creating a work of art. At the time, I and other
artists questioned ourselves: Will we make artworks even in
this situation? What will we make?

Before the Tsushima Art Fantasia, my creation focused
on the history of Hiroshima. However, after the exhibition,

I started to add physical elements to works, including
geographical environments such as land and climate, and the
physical limits of humans such as our body.

I mostly did research and made works during my free time.
I study Incheon’s history and land through various topics
including architecture, plants, and the statue of General
MacArthur.Also I walked around as many streets as possible
to complete my internal representation of Incheon’s
environment.

I produced artwork through a process of identifying
elements that caught my eye, by wandering around to see
various things and gathering a diversity of information
from materials like books. In particular, I focused on two
factors. One was the national element, and the other was the
propagation process of sculpting education and aesthetics
throughout East Asia.

While staying in Incheon, I had more free time than
I had had in Japan.I spent a lot of time with the friendly
fellow residents of IAP. Although we sometimes had childish
conversations, it was a fruitful time to continuously think
about creation.I think this kind of process can add more
meaning to my work, and my thoughts can materialize
thanks to this process.

52

About inspirations, motivations and anecdotes.

About art and communicating with audiences.

Please tell us about your future plans and working direction.

Among the many people who provided me with inspiration, I
would pick Heihachi HASHIMOTO. He was a Japanese sculptor
who was active at the dawn of Japanese sculpture. Unlike
many other sculptors at the time, who carved the human
bodies described in mythologies and stories, he sculpted
wood into the shape of stones he picked up.I like his works
and I communicate with him through a medium of sculpture.
I studied his works at the university, and his ideology and
thoughts are still alive in my works. But this detail does not
stand out from my works because the external appearance is
different.I want to review the history of modern sculpture

in Japan with Heihachi HASHIMOTO as a starting point. By
doing so, I would like to think about the history of modern
sculpture in East Asia.I’'m not saying that I would only focus
on one particular medium or format. But reviewing what

“sculpture” has expressed may give me an interesting subject
to look into.

Perhaps, art itself may have no significant meaning.Art isa
summation of the communication created by audiences.The
individuals’ experience with impressions and belief created
based on art can be a driver of art. However, the existence
of these two factors don’t guarantee the existence of the
artistic value.
The purpose of my works is like the throwing of
stones. The one who is hit by my stone may die unfortunately
or get angry. If the stone doesn’t reach anybody, yet falls into
a lake and creates ripples upon it, some may think that the
ripples are beautiful. Or, if the stone just falls on the ground,
others would talk about it in various ways, too. Of course, this
is a figure of speech.I make artworks more elegantly than that.
The messages I want to deliver through art are
different from time to time. The subject of thought always
changes, but one common factor of all the thoughts is to
make the body of viewers more active.

Over the next two to three years, I want to makes pieces
related to the East Asian history of sculpture from the
perspective of land, history, and aesthetics. My goal as an
artist is to create a good work of art. 'm not really interested
in how I will be remembered as an artist. I think that the
viewers should decide.
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£ &, Dongfeng, 600x600x300cm, Fan,Tree, 2014 Installation view at BankART 1929, Japan
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HIgk, Wind, 200x300x200cm, Fan,Tree, 2011 Installation view at Tsushima Art Fantasia, Japan
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218 2| E2tEHA A LHS, Incheon's Platanus, Variable Installation, Video,Frottage,Paper, 2017

218 2| £, Ghost of Incheon, Video, 2017

22!, Flower Garden, 15x20x30cm, Concrete,solvent transfer, 2017
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EELIF 0| 510, Regarding the Choji-gamazumi, Variable Installation, 2016 Installation view at Setouchi Triennale, Japan

= o| Hi2F, Wind in the Ground, Variable Installation, Nara,Fan,Tree Video, 2016 Installation view at Culture City of East Asia 20186, Japan

2|H g| 1| olE}, Incheon's Pieta, Variable Installation, Architectural cover,friend's items,Video, 2017 Installation view at B gallery, Incheon Art Platform

Phantom Sun, Variable Installation, Fan, 2015 Installation view at Tsushima Art Fantasia, Japan

F2x} tlo| A 58 KURODA Daisuke 59



eihnx@yahoo.co.jp eihnx@yahoo.co.jp
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Ph.D. in Sculpture, Graduate School of Art, Hiroshima City University,
8| =AY ofek vl ekl 22 HE WA, 3] 240}, YR, 2013 Hiroshima, Japan, 2013

dced Americano, Incheon Art Platform, Incheon, 2017

5 : 2 R ES
ool 2 o I}, clslopE = =)=, ol A 2017 ‘Transparent Landscape:, SIAFLABO, Sapporo, Japan, 2016 : cd =] 01','5":. = a}! =2
Fol opsilel 7k, QlAol= SR E R 283, A, BANJI-ISHIKORO», former Hiroshima Branch of the Bank of Japan, Hiroshima, b ; }
«Transparent Landscaper, SIAFLABO, At E 2 9B 2016 Japan, 2014 2017 S E F2]€ ==
£l -
(BANJI-ISHIKORO:, #§ Y E o350 3] 2 A|uv}=|H, 3] 2 A|u}, L&, 2014 (YAMAARI-TANIARI, TEF Vol.8 Sound Installation, TWS Hongo, Tokyo,
<YAMAARI-TANIARD, TEF Vol.8 Sound Installation, TWS Hongo, ¥ 3, CEfE, il
olE 2013 Incheon Art Platform
[ ==y
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«Tsushima Art Fantasia 2014, Tsushima City, Japan, 2011-2017
«Setouchi Triennale 2016:, Shodo-shima, Japan, 2016
«Culture City of East Asia 2016), Higashi-jyoudo-cho, Nara, Japan, 2016

i i 2 Al el B 4 o n .
‘Tsushima Art Fantasia 2014, 22A]u}, -2, 2011-2017 «The Work of Art in the Age of Digital Fabrication, Hiroshima Art center,

«Setouchi Triennale 2016, 5= £ A| v}, Y2, 2016 Hiroshima, Japan, 2015
«Culture City of East Asia 2016, \}2}, € &, 2016 «Winter Vacation, Sapporo Tenjinyama Art Studio, Sapporo City, Japan, 2015
(The Work of Art in the Age of Digital Fabrication, 3| 2 A|afo}= Ale], 3] 2 A}, BankART Life IVIV Culture City of East' As‘la 2'014:,‘ BanlfAﬂlB%B, JaPan, 2014
o (TATEMONO NO SEITATL, A-bombed Building in Hiroshima, Hiroshima,
NE 2015 Japan, 2013
‘Winter Vacatiomw, At 2 gllZlofulelE ~AFr]| e, ALE 2 UE 2015 «Sons and Daughters of Sun and Stan, Fort Worth Contemporary, Texas, U.S.A.,
«BankART Life IVIV Culture City of East Asia 2014, ¥l Fo} E 1929, U £ 2014 2012
‘TATEMONO NO SEITAD, 3] 2 A|v} 9= ]3] A%, 5|2 A}, Y&, 2013
«Sons and Daughters of Sun and Star, £ E g~ d|v|s=2}, €A}~ 0], 2012 Scholarship from Japan Arts Foundation, 2013
Gallery G Award Grand Prize, Gallery G, 2008
dEd=At 71F, 2013 Incheon Art Platform, Incheon, 2017
Az 7] 6 v)Ar g4k, e ]G, 2008 Tenjinyama Art Studio International Residence, Sapporo, Japan, 2016

Open to You 2015, Open Space Bae, Busan, 2015
Sapporo Tenjinyama Art Studio Residence Program 2015, Sapporo, Japan, 2015
HANARAART, Sakurai City, Nara, Japan, 2013

dHoleEHE, AU A, 2017

BlglopalolE ARH e, AE R, E 2016

L EX 22015 2 E Ao A uff, £4), 2015

drlofulole 2Fele, AE 2, Y, 2015

shizlelE, viel, €2, 2013
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Incheon Art Platform
3, Jemullyang-ro 218beon-g
Inchoen 22314, South Korea
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T. +82.32.760.1000
F. +82.32.760.1010

H. www.inartplatform.kr
F. www.facebook.com/Inartplatform
I. www.instagram.com/Incheonartplatfor
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