Incheon Art Platform Arti

OIMOIEZEHE 2017 H|X|HA| =224

HWANG Gyunghyun, HW
Dance Company MYUNC
SEOQ Youngjoo, A.N.D. Th
SON Songyi, LEE Jeonge
KURODA Daisuke, Theia




Incheon Art Platform Artist-in-Residence Program 2017




Incheon Art Platform Artist-in-Residence Program 2017

g7 Aol Fe] AeolE &M= 7 et RS viEe] LS A= §h QHolEZRE

AZEAR AR 3] A2 dE #0823k 2017 H|A| PA] =2 718
L Bk Afo] = 9] A= Al 2xrtR (), RoxFxizo|(YA) = 3

AEHES FEAEFES FEAEDMRE), JEAHEH S G EAFPEE) 2 7

AN A S CHAA A E (A, A, dE)Eo 2 7] gk

LAl 8o ks A|7HYEL o]0 2 =R =i, 0 2 B4R

[= Y L B S B % R )

Preliminary Notes 1.Artist name is represented in order of last name and family name.

Family name is represented as a capital letter.

2.Artwork information is represented as the title of artwork, size,
materials, production year.

3.The order of the dimension is heightxwidth (2-dimensioanl work) or
depthxwidthxheight (3-dimensional work).

4.Artwork title is italicized and represented as artwork title (year).

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

6.The title of the book is italicized.The name of the article is displayed as “title of article”.
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Greetings

Opened in 2009, the Incheon Art Platform held its sth residency program in 2017.

The Incheon Art Platform is a creative space for culture and art that is housed in a
remodeled late 19th century architectural structure, as part of the urban regeneration
project of the old town in Incheon.The Incheon Art Platform runs the Creation Support
Program that aims to encourage the exchange and collaboration between artists

while strengthening their capabilities. Starting from March 2017, forty-two artists and
researchers (twenty eight teams) from six countries, including South Korea, were invited
to participate in the program for a year.We are finally publishing this source book of our
valuable achievements of the year.

During the year, the artists in residence had opportunities to take part in
various programs, such as the Research Program that provided lectures on the history of
Incheon and field trips to local sites with pertinent issues, the Platform Salon that was
the site of artistic discussions, and the Criticism Program that helped artists connect with
specific art critics based on their creative activities to deepen their investigations. The
Incheon Art Platform strived tovitalize creative energies of the artists through providing
various opportunities to present their work, including the preview exhibition IAP Short
Stories, Open Studio and the End of The Year Report Platform Artists, the ‘local research
project,’ Tell Us Your Stories, and other public art support programs.

The year of 2017 became the turning point in the operation of the Incheon Art
Platform. Following the cultural policy of the city of Incheon, the Platform initiated the
open workspace program and created an art market that provided extended opportunities
for its citizens to enjoy art. Its aim was to connect artists to the public through various
projects that vitalize outdoor spaces, increase the numbers of outdoor concerts and
art installations, as well as set up an information center.These projects became the driving
force for artists to come out of their studios and reach out to the public.

As a local research platform, the Incheon Art Platform not only organized local
research projects that support artistic activities related to the study of Incheon, but also
held the pre-exhibition Tell Us Your Stories to engage with the discourse that emerged out
of the research. It also held the seminar ‘Production of Spaces and Their Practices’,
which focused on site-specific art projects based on the creative art spaces. The Incheon
Art Platform published the online magazine ‘2017 Platform Critique Weekly’, an online
art criticism platform containing information about the resident artists. Mediated
through the work of the resident artists, the Platform also operated an experimental
education program, which was attended by people of diverse ages and occupations.

The Platform also provided a forum for exchange with thirty-two national/international
professionals from the creative field who gave artists recommendations.Additionally,

the Incheon Art Platform made a greater effort to establish itself as a glocal platform

by holding exchange programs and visiting international curator programs (as an
international artist-in-residence program) with three institutions around the globe,
including BankART 1929 in Japan, New Delhi Sanskriti Foundation in India, and Asialink in
Australia. It also offered opportunities for resident artists to visit international art events
such as Documenta in Kassel and the Skulptur Projekte Miinster in Germany.

In 2018, the Incheon Art Platform will do our best so that all the resident artists
can benefit from the international residency exchange program, as well as provide
constant support for our resident artists. For example, we plan to hold a solo exhibition
of AHN Sanghoon's work, who was selected as This Year's IAP Resident Artist, 2017.

The Incheon Art Platform is devoted to leading the trend in contemporary art, and
committed to developing and operating a Korean (Incheon) residency program that is also
globally competent.We are also putting our upmost efforts to producing various platforms
that can meet the needs of the public and the artists. Last year, in 2017, the Incheon

Art Platform went through all of these experimental processes in order to open up

the possibility to become a ‘platform for creating art’.

The Incheon Art Platform would like to express our sincere gratitude to all the
local and international people in the arts, the local officials who supported the resident
artists at the Incheon Art Platform, and the participating artists in 2017. We would also like
to thank the staff members at the Incheon Art Platform who have done outstanding work.
We would like to give thanks again to the artists for actively participating in the programs
of the Incheon Art Platform despite the difficult surroundings for creating art.There is
a saying, “those who meet must part, those who part will meet again (F#ZMt 2:#%45).”
We will always cheer for you to take a leap forward to the international stage, and hope to
see each other again at the Platform.

Thank you.
March, 2018

CHOI Byung Kuk
Director of Incheon Art Platform
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The Incheon Art Platform is a cultural art space that was created through remodeling the
modern architectures built around Haean-dong of Jung-gu during the opening port era.It
was founded as a part of the old town reconstruction project in October 2009.The Incheon
Art Platform is a place where art is made, shown, and enjoyed. With its Artist-in-Residence
Program, the IAP is a space for the artists supporting their creation activities, and a place
for the citizens to enjoy the arts through exhibitions, performances, and education
programs. It also aims to recreate the historic open port area in a cultural perspective,

and to develop the area into a new example of local revitalization.

The Incheon Art Platform now runs the residency program that supports Korean and
international artists, and researchers working in various genres of arts.It is maximizing
the artists’ activities through creation support system aiming at their exchange,
collaboration, strengthening of capabilities. Meanwhile, it is expanding the range of the
creative activities through various special projects like the exhibition support program,
and education program involving artists. In addition, the IAP pursues the interdisciplinary
research and consilience advocating the value of multimedia, de-categorization, and
convergence of arts.And lastly, it brings anew creative energy by selecting and supporting
the artists working in various genres including visual arts, performing arts, and
interdisciplinary arts.The Incheon Art Platform will continue to proceed the international
and regional specialized projects that connect the placeness, historicity, and regional
community. Based on these efforts, the IAP aims to be the starting institution of such
a dispatch and bridgehead of the ever-changing new cultural art as a complex not only for
cultural activation in the region, but also for an artistic experiment.

Incheon Art Platform is located in Haean-dong in the Jung-gu district of the city.Itisan
area rich in history dating back to the 1883 open port era. Including the Former Building
of Japan Mail and Shipping Inc. (Registered Cultural Heritage 248), the buildings in

the area were erected during the open port era and the 1930s-40s, and have been carefully
maintained to now serve as important cultural assets. The area is recognized for its
historic and architectural value thanks to the robust and well preserved buildings partly
due to their modern and structurally advanced construction. The Incheon Art Platform
consists of 13 buildings from the 1930s and 1940s which have been renovated into

creative art studios, galleries, communal spaces, and theater. The IAP has been created
through the combined efforts of the city’s resolution and its citizens’ desire to maximize
Incheon’s historic and geographic characteristics, and in turn enhance cultural activities.
The historic district will later be expanded into ‘street museum’, with the IAP at its center.
This expansion project will re-interpret the area’s history in a symbiotic relationship
between the present and the past.
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Resident Artists of IAP 2017

Visual Arts

KANG Juhyeon Fragment of Time and the E
xtended Sculpture

Mackerel SAFRANSKI

KWAKEve

KEUM Hyewon

KIM Soonim

Delphine POUILLE
LI Liuyang

BEOM Jinyong

SIM Seungwook

AN Gyungsu

AHN Sanghoon

CHANG Seoyoung

JUNG Seokhee

CHUNG Arong

JUNG Haejung

Timo WRIGHT

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

Slowly Standing Erect Upon Anxiety
HWANG Jay Jungin. Curator of

Project Space Sarubia

The Interior of Streets
KIM Junghyun.Art Critic

The Dusky Negative Space
MUN Hye Jin. Art Critic

Poetics of the Ecological Life
GU Nayeon. Art Critic

Artist Interview
Artist Interview

Matted Confession, Vibrant Scenery
HWANG Jay Jungin. Curator of
Project Space Sarubia

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

HONG Kyoung-Han. Art Critie, Art Director of
2018 Gangwon International Biennale

The World’s Landscape
KIM Mijung. Curator of Art Space Pool

Dislocation, An approach toa
100% painting

JUNG Hyun.Art Critie, Professor of
Inha University

The World of 0 or1
CHOI Heeseung. Curator, National Museum
of Modern and Contemporary Art, Korea

JUNG Seokhee’s Video Painting,
Since then: Narration to Existence,
Objectivity to Subjectivity

KOH Dong-Yeon.Art Historian

About the Artist CHUNG Arong
KIM Noh-am. Former Expert Advisor of
Sejong Center for the Performing Arts

Walking beyond Walking
JUNG Hyun.Art Critie, Professor of
Inha University

Artist Interview



A=A ole]

=4] 2R olok7], $7] 74
37k QB

7159 Fell = 782 Ao} FaA
A5 obutEdE 32 A3l alole)

FEA o2 AR SAYS
x| = F471 AU o E 2Hd
AR, 58987} A} 3t

ul-g-¢l] th¥ 2 F, Neuroscape
AAZ. Fet ot 25

F23) u| Ak Alo], 452 EolE $l5t
Fad. A3 =274

&E A jojo} ek, A2 Aol
BN BT E T
AN, 45 427t

2017 AHOIESHE UF AFA

37
&5l
olg2
e R

QT IE R
QTR AE R
AT IE R
QTR AE R

2017 7|3t 25 Y5 <l €7}

T2t ooz 27t A8

gHlojo} 314

27} Qe

HWANG Gyunghyun The Story of a city stroller, the

HWANG Moonjung

Performing Arts

Dance Company
MYUNG

PARK Seungsoon

SEO Youngjoo

AN.D.Theatre

Reconstruction of urban landscapes.
Artist Interview

Relation and Placenessas a
form of functions

KIM Sung woo. Chief Curator of
Amado Art Space

A Dancer of Movements that Search
for Truth by Contemplating the Body
CHOI Myung-hyun, Leader of the
Dance Company “Myung”

SHIM Jeong-min. Dance Critic,

Criticism Historian

Question About the Heart,
Neuroscape

KIM Jinho. Professor of
Andong National University

For Playing of Communication,

between Falling and Rising
HWAMG Hei-rim. Film Producer

The Show Must Go On, Questioning
and Failing Again Creative Economy-

Ep.Public Theater
JEONG Jinse.Theater Director

Resident Critics-Researchers of IAP 2017

KIM Hongki
SON Songyi

LEE Jeongeun
CHOI Yoonjung

Critic-Researcher Interview
Critic-Researcher Interview
Critic‘Researcher Interview
Critic-Researcher Interview

Resident Artists of International Exchange 2017

KURODA Daisuke
Theia CONNELL

Artist Interview
Artist Interview

Juhyeon
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Fragment of Time and
the Extended Sculpture

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

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

of meeting an unexpected someone, remembering

an anniversary, or being touched by the beautiful
sunset, our lives are full of big and small encounters.
Phenomenologists like Husser! and Merleau-Ponty later
dubbed such encounters the ‘lived experience’, and
Bergson and Deleuze signified and referred to them as
‘events’. Every time we face an encounter, experience,
or incident that we would like to remember in the
future, we attempt to hold on to the temporary moments
with photographs.But the photos that we had thought
would capture the sensation of the moment very often
disappoint us when we look at them at a later date.This
is because of the gap between the perspective of the
camera and the reality we experienced. Pushing the
camera shutter dozens of times for continuous shooting
doesn’t solve it. This is because between each shutter, not
only the actions of the subject but our minute feelings
get away. The dissatisfaction that photographs cannot
fully embody the encounter between object and human
that we experience - it is from this point that the art of
Kang Juhyeon starts.

In fact, our experiences are much more tactile
that we think. Because they encompass not only the
sense of touching and being touched, but also the
haptic experiences of the eyes fumbling the object.
Such experiences are difficult to portray by capturing
the moment through photo, identically representing
the form on canvas, or confining it inside the matter
of sculpture.Such is the reason why in Kang’s Skin
Suit (2010), the apparel becomes the skin and the skin
becomes the self. with this piece, he has taken one
step further than the previous attempt with Dupe-Style
(2009) to express his self-identity through ‘clothing of
sensation’. Having discarded the acrylic box that could
not but limit the movements of the senses, his skin-
egos were finally ready to fly. The artist was intuitively
aware that our sense experiences penetrate the body,
and expressed them in an amplified manner, as if the
sharp wind that hits the entirety of the skin when
riding a motorcycle. His unique work method of cutting
the photos in long thin strips, finely pasting them on a
basic frame, but making certain parts flutter in the air,
provides the sculpture temporality and movement.In
his works from the Skin Suit to the productions of the
year 2012, such as Image Swing (2011) and A Drawing for
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Changing Energy (2012), the forms move in a spiral or like
a pendulum against an invisible axis. Such movements
may not have long strides, but are advantageous in
maximizing the intensity of power and sense.Thus, the
propeller-movement of the ‘touching eyes’ or ‘seeing
hands’ of Combined Sense Project -The Swish of n Hand (2011)
rotates at a tremendous speed as they bring about an
illusion of sticking numerous tentacles on nearby objects.

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

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

Every object in this world we experience is placed
within our time and space. It is not about designating
a pure time and space, but all time flows in space,
and space is born along with objects. No being is born
and lives independently without interacting with
another being.Kang’s works embrace such interaction
between objects in time and space, the trace of inter-
communication among various ‘being-in-the-world
(etre-au-monde)’. With Contemplated Space (2014), Kang
summoned the traces of works that had earlier passed
through a particular container box, the project exhibition
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ZHE e AMFH - Zelglo] grEE 0 EE&E= 27| The Body of Emotion - Constantly Compressed and Ejected Air

150x110=185cm, PVC, resin, stainless steel, digital print, 2017
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space of Gallery KunstDoc. Carefully observing the traces
of colors of previous exhibitions left in the box, the artist
performed a ritual of calling the sprit of the container
box that has already moved on to the past back into the
‘here and now’.The past returned to the present, and

the present opened up toward the future along with the
boxes flying in the air like kites.In this space, time does
not flow in the order of past-present-future. The past,
present, and future are overlapped, and coexist at the
same time.This does not mean that the space was led to
a state of chaos.The flying container box and frame do
not look like heavy steel, but rather like fluffy feathers
freely floating around the cosmic space.We feel a sense
of natural tranquility here probably because it is similar
to our lives.The container box as the miniature version
of our world and its time and space, the frames yet

again repeated inside the container box. In sum, it is the
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structure of a triple mise en abyme.

Kang'’s mixture of photograph, sculpture, and
drawing employs the uniqueness of each medium in
reverse and transcends each limit. A photograph of a
square plane is cut into long fragments, which then
become a sculpture placed inside a three-dimensional
world. Kang's sculpture does not confine the form inside
heavy material, and instead stretches out into the time
beyond the extension. Being able to go back and forth
the boundary between spatial art and temporal art is the
result of the drawings that the artist constantly produces.
Drawings have the innate limit of being no more than
a sketch for artwork, but for Kang, drawings are the
beginning and the end. Drawing - ChairFallingBackwards
(2015) becomes, just the way it looks, the sculpture
ChairFallingBackwards (2015). All the while holding on to
the time of the chair falling down. The line(s) drawn by
the hand(s) of Drawing - Line DrawnInThreeTwists (2015) and
Drawing - LineDrawnStraight TangledAndThenStraightAgain
(2015) are densely overlapped, painting yet another
giant being. If the essence of being lies not in eternity
but “persistence’, which changes and dissipates inside
a certain time and space, Kang's “drawings drawn on
space and holding time” in fact touch such essence of
being.The audience does not deem his drawings of a
distorted and extended space unfamiliar because they
are not different from the numerous experiences that
each has accumulated so far by bumping one's own flesh
to that of the object.

* HAN Eui-Jung was born in 1975. She studied Art Studies at
Hongik University, received her MA from the Department of
Aesthetics in the same school, and her PhD at ParisxUniversity.
Significant publications include Expression et Ambignité and
“A Study on the Category and the History of Art Brut”. She
currently works at Hongik University as a visiting professor at
the Department of Art Studies.
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ZE e AH - Z2t2| A2} The Body of Emotion - Time of Confusion
120%90=150cm, PVC, resin, stainless steel, digital print, 2017
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ZiHE o] A H - E2tst Ch2] The Body of Emotion - Insecurs Legs
210x140x230cm, PVC, rsin, stainless steel, digital print, 2017
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Slowly Standing
Erect Upon Anxiety

HWANG Jay Jungin.
Curator of Project Space Sarubia

A black surface of a subtle gloss. Embracing the traces

of gestures that have swiftly passed by, on this black
surface is the gravity of the body that has passed by softly
and yet powerfully.The black trace that has settled on
through sometimes light and delicate, sometimes harsh
and heavy impressions becomes the body, then a gesture,
the skin, then the background, a movement, then a
force, the velocity, then a sound, the street, then a space,
producing infinite variations within the screen.There

is also another form. This is conveyed as transparent
traces of the brush'’s delicate touches of light depth, and
sometimes also revealed as masses informel that have
turned out translucent through unexpected mixtures of
paint.The masses, placed on the white blank spaces as
unidentifiable matter resembling cells and organs, float
toward a certain direction as they lean on one another’s
surface and are merged, absorbed. The traces of graphite
traveling across the surface crisscross, overlap, and
collide as they produce form while the informel matter
donning peach and scarlet tones smoothly flows as they
repeatedly gather and scatter, slowly moving toward a
certain state. The complex and multilayered structure of
relationships that Mackerel Safranski has experienced,
and the memories inside such structure, are subtly
disclosed inside the black form embracing silver-gray
gloss, inside the movements of matters floating around
the blank spaces.

Ever since her solo exhibition in 2008, Safranski’s
interest has been focused on visualizing through
painterly language the relationship between her self, the
female body, and other people, or in awider sense, the
relationship she fosters with society as the other. Her
work is headed toward investigation of forms and colors
that are produced in the journey of transferring the
objectified female body into a subject that is complete
in itself.Whereas her previous works dealt with the
anxiety of individuals that cannot find their subjectivity
in their relationships with others, and concentrated
on portraying nervous situations under one narrative
structure or on placing symptoms of anxiety in various
corners of the canvas, her recent works do not focus on
carefully illustrating the anxiety.She reveals it at the
forefront as visual forms, proactively searching fora
means of liberation through familiarizing herself with
repeated formal experiments. Here, in her work, anxiety
is a psychological state closely related with the loss of
subjectivity, and in particular, the loss of subjectivity
as a female.She has employed as medium the affect
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&Zkol ALY Accident of Flesh
30x23.5cm, pencil on paper, 2016

Mackerel SAFRANSKI

E2=221611 Struggle611
140x122cm, pencil on paper, 2017
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of anxiety in her long contemplation of the issue of

the female body constantly being hurt and collapsing
inside its various relationships with other individuals
and the society, the female labor that is isolated inside
the social structure, or to be more precise, the laboring
female body, the subject infiltrated by the reality in
which one is not able to be free of such issues. Commonly
referred to as sentiment, the term ‘affect’ originates
from the Latin word ‘affectus’, which means to leave
behind a trace through touch. What is interesting is

that Safranski’s work is consistently oriented around

the perception of the self, which derives from relations
with others, and that such trait is recently evolving into
a more in-depth research of the symbolic and abstract
forms of relationships that are produced via physical and
psychological ‘touch’.

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

«&38e| ArZ» HA| B, 00| S8 S22 4IE], A E, 2017
Installation view of Accident of Flesh at Seoul Olympic Museum of Art Drawing Center, Seoul, 2017
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texture of the surface produced by such forms meets the
outside perspective.

The Body of Tomorrow series is the product of having
investigated such incident through various aspects of
relationships between condensed forms, reflecting the
artist’s interests as of today. This generates the form
through pencil and paint, and it is worthwhile to focus
on how the tactile senses experienced on the surface of
the body’s interior and exterior are expressed in tune
with such materials. First, pencils serve as the material
revealing the frame of the incident, and the structure
and solidity of relationships.Taking into account the
thickness and texture of paper, a pencil honestly conveys
the state of the body that holds it. Addressing the
varying intensity of the visible traces through delicate
manipulation of power, pencils produce a trajectory of
traces with movements motored by the weight of the
body.Then, the paint colorfully portrays the structure of
relationships and the accompanying psychological states.
Whereas color functioned as an element describing
the circumstances of the anxiety in previous works, in
recent works, colors serve as the minimal icon required
to narrate the structure of relations.While it does
not don a specific form, it is in the form of a fluid and
independent informel, and exists as one complete being
and matter in itself as it touches and is merged with
other forms.Here, the perception of the body as a matter
conveys the surface in the Body of Tomorrow drawing as
a stain-like texture through paint.And such material
form is portrayed either as an erect state in the middle of
the screen in order to stand as a complete being among
various others or as a form moving toward such state.

For the artist, such ‘perpendicularity’ of matter
holds the significance as the state of a being having fully
established one’s subjectivity, or as an attitude necessary
for doing so. Also evident in Perfect body (2017) or Attempts
for body of tomorrow (2016), an installation of formal
experimentation with the process of placing one by
one the waste that the artist collected in discarded and
dismantled houses, the portrayals of perpendicularity
are a series of ritual gestures and symbolic attempts
of erecting and recovering the house’s sense of body,
or in other words, memories of the body held on to by
the matter that once constituted the space.They are
thus placed in the same context of Body of Tomorrow.In
the meanwhile, the artist does not hesitate to portray
the forms revealed in Body of Tomorrow as one ‘objet’.

She thus perceives the subject’s body, which can only

be perceived through relationships with others, as one
matter, and searches for various ways to express it again
through other materials.

These days, the artist is contemplating a formal
methodology of employing the metallic nature of
pencils in proactively drawing out the other’s gaze,
including the work itself, from outside of the work.Such
study of outside perspectives can also be witnessed in
her 2016 piece Faces, through which she spoke about
perceiving the subject’s body, the body as a matter, in
reverse through the perspective of the others gazing
at the body. Under such context, Body of Tomorrow is a

Mackerel SAFRANSKI

29




oA Jo = FAl7} Ad A, SR = A 2] F-5 ¢lAst=
HhAlS- o|of7] 3k 20161 2 HF Bl HE T EFH S AE
4= gk o] w2tofl A afde] A= T3 Elxl2]
SA] F2 SAI7F Lojrh= A Sl A FA|F Al
3|5 71542 g ek shube] wilel7]E Sfet o] 2
zZZolgl= ‘B, F2 A9 g3z % Ao
HAAl2l= 817 gkell A elal () 2] A4S 53 oA
A S 55l oz A 25 FAvldA 2Es
o I e R 2 S B | = s P e e
th=22l 7HzkA o] o] WA B2 3hd ghe] dlato =
HAE o) = g 4 e] Aldzte] nhdo 2 ojojA 4=
=71 FAIR F1 A=, o] 22 Z 12] 2 ¢dol| A o}tz
s 2 5S4 st= T3 A Hol 7| = Sl

F50]o] zHql-2 of2] 7k wHyt Lo =y
7ke] BigHo| 51 S| =l Aol A L Als)= o 4] B}
7Rele] FAl A A o] Falloll A ¢z g 2= 279l
FAA Ao EA7E 7Nl 7l gl 9] 24| 2ol = 72l =)
ALz]oke] FAlAME 2] &5E 5= 9125 qlAElaL, o] & 4o
ol A oz = A& FAl(F=2AE 2014~
2016) 2 A ZA|ZIc}. 2 715= ool i3] HAlE ‘A=
Ao, FALE wFsls AR FESPEA Al A
gt &5 A& ek A2 eF ool A 2Hle]
o|v|z] = A AlAlClA Holxl= o] HAb=) Ak
=] Yehhsdl, 71 AH A2 AES e 2aE
HZ-sljof 5= tak o 2 A Bolz] 9= Ab3]e] AlAHl=)
tu) == b Ao o], szl 35 o]w] A= 22| F=5
Xl S5 =8y = o)Al =S 93 A 5-9]
AU F S A7) A7) & she] ukdele).

SolE ) o] §h Al Al 2] g efxle}2] Aol
21 e RO [ e T e 3 0 8 g B 4 o e 2 R
A Egbolel= A S dovl= HES 59 oA,
o|Zie E2#H9l HEE ol shie] ezl H&7AE
Egtcl oA 2 S-S 53l QA== sk Egd
#7zHE-2 elalele] Ao ol A utv]2 4 T olu] &
de=rh T B = ‘W] A= elxle] AlAlH, He]
HES 53l ol A== Al 39| AA|o] 2} efAle] Eaf A4S
SallAut v 2 4 Al g 5= Q)= Falo] o, A3 EYHI
o= E o2 Folr) o] H3 A| 32] B2 FAl & A dl=
o} eb2le] &3 Al A Abolol] EA5HH, BlAle] &3 Al S
23 QA== B ol A28 Al Fzho & FA4 =c).
ulj5-of| Zk7} 2} Alof|A] 2lel A L ] A7} A d = 2=
EEAS F=d@E] e e w5 E 3 )2
sloju]zl FA| S 3| 85t = Lo, sl Al = 12 2Hdo]
Zd 2345 58l 2 W8-S A= oA olaliskr] SiEt
i L =

way of investigating the possibility of recovering the
subjective body among the relationships in which
innumerous gazes (of the other) take place. This leads to
the ‘matter’ of the artwork, or the process of the body’s
movements and labor re-gaining the sense of body
through the perspective of others (audience) inside the
environment of an exhibition. In sum, for the artist, the
act of expression through material leads to the issue

of how the multilayered sensuous experience that she
perceived in her relationships with others can lead to
matter; to forms inside the screen; to encounter with the
perspectives of the audience mediated by an exhibition.
This is, after all, a significant point in her work that
forms various interpretations.

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

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

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

* HWANG Jay Jungin earned her Bachelor's and Master’s degrees
from Department of Art Studies at Hongik University.She also
studied Culture Industry at Goldsmiths, University of London
(MA).She worked at Savina Museum as Curator, and currently
works at Project Space Sarubia as Curator and Chief Editor of
the Meetingroom.
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&3Zrol AP Accident of Flesh
30x23.5cm, pencil on paper, 2016
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ArZFo| ALH Accident of Flesh
30x23.5cm, pencil on paper, 2016

g2t Shallow Nights
51%35cm, pencil on paper, 2017
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&Zkol AR Accident of Flesh
30%23.5cm, pencil on paper, 2016

«&32| Alfl» HA| B3, 2010|=g8 E2YUIE], ME, 2017
Installation view of Accident of Flesh at Seoul Olympic Museum of Art Drawing Center, Seoul, 2017
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S 248} Shallow Nights S 248} Shallow Nights
51x35¢cm, pencil on paper, 2017 51%35cm, pencil on paper, 2017

&3ke| AFZ Accident of Flesh
30%23.5cm, pencil on paper, 2016
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The Interior of the Streets

KIM Junghyun.
Art Critic

It is natural for artists to portray visual experiences of
urban space in their work, as most of them are urban
dwellers. This also leads one to think of the history in
which contemporary art after the 1960s —speaking in
terms of the Western art scene—focused on the idea of
space or place and consequently constructed a sturdy
realm of art as architectural installation—not installation
art as a genre but installation as the methodology or
urban study.Whereas the former is associated with the
(limited) experience of each individual and thus stresses
specificity, the latter calls attention to the universality
inside the history of contemporary art that now spans
over half a century as it questions how individual works
do not merely repeat familiar subject matters and instead
construct (what sort of) ‘contemporaneity’.

The Numbers of the Space (2014) that Kwak Eve
installed on the walls of Common Center, where she
put a thin strip of tape around the walls of the fourth
floor and wrote numbers on it, seems to have referenced
American conceptual artist Mel Bochner’s Measurement
Series (1969-). The format of measuring the exhibition
space and marking the statistics with tape on the wall is
almost identical. But whereas Bochner empties out the
exhibition space and reveals the materiality of the wall
to point out that the exhibition environment, which has
long been perceived as subsidiary or neutral, is in fact a
powerfully ideological frame, Kwak’s intervention is not
so much an institutional critique as an act of specifying
and accentuating the visual epistemology of the artist
as an urban flaneur. In the solo exhibition Picturesque
(2014), the show in which she presented this piece, the
artist crisscrosses two experiences of urban space—the
response on the inner structure of the exhibition space
and the newly built apartment complex in the Songdo
new town of Incheon. Here, the difference between
the exterior and the interior of the architecture can
be ignored or overcome through the ‘floor plan’.In
other words, instead of harvesting the comprehensive
bodily sensations or dreamlike thoughts of a flaneur
roaming a physical space of a three-dimension, the artist
perceives the object as ‘mediated’ by two-dimensional
representations like floor plans.

In this exhibition, mediated reasoning comprises
not only floor plans but art history.(Although unlike
the former, the mediating relation of the latter is not
explicit.) Aside from Bochner’'s Measurement and
Numbers of the Space, Height of Floor (2014) is comparable
to the work of English sculptor Rachel Whiteread in that
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Installation view of Picturesque at COMMON CENTER, Seoul
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pigment print (iphoned camera printing area), 2014
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#HE-HT Curtain-Certain
78.9x54.6cm (3ea), pencil on paper, 2014

T 12| Flat painting
161x131em (3ea), oil on canvas, 2014

Installation view of Picturesque at COMMON CENTER, Seoul
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it follows the general grammar of minimalist objects
while casting architecture. However, whereas Whiteread
endows materiality upon the hollow space of buildings
and boxes in order to address death, Kwak pours cement
into the casts sloppily built out of Styrofoam boards

and produces scenes of the cement leaking out from the
bottom, making the materiality of apartment building
slip and roam as ghosts—of course, such scene is
juxtaposed with neat cement sculptures finely cast out
of the mold. Furthermore, the apartment buildings that
serve as the object of this casting are in fact not real. The
apartment sculptures that are each 32-35cm tall, which
is about the height of the building’s floor, are replica
models produced in accordance with arbitrary reduction
of floor plans.

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

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

Face to Face 2,3,4 extends the focus of attention
to beyond the windows, toward the facade and floor
shadows. In the recent exhibition at Tastehouse, titled
Faceto Face Construction-Architecture Project: Part (2017),
she breaks free of the format of color planes and boldly
addresses the various landscapes whose colors, letters,
and scenes are mirrored as distorted and fragmented
by curtains or coatings on windows. Either way, it is
not easy to picture the actual image. Nor does it lie
in the artist’s interest to precisely or systematically
document the reality. Seemingly employing an objective
methodology of measuring the object based on certain
units and portraying it in numbers or mechanically
transforming the real, Kwak seems to focus on simple
graphic images and standardized print media not so
muich to establish a strict system of rules as to provide
subjective experiences a universal structure. Therefore,
the attempt to reconstruct the referenced object of Face
to Face based on the clues presented by the artist cannot
but fall into a labyrinth.

Instead, the artist proposes individual ‘customized’
mensuration. In a series of works responding to
architectural elements, Kwak emphasizes the physical
experience of the individual and accepts that each
empirical representation becomes different and
subjective for each individual. The interest in the body
of the subject that experiences urban space was well
conveyed through her workshop at Inohjudan, titled
All flat things happen at the same time #2.The workshop
invited its participants to experience the fabrication of
Korean traditional clothes (hanbok), which ‘customizes’
the clothes for each individual, and compare it with the
‘standardized’ clothes that faithfully adhere to industry
standards. It was under the same context that in the
Crossing Plane exhibition curated by the Ilmin Museum
of Art in 2016, Kwak invited the audience to intervene
in the architectural structure of Face to Face 2, 3, 4 and
deconstruct then reconstruct the image that she had
initially produced.Implying the urban architectural
styles with print installations, are Kwak’s works
derived from an urban researcher’s interest in urban
development or housing culture? Although she walks out
of the exhibition space and mostly deals with media that
are advantageous to intervening in the streets, after a
long walk on the streets, she (at least until now) always
returns to the inside. It seems she deems significant
the structure of subjective experiences. In this day
when mechanic devices adorn every aspect of our lives,
perhaps the gesture of mensuration is no longer the
exclusive property of scientists and engineers, but
rather a universal condition of the everyday.The modern
sensation that anyone can withdraw into her or his sole
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self even on the most crowded streets indicates that the
history of art crisscrossing architecture and city can

no longer establish public discourse as a given. Rather,
the new expansion of the private and the individual
that cannot be collected through common standards is
indeed the significant contemporary task for the public
sphere of art.

o KIM Junghyun produces texts and exhibitions upon an interest
in the form and structure of interaction between critique and
production. She has curated Change Nothing (2016/2017), Pirate
Edition (2017), Yeon Mal Yeon Si (2015), etc.
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Installation view of Alf flat things happen at the same time at Gallery Chosun, Seoul
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o g Part

59.4%84.1cm (Hea), dimensions variable, pigment print, frame, 2017

«HOH A Z-2S T2 EE: Al HA| HF, Ho2LAME
Installation view of Face to Face Construction-Architecture
Project: Part at Taste House, Seoul

o g Part

59.4x84.1cm (l1ea), dimensions variable, pigment print, frame, 2017

L
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4l 2 offx},2,3,4 Light stain_Frame1,2,3,4
29.7x42cm (each), pigment print, frame, 2017
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42x59.4, 29.7=42cm, pigment print, frame, 2017
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gt Part
59.4x84.1em (1lea), dimensions variable, pigment print, frame, 2017

«HOH A 2-2E T2 sHE: o, #0|7L ME
Installation view of Face to Faoce Construction-Architecture Project: Part
at Taste House, Seoul
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&F2FE ol Xbw,h Triangle Window_Frame w,h
59.4x=84.1em (print), 42x59.4cmiframe), pigment print, frame, 2017

#MEE W Xtab Curtain Window_Frame a,b
59.4x84.1cm (each), pigment print, frame, 2017

o g Part

dimensions variable, 59.4x84.1cm (1lea), pigment print, frame, 2017
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The Dusky Glimmer of the Negative Space

MUN Hye Jin.
Art Critic

In the book Invisible Cities, the author, Italo Calvino
proposes two ways of remembering a city. Oneis to
describe the appearance of the city: how many steps
there are in the road designed as a staircase, what
the arches of the parvis look like, and what sort of
tinplate is covering the roof. The other is to construct
the space of the city through the relationships among
past incidents: calculating the height of a streetlamp in
relation to the distance between the ground and the legs
of the usurper that hanged himself on that streetlamp,
and interpreting the rope tied to the rail in front of
that streetlamp through its relation with the rows of
flowers that had adorned the queen’s wedding march.'
The former is frequently witnessed in architecture
photographs documenting the appearance of cities, and
the latter is the stereotypical language of documentary
photography observing the lives of urban dwellers.
Then, which category does Keum Hyewon's urban
photographs fall under?

In terms of form, her photographs do look like
the former. After all, her camera is directed toward the
structure that supports urban activities and its by-
products. Site of urban redevelopment, subway tunnel,
landfill, underground bunker in Yeouido, animal
experimentation lab, and housing demolition site are her
selected objects, and they construct a peculiar industrial
spectacle. However, Keum's subjects do not qualify the
standard of documenting the city by its appearance. It
is because her objects of choice are all invisible to the
official sight. Her subject matters are the concealed
infrastructure indispensable to maintaining a city, the
spaces of the negative that reveal the bare face of the city
without reserve. Because she captures the shadows of
the city that exist but do not exist, it does not meet the
standard of documenting the city’s appearance. Be that
as it may, it is also not quite right to say that Keum's
negative spaces address the lives of unprivileged people
on the other side of the city. Her work is often construed
as addressing sociopolitical issues because they deal
with subject matters such as redevelopment, Nanji-do,
and demolition, but Keum'’s perspective is too distanced
calm, and dry to be immersed in the relevant people’s
issues or their lives. Her photographs reveal a certain
aspect of Korean modern and contemporary history that
has been a series of reckless rapid development, hurried
improvisations, and adaptations, but the way of doing
so is subtle and indirect. Rather than projecting a direct
voice, she makes the specificity of the city, engraved
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on the body of the subject, to protrude from the object
itself. Therefore, the focus of these photographs lies not
in any people or concepts, but in the urban space itself.
The protagonist is the world of objects that support
the base of the city as a living being. Because the body
of the invisible world is important, the key is the way
the texture is portrayed.In this sense, I would like to
concentrate on the form of Keum'’s photographs.

Keum's Blue Territory (2007-2010), the artist’s first
full-on photography work, is a series of photos portraying
the wave of grand blue tarpaulins that demolition sites
are covered with. Literally of a blue hue reminiscent of
the sea, the spectacle is overwhelming. The work started
from a coincidental incident.When her neighboring
town was designated as a grand-scale redevelopment
complex, the artist witnessed the peculiar process of a
familiar space suddenly disappearing. The experience of
seeing a familiar space being erased into a barren field
in a mere flash of a moment, as if through computer
graphics, seems to have given the artist a sense of
loss and uncanny unreality. The artist was intensely
fascinated by this nebulous surreal landscape of the
blue tarpaulins covering the massive ruins. In order to
represent this overpowering visual shock, the artist
selected the format of panorama.The charm lies in the
fact that the technique this panorama photography
employs is different from convention. Unlike common
panorama photos that utilize the mechanic devices of
the camera such as fish-eye lens, ultra wide-angle lens,
and rotating lens, the panoramas of Blue Territory are
‘fabricated’ panoramas. In other words, they are not
straight photos, but panoramic photos put together
in postproduction. Such hybrid photo is the product of
realistic constraints having combined with the artist’s
intent. Using a low-end camera with no special function
to convey the visual spectacle as is seen through the
eyes, she had no choice but to produce an artificial
panorama by shooting in layers. The final product, the
grand-scale photo 70cm long and 210cm wide, is the
accumulated landscape produced by overlapping more
than 10-20 ordinary photos. What is interesting is that
such idea of an artificial panorama comes not from
photography, but from painting. During her college days
as an Oriental painting major, the artist used to produce
her sketches in the form of a scroll, taping together
numerous still photos.The result of having transformed
such analog collage into digital is the artificial panorama.
The overwhelming sense of being surrounded by the
ocean of blue tarpaulin is the result of shooting the
object up close with a wide-angle lens, which makes the
object in the front seem relatively larger. The grand blue
landscape produced in this manner is truly exhilarating.
The sandbags placed on the fabric to prevent it from
being blown away look similar to the buoys on seawater,
and the vulgar and provocative colors of plastic is the
true color of the artificial sea that represents this city
which is under construction 24 hours a day.

Whereas Blue Territory visualizes the concealed
scenery of redevelopment, its succeeding series Metro-
Meteor (2008-2009) reveals the time and space that we
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ERAE S35 & Blue Territory-Floating Islands
T0x210cm, digital pigment print, 2007

L= M FHAF Nanji-do The Green Curtain
B0 =2,000cm, digital pigment print, 2009
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| E 2-0|E|0{5 Metro-Meteors
90x135cm, digital pigment print, 2008

54| DEB0023 Urban Depth DE0023
130%108cm, digital pigment print, 2011
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cannot perceive in our daily lives.The methodology that
the artist selected here is long exposure. Relying on the
interior lights of the subway and traffic lights with no
extra lighting, these photos that were shot from the rails
portray a beautiful trail of light. While it is common to
capture a fast-moving object with long exposure, the
lingering sentiment that this work powerfully leaves
behind would be due to the fact that it hasvisually
materialized time itself, as in Hiroshi Sugimoto’s famous
Theaters (1976- ). Just as the visible object (the image
inside the screen) and the not-visible object (theater
building) are reversed in Sugimoto's photographs, the
space that is usually visible (interior of the train) and the
space that is usually not visible (the tunnel) are reversed
in Keum's Metro-Meteor. However, it is not only space that
has been reversed here. Time has also been reversed.The
slow time of the train's inside, the time that we know,
submerges, and the furiously running time of outside the
train rises instead. The space in between two stations,
which we had only indirectly perceived through travel
time as we cannot see the space itself, is visualized by the
trajectory of speed. This incident of a fleeting moment

is left behind as a strip whose color differs according to
the color of traffic lights or the lighting on the side of the
train. Like a meteor with a long tail.

Nanji-do: The Green Curtain (2009) lies in the context
of Blue Territory as it experiments the potential of
panoramas to the extreme. The long panorama that
runs 20 meters in length projects the artist’s subjective
impression of a bizarre artificial green that spans over
an infinite amount of land. As in the case of the blue
tarpaulin sea and the fiercely running subway with loud
noise, what Keum intends in her photographs is not an
objective representation of urban space, but the portrait

of the texture of the space that the artist has experienced.

The long panoramic photo that runs throughout the
space as it holds several different perspectives, as if

it were a scroll painting, is a visual metaphor of the
massive green curtain that was hastily draped over the
byproducts of economic growth.The consecutive Urban
Depth (2010-2011) also addresses the space related to

the residues of the city - waste disposal system that is
concealed and shunned by the overground world. The
various facilities that categorize, compress, and get

rid of the foul smell and gas of the trash are the grand
intestines that process the filth of the city.In order to
convey the aura of this intense space with a 3smm digital
camera, the artist employs another simple trick.” As she
did with the panorama photos, she splits the shots and
combines them into one through postproduction. Each
image that looks like a still photo is in fact the product of
having composed three overlapping photos that she took
by moving the TS (Tilt shift) lens.Through such method,
she was able to reduce distortion to the minimum as she
used minimal equipment and produced images that seem
as if they were taken with mid-size or large-size cameras.
Thanks to the photos shot up close to the object, the
audience is presented the pseudo experience of the waste
disposal site’s intense sensations.The wet and stuffy

air is transferred through the appearance of blotchy
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Scene #43
100%130cm, digital pigment print, 2015

KEUM Hyewon

Scene #TO011
100%130cm, digital pigment print, 2016
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black trail of tires left behind on the melted snow, and
the piercing stench is represented with the conveyor
belt and mountains of green trash bags waiting to be
categorized.The raw colors of the yellow, green, and
red painted on the facilities also adequately represent
the damp and yet noble ecology of this underground
world.The methodology of composing photo images is
still maintained in the recent works, Scene (2015) and
Scene 11 (2016), but whereas each initial image was shot
as a straight photo in previous works, Keum now more
proactively employs the psychological tension that
the space provides. Using extra lighting and replacing
objects, the artist now ‘designs’ the space in order to
replay the ambience that she has felt.

Visualizing an invisible sub-space and revealing
the desire smeared over the surface of the urban ecology.
Such is that Keum has been working on so far. Like
the words of Didi-Huberman that images shall break
through any immobile horizon like comets, the negative
spaces Keum has documented are the dusky glimmers of
light that reveal the rampageous horizon of capital and
economic growth.’ The faint light, however weak it may
be, is the only resistance and salvation available to an
artist since whether it is a concept or reality, after allwe
speak, act, and exist through images.

1 Italo Calvino. Invisible Cities, trans. LEE Hyun-kyung
(Seoul: Min-Eumsa, 2007), p.17.

2 The artist does not use mid to large sized cameras because
they are disadvantageous in terms of operating and mobility
for someone who works alone.

3 Georges Didi-Huberman. Survival of the Fireflies, trans.

KIM Hongki (Gil Publishing Co., 2016), p.115.

* MUN Hye Jin was born in 1977 and studied material engineering
at KAIST and art theory at Korea National University of Arts.
She authored 90s Korean Art and Postmodernism (2015), and
translated Photography: A Critical Introduction (co-translation,
2016) and Themes of Contemporary Art (2011). She currently
lectures at the School of Visual Arts in Korea National
University of Arts.
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1940, = 1940, Dasgu
36x28cm, digital print, 2017
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This work started from six volumes of notebooks, which my maternal
grandmother (1915-2004) left behind when she passed away.Beginning
from her childhood at the end of 1910s, the stories of her personal
experiences are deeply connected to the major events in Korean

modern history.She directly or indirectly experienced the Japanese
colonization, the restoration of independence, the migration from
North to South Korea, and the Korean War. Not unlike most of our
grandparents’ generation, her life was not free from the impacts of these
incidents. That is to say, to understand one’s life is to understand one’s
surroundings and the time in which it is lived. Tracing the bygone era
through my grandmother’s life is to ruminate the past from the present,
at the same time, to discover the present in the past.I extracted the
immensely personal experiences written in the notes, compared them
to historical facts, and worked on the writing that fills the incomplete
gaps in the records while relying on memories. Additionally, I excavated
the time of the old objects, including my grandmother’s keepsake, and
made photographic works by restoring the backgrounds of the old black
and white pictures. # from artist's note

1950s, § A 1950s, Busan
100xB0ecm, digital print, 2017

ML 2| .. E The Notebook from My Mother
100xB0cm, digital print, 2017
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EHL| 2| FE Keepsakes from My Grandmother

65x54cm, digital print, 2017

12| Jeogori
65%54cm, digital print, 2017
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E =M The Certification of Graduation
65%54cm, digital print, 2017

KEUM Hyewon

2| The Blood Pressure Gauge
B65«54em, digital print, 2017
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keumhyewon@gmail.com
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Education
M.E.A. in Korean Painting, Ewha Womans University, Seoul, 2005
B.F.A.in Painting, Ewha Womans University, Seoul, 2003

Solo Exhibitions
«Cloud Shadow Spirit 2. §. ifi », 1839 Contemporary Gallery, Taipei,
Taiwan, 2017
«Cloud Shadow Spirit:, Art Sonje Center, Seoul, 2014
il i Urban Depth:, Ilmin Museum of Art, Seoul, 2011
Speeding Lights, SongEun Art Cube, Seoul, 2009
«on the Blue Territory:, Dukwon Gallery, Seoul, 2008

Recent Group Exhibitions
Remembering Animals, CSUN Art Galleries, CA, US, 2018
Showcase:, Post Territory Ujeongguk, Seoul, 2018
Border 155:, Seoul Museum of Art, Seoul, 2017
it #{i, Tell Us Your Stories:, Incheon Art Platform, Incheon, 2017
Pyeongchang Biennale-The Five moons: Return of the Nameless and
Unknowry, E-zen Convention Center, Gangneung, 2017
«Nanjing International Arts Festival-Historicode: Scarcity and Supply,
Baija Lake Museum, Nanjing, China, 2016
Who's Who, Audio Visual Pavilion(Seoul)/Waley Art(Taipei, Taiwan), 2016
Seven Rooms:, Seoul Innovation Park, Seoul, 2016
«CONCRETOPIA:, The Museum of Photography, Seoul, 2016
Sigh and Whistle:, ONE AND J. Gallery, Seoul, 2016
Map of Daily Life:, Tianjin Academy of Fine Arts Gallery,
Tianjin, China, 2016
«Seoul Photo Festival: A Great Journey,
Buk Seoul Museum of Art, Seoul, 2015
Map of daily lifer, Lishui Art Museum, Lishui, China, 2015
«The Garden of Artificial Light, Gallery Jungmiso, Seoul, 2015
Seoul Lunar Photo Festival: Cutting on the bias:,
the whole area of Seoul, 2015
JInsight of Urban Landscape:, Gallery Lee&Bae, Busan, 2015
dLandmarking, Space K, Gwacheon, 2015
Manufactured Landscape:, Kyungpook National University Art Museum,
Daegu, 2014
{The Republic of Apartments:, Seoul Museum of History, Seoul, 2014
Modernity and Technology», Culture Station Seoul 284, Seoul, 2013

Publication
fcloud, Shadow, Spirit, ,, Parkgeonhi Foundation, Samuso, 2014

Awards and Grants
Promising Artists Support Program, Seoul Foundation
for Arts and Culture, 2017
International Exchange, Arts Council Korea, 2017
12th Daum Prize, Parkgeonhi Foundation, 2013
Visual Art Project, Seoul Foundation for Arts and Culture, 2011
Visual Art Department, Seoul Foundation for Arts and Culture, 2009
Up-and-Coming Artist, Arts Council Korea, 2008

Residencies
Incheon Art Platform, Incheon, 2017
Art District P, Busan, 2016
Taipei Artist Village, Taipei, Taiwan, 2014
Kimmel Harding Nelson Center for the Arts, Nebraska, USA, 2013
MMCA Residency Goyang, Goyang, 2012
SEMA Nanji Residency, Seoul, 2009
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Poetics of the Ecological Life

GU Nayeon.
Art Critic

Since prehistoric times, the history of art has been one
about the cultural ‘transformation’ of physical objects.
To transform is to ‘make’, and to ‘make’ is to bring the
object inside the realm of humans. It is a well-known
fact that the ritualistic nature of ceremonies and prayers
was closely related to the birth of art. In approaching
Kim Soonim’s art, I trace the aesthetic concepts of
prehistoric times, or even a more fundamental time and
space, in order to understand the character of nature
embedded in her works.

She explains that she is “interested in the way
the object itself is manifested in life as is, rather than as
the state of material transformed to be treated within
the realm of art”. Such stance of employing the exterior
essence of a natural object to the realm of human life
without any process of ‘transformation’ implies her
relationship with nature.When encountering with a
place or natural object, she learns the incidents that the
space and object would likely have experienced, and
weaves together an inter-relation in which she and the
object inscribe their memories upon each other.This is
the act of combining the object of before-art with the
ritualistic value of after-art.This is because she engages
in internal communication with the object as she breaks
free of the social function of art as material, moves away
from artificial places, and embraces the unpredictability
of nomadism and coincidence.

Weaving is a condensed representation of such
fusion, escape, and embrace. Produced at the beach of
the West Coast National Park in the Republic of South
Africa, this work is a sort of ‘weaving’ of seaweeds that
have been pushed onto the shore. The pattern she made
with seaweed spans throughout the coast in an orderly
manner, like broad-stitches connecting the land and the
sea. Produced with only natural materials and no artificial
ingredient, this work has the site specific form proposed
by the past land art while portraying the melancholy of
natural termination as incoming tides quickly erase it.
However, Kim's gesture of termination brings about a
stance of adaptation that it is not a disappearance, but a
part of natural circulation. This then leads to the context
of recovery by nature.

Kim's way of facing a place is to meet an
environment by chance and then make it into a special
place. This is a process of entering the space she has
run into, living it, learning the time and memory of
the natural matter that reside there, and summoning
that time and memory little by little.This is a state of
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HomeE+ farm

& xm 2017

E£8A=H The Space 76-2H4 Home+Farm_The Space 76-Anseong
variable installation, various objects, 2017

2 T The SpaceB9 - Ot =, 2|8 Oyster Land_The SpaceB9 - Manseok-dong, Incheon
variable installation, oyster shells, cotton yarn, wires, magnets, 2017

Installation view at Gallery Nomad, Yeosu
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coexistence in which the silence of the unnamed natural
objects like earth, stone, grass, and sand is adhered to
the construction of life vividly proven by the body and
acts of the artist.

For instance, in The Seat of Water I, IT, which she
produced in Richmond, Republic of south Africa, she
paved a small waterway with stones scattered on a dry
land of rocks. Composed of crude stones and dry grass
sprouting on a barren rocky mountain, this act signifies
the unity of relationship nurtured in a space where the
time of nature and the time of humans coincide.Itis a
small reconciliation, and a knot tied between the essence
of nature and the concept of civilized time and space. Kim
therefore observes the autonomy and cultural position
of an artist, then chooses, transforms her identity as
a leaving performer, and designates the relationships
cultivated with new times and spaces in that process as
the significant logic of her work.

On the other hand, Kim's way of encountering
a place also consequently transfers natural matter to
the museum. Just as she had temporarily resided in an
unnamed place, she makes the natural matter of her
choice reside in her residence (museum) as well. In I
meet with Stone. project, she writes down on the stones
that she finds on her travel the date and place she met
them. Through the encounter with Kim, the stones
are invited into galleries and museums as the object
of special memory.Also, whereas the aforementioned
Weaving and The Seat of Water embrace vanishing as the
fundamental element of the work and thus require
photo or video documentation, these stones serve
the role of documenting the artist’s nomadism and at
the same time are by themselves the metonymy of a
romantic sentiment toward nature. While the work is
reminiscent of the tradition of open aesthetics, with
elements of the artist’s selection and museum, the artist
that calls out trivial natural objects and appeals to their
values is in fact a mediator of artistic action, linking the
nature and humans.

In particular, Kim's nomadic site specificity,
coincidental encounter with natural objects and
consequent selection are founded upon the cyclical logic
of nature. The object that slowly disappears with time,
and the open space where the encounter takes place are
reminiscent of Craig Owens’ survey of site specificity,
how the works of Robert Smithson acknowledge the
power of accommodating to nature as a part of the
artwork and that such signification of ephemerality and
temporariness is in fact memento mori.' However, such
honorifics of death are not of a religious connotation,
but stem from the idea that we are able to predict the
power of nature that the work will experience. After
all, a site specific work standing in between nature and
civilization leans on not the aesthetic experiencing of
the work, but the audience’s self-reflective agitation at
co-experiencing the survival and death of the work itself.
The nomadic journey that exists as documentation inside
art museums in fact aims to bring about such reflective
response upon itself.

Homplus mart starts with showing the
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2| 7|2 _The Space73 - 213 Memory of Dreams_The Space73 - Incheon

variable installation, dream drawings since 2000, A4 size papers, cotton thread, clothespins, 2017

The SpacelT - 3 The Spacel7 - Gyeongju
variable installation, cotton wool, cotton yarn, stone, 2017
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standardized natural objects that contemporary life
consumes, such as the sleek fruits and vegetables on
display at the market.The artist purchases several
fruits and vegetables, sows their seeds to produce
seedlings, and grows them in a small greenhouse.

The fruits and vegetables grow and bear new leaves

and fruit. As a gesture criticizing the standardization
and materialization of nature that mass production
and its consumption require, this project is a process

of shifting a trivial object of trade back into a natural
object of primary life. Furthermore, this process of shift
embraces a logic of circulation as pests enter the farm
to nibble at the fruit, then bigger bugs appear to feed on
the pests, ultimately transforming the small farm into
a small jungle of repeated damage and recovery. This is
the language of the wild that the refined urban life has
cut out, and this is the testimony of the specimen room
attesting to the primary logic of nature that cannot but
repeat death and rebirth.

Therefore, Kim's work scatters the illusion of
victory heightened by the tug of war between nature
and civilization, one premised on the latter’s defeat. In
returning the form of natural objects, which become the
mere tools within the logic of production, back to the

primary context, the artist’s action conveys its character

of critical resistance through a paradoxical method of
natural adaptation.This lies in the same context as The
People 14 - Lee Ok-Lan that she produced through diligent
sewing. With this sewing piece, she had manifested the
nature of female culture, represented by the cottage
industry of women living in rural regions, through the
silent sleep of an old lady.She questioned the realm

of gender represented by arduous sewing through the
tolerance and comfort embraced by the image of an old
lady over 100 years old lying down. Her attitude toward
nature and perspective toward humans lead her to
constantly speak to voiceless objects, and this is a ritual
of interpreting the true colors of nature that have been
damaged by the logic of development and recovering the

figures eliminated from the general perception of society.
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In regards to her Landed Ocean - Oyster Land, Kim
speaks of “the people who came to the ocean empty
handed, nurtured the land, and built a house to take

care of their family. And the ocean that willingly settled
down for them.” Celebrating the harsh lives of the people
who moved to the area and lived on the oysters, this
work transparently projects the artist’s methodology

of approaching nature and humans. Watching the
documentation video of the works she has produced in
various places, we witness an incessant series of actions.
Watching the repeated acts on video which is made to

be played at an accelerated rate and the fickle conditions
of sunlight, rain, and wind, this basic ‘construction’
whose result cannot be predicted reminds us of the harsh
‘construction’ of life that humans have all along faced in
nature.The poetry that she sings about this ecological
life of gathering, nurturing, and living on whatever
nature proposes is a tacit challenge of meeting all the
practices she can fulfill as a performer and mediator.

1 Craig Owens. “The Allegorical Impulse: Toward a Theory
of Postmodernism”, trans. Jo Sujin in Issues of Art after
Modernism (Noonbit, 1999, p.169.

- GU Nayeonwas born in 1976 and is an art critic.She studied
art theory at Korea National University of Arts.She has been
writing about contemporary art since 2008. She teaches
at Chugye University for the Arts and Seoul National
University of Science and Technology.

Meoon on Rock Series
Installation view of 2017 Platform Artists at Incheon Art Platform, Incheon

Z5E=FYE I - sf4 2] A|ZF Dancing Workwear lll - The Time of Haenyeo
variable installation, feathers, workwear of Jeju Haenyeo (from LEE Seongeun), cotten threads, wire, 2017
Installation view at Jeju Museum of Art, Jeju
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27k2| 7|19 _The SpaceT7 - T+ &, &=+ Memory of Space_The SpaceT7 - Gujing, China
variable installation, objects from old school's yard, feathers, cotton threads, 2017
Installation view of 2017 GUJNNG BIENNALE NATURE & ART

EHEo| = g - Alx, 218 Moon on Saltern - Sido, Incheon
dimensions variable, site-specific installation/ Smin 24sec, video, 2017
Installation view of 2017 Magamnews, Incheon

Hig| #lofl & & - 2=, 218 Moon on Rock - Gureop-do, Incheon
dimensions variable, site-specific installation/ 8min 28sec, video, 2017

Installation view of Moonlight symposium, Incheon
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waieiofl & 2 Moon on Lavoir

dimensions variable, site-specific installation/ 10min, single channel video, September, 2017
Installation view of GNAP-Global Nomadic Art Projects- France at Centre des Perpieres

Doue-en-Anjou, France
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& &= 2 - 2H4 Moon on Wall - Anseong
dimensions variable, site-specific installation, 2017
Installation view of Green Guerillas fall-Workshop, Ansung

il ol &= = - =452, =2 Moon on Rock - Dossienheim, Germany
dimensions variable, site-specific installation/ 9min 53sec,

single channel video, August, 2017

Installation view of GNAP_Global Nomadic Art

Projects- Germany at Darmstadt, Germany

A Line from a Point
dimensions variable, site-specific installation/ 9min 58sec,

single channel video, 2017
Installation view of GNAP-Global Nomadic Art Projects- France
at Doue-en Anjou Carriere France, September

Reading Grapes

Drawing with Grapes on a Book, 2017

Part of GNAP_Global Nomadic Art Projects- Germany at Happenheim
Viniversum, Germany
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Atist Interview

Delphine POUILLE.

Delphine POUILLE is a visual artist from France who lives and
works between Paris and Vienna. From September to December
2017, during her residency at Incheon Art Platform she produced
sculptures and drawings. Employing various meterials, the artist
has been working on sculptures and drawings related to bodies
that transform and evolve. Gym Tonic is a series of sculptures
and drawings that are inspired by outdoor exercise equipments
installed in the parks of Korea. The work was presented in the
exhibition 2077 Platform Artist last November 10th — December
17th, 2017. According to the artist, these equipments appear as
images of cutting-edge technologies form the future, while at
the same time malevolent tools. Through this, different from the
ones in Europe shere the artist is from, she was able to conceive
of a new approach towards human bodies through the forms and
movements of these equipments. Particularly, the sculptural
work installed along the drawings present a long and extended
bodies are trapped inside structure referencing outdoor exercise
equipments. Her works evoke a sense of ambiguity and sensual
playfulness through the delicate forms that carefully capture the
equipments and their sensual transformations and distortions.

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

The living and the body are central themes in my work,
and the material is the element around which I build

up my whole practice. To realize my sculptures, I use
more and more different materials but expanding

foam, usually used in buildings construction, is one

of my preferred material. I draw a shape on paper that

I copy on fabric. Then I sew the fabric to obtain a cast

in which I inject expanding foam.That’s why I often
describe my sculptures as inflated drawings.I began to
use expanding foam eight years ago because I wanted

to get a perfect and smooth surface for my sculptures.
Before, my wearable elements, like the jacos, were made
of fabric and soft chips of foam.With expanding foam,

1 obtained the smoothness but also many unexpected
shapes and incontrollable outgrowths, the foam getting
through the fabric. Depending on dampness, seasons and
temperatures, the foam doesn't react the same way and
doesn’t produce the same effects. With time, I developed
this empirical technique ; I learned to tame this material
and at the same time to accept these foam accidents

as a part of my work, using and playing with the
unpredictable effects and the coincidences. Moreover,
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these features make the expanding foam a kind of living
material, so the perfect material for my experiments and
the fields I want to explore.

What do you think your representative work or

exhibition is2 Why do you think so?
I think about two recent works Henri & Catherine (2016).
Two sculptures realized for an exhibition in a french
baroque chapel. They were standing in the choir, next
to the marble sculptures representing Henri de Guise
and Catherine de Cléves who sponsored the chapel.
This couple of sculptures is a good example of how I
like to be responsive to specific sites, particularly its
history and architecture as well as to the material.1
particularly enjoy when I have to give up an initial
project because the material opened other perspectives.
For Henri & Catherine, I made two similar casts and
inflated them the same way with expanding foam. My
plan was to cut horizontally one of these artificial body
and to reconstruct it - this idea was connected to the
story of Henri de Guise who was called “The Scar”, but
the chapel was so freezing that when I begun to cut the
sculpture, the surface was dry, like a crust, but not the
inside.Then the foam flowed, like lava, making a halo
shape. So I decided to stop there and let the material do.
The Duch’s Stress. Hung as a swing, this sculpture was
exhibited for four months in an outdoor site of floating
gardens in France.There it was very damaged, a bit by
the weather, however, mainly by the public.I decided to
fix it and to show its revival version a few months later
in another show.The fixing process was inspired by the
Acropolis in Athens as well as some repaired facades of
buildings discovered during trips to Sarajevo and other
cities in Bosnia.The Duch's Stress is quite representative
of the mutation and the transitory condition of my
sculptures.The fragility of the foam led me to a process
of maintenance between medical cares and structural
restoration. Like a surgeon, I repair, patch and extend
my sculptures with plasters, gesturing at a visible past,
astory, scars, leftovers, bringing up questions of living
and time.

Please tell us about your works made while staying at I1AP.
During my residency at IAP, I began a new series of
sculptures, drawings and prints inspired by the fitness
machines that I discovered in Korean public parks.

Long and extended bodies are trapped into wooden

and metal structures. I played with the ambiguity and
the complexity of these equipments, diverting their
functions and uses. These works are in continuity with
my recent sculptures entitled Agilities where abstract
bodies sprawl on dog jumps. I was fascinated by these
fields of machines which are sculptures by themselves.
They reveal a different approach of body from the one we
have in Europe. Moreover, they are made to take care of
bodies but they are so elaborated that they sometimes
look like malevolent tools.I also had the opportunity to
try an incredible and futuristic high-tech korean massage
armchair. The deployment of so much technology to do
massages, the gap between the level of sophistication

Delphine POUILLE
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to use in future works, especially for the sound of my
animated drawings. I also collected objects and elements,
like this « pop corn sand » found in Udo island.All these
materials are going to feed my work in the next months,
directly and also unconsciously.

About inspirations, motivations and anecdotes.

A lot of things and persons inspire my work. Many artists
also.To make a short and disordered list: Berlinde de
Bruyckere, Isa Genzken, Thea Djordjadze, Lynda Benglis,
Lutz and Guggisberg, Mika Rottenberg, Silvia Bachli,
Philip Guston, Dieter Roth are visual artists whose I
appreciate the work a lot.I am also inspired by movies
and dance performances. And of course, trips as well as
everyday-life: objects, food, nature, people... I have many
ideas of projects in mind.Mainly space and time are

the required elements to realize them. Particularly my
animated drawings/photos and a new series of sculptures
entitled shortened agilities are now in suspension because
of a lack of time. Otherwise, for some installations or big
sculptures, I am waiting for the right spaces.

About art and communicating with audiences.

More than a message or a specific meaning, I want to
propose a perception of the living, time and material
to the audience, as well as a physical experience.

My sculptures often have approximately the same
dimensions as human beings, and for example, the
Thrums, my series of suspended sculptures, are always
hung from a height which allows the audience to face
them.Moreover, when I give a title to an artwork, I
take care to not be very explicit in order to leave open
the fields of interpretation.I prefer to suggest instead
of representing. That’s also why my work is between
abstraction and figuration, referring at the same time to
humans, animals and vegetables without being any of
them.

Please tell us about your future plans and
working direction.

As my new works are most of the time based on the
previous ones, it's difficult to imagine what will

be my work in several years.But I wish that it will
evolve constantly and in unexpected directions.I also
want to experiment different kinds of materials, like
ceramic for example.
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Delphine POUILLE

Twists and Twists
85x80x55cm, wood, glue, fabric, expanding foam, colored pencil, 2017
Exhibition view of 2017 Platform Artists at Incheon Art Platform, Incheon
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Thrums
dimensions variable, fabric, expanding foam, garden and aquarium hoses, 2011

Shortened Agility #5
A1x23x1dem, fabric, expanding foam, cooper, coating, hardening modelling clay, golden
thread, drinking straw, paint, polyester fiber, metal rod, 2017

Ajaco ?
Tmin 4dsec, video, color, sound, 4: 3, 2003

-

o
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#21, #27, #32, #36 [Gym Tonic]
28.5x19.5cm (each), pencil, paint and ink on paper, 2017
Exhibition view of 2077 Platform Artists at Incheon Art Platform, Incheon
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Shortened Agility #3
28x18x13cm, expanding foam, copper, coating, modelling clay, wire, 2017

Henri & Catherine

150%T0=x50cm & 250x80x80cm, fabric, expanding foam, plastic basins, 2016
Exhibition view of Hullabaloo at Chapelle du College des Jesuites, Eu, France

Agility #4
33x12x15cm, fabric, expanding foam, wooden sticks, glue, brass, modelling clay, 2016
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The Duck’s Stress The Duck’'s Stress (Revival), detail

190%190=135cm, fabric, expanding foam, epoxy resin, eyelets, steel cables, swing, 2016 190%190=135cm, fabric, expanding foam, ceating, threaded rods, bolts, eyelets, steel cables, swing, paint, 2016-2017

Exhibition view of Tropical Waterworld, Art, Cities & Landscape at les Hortillonnages d'Amiens, France Exhibition view of Tape Ain't Gonna Fix It at Basement, Vienna, Austria
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delphinepouille@gmail.com
www.delphinepouille.com
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University Paris 1 - Panthéon-La Sorbonne, Paris, France, 2005
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Atist Interview

LI LIUYANG.

Li LIUYANG, whose practice is focused on installations and
media art, is an artist based in Chongqing. He was a resident

at Incheon Art Platform from June to Auguest 2017. Through
various mediums, including installation and video, LIUYANG's
works explore the invisible relationships that begin from humans
and society, as well as nature and the environment. In the recent
work Flapping (2016), the artist recorded his grandfather’s
voice saying “The leaves are flapping.” Initially installed on trees
in the artist's hometown and currently installed with a set of
modular speakers, the recorded voices are played on the wall of
the exhibition space. The sensors in the work either respond to
the audience in the gallery, or to the wind and sunlight outdoors.
As an extension of the aforementioned project, Flapping3 was
created during his residency in Incheon, inspired by the sea of
Incheon and the lives of fishermen. The artist floated two rafts
on the coastal waters of Ganghwado Island and played recorded
voices, creating the effect of echoed voices across the sea. The
first voice is of a farmer from the rural area of Henan, China,
repeating the phrase, “the leaves are flapping.” The other was
recorded at the fishing village in Incheon, which repeats, “the
waves are lapping.” The artist questions the foundation

and meaning of human life through alternative methods of
connecting humans and nature. The work was presented in the
exhibition Waves Are Lapping, from Aug 2nd to 10th, 2017.

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

I usually create by means of media art, which isnota
fixed medium.In my recent work, I have been more
focused on using the material and the processing of
sound found in daily life to deal with the interactive
process and to achieve the effect I intended. I majored
in new media art, and from the beginning of school to
now I have been using multimedia for my art work.My
process of creation is a cycle of discovering, thinking,
expressing, thinking again, making, and discovering.

What do you think your representative work or

exhibition is? Why do you think so?
As a young artist, I am not yet in time to confirm my
representative work.The work I am more satisfied with
recently is the Flapping series. It was first planned in
June 2016, when my grandfather and I were under a
tree to catch a cool. I was thinking about his life, and
the breeze was blowing on trees and the leaves were
flapping. At that moment, I felt that his life was sort of
like a leaf that was flapping by the wind. He is a farmer
who have repeated same work for decades, the work that
is so dull and resilient. I thought of this and thought it
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could make people reflect on what the meaning of life
is.The sentence used in Flapping, “Leaves are flapping”,
came from my grandfather, and the it outlined a state of
the wind moving the leaves. Drawing out the movement
of the wind and the sound of the flapping of those
leaves, I used the mechanical copy of the discourse to
generate this concept in the mind. The movement of a
person triggers sound, like the wind, with a sound wave,
which is an indistinguishable set of words that creates
hearing experience for the visitors. From another level,
my grandfather who is nearly 100 years old is the real
one who comes from nature, and he is also a farmer who
eats the day, so the law of his life is in essence with the
“beating leaves”.I use this work to make him participate
in the artistic creation, to interpret the state of his life
and his relationship with nature with his voice.

Please tell us about your work made while

staying at IAP.
During my stay in IAP, Ivisited a large number of art
galleries and museums in South Korea, watched many
exhibitions, and visited many artists’ studios.I gained
a lot. During my stay, I observed many local residents’
work and life. In the end, I carried out a work on the
sea, a continuation of “beating”, related to the sea and
fishermen. The relationship between peasants and land
is like the relationship between fishermen and the sea.
The land and the sea nurture the people, tell the story
of the vicissitudes of life. Fishermen go to sea, cast
the net, bring up the net, return home, over and over
again, sometimes come to the land with nothing, and
sometimes with a full load of fish. Fishermen in Incheon
have repeated this kind of labor and life for thousands of
years, as the beat of waves have never stopped.It is the
energy of the sea for the endless beat of waves, and the
sea passes the energy to the fishermen.I extracted this
sentence, “Waves are lapping”, which was recorded by
an old fisherman. I made two rafts with high-intensity
loudspeakers, one plays, “Leaves are flapping”, another
plays, “Waves are lapping”.The two rafts were carried to
the sea by a fishing boat and put on the sea so that the
two voices could be floating around. The two voices will
be repeated over and over again with the beat of waves.
Although the origins of the two voices are thousands
of miles away and the things that they described are
different, their essences is connected. And they seemed
to be talking, meanwhile, they were talking to nature
and life. This dialogue is a kind of description, inquiry,
and reflection. Facing the sea of such a space, these two
voices might seem particularly small and meaningless,
but it is in the face of this meaningless that we can ask
the true meaning of life.

Leaves are flapping

Waves are lapping
During my stay, I found out the importance of the early
stage of the plan when I am working, that I should
be precise considering all possible situations in pre-
production. Experiences with Korean artists and IAP staff
were all worthy of my study.

LI Liuyang
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About inspirations, motivations and episodes.

Many artists’ works or contemporary thoughts have
given me thoughts and reflections, but the direct impact
is not obvious.

I have a lot of unimplemented project plans, and
one of the best is about automatic theatre. This solution
is that when three or more viewers enter the darkness of
space, space systems capture the audience’s movement
in their positions in the space, and spotlight to one or
two random audience. The megaphone installed inside
the space randomly plays certain discourses within the

database. After the broadcast lighting switch to the other

audience, the megaphone switch to other words within
the database, and it goes on and on until the audience
less than three stops moving. The contents of the sound
database include: controlling lines, comments, inner
monologues, thoughts, and other inner activities.The
thought, discussion, or the induction and discussion
present different states of life. Due to insufficient funds,
it has not been realized yet.

About art and communicating with audiences.

I can't define the meaning of art yet.Art is my work. It is
the output of ideas and information.

Itried to express my thoughts in a more accurate
way, so that the audience could receive the information
of my work more deeply, but the works must be made
and presented in an artistic way, the output in my way.

Please tell us about your future plans and

working directions.
There is no project plan for two or three years later.I
hope I can be a good artist, an internationally renowned
only with perseverance efforts and continuous creation,
with an ability to grasp the context of the Times to
achieve this goal.TI want to be a critic and a pioneer.
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L+52| 3 Flapping 3
variable installation, video, loudspeakers, trees, 2017
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LI Liuyang

L2 2 Flapping 2

variable installation, answering machines, tree, 2016
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L2 1 Flapping 1
variable installation, answering machines, 2016
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LI Liuyang

HE S 602, Oputat dX| HE
Installation view of One Minute Is Sixty Seconds, Pah Pah Pah
360%360=90cm, variable installation, motor system, metal stent and aluminum alloy bar, 2015
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Profile.

LI Liuyang
liliuyang66(@qq.com
liliuyang.wixsite.com/liliuyang

Education
B.FA.in New Media Arts(Interactive Media Pathway), Sichuan Fine
Arts Institute, Chongqing, China, 2016

Solo Exhibition
Waves Are Lapping:, Incheon Art Platform, Incheon, 2017

Recent Group Exhibitions
«Concealed Airport - Documents of Non-profit Organizations in
Chongging and Chengdu, Sichuan Fine Arts Institute New Media
Arts Centre, Chongging, China, 2015
«Ever Living Fire - BFA New Media Arts Group Exhibition:, Sichuan
Fine Arts Institute New Media Arts Centre, Chongging, China 2015
Fantasy - Flat Design and Digital Art New Media Arts Exhibition, LP
Art Space, Chongging, China, 2016
MWorkshop-HW Factory Project:, HW Factory,
chongging, China, 2017

Residency
Incheon Art Platform, Incheon, 2017
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Matted Confession, Vibrant Scenery

HWANG Jay Jungin.
Curator of Project Space Sarubia

Under a dark sky that tells no time lies an endless and
abandoned land. The bright sun is hidden behind an
unusual movement of clouds.Tangled thickets must have
withstood wind flow and fickle weather conditions. The
thickets have long concealed deep dark holes and have
lost their true self since it became solid like a rock.In the
neighborhood of an alleyway that may have been passed
by someone, an old tree’s root is completely pulled out
and thrown and seems to have endured the ground'’s
gravity and seasonal changes in a complete darkness.
with odd shapes wriggling and grotesque colors

and composition overwhelming the audience, Beom
Jinyong’s painting represents psychological symptoms
raised from an individual’s unconsciousness.

Artist Beom Jinyong has long traced images, which
reflect his psychological state. Keeping so-called ‘Dream
Diary’, a record of everyday dreams, Beom encounters
a process in which real-life concerns are reflected in
symbols and circumstances that have various images
and reproduce them in a painterly way. As he learned
the other side of unreasonable reality through the
media, the reality was reproduced in the realm of
unconsciousness. And the artist in a non-linear time
reveals a complex narrative Silent Room (2014), captures
an image of weak human facing an unbreakable wall of
reality Run (2014) and describes human as people with
different personalities, who live a contrasting life from
one another in a harsh reality where no one can be
protected The Four Gentlemen (2013). He works on paintings
as if he indirectly confesses his psychological state about
anxiety spread throughout society and human living in
the society.

The beginning goes back to Workroom (2013). For
Beom, his studio was the most familiar and anxious
place in which he poured out a lot of thoughts and
feelings before he left school to step into the real world
and his psychological pressure appears in the studio. At
the center of his painting is a melting face with tousled
hair, which is in contrast to a surrounding background
that is based on realistic representation. This is a clue
that directly reveals his subjective psychology and an
important starting point that constructs his own drawing
techniques. In his first private exhibition Thinking Speaks
(Alternative Space Noon, 2014), he showcased another
work using a studio as subject matter. In the painting
that he drew on a canvas using ink, thousands of lines
are gathered around a character sitting on a ladder with
his back turned. A lot of thoughts, which are not likely
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to disappear, are repeatedly connected and intersected,
increased and decreased and runs fast and tangled. Such
brushstrokes can also be seen in his series work A Figure
(2014). Even in Dream Diary Drawing (2012) for which

he used charcoal on canvas, such lines are connected
complicatedly in big or small shapes and fill every nook
and corner of a broad canvas. Painting structure and

oil painting brush strokes, which are seen in his latest
works, are derived from painting compositions and oil
and ink drawing that he used in his early works. That’s
why his painting is perceived as a structure of tightly
connected masses whilst conveying rich color and its
lines maintaining sharp and delicate at the same time.

The interesting point here is his technique to
express a subject. While a landscape on a relatively big
canvas requires distance of eyesight to a certain degree,
painting’s surface on which a pigment’s color impression
remains intact and speedy brush strokes shorten the
distance of audience’s eyesight.In his painting, shapes
that he drew with speedy brush strokes are so atypical
that their outlines look ambiguous and the shapes show
unidentifiable anxiety.Such represented shapes lead to
movements in color, shape and brush stroke, presenting
visual movement throughout a canvas.The artist sees
thickets that are oddly shaped by snow, rain and wind in
the desolate field, groves that are grown arbitrarily in the
wilderness and that create strange holes and masses and
an old tree’s roots that are pulled out from the ground
by an unknown force as a sort of psychological subject.
With those subjects, he shares complex psychology and
anxiety that he sensed from the society.In addition,
the subjects play a significant role in constructing
his drawing techniques. Regarding his latest ongoing
work, he said, “I associate everyday landscapes with
psychological energy that is condensed in mind and
express illusionary scenes or landscapes in a dream by
overlapping them. Like his quote, brown, green and
blue are main colors of his work, which creates concrete
shapes and conveys energy and movement that wriggles
throughout a painting.

Another characteristic of his work is that there
exist unrelated shapes in a visible and huge wild
landscape. The shapes hide in tangled thickets and
never hesitate to come across moving eyesight on a vast
painting. Like spirits in the woods that protect a vast
wilderness, the shapes hide in the form of animals and
figures between thickets tangled with lines and appear
when audience’s eyesight gets closer. When vivid brush
strokes and rich colors are applied, the shapes add more
vibrant movement to a painting.In the previous work,
each shape that has its meaning appears and collides or
connects with each other to build a narrative structure
whereas a recent work, which used landscapes as a
subject, focuses on psychological state or image when
encountering subjects in a dream.While not focusing
on a concrete subject itself but on the background or the
context in which he recognized the subject, he seems
to use landscapes to ask a universal and underlying
question about his psychology.

Like the self-portrait in Workroom (2013), most of

BEOM lJinyong
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the figures that he has drawn while focusing on his
psychological state are his self-portraits. In the same
context, his latest works have abandoned landscapes
that carry dormant shapes and the landscapes are a sort
of his self-portrait, which expresses his psychology in
an indirect, symbolic and honest way. A melting face
that is drawn at the center of his painting constructs
complicatedly swaying and dormant shapes, slowly
presenting his psychological landscapes.

For Beom's landscapes, whether the landscapes
exist in real world is not important. Rather, what
matters is to look at which psychology is presented in
a landscape that captures his eyes. Of various forms in
Mother Nature, he pays more attention to abandoned
shapes and he presents psychological signs of the shapes
through vibrant brush strokes, grayscale tone and
disguised forms. His landscapes constantly wriggling are
like a diary, which delicately presents various forms of
emotions that he sensed through the world. In addition,
the landscapes are his self-portraits that reflect current
psychology and silent confession of his honest emotions
toward reality.

* HWANG Jay Jungin earned her Bachelor's and Master’s degrees
from Department of Art Studies at Hongik University.She also
studied Culture Industry at Goldsmiths, University of London
(MA).She worked at Savina Museum as Curator, and currently
works at Project Space Sarubia as Curator and Chief Editor of
the Meetingroom.
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£ Encounter
163=260cm, oil on canvas, 2015
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LA Landscape LA Landscape
HT7=81cm, oil on canvas, 2015 227=870cm, oil on canvas, 2016

Installation view of Joongang Fine Arts Competition, Seoul
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2= A Smiling Landscape 2= A Smiling Landscape
117=81cm, oil on canvas, 2017 117=81cm, oil on canvas, 2017
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LA Landscape ZH (5 &) Landscape (details)
410=661cm (each 65x91cm), oil on canvas, 2017 410x66lem (each 65x91cm), oil on canvas, 2017
Installation view of 2017 Platform Artists, Incheon Art Platform, Incheon
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BEOM Jinyong
dadal645@nate.com

Education
B.FA.in Fine Arts Education, Inha University, Incheon, 2005

Solo Exhibitions
«Room of Silent), Alternative Space Dum, Incheon, 2017
«Fulls, Gallery Meme, Seoul, 2017
Says the Soul, Alternative Space Noon, Suwon, 2014

Recent Group Exhibitions
Drawing And Rolling), Nook Gallery, Seoul, 2018
2017 Platform Artists:, Incheon Art Platform, Incheon, 2017
«Cubic Meter:, Sunkwang Art Museum, Incheon, 2017
«2017 IAP Short Stories:, Incheon Art Platform, Incheon, 2017
«The Border of Landscape:, Seongbuk-dong Gallery, Seoul, 2017
JAnterstices,, Incheon Art Platform, Incheon, 2016
The 38th Joongang Fine Arts Prizer, Sejong Center, Seoul, 2016
“WE", Korean Cultural Center India New Delhi, New Delhi, India, 2016
Prime Numbern, Alternative Space Dum, Incheon, 2016
Ml %] {7+, OCI Museum of Art(Seoul)Art Center{Gunsa)/Cultural Arts
Center{Gwangyang)/Central Hall(Pohang), 2016
«CreBtive Report:, 0CI Museum of Art, Seoul, 2016
«th Catholic Art Competition & Exhibition:, The Korean Catholic Martyr
Museum, Seoul, 2015
WARNING.OR.KR, HyobongPocha, Seoul, 2015
«CreBtive Report, 0CI Museum of Art, Seoul, 2015
Triangle Art Festival-Monsters of the east), Daegu Art Factory,
Daegu, 2013
«No Mercy No Cry, Art Center White Block, Paju, 2013
«The Border of Landscape:, Space Beam, Incheon, 2012

Award and Grants
The 38th Joongang Fine Arts Prize, JoongAng Ilbo, 2016
The 4th Catholic Art Competition, The Korean Catholic
Martyr Museum, 2015

Residencies
Incheon Art Platform, Incheon, 2017
0OCI Museum of Art Residency, Incheon, 2014-2015
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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 a work. 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 isaworld
that is connected and derived from languages. This
presents invisible characteristics to his work, which
tends to depend on visible things as the work has strong
property of matter.
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Between Absence & Presence
In the Special Exhibition, Void Empire, held at the
NamSeoul Annex Building of Seoul Museum of Art
in 2015, Between Absence & Presence (2015) impressed
many visitors in terms 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 ‘nothing and 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 life— capitalist life’.

In Between Absence & Presence (2015), it is difficult 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’ isa
life enjoyed through an individual's ability and original
capital, which is definitely rooted in capitalism.

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 isonly 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”,

SIM Seungwook 1 09




I Al S FaH2015d A4 Hu)E el RS
2ol A & = Q1% o] 3 o] wt=A] A kS

W Z513 Q)= 7 ofvc). A FHel xS o35

H1 57 3} o} A}3]E-gt 52| f19lo)7]= S} FAdjhe}
a5 o]l f7t =7| E 3ich & & 3y} Fo] AR F20H
zh'olel H A3t dlof|= o] f-71 Slc). DAl= 17} w3t

A R0l ozt AF AHS HAR 3 &9 Sulaie
meko o 7 glFc),

ol = Asta| ZalF2] A A FAkAREkz] oS Heluell A
AHEF2] AljA] 2] AE uE S Zuake] FojFolelA}
§-2]7} A2 2ol A A= 7| olzt 27 sl]FH gl
Arlo] F='Y Holely AFE Az ZHo| ). 53] A F
Aliel] AREukg $-2] & 75| A el sl = elab= gl
A'olet= 7HilFo| Fahe A AFE A5S-2] diel=te]
FF (G2 i A]e] o} 2-5-Fct.

A5 8-2 o] AR F2lH o] AL o]H-g clakit
28Ae] Z3ke 2 A7Wich L BASS WA B
Fofl AakA| Al el An) A Al 2] 7| So)c). 27t =0l E
‘o}7}o| B.(archive)’ ¥hAl o & A4 dlic} & Fo|(John
Dewey)7} ¢17ka} 13|17} 433 7hel] 32 Fargkom A
A|&H o 2 wizlsty 4Ast = g4 $5 8 dew)
FAAF|HA oo LAata) wrle] 50| opfe}l P&
3l Aoistz Agsi= Aoz AAME, 2 H4]
HHE Qs o5 ESI= 0SS 7, 7SS = S
Ao = Zlo|c).

7 dFe] AR FoH e v A5
Hsl A $-2] sho] dep A2F2lol A& 95,

I 25 AAt=A] A @] £S5 gho)olc 9l 7ke] sl
&9l S} 2x] 23t wlAle] Fa|= ozl ‘AdF Fae]

&8¢ ge 270l

okEE ZolEY
ool ‘Gg Afe) AAbo = B3 Qe SN, AR
Apale] A9 #2-& A57) sl ‘G LAk 1zko]
AR F o) Abslol M) 20} hetg e she AR BE
QIzke] ‘Sepo 4] u] E5igichsn & 4 glch. o] HY ‘Azt
Sep'e Aol Arketabl Eebeh AlaE 7hA Sl
A3k A 2e A& HYglo] B A7e] Sl 3 AL
ST AT, $ahg me A7 $he-2 2 5 olek Akl
we] 2ojel Alock.

A7}k A% %) Bl olHY AnE AR
=ejgshs 2] Aok, Aks| 4 Heto] Foislo] gtk
QIzke] 714 Wupetol] $22) 3 Sl &7 b w23l
A Folsh 4, S A% 2l A Fo.2 AN AAE
golrhis $-2l7t S5 sok k= 22l Az FolelAl S

Ll
=

ikt

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 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
areason that art can exist as art itself and examine the
value of art within itself. In the column I wrote for a
newspaper a few days ago, I said, “Even in the times
when appealing to preference is the duty of artists, and
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capital acquisition is misinterpreted as the absolute
value of art labor, some art has constantly questioned
about the essence and social roles of art through its
unique languages.In addition, this kind of art have
discussed what the contemporary issues are that need
to be mentioned in the most realistic perspective.

A group of artist also consoled vulnerability, minority
and exclusion of the weak through their own formative
styles.The more they tried they were 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 tragedies and
memories.” I can say that it is appropriate to mention
Sim Seungwook in this context.

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.1 made a pile of waste tangled
in a worthless 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),

1 pay attention to the fact that our daily life is full of social
phenomena, which can't be defined clearly and is 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.

3 The beginning of desire is lack. If so, an endless series of lack
leads to construction and deconstruction as the end of desire
can never exist. It is this very point where his work begins.

4 Need, a driving force is included in desires. In fact, the
artist used ‘deficiency and accumulation’ as the subject for
desire from 2007 to 2010. Black Gravity (2007-2010) 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, desire is 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 tragic
deaths, and 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 The artist 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 (2007-2009), repetitive
construction and deconstruction that are based on unsatisfied
desires—Construction or De-Construction, Object-A (2009-2012)
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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-consoling isolationism, exclusionism, ete—I
sensed in the surroundings.”

The Kyunghyang Shinmmm, Culture Endoscopy, Sept.5th 2017,
Issue 1242.

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 Committee 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 Awards. His artistic views can be
approached through his contributing columns on the Weekly
Kyunghyang, YTN, the Kangwon News, the Metro, ete.
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Object-A
B2xTT=43cm, polyvinyl acetate resin, 2017

Objct-A
A9 35x28cm, polyvinyl acetate resin, 2017
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Object-A
63x99x48cm, polyvinyl acetate resin, 2017

+& &2 A Construction or De-Construction T& £2 #l|A Construction or De-Construction
190x137=T70cm, polyvinyl acetate resin, aluminum, wool, textiles, structural timber, 2017 190=137=70em, polyviny| acetate resin, aluminum, wool, textiles, structural timber, 2017
Installation view of 2017 Platform Artists, Incheon Art Platform, Incheon Installation view of 2017 Platform Artists, Incheon Art Platform, Incheon
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otEstE @ot- 872| 0|0f2| 7t Rl FOff Stabilized Instability- A Stage with Eight Stories
400x400=440ecm, zinc plating steel, structural steel, aluminium, pelyvinyl acetate resin, sound, 2018
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HAESHE Eot- 87l 2] 0/0k7|7t = RORE)
Stabilized Instability- A Stage with Eight Stories (details)
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The World's Landscape

KIM Mijung.
Curator of 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. 1
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 a long 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, 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
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intuitively according to themes. Looking at Supermarhet
(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 spaces 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 paints 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 made 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, all 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 reflecting the characteristic
of the place. However, containers boxes, screens and
electric wires seem to shalke.The artist presents such
impression through repetitive brush strokes and addition
of line and paints on the strokes.This presentation can
be seen in his other works. The layers, which cover
the canvas, are for neither visual representation nor
a certain interpretation on the space nor unnecessary
distortion. Rather, the layers 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 isnot a
result of momentary impressions but a result of constant
observation through interaction with landscapes.

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
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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
a work 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

9} Net
156x554cm, acrylic on canvas, 2017
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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
malke 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.

1 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 discovering unfamiliar parts.Although
he paints what he sees, the world will always be
unfamiliar. I always wonder what would be the roles
of paintings and I think that his paintings might be
membrane, which will connect two different worlds.

* KIM Mijung Majored in painting and art , Mis-Play (Insa Art
Space, 2014), Mistaken Empathy: Delightful Encounter (Art Space
Pool, 2016). Participated in Interlude (2016) curator talk held by
Insa Art Space. Designated as curating researcher of Art Council
Korea's Creation Academy. Currently serve as a curator of
Art Space Pool.

AN Gyungsu
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2E Factory
180x460cm, acrylic on canvas, 2017
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22teH g A Loud Night
42x59%cm, digital print, 2017

23t & A Loud Night
59xB4cm, digital print, 2017
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S EF A Loud Night
180=230cm, acrylic on canvas, 2017

AN Gyungsu
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180=230cm, acrylic on canvas, 2017
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Solo Exhibitions
Membrane:, Triumph Gallery, Moscow/Russia, 2017
Membrane:, Gallery Chosun, Seoul, 2016
0n the way), MMMG, Seoul, 2015
«0n ground:, Gallery Hyundai Window Gallery, Seoul, 2014
«On ground, Project Space MO, Seoul, 2013
Barricade, ccuullpool, Seoul, 2012
dsland:, GALLERY b’ONE, Seoul, 2010
«Green mountairy, Brain Factory, Seoul, 2008
Playroom:, Alternative Space Gallery Cott, Seoul, 2006

Recent Group Exhibitions and Projects
2017 Seoul Focus 25.7:, Buk Seoul Museum of Art, Seoul, 2017
«Chongkundang Yesuljisang Group Exhibition, Sejong Museum,
Seoul, 2017
2017 SeoulFocus 25.7:, Buk Seoul Museum of Art, Seoul, 2017
2017 Chongkundang Yesuljisang Greup Exhibition, Sejong Museum,
Seoul, 2017
«Stars of stars), Gyeongnam Art Museum, Changwon, 2017
A Midsummer Night's Dreamy, Siheung Eco Center Chorok Baegot,
siheung, 2017
«Accidentally, the night again), Wumin Art Center, Cheongju, 2017
«Gyeonggi Creation Center Art Project the layer, Gyeonggi Creation
Center test bed, Ansan, 2017
2016 Seoul Artstation, Seoul Express Bus Terminal Platform, Seoul, 2016
«Coincident Scape:, Art Space Hue, Paju, 2016
DaeguArt Fair YAP'16:, EXCO, Daegu, 2016
Project Closure:, The Texas Project, Seoul, 2016
“WE", Korean Cultural Center India New Delhi, New Delhi, India, 2016
Degenerate Arty, Art Space Pool, Seoul, 2016
«Asian Art Show 2016 a single painting, Asia contemporary art pltform
NON Berlin, Berlin, Germany, 2016
(EXTENSION.KR:, Triumph gallery, Moscow, Russia, 2016
«New Artist Project Space and Light:, 63Art Museum, Seoul, 2016
Being in Nature:, Museum SAN, Wonju, 2016
The Sleepless:, Gallery Zandari, Seoul, 2015
Memento:, space K, Gwacheon, 2015
«Sorok Small Museuny, ChakChak Studio/Sorokdo
National Hospital, Sorokdo, 2015
(KOREA TOMORROW:, Sungkok Museum, Seoul, 2015
Philippines-Korea Contemporary Arts Exchange Exhibit somewhere
out there:, Korean Culture Center, Manila, Philippines, 2015
«Russia-Korea Exchange Exhibition Minima Moralia, Irkutsk Regional
Art Museum after the name of V.P. Sukachowv, Irkutsk, Russia, 2015

Awards and Grants
63 Sky Art Museum New Artist Project, 63 Sky Art Museum, 2016
Chong Kun Dang Art Award, Chong Kun Dang/Korea Mecenat
Association/Art Space Hue, 2015
SeMA Support program for young artists exhibition,
Seoul Museum of Art, 2012
The 32th JoongAng Fine Arts Prize ‘Second place’, JoongAng Ilbo, 2010
The7th Songeun Arts Award, SongEun Art and Cultural Foundation/Insa
Art Center, 2007

Collections
Platform-L Contemporary Art Center, Seoul Museum of Art, MMCA
Artbank, JoongAng Media Network, EULJI GENERAL HOSPITAL, Hanwha
Resort, Chong Kun Dang, Art Space Pool, Busan Museum of Art

Residencies
Incheon Art Platform, Incheon, 2009/2017
Gyeonggi Creation Center, Gyeonggi, 2016
GlogauAIR Artist in Residence, Berlin, Germany, 2015
Baikal Nomadic Residency, Irkutsk, Russia, 2014
Ceuullpool Residency, Seoul, 2013
KulturPortal Frankfurt: Artist in Residence Program, Frankfurt,
Germany, 2010
MMCA Residency Goyang, Goyang, 2010
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Dislocation,
An approach to a 100% painting

JUNG Hyun.
Art Critic, Professor of 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 art is purer than figurative
art. I believe this process is like a struggle to be freed
from a social and cultural demand that visual things
be consistent with linguistic things. Without referring
to and reminding ‘the death of artist’, AHN Sanghoon
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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 or a
story from his works will definitely fail. The artist is not
responsible for a way of expression that we are familiar
with and for a failure of painterly interpretation. We need
to find a new 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 the 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 museums. Like an empty
politician’s speech, exhibitions increasingly 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 to
resist globalization and their solidarity emerged as a
means to delay it, their distinctive work process, forms
of exhibitions 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 can 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 any objects in reality and any languages. Such
unnamable images are made by a mix of colors and
shapes. If closely approaching, it is found that the
intensity of brush strokes is different. Such brush
strokes seem to make certain layers on a flat canvas,
which has no perspective optical illusion.Since all of
these do not create certain situations or visual effects
and draw certain memories or emotions, his painting
exists as it is. In addition, his painting does not make
something reminded nor 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 transforms visual
things into linguistic things and changes art’s custom
into ‘something meaningful’. Even from formless and
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 practice of art, However, the area
only emphasized that it belongs to esthetic area of art
and separated art forms from life forms. An attitude
to maintain the absoluteness of distinct art inherits
an ethical 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
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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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JUNG Hyun Earned Ph.D from the University of Paris 1 witha
dissertation on “the relationship between the artist’s identity
and work”, and works as an art eritic and independent curator.
By integrating art critique with cultural studies, he employs
critique as away of learning and deems curation as a new way
of knowledge production and significant form of research.
Important publications include Global Art Market Criti que
(Mimesis, 2016, co-author), Ready made Reality: Junebum Park's
Use of Videos (Arts Council 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
Korea Through Joongang Daily Images: 1965-2015 (2015). He is now
professor at the Arts&Sports Department of Inha University.
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Installation view of Sole Exhibition [GOOD:PAINTING] at Inchoen Art Platform
dimensions variable, mixed media on plastic cover, 2017
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«2017 B E OIE|2Ex» HA| HE
Installation view of 2017 Platform Artists at Incheon Art Platform, 2017
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O] AHH &4 X| An Ideal Destination
150%120cm, acrylic and oil on canvas, 2017
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The World of 0 or 1

CHOI Heeseung.
Curator, National Museum of Modern and
Contemporary Art, Korea

Black, Hole, Body and BLACK HOLE BODY

My first impression of CHANG Seoyoung's work was
the black that makes the white face even paler. This
black that frequently appears in her work is like that

of the formal tuxedo the classic orchestra player has
donned, or that of a hearse on standby at a funeral home,
elegant and somewhat reminiscent of death.Like the
first impression of colors, Chang’s works, which mostly
employ video, are characteristic in leading the viewer
to embrace the works holistically through the senses,
based on the juxtaposition of scenes with other scenes,
text and sounds, and the environment in which the
work is presented.

For example, her new work Circle (2017) is
composed of a divided screen in the symmetric form
of a décalcomanie, while the camera follows a figure
endlessly walking down a spiral staircase.The spiral
staircase, with its symmetry, is reminiscent of the form
of human ribs or winding intestines, and the perspective
of the camera following the person walking down along
the spiral of the stairs leaves behind the impression
of water being sucked into the drain.The overlapping
subtitles present words such as ‘eschatology’ ‘end’ and
‘spiral’ while the video is cross-cut with the image of
person eating a tornado-shaped potato.

In the neighboring works, screens, mirrors, and
slides of spiral-related images are presented as the
supporting sentences.Such relationship among the
works is the reason one should connect the entirety
of the exhibition, titled BLACK HOLE BODY, with each
individual work.Through the sense of futility conveyed
through repetition of the same scene, the nuance of
disease and death portrayed by the cold images of a
hospital, and the figure endlessly posing feeble gestures,
Chang skillfully performs the task of ‘indirect and yet
specific presentation’ as she endows her work with a
plaintive sense of being.

The Loading Body

In the meanwhile, Chang’s usage of the body as a

subject is interesting in two aspects. First, it is that she
represents the interior and exterior of the body each with
organs and limbs, expressing the state of failing organs
as the state of having ill-functioning limbs. Second, it is
that she designates a specific situation in which the body
cannot fully function and repeats rehabilitation training-
like gestures in order to overcome that situation. Here,
what both cases premise is the imperfection of the body,
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and the bodies inside the work that strive to overcome
such deficiency could be referred to as loading status.

In Nameless Disease (2016), the barefoot figure taps
along to the rhythm produced at the tip of the toes.The
overhead monitor, which cannot be discerned whether
it is separate or not, is connected to a net that seems
as if it has grown out of the head and is pulling at it.

The perilous state that seems as if it will collapse any
minute and yet does not collapse continues forever as
thevideo is on loop. The restraints of the body continue
until the video is turned off, and the image of the dancer
not stopping the movement of the feet even in painful
situations brings about a peculiar sensation to the view.

The image of the dancer under such restricted
circumstances is a motif Chang has persistently
employed from her early work The Toddler (2008) to
her recent Until Your Name Is Called (2017). In The Toddler
(2008), the artist calls into the work a dancer wearing
a straitjacket, like a doll wound up on a music box or
a victim punished for someone else’s deeds. Perhaps
the situation of confinement is, for the dancer, like a
nameless disease whose cause or cure is unknown. But
as one cannot just let it be, the minimal stamping of the
feet cannot be stopped.

In the meanwhile, in Until Your Name Is Called, the
artist juxtaposes the image of the dancer with the form
of a circle that is conventionally witnessed when a video
is loading. This is similar to how the artist had extended
the moments between the beginning and end of a certain
situation and sensuously connected various subjects in
Circle. The idea that the final destination after having
been sucked into the ‘black hole of the body’ could be the
skin of the body again is something that is repeatedly
visited in Chang’s works. Perhaps it is similar to the
gestures one throws out into the air in futile attempts at
waking up when paralyzed by a nightmare.

The Worldof O or 1

As seen above, Chang's works have embedded in them

the sentiment of being ill, anxious, and hollow.The

black humor that is produced when one embraces such

sentiments and the anxiety that is aroused when one

does not embrace them coexist as bodily gestures.In

the meanwhile, the artist pushes the situation to two

extremes in order to transform the decimal world into a

flat world of 0 and 1. For example, death is for the artist

not only the death in its literal sense, but also death in

the sense of being forgotten by people. Repeated gestures

seem to be a means of ascetic performance that the artist

has chosen to effectively overcome both senses of death.
Best conveying the artist’s black humor, A Story of

a Bear, Who Drowns Forever, Over and Over (2013) addresses

the tragic paradox of a polar bear drowning in the pool

of melted icebergs. The sensuous fear of drowning

is diluted by the bear’s bright tone and exaggerated

gestures of cheerfully explaining his death, and also

by the repetition of death.In this process, the melting

of icebergs, which is the direct cause of death, is

transformed into the logic of karma that you shall drown

because you have drowned.
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As if casting the old spell of ripping off one flower
petal after another, Chang’'s work is like the process
of constantly repeating ‘it will end, it will not end’. In
sum, such repetition points at ‘no prescription for the
incident’ ‘no blanks in thought’ ‘physical endeavor to
find the subject’ and ‘remembering the fading being’.
Then, the reason we pay attention to such murmurs
despite the boredom accompanied by repetition is that at
some point, they seem as desperate as prayers.

Chang grants meaning to the task of walking on the
tip of the toes, constantly moving toward the designated
direction despite all pain. Her works do not present any
specific solution to keeping the polar bear from drowning
or helping the dancer shed free of the straitjacket, but
merely maintains the situation as she looks into what
lies in between a certain beginning and end. As such,
Chang’s work creates a certain paradox as the will to
overcome hollowness and the lethargy of embracing it
are mixed together. This is the reason her work cannot be
simply defined as pessimistic for speaking of death and
the end.

& CHOI Heeseung graduated from the Department of Sculpture
at Hongik University and the Department of Art Studies at the
Graduate School of Hongik University. She is now enrolled in
the PhD program of Art Studies. Since 2015, she has curated
numerous exhibitions and projects as a curator at the National
Museum of Modern and Contemporary Art, Korea.
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Keep Calm and Wait
loop, single channel video, 2017

CHANG Seoyoung

147




gl 52| Black Screen
300=200x50cm, steel frame, glass, mirror, fabric, monitor, 2017

Circle
8min, single channel video, 2017
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(& left)
Eal A 52| Black Screen
T4x45cm (each), ink jet print, 2017

(5 right)

g2~ 52| Black Screen
300x200=50cm, steel frame, black mirror, 2017

CHANG Seoyoung

149




2 00|38 AR Sprial Sequence
size variable, slide projection, 2017
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DX} % #0|3 Cone Candle Cake
Tmin 30sec, single channel video, 2017

0| & gl= ¥ Nameless Disease

loop, 2 channel video, 2016
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JUNG Seokhee's Video Painting, Since then:
Narration to Existence, Objectivity to Subjectivity

KOH Dong-Yeon.
Art Historian

Fire on Wild’s Providence

“The intense image of a Fire on Wild connotes a quite
descriptive situation or meaning of the time. However,
in this exhibition, the Fire on Wild does not present
the grandiose characteristics of the time.‘The wild' is
the world where we live and a place where all lives and
nature exist. ‘Fire’, as a phenomenon, ignites a life and
symbolizes pain and hope in order for a new life to be
born.” (JUNG Seokhee’s note, 2017)

The term ‘Fire on Wild’ is an unusual word, which is
often used to symbolize a labor night school, a civil
movement and a resistance movement.' An image

like a Fire on Wild, which spreads instantly from the
bottom, is dramatic and gives thrilling feelings to
beholders.Therefore, it is obvious that a Fire on Wild's
image is suggestive of a strong and resistant message.
Nevertheless, the artist intended to highlight positive
messages suich as hope, conquest and so on rather

than destructive symbols of a Fire on Wild. In other
words, the artist’s works have maintained the positive
messages in the face-off between communal concerns
and individual will. In a video painting, which consists
of several paintings, human forms that are suggestive of
archetypal human whirl, harmonizing with surrounding
environment. However, in this process, a sprout or
energy of life is hinted and the painting ends with a
circular cycle of death and resurrection.Thus, a Fire on
Wild is a rite of passage for sublimation or resurrection.

At the same time, the artist tried to deliver clear
messages through this exhibition. Instead of messages
for adversities and conquest, he strived to present a
simple pleasure that he gains in his everyday work
process.The artist’s painting style is suggestive of
humanism in the 1980’s Minjung art and German
expressionism technique in the 1990s and his painting
is moving into a new stage. In terms of a medium, it
seems that he tries to find an independent existence that
a painting has from video art.In addition, he intends to
make a change from delivering clear messages through
video paintings that utilize animation styles to bringing
back the sentience of a painting.

Let me ask a question, “In light of the moves of
artists who have dealt with socially critical messages,
how do we need to understand the changes of artist
JUNG Seokhee?”. The artist’s artistic moves do not gain
much attention from domestic art circles. There may be
complex reasons, but self-consistency, the will of good
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self or the possibility of social revolution through art are
not reliable concepts. In this sense, artist JUNG Seokhee
is worthy to stand beside ‘Pre-Raphaelite’ in England,
which revived religious paintings in the late 19th century
and ‘Tolstoy’ in Russia, who emphasized morality and
social responsibilities in literature.” At the end of the
century, they tried to revive the religious and moral
meaning of art, which was considered obsolete. Then,
how do we need to understand the moves of the artist,
who didn't pursue the leading trend of the time and how
should we see his changes, who intends to revive his
private interests?

The Dual Structure of Video painting

Artist JUNG Seokhee’s video painting is systematic
because he presents different axes such as interior and
exterior, self and others, dailiness and greatness and
so on. Or this may be because the artist consciously or
unconsciously learned how to organize a narrative and
an image for the narrative as he majored in not only
painting but also communications. As in Light Variation
(2011), In and Out (2012) and Untitled (2015), a main
character lives in either a bathroom or a workroom and
artist’s physical surroundings are edited or juxtaposed
with each other.

For instance, in The Island (2006), two screens are
arranged side by side.In this case, the screens aim to
compare two certain circumstances or to find a point
of similarity. But avideo painting seems similar to
the former. On the left screen, an outer landscape at
which a self is looking is expressed whereas on the
right screen exists a static inner space, which seems
irrelevant to spatial changes or time that flies outside
a window.The left is an animation made by the artist’s
drawing and the right consists of videos, which captured
outer atmosphere’s changes alone at the fixed point
of a bedroom.These are quite static scenes, which are
suggestive of structuralist movie scenes. Animation
scenes in the left are a result of constant observation
and communications with outer environment and his
imagination stands out vividly. By contrast, although a
calm landscape in the right faces the outside, it shows
an isolated space. Its theme is ‘The Island’, where he
physically exists. At the same time, by contrasting
with the left outer world that is freely flying in the sky,
the island shows the artist’s circumstance in which
he remains static and isolated in a place.In fact, in his
works in the mid 2000s, he placed different axes such as
in and out, transformation and realism, self and others
and community and individual side by side, showing a
process of recognizing and understanding his existence,
In such process, his way to have a logic through
comparison is quite systematic.

Dual structure is found in the content. There co-
exist a narration which presents an individual’s life
in detail and a sentence which alludes to a situation,
which both ‘we’ and ‘human’ experience. Although the
narration doesn’t include the fact that a certain event or
mention comes from his life, we can see specific spaces
like his preferred sofa and window and scenes that are
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related to self-confession or introspection. By doing so,
we can infer that his mentioned incidents (for example,
his family’s struggle against diseases) are based on his
experiences. Nevertheless, windows repetitively appear
in Happy Window (2012) and A Sofa (2002) and they are
spaces located at the boundary of in and out.The artist
in front of a window shows his attitude and philosophy
in which he recognizes the subject and self always by
encountering the world outside the window. Further,
the environment of dual structure surrounding self and
others and private spaces and ego ultimately implies
that an individual’s rise and fall are not irrelevant to his
surroundings.This present an important cause that each
individual should fight against social irrationalities,
which affect his or her life.Also as shown in In and

Out (2012), this is why he pays attention to social
environment and issues.

In the beginning and end of his works appear
several sentences, which alludes to the anguish of
human existence that surpasses human pains.In A Sofa
(2002), a narration, which sounds like a voice of god,
appears.’ The narrator’s way of speaking reminds us
of an almighty third person.Even in Fire on Wild (2017)
appear sentences that summarize the artist’s philosophy.
“A Fire on Wild is a language of existence, which doesn’t
exist as an idea or concept and is like my flesh, bone and
blood.In the existence lie all life’s desperate struggles,
the sunlight's nutrition, the coolness of air and the
vitality of rain streaks falling on the Mother Earth.”
(JUNG Seokhee, Fire on Wild, 2017) The vitality reflects
his belief and wish. Although ‘T’ is an individual ego,
this reads as an image of human that has representative
nature against stark reality.

Objectivity to Subjectivity
“Recently, as I worked on my paintings, I began to doubt
whether I need to express clear messages or a sense of
purpose. It may be a bit vague, but I think my works
have obscurity that cannot be defined and it is difficult
to have a clear-cut answer.And a work itself can be like a
life.”(JUNG Seokhee's note, 2017)

In his exhibition Fire on Wild (2017), JUNG Seokhee
focuses on paintings. If a video painting has no choice
but to inevitably suggest a narrative, a painting isa
relatively connotative medium. It is considered thata
painting can instantly present messages in contrast to
movies. His paintings before Fire on Wild (2017) is briefer
and more concise than previous works. His works are
close to an abstraction, which means that identifiable
shapes disappeared.In addition, the works show his
intention to exclude descriptive messages. In other
words, a painting’s and the artist’s roles are interpreted
in a different way.

In addition to that, his latest paintings deal with
more universal and fundamental issues rather than
messages that are related to social irrationalities.

After Gureombi (2014), the artist’s material for Swamp
(2016) and Fire on Wild (2017) is more focused on natural
environment than social environment or anguish and
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basic human survival and pleasure are more magnified
than specific social incidents. First, such attempt is
connected with the change of his mind, who tries to
take back his identity as a painter. Even though the artist
held several solo exhibitions, he seems to return to a
painting prior tovideo painting in order to find a new
breakthrough. Second, his mention that he wants to have
a simple hope to draw paintings every day is interesting.
such change of his attitude is associated with the fact
that he has become less resistant and critical as his
artistic purposes began to deal with the issues of human
existence. Let me put it another way.He tries to connect
his works more deeply with his existence rather than
with an outer world.

Then, how can we understand his shifted moves
from an interest in his surroundings to an interest
in subjective private life? His current moves can be
interpreted as an effort to restore his daily life and senses
to its original state.And I worry that he might think
art’s roles are too individual and even simple. Naturally,
a painting should be a result of an artist’s observation
and introspection. Rather, it can be an irrational belief
that art including paintings can change society.He
said that he began to consider it too ideological to deal
with existential irrationalities in art. Listening to his
remark, I began to miss his previous artistic moves.
This is because as Pre-Raphaelite or Tolstoy’s recursive
literature creates his followers in the late 19th century,
his idealistic view of art is an essential resource and
attitude in our art circles.

1 In his work Gureombi (2014), artist JUNG Seokhee’s landscape is
consistent with nationalist view of history. Gureombi, a dialect
word of Jeju Island, alludes to a dichotomy between interior
and exterior and between purity and invasion.

2 ‘Pre-Raphaelite’ refers to the trend of literature and art, which
believes in art’s moral functions and uses Christian or the
Middle Age's symbolic shapes. After converted to Christianity,
Tolstoy wrote about Shakespeare in 1906, criticizing the
immorality of western literature that pursues modernism.
During the Russian Revolution of 1907, Tolstoy actively
supported the potential of art and poems for the changes of
human life and society.Such attitude is in contrast to the
nihilistic and esthetic trend of Europe in the late 19th century.

3 The expression “I am here for a long time, it's time to leave”
reminds us of Jesus or divine existence.The passage that
he can freely choose time to leave and exists for a long time
implies that the speaker is distinguished from mortal human.
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KOH Dong-Yeon received a PhD in the Post-war Art History
and Film Studies from the City University of New York. For
the last 10 years, her researches articles on culture of mass
consumption, masculinity and historical memories of the
global contemporary art have been published in journals such
as Inter-Asia Cultural Studies (London, 2010, 2013) and Photography
and Culture (London, 2015). Her independent publications
include Larry Rivers and Frank O'Hara: Reframing Male Sexualities
in Art, Literature and Culture of the 1950s (LAP LAM BERT Academic
Publishing, 2010) and Artists, PLEASE RESPOND! (0’ New Wall
Space, 2015}; the compilation of interviews of artists in 30s.She
is currently working on From Soft Power to Goods; a publication
about objects that were introduced in the contemporary art of
East Asia in 1990s as economic products and their globalization.
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E & Fire on Wild
3min Tsec, video with 45 painting images/150x256cm, acrylic and oil on canvas, 2017
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3min Tsec, video with 45 painting images/150x256cm, acrylic and oil on canvas, 2017 Installation view of Fire on Wild at Incheon Art Flatform, Incheon, 2017
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Unpredictable

2min 10sec, video with BT painting images/112x198em, acrylic and cil on canvas, 2017
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artiumthea@naver.com

Education
M.A. New York Institute of Technology Major of Communication Art,
New York, USA, 1999
M.A.Kyung Hee University Major of Art Education, Seoul, 1995
B.F.A.Han Sung University Major of Fine Art, Seoul, 1992

Recent Solo Exhibitions
«Fire on Wild:, Incheon Art Platform, Incheon, 2017
{The Depth of Time:, OCI Museum of Art, Seoul, 2016
Random Reality:, Elandspace, Seoul, 2016
The reason not to go, the liberty not to come, Youngeunmuseum,
Gwangju, Gyeonggi-do, 2016
Slight changes:, Art center nabi, Seoul, 2012

Recent Group Exhibitions
2017 Platform Artists:, Incheon Art Platform, Incheon, 2017
KIAF Special Media Exhibition, Ineffable Things:, Coex, Seoul, 2017
Ringwanderung, Alternative Art Space Ipo, Seoul, 2017
2017 IAP Short Stories:, Incheon Art Platform, Incheon, 2017
«The Martyrs of Outside Seosomoom, Gallery1898/Jeoldusan Martyrs
Museum, Seoul, 2015
Mindful Mindless:, Seoul Olympic Museum of Art Drawing Center,
seoul, 2015
«Against the Oblivion:, Ansan Arts Center, Ansan, 2015
Artist Portfolior, Savina Museum of Contemporary Art, Seoul, 2015
«Open Sailingy, Art Center Nabi{SeoulyJeju International Convention
Center(Jeju), 2014
Density, Volume, Time:, National Museum of Modern and Contemporary
Art, Seoul, 2014
Po'ietique, MMCA Residency Changdong, Seoul, 2014
JIntror, National Museum of Modern and Contemporary Art, Seoul, 2014
The Only Time Is Now:, MMCA Residency Changdong, Seoul,2014
«Gwangju International Media Art Festival:, Former Jeonnam Provincial
Government Office/Seoul Square Media Art Center, Gwangju / Seoul, 2013
Seoul, Beyond the scenery:, Gallery godo, Seoul, 2013
Pyeongchang Special Olympics, Alpensia Convention Center,
Pyeongchang, 2013
Digital Furniture, Art center nabi, Seoul, 2013
{The Last Wall Begins:, ARCO, Seoul, 2012
«Fall in paint in Fall:, Seongbuk Gallery, Seoul, 2012
«Action and Reaction:, KimiArt Gallery, Seoul, 2012
Dream Scapes, Gallery Yedam Contemporary, Seoul, 2012
«drawing festival, Kunsthdok Gallery, Seoul, 2011

Awards and Grants
Catholic Art Competition, The Martyrs of Outside Seosomoon,
Archdiocese of Seoul, 2015
Archive Artist, Seoul Olympic Museum of Art Drawing Center, 2011
Archive Artist, Arko Art Center, 2009
Annual Contemporary Art Competition Grand Prize,
AHL Foundation, 2005
Han Yong Jin Art Award Excellent Video Artist, Space World Gallery, 2004
International Juried Show 2000, New Jersey Visual Art Center, 2000
The Beautiful 2000 International Exhibition, Period Gallery, 2000

Collectins
OCT Museum of Art (Seoul), Young-eun Museum of Art (Gwangiju,
Gyeonggi-do,), Art Center Nabi (Seoul}, Jeoldusan Catholic Museum
(Seoul), Art Forum New Gate Gallery (Seoul)

Residencies
Incheon Art Platform, Incheon, 2017
Youngeun Artist-in-Residence, Gyeonggi-do Gwangju, 2016
MMCA Residency Changdong, Seoul, 2014
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About the Artist CHUNG Arong

KIM Noh-am.
Former Expert Advisor of Sejong Center
for the Performing Arts

A Nomadic Life

Artist Chung Arong’s life has been a series of nomadic
life, escaping boundaries of regions, societies, cultures
and countries. Even now, she stays here only for a while.
Her nomadic life has allowed her to enjoy heterogeneous
emotions such as feeling as though being thrown into a
desolate place or being in mood of recruit, comfortably.
Compared to staying in one place, she creates works in
more diversity and abundance.

Because of her father’'s work, Chung was born in
Jamaica and grew up wandering around various parts
of the world such as Rome, London, Stockholm, Hanoi,
Moscow and so on. Even after being grown up and
independent from her family, she went about Europe,
freely, asif it were her own home, and spent a lot of time
traveling.She had been in almost all parts of Italy and
had also visited Cairo, Ghana, New York, Hong Kong,
Cebu, etc. Whilst traveling overseas, had there be a
biennales show, she never missed the chance to see it;
she visited art galleries and museums, observed works of
the great masters housed in museums and contemplated,
deeply, for a long time. Chung also tried to participate in
residency programs throughout the world.These were
times that built new experiences, relationships and
inspirations. Residency programs and travelling were
opportunities for self-discipline and spiritual practice,
which enabled the artist to control herself.

Such were the motivation which drove her to travel,
continuously, and to plan another journey right after
returning from a trip. During this process, she strives,
persistently, to confirm her capability as a professional
artist. The artist would, at times, revisit the places she
has been to, repeatedly. However, even the places she
had been in numerous times always presented her with
new impressions and pleasures. As the artist wandered
about, spending time in different places, she had come
to make works that changed, though not drastically, but
gradually.

Chung had faced a lot of oppositions from her
parents when choosing to have a career as an artist,
growing up.However, although her parents, in word,
wanted her to live like everyone else, they, in reality, had
left her freely, as if put out to pasture. Because she had
grown up abroad, she had not spent her time going to
private educational institutes or gaining private lessons
like the every child in Korea had. Rather, she had more
unconstrained time to think on her own about art. This
process allowed her to be immersed and be interested in

Hols

168

she AapolE 4 & 71 e g At 7ol Do
318k olch. SAI0 Akl Bt sl Alae
4 e stels 47ict,

A7he Aok B Zulol A 24w A= 5 ekl
chich. 2264 2lQlF, obrhl =l e 19 wislek.
A7) Edakm e 2, A SelA 2lelE
dirhEel HES 2 2o] APHek ol F Wb HFelA
delul& & Bt kol el Bl est Ak 22
A ek, el ol B3R Al7]o)E AHA el Fe)

9 TYE & 4 As] o s Felgich. b wleAta
setoll 4 27 2 E e}l & b 0.5 2] ohjeh etz
AHglo|E Beoll = ok Brhe-& 17 4 ivke A7Haick,
22 | FAlplEol 2 akavls 5. 2 A7eleate]
drhse] sepele A8 AHAle] Al gl
sgich. Azkshgo] ul S wlEg HolAlgt 2 di7bEol
AHg- L Wolehsh gk E1E = 2ol'e A SakeiA
Apale] FRE AL THEo] Zhck A dbEe] s
#9182 FAYSHE AL ArbolAl - o HoletA

A% 135 ek

A7he oAget wHshl 427] £ A A4l
Ehad e A7) 25 33 2T Bok.

o4 Ho] A|gk A%k o} o] obdl w43k Atele]. 12l shel
25 of2l Ale] Aol et B2 7lol] BYsiA S
28 3lekz LAtk Hob g ghul o] Az ol Bol ot
2 W eeich 1 A7l Sus) Aol 2 dsic
TARL % g Adst ol 22 A5 AN &)
57k 2 Aelsh ik 2A19] 22 AopheiA Ll
dale] A ETHE o Ao i AFe) BAA
42 719j(7))ol] which, 27be] ol A4 7h3 o4t el
Aelehst 2 4 Sk A7bt @A) Alztahs olmlx 2
TR B2 AT Qrke & 4 Slek AR
Pk 2R A7 A7t 7lele] 91& Aelek,

Iftahya simsim(&2{2} £l
o4 BlETHE & W A% Al Bae Ao A2
shs17) Gk TAE Aol B Aolch AL A4S
S s e A) Aol A s AR ol
FQskeh. B P ek Edo] AR ok EE
Lfo] ukskal 247} 5 Qs #lch zhdal A A o
A FF5P olv]Fo 7} 7h53 o] 2hgdo] o %
A5do] gl o] FAloll st = ZzkEel ZHdL v+
AaslAY FAH el Bl = B38| off w3 Al ]
Bel3t o|w| 2| & A5 3c). Alghe] vh-g-Eofl A g EA] 2
A 417 2451 =8 v#] 837] wiEelc)

HolF A7tellAE 3l3}ek Abole] Eefje] RS

the artworks per se with the attitude and persona the
artist has today. Art has become a matter of the artist’s
own taste, nothing more and nothing less. However,

the artist, on the other hand, also paid attention to taste
which requires long hours of practice. It is taste which
requires very delicate skills.She also thought there isa
need for taste which contemporary people can empathize
with and become fascinated by.

Chung spent about two and a half years attending
high school in Moscow, Russia.There, she had studied
Realism and academic paintings. During this time, she
experienced, in depth, the works of great masters of
Realism at the Tretyakov Gallery, Ilya Repin Gallery,
etc. Later on, during the process of learning modern art
in Korea, she experienced a big gap between what she
learned and Realism. Even when focusing on modern art,
old realistic paintings were still all the more attractive.
The artist was not taking the styles of the past works
from an art historical context, but she believed that
there is a beauty that can be appreciated even today, no
matter the context.The artist started to appropriate the
styles of the masters of the past western art history such
as medieval art or Renaissance art, and use them as her
references. Despite the fact that egg tempera and metal
point drawing , which are methods used by masters of
the past, are inefficient to produce, the artist adopted
these methods, creating her own forms of expression.
The artist found reenactment of the master’s attitudes
or behaviors to be very attractive so she continues to
concentrate on it.

For a long time, Chung would often become
fascinated by the taste of adolescent girls who frequently
have confused periods of growth or identities. They
are feminine, but are immature, and not fully women.
Thus, the artist feels herself to be, all of a sudden,
immersed or stuck in a favorable memory of childhood
experiences. Chung recalls Sweden at a time when night
is long and it snows a lot.The time was especially rich
with imagination.Those days are mostly filled with a
girl's nostalgia which enjoyed the freedom of getting
along with nature in northern Europe. She falls into
memories(presentments) embellished like a kind of
fantasy on experiences that are different from ones we
have whilst living the city life. This may be the most
ideal years of the artist’s life. In some ways, the images
she creates today are representations of these fantasies.
In a way, everyone might have such times, thoughts and
memories.

Iftah ya simsim (Open Sesame)

Women artists, in many cases, are in pursuit of finding
their own faces and their own voices. This is natural

and intrinsic.In fact, the process of finding oneself is
being honest to oneself, and content is more important
than form.The heart in which expression aims towards
or the direction and place of desire becomes more
important than techniques of expression. Works

that are in state possible for giving meaning, finely,
throughout the process of artistic creation can be more
persuasive.The works of artists focusing on such subject
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prefer blurry images in vague and ambiguous states
over very elaborate or concrete expressions.This is
because, at heart, identity of one being does not reveal
easily or clearly.

For Chung, painting is a work of finding the original
image of self and embodying it. It records natural
activities on the origin and identity of self of existence
that go beyond formative, biological or mythical
problems. An event that penetrates her recent works
is going into the woods at night, alone, and experience
a series of unexpected incidents. The artist was, once,
deeply inspired by Heidegger’s phrase in his essay about
the origin of art, which stated that the thinking process
is like walking in the woodpaths and encountering an
open field. Or, maybe it was creating the image of people
and woods, first, and encouraged by the phrase later. The
so-called wood and human motifs signifies the symbols
of individuals that cannot be revealed by an everyday
language and logic. One can speculate the points of
which chung’s paintings aspire from the woods, empty
field and a human character, ete.

Chung Arong, as a female artist, connects the image
of artists with the image of a ‘witch’, which had been
distorted by society in the past, and expresses them
metaphorically. As a motif that connects the past and the
future, she shows, in her own way, the image of a witch,
who makes and controls something using hands. The
woods where the witch is in is mysterious.There are also
unicorns which are beings that are likely to exist.There
are also spiritual trees. Significant beings that appear in
fantasies are being repeated. Imaginary incidents and
beings that the artist recalled while growing up appear
as interesting objects in her paintings.Above all, the
artist sometimes recalls a magic spell that connects
nature, human and the universe.

Memory and experience are a collage of
discontinuing and segmented time and place.They
consist of many impressions. It is well- known that time
is irreversible. Time moves in one direction. It cannot
be turned backwards. However, within the world of
the mind, or the inner world and the aesthetic world,
even time becomes reversible. The order of the past,
the present and the future can be reversed and it can be
jumbled up in a hodgepodge.Artist Chung's work is a
hybrid; aesthetic movement of an individual living the
present is irrelevant to the order of time - the past, the
present and the future. She combines the expression
techniques that were in vogue hundreds of years ago
with emotions and sensations of today, subtly.

1 A metal point drawing is made by scraping metal over the
surface of a prepared paper, leaving a mark with the sharp
metal on the ground which has been applied with white
pigment mixed with resin powder{gum arabic). This drawing
can also be made with gold or silver.

* KIM Noh-am is an exhibition planner and artist with a major
in painting and aesthetics. He served as a steering committee
member of Seoul Fringe Festival (1999-2005), art director of
Heyri Pan Festival (2007}, Cheonggye Art Festival (2008), and
Culture Station Seoul 284 and exhibition director of KT&G
Sangsangmadang (2007-2010). In addition, heworked as
president of Nonprofit Art Space Network, expert member of
Gwangju Biennale, steering committee member of Daegu Art
Factory, executive director of the Korean Society of Media &
Arts and expert advisor of Sejong Center for the Performing
Arts.He is currently director of Art Space Hue.
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«2017 B E OlE|AE» HA| HEF
Installation view of 2017 Platform Artists at Incheon Art Platform, Incheon 2017
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HA| Revelation T4 Meteorites
10=7.5cm, egg tempera on epoxy molding compound, 2017 8.2%9.1cm, egg tempera on epoxy molding compound, 2017

FHHE g2 2 Midsummer Night's Dream St The Legacy
9x9.3cm, egg tempera on epoxy molding compound, 2017 T=8.5cm, egg tempera on epoxy molding compound, 2017
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o] &teld| 8 & & Unidentified Flying Object FL|2 A Unicorn
11.2x9.4em, egg tempera on epoxy molding compound, 2017 10.5%10.Becm, egg tempera on epoxy molding compound, 2017

0| &= 2l 2 &3 Ideal Spring Landscape StX| Solstice
B8.5%11.Tcm, egg tempera on epoxy molding compound, 2017 11.2%10.8 em, egg tempera on epoxy molding compound, 2017
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O|ZE} OF &4 Ifta ya simsim
20x52cm, 24k gold point drawing on paper, 2016

w23} L2 Woodway and Unicorn
91xG1cm, oil on canvas, 2016
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M.F.A. in Fine Arts, Hongik University, Seoul, 2006
B.F.A.in Fine Arts, Hongik University, Seoul, 2004

Solo Exhibitions
Primordial World, Project Space MO, Seoul, 2014
«A Night in Woodways Paintings:, Keumho Museum of Art, Seoul, 2013
«Forget-Me-Not:, Gallery Doll, Seoul, 2012
Her Soliloquy:, Dukwon Gallery, Seoul, 2007
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«A Montage of Identities:, Gallery MC, New york, USA, 2017
«2017 IAP Short Stories:, Incheon Art Platform, Incheon, 2017
«CreBtives:, 0CI Museum of Art, Seoul, 2017
Bloomy Art Fair, Shinsegae Gallery, Incheon, 2016
How to Tell without Telling:, Wumin Art Center, Cheongju, 2016
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Drawing Center, Seoul, 2015
Black Hole Surv, Art Center Whiteblock, Paju, 2015
Paintings-All the Windows to the World:, Blume Museum of
Contemporary Art, Paju, 2015
«Today’s Salon:, Common Center, Seoul, 2014
New Energy», Seoul Art Space Seogyo, Seoul, 2009
«Yeol:, Insa Art Space, Seoul, 2006
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ETRO Art Award Grand Prize, ETRO, 2016
Supported Fund for International Residency Program,
Arts Council Korea, 2015
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Arts and Culture, 2014
Selected as Keumho Young Artist, Keurnho Museum of Art, 2013
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National Museum of Modern and Contemporary Art ArtBank, Bank of
Korea Money Museum, Art Center Whiteblock, Keumho Museum of Art
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Incheon Art Platform, Incheon, 2017
0CI Museum of Art Residency, Incheon, 2016
Canserrat Art Residency, Barcelona, Spain, 2015
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Walking beyond Walking

JUNG Hyun.
Art Critic, Professor of Inha University

Walking is not a special skill. Except for special cases,
most humans begin to walk and continue walking until
death. While there is walking for movement, there is
walking for health and a person waiting for someone
with who he falls in love. There is even walking on the
street to tell about social irrationalities to the world.
Walking is a skill that is fairly given to everyone, but its
meaning differs depending on its purpose. In terms of
gender, a space is distinguished and limited according
to gender and gender identity. Subordinate subjects
stay on the periphery of mainstream society and their
walking on the street becomes a resistance to existing
orders. In a documentary Paris is burning, subordinate
subjects such as gay, transgender and people of color
represent subversive walking. For walking, there exists
a gap between generations. While speed or gesture
differs, there is also differences in the geographical
characteristics of a space they occupy and how they
use the space. A difference depending on occupation is
worthy of attention. A courier’s walking and a person’s
walking for health have a different purpose, result and
satisfaction.The difference between private walking
for shopping and military parade shows whether a
person’s desire and autonomy are given and it also tells
how closely walking and social systems are related. Guy
Debord, who led international situationism, suggested
a new way of walking to awaken a life in mega cities,
which is controlled by capitalism. Drift and detour are
the new way. Strategies such as wandering without any
purpose and returning from far on purpose are to crack
social systems, which emphasize economic aspects
alone. Philosopher Michel de Certeau, who studied a daily
life, believes that “a city is a storing place for languages
and potentials and walking is an act of speaking the
languages and an act of selecting the potentials.”
(Rebecca Solnit, A History of Walking, pp.352) Walking

is an active participation to vitalize the potentials of
spaces, where we live.Therefore, an artist’s walking is
a desperate act of sensing her life rather than artistic
concept.Walking outside is a language and a gesture of
essential existence to inform that it is alive.

Walking, Performance in a daily life

Artist JUNG Haejung’s works unfold based on walking.
Although there is no rule for walking, it is shown in

a way that artist’s daily life and creation are created.
For the past several years, she has moved to several
residences and created works that connect the world
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towhich she belongs and the world of art she chose.

She goes scuba diving in the sea and ride a boat on the
river.The process of walking is recorded as drawing,
embroidery, map, video, installment, objects and even
published books. For her, walking is a tool to connect
herself and the world and a medium to create a new
world.A modern city is like a training camp for warriors
who fight in a speed war. Faster and broader roads are
built and a route map is designed to go faster.As fastas a
city loses its senses, its surface is replaced with splendid
light. walking across a city is ‘a process of sensuous
recognition’, which can’t be presented with information.
In her early performance Where the wind stay, the other's
home (2011), she wonders around Itaewon area for 72 hours
and emphasizes the duplicity of the city, which changes
itself according to changes of night and day. At that time,
it seemed that she has a strong will to use a language to
conceptualize unique characteristics of an area, Itaewon.
Moving objects is a means of transportation and hasa
function as a refugee, where she encounters passers-
by.Thanks to the objects, the artist encounters passers-
by and reading their palms, establishing accidental

ties. A Sensuous experience of touching others’ hands

is symbolized with fatalistic lines, a palm’s lines.An
impression is given that the setting for her performance
controls the real act. Spot’s journey (2013) is a project
which absorbs the artist work style and format’s
background and a record of walking a distance of 88
kilometers from her workroom for 3 nights and 4 days.
The artist paid attention to roads that she unconsciously
used to pass by. Throwing away means of transportation,
she chose to walk.Thought distance was consistent,

the time took longer. More sounds, air, nature, people
and various kinds of stories permeate time’s wrinkles.

If the magic method of shortening distances, walking
would be a way to smooth the invisible wrinkles of

time. Video work records conversations with people she
encounters while walking and erase the real voices and
puts on artificial voices of dubbing artists in order to
malke reality a figment. Narrations by emotionless voices
of the dubbing artists describe daily scenes as special
occasions. Most video work is done in this way. Real
people are reborn as fictitious figures. The artist seems to
have no interest in the representation of reality.Instead,
she adds fictiveness to recorded reality and turn it into a
theater stage. Once a daily life is replaced with a drama,
the characters, noise and even backgrounds are given.

A mix of reality and fiction
WAVE WAVE (2014, JUNG Haejung & AHN Sungseok) is
a work about a process of crossing Han River on a boat
named Horakjil.She began to think of making a boat
and crossing the river when she realized that she knows
nothing about Han River.While she was riding the
course of Bukhangang and going down to the south, she
saw different aspects of Han River. The number of ways
to enjoy Han River is limited; going aboard a cruise ship
or enjoying picnic and leisure in the park.In order to
have an active experience, she rode a boat on Han River
again and drew and recorded the river. Different from an

JUNG Haejung 1 8 1
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esthetic attitude, which contemplates an object, walking
is an act of trespassing an object for contemplation.
WAVE WAVE (2014, JUNG Haejung & AHN Sungseok)isa
practice of walking which consists of work and labor,
art and daily life and exploration and play. Connecting
flash, splash, line, Han_River Tour (2015) is a combination
of tourism and performance, which goes sightseeing
throughout Han River for an hour with passengers
onboard. The artist plays a role as a tour guide and there
are gigs and performances. In this process, passengers
are participants in the performances and audience in
gigs.In this work, she inserts unusual incidents to a daily
life and dismantles typical experiences on Han River
such as a breeze from the river, landscapes, proposal
and so on. Instead, she asks passengers for unexpected
demands when a performer asking for rescue appears.On
the riverbank, a small gig is held. A series of unexpected
incidents make a typical Han River tour private and
special experiences. Borrowing from Tourism'’s styles
and changing customary memories into new experiences
are subversive. Meanwhile, her work even seems
like a hommage of S0S-Adoptive Dissensus (2009) by
LIM Minwook. If JUNG Haejung’s early works focused
on an honest report of performativity and process, her
latest works after WAVE WAVE (2014, JUNG Haejung &
AHN Sungseok) is richer in quotation and reference and
establishes a complex narrative.

One of her latest works Seoul 2016 Winter (2017)
is based on a novel of KIM Seungwook, which
dispassionately observes the phenomenon of human
alienation. This work consists of a video, which shed
new light on the phenomenon at the point of year 2016
and an installation, which symbolically reconstructed
Gwanghwamun Square. In Seoul 2016 Winter (2017), the
background of the original novel, Jongno, moves toa
Gwanghwamun rally and there appear three characters,
which are borrowed from the novel. Mirror human, paper
human and invisible human are three young people,
who are not recognized as human. In fact, the artist
wears clothes made by cans and walks through the rally
spot.The three characters wanders around the spot and
encounter one another. When a rally scene which has
become our daily life and a fiction are combined, reality
becomes more supernaturally exaggerated and fictitious
characters reveal their weakness. The square that the
characters experienced are reconstructed as a psycho-
geographic map, which is a mix of space and time of a
novel in 1964 and memories in Gwanghwamun Square in
2016.While following the path, anonymous characters,
a mountain built by candle drippings and cold eyes and
hot cheeks are encountered. The exhibition hall is nota
representation of experiences and memories. Rather, the
hall induces the experiences of wanderers (audience).
Since her last works in Geumcheon residence, the artist
has been changing from reporting walking experiences
to experiencing walking.The artist intends to escape
from dialectic causality of in and out and to dismantle
in and out’s custom.She is now concentrating on
reconstructing the process of having classes in arts high
school. JUNG Haejung blurs the boundary of creation,
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HiZ 2| HFZ Outside of Outside
A00x100x700cm, prefabricated steel pipe scaffolding, mesh, 2017
Installation view of 2077 Platform Artists at Incheon Art Platform, Incheon, 2017
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labor, arts and living and is becoming an atlas designer,
who establishes ties with her surroundings and bring
them into her work and walking.

* JUNG Hyun Earned Ph.D from the University of Paris 1 with
adissertation on “the relationship between the artist’s
identity and work”, and works as an art critic and independent
curator. By integrating art critique with cultural studies, he
employs critique as away of learning and deems curation as
anew way of knowledge production and significant form of
research. Important publications include Global Art Market
Critique (Mimesis, 2016, co-author), Ready made Reality: Junebum
Parh's Use of Videos (Arts Council 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
Korea Through Joongang Daily Images: 1965-2015 (2015). He is now
professor at the Arts&Sports Department of Inha University.
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H}Z 2| H}Z Outside of Outside
A00x100=T700cm, prefabricated steel pipe scaffolding, mesh, 2017
Installation view of 2017 Platform Artists at Incheon Art Platform, Incheon
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M &, 20161, 2 E» HA| A
Installation view of Seoul, 2018, Winter at Ujeongguk, Seoul, 2017

A€, 20161, 2 8» HA| B
Installation view of Seouwl, 2018, Winter at Ujeongguk, Seoul, 2017

JUNG Haejung

«A &, 20161, HE» A B (F&)
Installation view of Seoul, 2076, Winter (details)
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A&, 201614, M8 Seoul, 2016, Winter :lgl - :1%4_% #|5t0] For Subtracted Art from Art
10min, HD video & sound, 2017 4min, HD video & sound, 2017
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28| ™ 8|8 2|5t For Subtracted Art from Art
Installation view at Incheon art platform, Incheon, 2017

J18| ™ T18|E #5t For Subtracted Art from Art
20min, sound performance, 2017
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Interview

Timo WRIGHT.

Timo WRIGHT is a media artist based in Helsinki, Finland,
who stayed in Incheon Art Platform between March and May
2017. Through his works, WRIGHT deals with political issues
such as racism, consumerist ecology and death. Ex Nihilo,
created during his residency in Korea is a three-channel
experimental documentary, which examines the human fear of
death and yearning for eternal life. The work is composed of
three different stories: humanoid robot HUBO at KAIST (Korea
Advanced Institute of Science and Technology), the cryonics
facilities in Oregon, USA, and the Global Seed Vault located in
Svalbard, Norway that cryopreserves seeds from around the
world. The title ‘Ex Nihilo' is a Latin word, which means ‘from
nothing’, ‘of nothing’, and ‘in nothing’. The artist chose the
term to indicate that human life, moreover the universe itself,
started from nothing. However, as shown in the his work human
beings consistently resist death, prepare for the end of the
world, and yearn for eternal life. Furthermore, they execute the
most advanced scientific experiments and creative activities

in order to achieve these goals. The artist portrays this ironic
situation through a black and white video coupled with solemn
music. The piece was exhibited in the form of a video projection
in the exhibition Ex Nihilo at Incheon Art Platform from

May 16 to 26, 2017.

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

My creation process is quite simple; I am influence by
something and from that I get an idea or concept. After
this I decide the way in which the works should be
presented and done; should it be a film, or an installation
or something else. Funnily enough, many works stay
surprisingly same through the process.I'm not loyal to
any material or format, and I do not claim that I would
or even could master all of the methods which I use. For
me it isvery important to work with other people, who
often, if not always, are much better in their field that I
would ever be.

What do you think your representative work or

exhibition is? Why do you think so?
For me, one of the most important works has been
Nemesis (2014), an installation consisting of 1 000 000
dead bees. I think it is a very poetic work; beautiful yet
disturbing, provocative yet calm. It's been shown two
times; one time in a gallery in Finland and one time in
a bigger venue in Denmark. The work creates all kinds
of reactions, some of them really surprising often.I also
really enjoyed making the film A Feast with King Midas
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(2013), where a man sits at a table, and the food on the
table rot away. We filmed it using time-lapse cameras

for nearly four months and I'm really happy with the
outcome, although the filming wasn't that pleasant most
of the time, because of the maggots and flies.

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

The film Ex Nihilowhich was created during the
residency is an experimental documentary about life

and death. It tells three stories: of an advanced Korean
humanoid robot, a American cryonics facility and of a
Norwegian island, where seeds from around the world
are storage in ice. I filmed the robot part in Korea and

did the whole editing during the residency.I think the
residency was very important for the creation of not only
this work, but many other works I've been working on
for some time now.

About inspirations, motivations and episodes.
I'm inspired by many different artists and art works,
but I'm so bad with names. But I'm also as inspired by
things which have nothing to do with art; the news,
social interactions, being bored, whatever.Still, my
main motivation to make art is political, to try to
create a change.
I have so many projects underway that I sometimes
nearly forget some of them for awhile. Mostly this has
to do with money; my works have started to get more
and more expensive, so more and more time is needed
to get the funding.

About art and communicating with audiences.

I make art mostly for political reasons.I try to address
social, economical, environmental etc issues in my work.
I believe political change, or the change of ones ideas and
perceptions happens not only through information and
knowledge, but mostly through emotion. Therefor I try
to make art works which hopefully create a emotional
response.The ideal of course is that this emotional
response becomes a real action.

How people react to the work I have no control of.
Of course I try to guide them into some direction, but
ultimately it has to have a life of its own. Recently most
of my works have been about death, or more precise, our
fear of death.My idea, at the moment, is that everything
we do is because of fear of death. So in this sense the real
reason behind e.g. climate change isn’t selfishness but
what creates selfishness; the fear of death.

Please tell us about your future plans and
working directions.

For the next few years I will most likely be concentrating
on artificial intelligence and robotics, as I believe
they will change humans in a profound way.I'm not
talking about scary killer robots or things like that.
Its more about what it means to have a new group of
(semi)sentient beings; what will our relationship to
them will be, what rights will we give them etc,

As an artist I try to aim as high as possible. I want to
create impactful and timeless art, which hopefully will
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MNull Statue
8min, experimental animation, 2016

Solace

13min 22zec, experimental documentary, 2017
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Embrace
4dmin 3dsec, experimental film, 2017

Displace
Bmin, experimental animation, 2017
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Ex Nihilo
1imin, 3 channel experimental documentary, 2017
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A Feast with King Midas
3min 45sec, 3 channel experimental fiction, 2013

Ex Nihilo
1imin, 3 channel experimental documentary, 2017
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The Story of a City Stoller,
the Reconstruction of Urban Landscapes.

HWANG Gyunghyun.

Could you introduce your work and your artistic pursuits?

I reinterpret contemporary landscapes by recreating
objects and events through various visual mediums.
Stroller is a group portrait of modern people who wander
and isolate themselves from capitalist society.Leaflet:
Chirashi (¥ Z /) is an fake advertising video that captures
phenomena found on SNS as well as other absurdities

in the art world. The Karaoke project brings the audience
into interaction with the real entertainment equipment
within the exhibition space.Ark is an installation that
reconstructs the fragments of images that have been
autonomously dispersed into the space.

What do you think your representative work is2 Why do
you think so?

Generally speaking, most artists would choose the
work that made them famous or that best represents
their essence. From that perspective, I do not have any
major works. Stroller is my most well-known art-series.
Stroller opened in 2013.1 used conté to depict anonymous
groups of people who roam around subway stations, bus
terminals, tourist spots and other places in the city.

Of course, the best-known works do not always
have to be major works. I have drawn paintings for the
longest time among other forms of art.Thus, painting
is the most familiar medium for me. Paintings are more
sophisticated and suitable than other projects. My
paintings are less known to the public in comparison
to other projects or performances, which will easily
disappear unless they are archived for record keeping.

You are working on various projects, but | guess stroller

and the Drawing series built your accumulate ability as

a young artist. What prompted you to draw everyday life

and urban landscapes?

We're living in a period where every the individual
occupies different streams of space-time. I thought, ‘Is

it worth discussing the Effectiveness of painting in this
era?’' I was skeptical about sending messages through
certain mediums like painting, because images appear
and disappear from our perception, in an instant, similar
to the experience of watching TV channels.

Istarted to draw anonymous things that wander
around the same space of time by nonchalantly looking
at everyday life. A station represents Wanderlust
because urban dwellers have to continuously move
around subway stations for survival.I drew the Seoul,
Yongsan and Ansan stations in the Stroller series.I drew
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people and landscapes on a paper in detail after taking
photographs of them.At every moment, I was drawing
and erasing the people who passed through these spaces,
to simultaneously capture the images of the present and
immediate moment.

In your paintings, you have depicted modern people who
are forced to roam around capitalist society. Is there any
message that you wanted to convey to the people of the
present age?
When I do my work, I always agonize over where I
should settle down.As other Koreans in their late 20s, I
also worry about movement and settlement. When I was
young, I watched Japanese animations, and they usually
portrayed people who cannot settle down and therefore
must roam around. One of them was ‘Laputa: Castle in
the sky’, which shows modern people who dream about
the future, living unstably within the present moment.
Some Japanese paintings depict mentally unstable
people due to the Hiroshima bombings and other
incidents.I believe black and white paintings implicitly
reflect a sentiment similar to that of the Japanese.Those
somehow entail characteristics of people born in the
80s and 90s. Perhaps this is a way to both immediately
and gradually express criticism against or the discovery
of a sense of purpose within the real world.But for me,
my various attempts represented a movement closer to
the art itself, as well as a running away from society.I
am interested in all phenomena stemming from various
mediums, including paintings.I discover phenomena and
malke them into artwork. First, I have to organize every
stage of the artwork. By doing so, I hope to experience
a new present by attempting to summon the different
qualities of the work from the future.

The landscapes in your paintings are common places,
yet feel strange and otherworldly. Is it because of the art
materials2 What were you intending to express?

There are many reasons why I use conté. First, the
subject of the Stroller series is the daily landscape, so I
wanted to add some anonymity.That's why I didn't draw
things where people could guess the exact place and the
excluded color. Black and white paintings using conté
can better deliver the ‘impression’ of landscapes.The
landscapes I drew on Stroller are commonplace, but if
subtle changes are added, the impressions of the images
remain strong.I left some parts blank as I insensitively
passed by moments, and made lines chaotically
intertwine with other parts as in a photographic film
that has been exposed to the light for a long period of
time. I removed all colors, and erased or distorted some
parts of the landscape. And I rolled papers as a form of
scroll, so that audiences can appreciate the continuous
landscapes. Unlike paints, conté should be erased and
rubbed repeatedly because it has ‘particles’. For me, it
was ironic and interesting, because even if I vividly
drew the lines so that the particles could be fixated on
paper, the conté cannot settle and smooth because of its
particulate nature.

HWANG Gyunghyun 2 0 5




ek T3] Q5= v FAEH] 2 e
AlAAE vl E A= e elelr] = o, ARz 2l E
HEMT oA AEol F2AAH HHUES e} 244
F7NA Mg BT AL F730] L5 Al Y
31715 3f5z, FA}e] fej = wobA 1 F7o] FUflol
Al oloiqyrts AN A 5 =S Yot Fel=
77 2 A ‘YA ets 54 shell 23 A5
A2 & AR, 252 34 el AEE
2718 e Aslar 25)¢ AAskA] Eala Axe

ool 1§t A3te] Zw|F7| = ).

Z 2 HIS0lEAL 0| A, MSof|AM FHSIE & FI 8zl =], 7H2!H
€= Al (2017)0]| 2H5}0d.
«EAPH & upalg| =e| WlH A 7felde|c). 2HEH
«Stroll on the City» & 2 g 3}H, A& A dchzkalsich=
Lok b= BE# 27 A3l %K Flaneur)’?]
A& 2ol Fdstar Algdch Ra w24 e
‘stroll'2 ‘53 gl Bl 7hztel. o]23t ‘A S F-3ll
HHAStE AT 1A 27t BA5k= A sk
Aol A AEel Ze Jlo] k52 ulHH AApe]
Al oz vlelE 214]7] £ A 8] FA 5 olch AR FL
Stell el Eo] 4HA'e 2 49| ‘B3 gl Baial7t
oll AAE 213l Fglo] o5, ol Fslof 5= ‘ElolA
FrERUEe] F4Y Aok vhH| Lelele 2 U5
FAE 235 T3] ekollA] {35t diole 53 22
ol A A4 ‘fEtst HejelEe] FAE 3|34 doj=
HAs}= Aol dct

20174 Z7|= njE 2 =2US Hol|M 515} =HES ol st

el 2 c|AZg|o] =l
«Drawing Dome’ <Drawing Room5 «Drawing® % A|
ARz HA] 7 Lol A 2HEE B wbalel] gl cfekst
23S A st = Ak Tl ofgA| FHEHE,
I 2700] ofH Io] HUE B o] datzeleid,
27 3 oA Abaka o) of Zuta] ehvt Al A A
ol o] Aol 3 vEA A == 7 dubAo|n
A ‘B wbf'el] 3 Ao 25 E Sl B
23 A A2 whFs)of 5t L AAl= ol HA
g 4 &7k TR 53] e T T Aol
TFAH o2 FE=] o] glofol 5= TS o] %A Bojof
7tz upete 2 RE] Fulste] Bl o2 ojolx] glowA
Re )z 28, 2338 7|4 S 483 34 alefe] 19,
Fo| &8-S Lol shde] AL s A 189
Fz== zhde] A ool ohel, Bel= ukalel i3t
A Eo)7| = gt

You recently held a solo exhibition, Strolfler on the city at
the SEUM ArtSpace in Seoul, please introduce Stroller.

Stroller on the city is the fourth solo exhibition of the
Stroller series.As the tile says, the theme is strolling
around the city.I'd like to invoke the theme of the ‘flaneur
or stroller’, as in the work of Charles Baudelaire, in

my painting.In his poem, ‘stroll’ is to ‘walk aimlessly’.
Landscapes that we perceive while ‘walking aimlessly’
are just images that we see.The subject of black and
white paintings displayed in the exhibition is the
landscape of the city seen from the eyes of a stroller
who is wrapped within contemplative thought. Modern
people in capitalist society are ‘unwilling nomads’ who
endlessly have to move for survival, not ‘strollers who
walk aimlessly’. It is like data wandering around at a
high-speed, the hyper-connected and hy per-civilized
online world. The goal of this exhibition was to capture
the images of groups of modern people roaming around
the city through painting.

This year, you also displayed various forms of painting at
the Drawing Room exhibition at the Gyeonggi Museum of
Modern Art.

The Drawing series, such works as the Drawing Dome and
the Drawing Room, was an exhibition that carried out
different experiments concerning how we perceive
artwork at an exhibition. The true nature of art is to
appreciate artwork in all possible ways, regardless

of the type of artwork. Asking ourselves how we
appreciate artwork is the right way to have a critical
attitude towards estheticism. How can we overcome the
unilateral ways of appreciating the artworks that are
just hanging on awall? How should I display pictures
wherein the subjects are mysterious, as in my ‘black
and white paintings?’ I experimented with a Korean
character, ‘1.’, as the shape of the painting, so that
people could appreciate them while walking along

the corridors.I also tried a painting on a curved-shape
surface, using a screen-printing technique, aswellasa
form of scroll painting that involves the extension of a
screen by rolling both ends of the paper. I made all these
efforts not only to tell my story but to change the way
paintings are displayed.

What is aword or concept that can explain your work?
It is ‘drawing.’ Up until now, I have used ‘Drawing’
as the title of the exhibition, and for other works,
including my flat paintings. For me, drawing is not just
about ‘drawing,’ but it encompasses the entire process
of creation from drawing, carving, talking, moving,
imagining and thinking, toward producing a more
perfect endpoint.

Please tell us about the Slang Market Project that

you performed during your residency period at the

Incheon Art Platform.
The Slang Market Project will be performed during the
Open Studio period. In June, I bought slangs as audio
files from the public after a screening process. These
chosen slangs were recreated as art goods or drawings by
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collaborating with other artists. And we will sell them

at an art market called the Drawing xxx for three days
from November 10th in an Open Studio. We borrowed

a ‘purchasing collection’ system from another art
institution and wanted to see how well this system could
be applied for us. To record exact dates and details during
the project, we unveiled the progress of the project over
time on social media. I extracted the themes of the work
based on personal experience, but this time, I wanted

to create direct correlations between the works and my
experiences.To do so, I even worked in a related-industry
for a certain period of time.This was a participatory
project, visualizing another side of capitalist society that
we are not aware of.

Where do you find inspiration or motivation?
I think my ‘life’ as an artist and my experiences are my
inspiration. I am inspired either by personal experience
or by social issues.

What'’s your future plan for the next two to three years?
Just imagining my future plan makes me happy.Ialways
agonize over whether I could create better products
or whether I could continue to do art in the next
two to three years.

What’s your goal as an artist? How would you achieve it2

I work to be an artist, not as an artist. Art is not
something that an ‘artist’ does, but is found or realized in
life.In comparison to ordinary people, the artists that we
know are the ones who just work within the boundaries
of art. For now, I hover around the boundaries, but I hope
that someday I can be at the center of art. Art seems to be
amarginal thing, but it is still great.
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Drawing XXX
slang market project, 2017
Installaion view of 20717 Platform Openstudio at Incheon Art Platform, Incheon

L Xt =22l Drawing (L-shape)
800x150cm, conte on kentpaper, 2017
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£ 2 2)(H0}) Drawing (stroller)
150x300cm, conte on kentpaper, 2017
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Al Z 20|44 (3 m?) Simulation (Squaremeter)
rendering in 3ds Max, 2017

s
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I p¢ Squaremeter
330x330cm, space Installation, 2017
Installaion view of something new at AramMuri Arts Center
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Relation and Placeress as a form functions

KIM Sung woo.
Chief Curator of Amado Art Space

# Space to Place

HWANG Moonjung’s work are based on a specific place.
To be more specific, the artist expresses a certain act that
occurs in a specific space to focus on a moment when the
space is turned into a place that has a specific meaning.
According to Yi-Fu Tuan, a space is relatively ambiguous
and abstract compared to a place. A space is where
constant movement occurs whereas a place is where the
movement stops and is fixed.That is to say, when human
experiences cause a fluid movement to be fixed asa
meaning, that becomes a place. A space is close to state
before being defined with an identity and a character
and is given a value by a user and various existence

that establishes a link with that, ultimately given an
identity as a place. For a moment when a space is turned
into a special meaning or avalue, the artist endlessly
records what he observes and delicately captures it with
senses of her body to establish a structure for a certain
story. When she was staying in England, there was an
area between her school and house, which she needed

to pass by every day. She presented her interest in the
area after collecting and combining objects in daily life.
In her early work Untitled (2013), the artist collected and
classified objects with a strict criterion. By contrast, in
Between Beyond Between (2014), her interest in areas and
places began to be expanded through clearer tones and
forms. Based on research on an area of her neighborhood,
she presented a fictitious story about the area with her
imagination (Between Beyond Between, 2014). In addition,
the artist collected and edited actual data on a specific
area and presented a real but vague story. In order to
create the work, she goes through various processes; data
on the area, the artist’s imagination, a certain character
who recite the imagination and previously set speaker.
This work visualizes common memories and experiences
that are lost, crossing fiction and reality.

# Relation

HWANG Moonjung presented a point where people who
visit a space establish relations or a point which uses

a certain plant or environment as the background and
which. In other words, the artist understands a given
space by raising questions about how various relations
and structures can occur in a given space. As such, the
point where her space obtains a meaning as a place is
when she observes and intervenes in the life style of
users who use the space or ways to utilize the space and
when she establishes new relations. She looks closely
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at the criteria for ‘a place’ to exist in the view of a
stranger. In addition, the artist researches a lot of objects
that constitute the space and various forms of a user’s
environment and activities, which occur on the fringe of
the space. Furthermore, she sharply catches new forms
of relations between herself and others who intervene
in the space in order to present not only new modern
views about existing characteristics of the place but

also placeness as an intersection of various potentials
that are inherent in the relations. For instance, while
participating in Airborne Artist Residency abroad, she
researched the surroundings and life styles of local
residents. In addition, the artist set up an installation
that has a public function to support leisure activities

of the elderly, who go for a walk with pet animals in

the park (Happy Fetch, 2015) or escapes from human-
centered thought and focuses on another function of a
park, which is a habitat for various animals. By doing so,
she expanded the function and established an imaginary
environment (Squirrel Stairs, 2015, Feeding fresh food, 2015).
For an area which obtained a relatively large greenbelt
due to early city planning, she makes eco-friendly

carts which aim to raise animals and cultivate plants
(Multi-production carts, 2015).0n the basis of such creation
and activities exist spaces and she visualizes various
relations and orders that are inherent in the spaces to
obtain an identity as a place, which is distinguished
from other spaces. In other words, the artist visualizes
the inherent characteristics of a space by establishing

or maintaining or changing existing relations. In such
process, placeness is either expanded or diminished or
changed and becomes something that is in mobile forms.

# Function

In a process of visualizing various networks which
define a space as a place and a place’s characteristics,
there always exists ‘function’. If a relation is the reason
for defining a place in her works, the function isa
point which visualizes placeness that appeared above
the relation and activates the relation as the artists
intends.That is to say, a various kinds of relations that
are inherent in a space are visualized and replaced

by functions. Focusing on functions means to make

a functional instrument, which twists or expands
existing relations and visualizes relational acts at
physical level.The artist’s attitude, who majored in
sculpture, is shown in a formative structure, which is
temporarily established to forge and maintain relations
among individuals.That's why, criteria for evaluation
esthetic values of her works are defined by whether
the temporary structure performs its given functions
properly and effectively.In Camouflage, Intervention,
Assimilation (2016), by making a small-sized vegetable
garden at the boundary of another vegetable garden
positioned across from the studio, a landscape beyond
the boundary is assimilated in the form of functions,
which are capable of a real act, ‘farming’. And in How three
tress live together (2016), the artist establishes a common
structure inwhich different inhabited environments
support each other, creates a physical structureasa
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distinguished environment and collects and recycles
surrounding objects to establishes a temporary ecological
environment (Recycling & landscaping, 2016).Above
mentioned works (Happy Fetch, Squirrel Stairs, Feeding

fresh food, Multi-production Cart), which are all based on
functions, newly define a relation among users and
present placeness with exaggerated or diminished forms
of functional structures, which are considered visually
replaced relations and places.

# Place, Function, Relation

In HWANG Moonjung’s works, a place defined by a
relation among individuals and a place defined by
rational and economic thoughts are understood in a
different context. Sometimes, this grasps things that are
put on the fringe of individual’s daily life and records
trivial things or recover things that are swept away. This
is revealed in such process.In addition, by capturing
different aspects of life that can define the characteristics
of a space based on a human act and experience, she cuts
a part of it and dramatically expands and transforms it.
By doing so, alternative thoughts on life styles can be
activated. What is more, an instrument that realized

the life styles into functional forms can establish a

new relation. As such, the artist grasps various and
multilayered structures and orders that are elaborately
connected and constitute a place and visualizes them in
the form of functions. By doing so, the artist establishes
and renew semantic networks such as individual and
individual, individual and group, individual and objects,
objects and objects, which all define a place.

* KIM Sung woo worked in Busan Biennale and KongKan
Gallery, once located in Seoul (2009-2011) and major in
Curating at Goldsmiths, University of London. He has been
serving as chief curator at Amado Art Space since June, 2015.
He designed PLATFORM b.(Amado Art Space, 2015), a platform
that focuses on ‘book’ for effective sharing and delivery of art.
In addition, he planned A space owned by none (Amado Art Space,
2015), an exhibition that looks into space, place and regional
issues through Microhistory and newly diagnosed modern
values. He contemplates over the potentials and methodology
of contemporary art, which can play a role as an alternative
knowledge and plans a series of solo exhibitions to expand the
scope of private thoughts since the end of 2016.
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3,050=1,220%1,900cm, mixed media, 2017
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g2 = A Recycled Gardening
dimensions variable, objects, plants, tape, wood, 2016
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Ml LR 7 2| Al 2 The Way Three Trees Live Together
dimensions variable, wood, pine tree, soil, 2016
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2|&, 7igl, 2 Camouflage, Intervention, Assimilation
248x182=80cm, vegetable, wood, soil, 2016
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A Dancer of Movements that Search for Truth by
Contemplating the Body: CHOI Myung-hyun, leader of the
Dance Company “Myung”

SHIM Jeong-min.
Dance Critic. Criticism Historian

While he is a complete stranger to many, CHOI Myung-
hyun is a well-known modern dance artist among those
who know him.0On the surface, his dance might not be
impressive. However, if you can discern the creative
study and experiment underlying in his performance,
you will be able to feel its unique appeal, as he strictly
pursues auteurism.

CHOI Myung-hyun was born in Namwon,
Jeollabuk-do Province, Korea in 1983. He was a street
dancer as a high school student, and started to learn
modern dance at the Incheon College (current Incheon
National University). A few years later, he transferred to
the Department of Dance at Hanyang University. Since
establishing the Dance Company “Myung” in 2012, he
has been engrossed in his creative work. He was selected
as a dancer for multiple special projects and residence
programs. He successively made his debut by receiving
the grand prize at the “Young Choreographers Creative
Performance 2012.” Soon after, he won an award from
“The 6th Seoul Dance Collection,” getting into the
Singapore & Malaysia Residence Program.In 2015, he
premiered The Room of Thought: Expiation and Communion
as an artist in residence of ZK/U in Berlin, Germany,
garnering favorable comments. In 2016, he got into the
Space Factorial Residency Program.And he was invited
to the 10th Seoul Dance Collection to put on The Room
of Thought: Expiation and Communion at the main hall of
Daehakro Arts Theater.

This year, he became an artist of the Incheon Art
Platform Residency Program. He spent an extremely
productive summer by introducing a total of 12 works
over four days, on June 24th and 25th and on August
12th and 13th. Those works include his major works,
new pieces of his company’s members, and the works
of specially invited non-Korean dancers.I would like to
highlight the meaningful works among them.

One of Choi’s earlier major productions was The
8thDay, which premiered in 2012 and was performed on
August 13th. He found inspiration from the cave analogy
in Plato’s Republic. This performance contemplates how
people’s awareness and perception change through clash
and communication. It clearly shows movements that
seelk after truth by contemplating the body, which is
Choi's distinct signature. In a dark place like in a cave,
one man (CHOI Myung-hyun) meets a shadow reflecting
his shape, circles within a limited space, and makes a
dull sound using all the parts of his body. These acts draw
upon images of inner conflict and disturbance through
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external movements. Without conspicuous techniques or
unnecessary motions, his movements are taken within
our hearts through this gem of serious contemplation.

The lights illuminating the space with the man in
itwere designed to organically consider the number,
angle, and timing of the lights, intensifying the mood
and images of the performance.It is noticeable that
those lights are fit the theme of the performance better
than expensive fancy lights. It is no exaggeration that
this work is the collaboration of dance and light. Choi
is known to have professionally learned illumination,
which proves once again that learning in one’s youth isa
valuable asset.

The Sound of Mind (premiered in 2013) is
indispensable when we talk about the major works of
Choi, although this work wasn'’t rerun.This work gives
visual form to various human emotions. In particular, it
focuses on the body parts used for emotional expression.
Anger causes headache, love makes our hearts pound,
pain causes stomachache, and smiling drives energy to
our lips. Based on these universals, he translated human
emotional expressions into motion. For awhile, CHOI
continued to observe and study the essential elements
that make humans humans. This work is an outcome of
that study.In fact, it is the representative work among
all his experiments.

What heralded the maturation of Choi's creation
was The Room of Thought: Expiation and Communion,
which premiered in Berlin, Germany in 2015 and reran
at the 10th Seoul Dance Collection last year. On June
25th, it was presented at Incheon Art Platform as
well. It contemplates disappearing entities that used
to exist, be they humans, animals, natural objects or
artifacts, through a solemn spiritual ceremony.Among
various props, an apple is the first to be cut out with a
knife, signifying a dying vitality.A candle symbolizes
things that evaporate or are burnt to disappear. A black
stone, which appears as incredibly hard, is also set
to be weathered by water and wind over a long time
and disappear at the end. A red thread represents ties
between people in Buddhism, and ties that can become
disconnected or withered away. But the performance
concludes that disappearance does not mean eternal
severance, but is just part of a limitless circulation,
which echoes the concepts of the after life or samsara
in Buddhism. The work shows upgraded artistic
values since it integrates all the results of continuous
observations, studies and experiments, but empties all
the unnecessary factors at the same time.

On August 13th, Them was led by LEE Ren Xin, a
Malaysian dancer, and members of the Dance Theater
“Myung”, including GU Bon-jun, Gang Han-na, GO Il-do,
and LEE Byung-jin, participated as co-choreographers
and dancers.Within a big framework, they respectively
present inspirations from Number 264 by Jackson Pollock
and their answers to questions, including whether the
arts are necessary for societies even when people cannot
either live or die. A group of two women and three men
stay in tune and freely cross over to a pre-set composition
and impromptu. While maintaining the extemporary
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and unconstrained characteristic, they maintain a series
of links between them by caring about and considering
each other.This work is encouraging in that all five
dancers are deeply aware of the larger framework, which
is essential for making impromptu on-stage movements.
In particular, LEE Ren Xin played as a hidden leader,
untangling movements when they are too entwined or
get stuck.But, that novelty and creativeness become
significantly weakened as the acts approach the end of
the 20-minute-performance. Dance Theater “Myung” has
an internally condensed style due to the influence of Art
Director Choi.Thus, collaborations with external dancers
are required to mitigate the concentration extrovertly.

On the same day of August 13th, Norimatsu KAORU
and Tetsuda EMI from Japan made a duet performance
titled The Virgin. Two extremely obese female dancers
show themselves as they are, with wobbling fat bellies
and thighs.They displayed a characteristic of sincerely by
plainly throwing around theirwhole bodies throughout
the performance, Sometimes, they make their face
similar to Hannya, the Japanese mask of a female demon
who died with resentment. They also grind bananas
with milk and ketchup in a blender and drink it away.
Norimatsu KAORU, who is also a choreographer, says
that she uses bananas as a symbol of the masculine or
sex when she addresses the cruelty of sex, which affects
young girls. But their big-sized bodies, which are too
conspicuous, shift the focus toward the bulimia, obesity
and sex of those women. Indeed, they even lift their
skirts up and exposed and shook their belly boisterously.
Their creation style, which exposes embarrassing body
parts boldly or even nakedly, is hardly found among
Korean female dancers.

The most basic elements of dance creation include
motion, lights, stage art, and music. Choi has steadily
observed, studied and experimented with the relations
between these elements. And a series of these processes
were accumulated and formed into a contemplative
body that creates movements that seek after truth. That
Choi is the one who can express this work the best is his
biggest strength, yet also the weakness of his creative
style.Indeed, the works of Choi can be evaluated in two
ways. Works where he choreographs and dances alone
show his endless pursuit for truth and contemplation.
On the other hand, works in which other dancers
come in haven’t been able to deliver the entire images
and feelings of Choi.Now, he is facing challenges to
thoroughly manage being able to dance himself for a long
time and also find other artistic personas to use.

CHOI Myung-hyun is on the right path asa
choreographer, considering that he is steadily creating
new works from a long-term prospective, which is
hardly seen among recent young dancers who boast
ideas, unique characteristics, or senses. Choi’s path
toward analogue and essential dance is not splendid, but
will not be shaken or collapsed easily.
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From the above, reviews on The sthDay, Them, TheVirgin
are excerpts from my article on the September 2017
issue of Dance Forum.

SHIM Jeong-min is a dance critic and criticism historian, and
used to be a member of the Korean Dance Critics Association,
research professor of Korea University, executive director of
the Society for Dance Documentation & History. She has given
lectures at several universities, including the Korea National
University of Arts, Korea University, Hanyang University, and
Chonbuk National University.She also wrote Bemutiful Male
Dancers Who Graced Dance (2011), Criticism and Appreciation of
Dance (2015), and Story of Survival asa Dancer in New York - Revised
Edition (2016).In addition, she has contributed to numerous
media outlets, including dance magazines such as Monthly
Cheom, Dance Forum and others such as Sisa Journal, The Weekly
Hanhook, and Kyosu Shinmun. Furthermore, she has been a juror
and evaluator for major organizations such as the Arts Council
Korea, Seoul Foundation for Arts and Culture, Korea Arts
Management Service, Korea Performing Arts Center, Korea
National Dance Company, Korea National Ballet Company, and
Korea National Contemporary Dance Company.
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15min, Performance at Incheon Art Platform, 2017
SR 0|8y, Ny, FEE, e, Lee Ren-xin

Joint chorecgraphy by LEE Byungjin, KO lido, Koo Bonjun, Kang Hanna, Lee Ren-xin
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£7| Turn
15min, Performance at Incheon Art Platform, 2017
b ZIEf#| Choreography by KIM Tashee

Dance Company MYUNG

233




gl g|o} Dilemma Melting
15min, Performance at Incheon Art Platform, 2017 15min, Performance at Incheon Art Platform, 2017
ek D2l & Choreography by KO lido ek £{HS Choreography by CHOl Myunghyun
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2EtE 2 lgnited Body AlE Attempt

24min, Performance at Incheon Art Platform, 2017 19min, Performance at Incheon Art Platform, 2017
S0 2HH, 7128 L2|0px, ofio] BjZC} Ol O|H & Choreography by LEE Byungjin

Joint choreography by CHOl Myunghyun, Kaoru Morimacheu, Emi Techeuda
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Dance Company MYUNG
dancer1983(@nate.com
www.facebook.com/dancecompanyMyung

Recent Performances
«{Unfinished Choreography Project, Incheon Art Platform, Incheon, 2017
{Korea-Japan International Exchange Project: - Between Object and
Human, Incheon Art Platform, Incheon, 2016
Seoul Dance Collection 10th anniversary Winner performance: -
The Room of Thought: The Expiation and Communion, Daehakro
Art Center, Seoul, 2016
«Asia Tour Performance - Sound of Feeling,
Nanjing Performing Arts Center, Nanjing, China, 2016
«New Dance for Asia: - The Objectified Life,
Sogang University Mary Hall, Seoul, 2016
«The 35th International Modern Dance Festival: - Sound of Feeling,
Arko Art Center, Seoul, 2016
ZK/U(Zentrum fur Kunst und Urbanistik) Residence Showcase: -
Metamorphosis, ZK/U(Zentrum fur Kunst und Urbanistik) Main Hall,
Berlin, Germany, 2016
Dance Company MYUNG 2015 Repertory Gray Codell:,
Incheon Art Platform, Incheon, 2015
«Fukuoka Dance Fringe Festival - Sound of Feeling, Fukuoka, Japan, 2015
35th Festival International De Danza Contemporanea: - Extinetion,
theater la PAZ, San Luis Potosi, Mexico, 2015
2014 Platform Choicer - The Time is Weight,
Incheon Art Platform, Incheon, 2014
M1 Contact Contemporary Dance Festival - ZERO, Esplanade-
Theatres on the Bay, Marina Bay, Singapore, 2013
«'MOTION International Dance Festival: - ZERO,
Damansara Performing Arts Centre, Kuala Lumpur, Malaysia, 2013
2013 Platform Choice: - There is no Sea,
Incheon Art Platform, Incheon, 2013

Residency
Incheon Art Platform, Incheon, 2017
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Question About the Heart, Neuroscape

KIM Jinho.
Professor at Andong National University

PARK Seungsoon and LEE Jongpil,
Creativity and Collaboration

PARK Seungsoon graduated from Korea National
University of Arts and is in the MA program at KAIST
Graduate School of Culture Technology. He thinks

of himself as an electronic music-based installation
artist. His experience at the Graduate School of Culture
Technology nurtures his technological/scientific
concerns about installation art. He studied art
management at Korea National University of Arts.He
seems to have crossed over seemingly irrelevant fields.
At least, it seems so0 in terms of Korean convention.

Let me here point out something that may make those
remaining within such convention feel uncomfortable.
The fact that crossing disparate fields may be the source
of creativity. According to Howard Gardner, the wisest
human is exceptional at creating links across numerous
domains. English cognitive archaeologist Steven Mithen
deems such ability the quintessence of creativity.I hope
Park further nurtures his creativity.

If one man cannot sufficiently develop such ability,
two people can collaborate. Collaboration happens when
one cannot solely perform a complicated or creativity-
requiring task. For instance, the range of objects that
science investigates is very complex and diverse, while
creativity is required in the process of investigation.

If it becomes too much for one researcher to handle, a
collaborative research is called for. Artistic creativity
today also often transcends the level one individual can
embrace, devise, and materialize alone.

The subject matter Park must have contemplated
when producing Neuroscape was also creative. It was
onerous for one artist to take on.This is the reason
Neuroscape has another producer, LEE Jong-Pil. Lee
studied algorithm at the College of Engineering at
Hanyang University and is in the PhD program of the
aforementioned Graduate School of Culture Technology.
As a researcher of artificial intelligence, Lee joined Park
in the production of Neuroscape, which requires the
ability to traverse disparate fields and create links across
various domains.

Neuroscape

Neuroscape was produced in collaboration between
Park and Lee. Inside the space this work is exhibited
in, a receiver that looks like a human skull receives
orders to take screenshots and produces screenshot
images of the video presented in front of it.The order
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to take a screenshot is given by the audience through a
transmitter. The information captured by the receiver
is linked to the data saved on the computer, and printed
as a specific product. For instance, it captures a sea-
related video and prints photos of sea or water.The
printing is processed through 6 display units installed
in the exhibition space. For this production, Lee brought
in 50,000 images and 50,000 noises that exist as Google
data. 527 related linguistic categories on Google were
also brought in. An algorithm called ‘word to vector'

is installed in the computer to link the captured
information with the saved data. It is an algorithm of
connecting the previously saved 50,000 images to the
newly captured images as mediated by language.

According to Park, when the computer used for
Neuroscape prints out the result, the audience sees it
and can practice critical thinking on various issues.

The computer sometimes prints results that may seem
peculiar to the human perspective. For instance, it sees
an image of the sea and prints out fire, Why would that
be. Did the computer make a mistake, or did the humans
fail to understand the deep meaning of its process of
association. This is Park’s critical issue. Park wishes that
Neuroscape will stimulate the thoughts of many people.
The issue here is mostly about the heart or recognition
process of humans and machine. When AlphaGo
defeated Lee Sedol with a divine move, many people

did not comprehend its meaning. Even the expression
‘divine move' is in fact a humane term. AlphaGo could
have made a mistake. It could be that although itwas

a mere mistake, Lee Sedol panicked and thus lost.In
regards to the prints of Neuroscape, we could judge them
as mistakes, or conclude that the machine has made
peculiar connections that we are not able to think of.

The people watching Neuroscape in the exhibition
space could be pondering over this eccentric or unique
printing.In that it has a peculiar appearance and in that
we can see it, Neuroscape is an artwork. If the printed
result dons the form of sound, this work is a sound
art.In that it presents people subject matters to think
about, this is conceptual art. In that it is charged with a
specific algorithm and in that it can supplement human
cognition, it is an artificial intelligence machine. In
that it has various meanings and presents various ways
of existence, and in that it extends across various art
genres, Neuroscape is a hybrid composition.

Although an installed machine, instead of an
object of a traditional sense, materializes the nature of
exhibition for Neuroscape, what is more important than
the material machine is the sense of awareness the
audience gets in regards to the operation and operated
result of the machine.This work succeeds the radicality
of Park’s previous work, SLCAT: Sound/Landscape Cognitive
Ability Test. Faced with SLCAT, the audience pays more
attention to the survey proposed by the computer than
the appearance of the computer in the exhibition space.
The artist makes the audience hear some sound with no
visual landscape, and asks what that sound is, where
one can hear that sound. People answer the multiple-
choice questions using the keyboard.Many were not
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able answer correctly. The average score was 44 out of
100 points. According to the artist, ‘an exhibition in the
form of a survey’ was produced under the concept of ‘an
exhibition with no artwork’. The most important element
in the Neuroscape exhibition is the audience’s process

of thought, which may be more software-like than the
survey. In fact, the process of the Neuroscape computer’s
operation is not visible. Only the printed result is visible.
The printed results and the skull-like receiver may also
be exhibited works, but if the audience does not think
about the result, the exhibition is extremely zombie-
like. Only the audience’s act of thinking can make the
exhibition into something more than a zombie-like
operation. In this sense, Neuroscape is interactive in

a very software-like way.It presents a very peculiar
methodology of interactive art. Interaction happens in
between the audience’s brain and the machine.

The Heart of Machine and the Heart of Humans

Neuroscape is also a science experimentation tool. It
teaches us about the nature and operation method of
machinery’s heart and leads us to speculate about the
nature and operation method of the human heart. The
computer of Neuroscape performs a specific artificial task,
and as long as it does, it is presumed to have a heart.The
components of this computer’s talent or heart are the
50,000 images, 50,000 sounds, 527 linguistic categories,
and algorithm. An organism has sensory inputs, which
serve as the ingredients of the heart and trigger the
operation of the brain.The computer of Neuroscape also
has sensory inputs.They are the screenshot images of
the given video.Faced with a certain object, an organism
almost immediately senses it.On the other hand, the
computer of Neuroscape is able to initiate its sensing
process only after it receives an order from the computer.
From the perspective of humans, the computer
of Neuroscape is presumed to not perceive, but sense.
Perception is comprehensive, and sense has an atom
value. When a human sees an object, for instance
a madeleine, s/he puts together all the sensations
regarding all aspects of it, such as its color, shape, smell,
the plate it is put on, the table the dish is placed on.In
sum, the human perceives.Watching a video presenting
all these scenes, the computer of Neuroscape isolates
one sensory element away from everything else and
prints it out.The computer would only sense and print
the madeleine, or only sense and print the plate.The
term ‘sense’ indicates that some of the elements of the
captured material are being ignored, that they have not
been put together. As such, the computer of Neuroscape
is presumed to depend solely on the senses. This is the
difference from humans. Park Seungsoon and Lee Jongpil
can further think about the significance of Neuroscape
as they further recognize and contemplate such various
differences between machine and human.We can endow
the given object with an infinite variety of meanings. So
is the case with Neuroscape.
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Tmin, single channel videa, 2 channel sound, 2017

42|/EH 21x|=2 T} SLCAT: Sound/Landscape Cognitive Ability Test
image, sound, Google forms, 2017

a2 HOlL | Random Access Memories

NEUROSCAPE |: <Random Access Memories:
dimensions variable, mixed madia, 2017

S 2F At~ Ho|L Artificial Soundscape

20min, 2 channel vides and sound, 2017
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FEAHO|L | Fountain 2017:
NEUROSCAPE II: <Fountain 2017

dimensions variable, mixed media, 2017
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FEASHO|L I sMourning the Victims of Sewal Ferry Disaster:
MEURGSCAPE Iz <Mourning the Victims of Sewol Ferry Disaster:
dimensions variable, mixed media, 2017
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NEUROSCAPE: Soundscape Design Based on
Multimodal Connections of Deep Neural Networks

The advent of recording technology has recording sound possible,

and the movement to utilize environmental sounds as material

for composing experimental music an a natural extension of this
development. Through the development of recording technology, large-
scale audio data has been accumulated by ordinary people, and everyday
sound recordings or video recordings have been uploaded to various
internet-based resources. To hierarchically classify and search such large
scale of audio data, a machine learning method or creative retrieval
method using a neural network algorithm has been proposed in the
field of Computer Vision and Music/Audio Information Retrieval. In this
paper, we propose a “NEUROSCAPE" system for artificial soundscapes
based on the multi-modal connection of deep neural networks.
"NEUROSCAPE" detects elements related by word through label
detection algorithms by inputting landscape images of a city or nature.
The detected words are calculated by 527 categories of audio data set
keywords using a GloVe algorithm. The detected keywords retrieve

the most relevant audio files and images from the final sound library
through a sound-tagging algorithm. Through this system, we proposed
three artwork formats: artificial soundscape, mixed-media installation,
and experimental music and performing arts with choreography.

First, based on scenery images collected from Incheon, Kassel, and
Munster, we experimented with reconstructing artificial soundscapes
by mapping with detected audio and comparing artificial soundscapes
with real soundscapes. Second, the mixed-media installation allows
users to capture desired landscape scenes and control the sounds.And
third, we composed experimental musical works based on 60 audio
samples detected from 10 scenery images and presented performances
witli choreographers. In this study, we confirmed that “NEUROSCAPE"
can be applied to artificial soundscape composition and art by producing
three formats of works applicable to exhibition and performing arts.
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Education
M.8. in Culture Technology, Korea Advanced Institute of Science and
Technology (KAIST), Daejon, 2018
B.FA.inArts & Management, Korea National University of Arts, Seoul, 2012

Discography
W.W.W.., IDEAN, 2015
IDEAN Compilation Vol.1 :PLAYING CARDS:, IDEAN, 2014
{Life Particles(Rework):, IDEAN, 2014
Nexus , (Nexus Remix, IDEAN, 2013
«Cosmos , IDEAN, 2010

Recent Performances and Projects
Theatre :Dream Time Composer, National Theater
Company of Korea, Seoul, 2017
Puppet Show «Invitation: Mr.Kim: Composer, PLATFORM-L,
Seoul, Korea, 2017
Theatre «Voices Composer, National Theater Company of Korea,
Seoul, 2016
Puppet Show «Invitation: Composer, Wooran Foundation, Seoul, 2016
<NEIN FEST 1: Co-Director & Performer, IDEAN, Seoul, 2016
Movement Theatre «Forest of Sound: Composer, Asia Culture Center,
Gwangju, 2015
AQUAPHONICS V1, 7th World Water Forum, Daegu/Gyeongju, 2015

Recent Group Exhibitions
Sense of Rhythm,, Wooran Foundation, Seoul, 2017
«Getting Arty with Science 2017:, KINTEX, SEMA Gallery, Platform-L,
Ilsan/Seoul, 2017
{Tell Us Your Stories:, IAP, Incheon, 2017
«Goodness Culture: Life Ideologies from Batilo, Nonbat Gallery,
Heyri, 2017
JAP Short Stories, IAP, Incheon, 2017
«th Korea-Indonesia Media Installation Art: Dialogue with the senses:,
Galeria Fatahillah, Jakarta, Indonesia, 2016
Wooran Special Exhibition 'Flat Form: Gyubang", Project Box SEEYA,
Seoul, 2016
Davinci Creative 2015, Seoul Art Space Geumcheon, Seoul, 2015

Publication
FNEUROSCAPE: Soundscape Design Based on Multimodal Connections of
Deep Neural Networks,, KAIST, 2017
FTAQUAPHONICS V2 Documentation W.W. W, , IDEAN, 2015
MWeight of Thoughts,, Cotton Field, 2013

Awards and Grants
Getting Arty with Science 2017, Korea Foundation for the Advancement
of Science & Creativity, 2017
ICT-Culture & Arts Contest, National Information Society Agency, 2016
2015 DAVINCI CREATIVE, Seoul Foundation for Arts Culture, 2015

Residencies
Incheon Art Platform, Incheon, 2017
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For Playing of Communication,
between Falling and Rising

HWAMG Hei-rim.
Film Producer

As a performance artist as well as an actress on stage,
the work of SEO Youngjoo reminds us anew how
languages in art creation can vary. SEO’s original stages
are freely mixed with multiple artistic styles such as
dance, music, and images based on play and themselves
are dynamic conversations between the styles as well
as the playing of communication itself which actors/
actresses and audiences construct together. Deviated
from conventional dramaturge, SEO Youngjoo's plural
performance projects are not easy to be described in
words, but here I try to point out several elements in
her works as an attempt to understand the world of SEO
Youngjoo as an artist.

Puppets, Creator’s the Other Self or Persona

The one thing we can find in SEO Youngjoo's works is
usage of puppets.Puppets that have been on SE0’s video
works including stage performance projects seem to

be SEO Youngjoo's the other self. In her Falling of the
Paperman, a paper puppet ‘Paperman’ walks toward a
cliff. Her another work, Pappet (2016), a music-video-like
shortvideo, shows a bald puppet moving and seemingly
doing lip-synch to the song that SEO composed. Made
with layered papers, this puppet gives a sense of three-
dimensions and is called ‘Sseo’ or ‘Sseor’. It has appeared
on other stage projects including Movement, Untold Stories,
Born Play: In Here, Oasis Cafe and etc.

It seems to be natural to act through a puppet for
SEO Youngjoo who majored in sculpture and act and
this usage of puppets has been founding her world
of performance projects by adding various formats
like marionette shows, shadow plays and animations
with moving objets. The puppets have been newly
produced for each project, but the concept of the puppet,
sometimes called paperman, known as Sseor in general,
can be defined as repetitive character appearing in her
worls to represent the creator SEO’s thought and inner
side. Whether it is a video without SEO Youngjoo on it or
it's a stage performance appearing with SEO, her puppet
sings and moves while it speaks for what SEO can't
directly speak up.

For example, Falling of the Paperman reflects the
anxiety of life as the puppet experiences virtual falling
after facing the wall of reality or its own limit, but Sseor
sings “the mind barely understandable, the mind barely
reachable”(written and composed by SEO Youngjoo,
from the song Mind) as it paradoxically reveals its ardent
desire to communicate with someone and with the
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world.This anxiety and desire become the basic frame of
her story and produce the point thatwe, the audience,
can sympathize with.The puppet, then, is the creator
SEO Youngjoo's persona, and one of her ways, an agency,
to communicate with the world.

Stream of Consciousness or

Emotional Language Containing Feeling
“Like ever-rising buildings / Grown up in city civilization
/ educated in our bones / things to become more difficult
than dying/ are choices, choices” - SEO Youngjoo, from
“Monologue on Falling”

“Never forget / you have walked step by step / toward the
invisible place / believing in someone waiting for your
hands / in the faraway darkness” - written and composed
by SEO Youngjoo, from Pappet

Including her songs written and composed by herself,
most of her languages we meet in her works seem to
be stream of her consciousness or emotional languages
reflecting her feelings rather than logical ones.

This private language revealing creator’s thoughts

on existence and life, like lines from a poem or a
journal, or meditative monologue or songs, dominates
her works. Conversations or the comprehensive
narratives of her works also are rid of conventional
story-telling composition showing certain events or
development of emotions.

For the reason that it doesn’t allow us to follow
who, when, where, what, why and how in order, the
audience who sees SEO Youngjoo’s performance for
the first time can feel unfamiliarity. However, the
one sentiment gradually appearing out of these vague
languages is the creator’s concern ‘how to go out’ or ‘how
to meet the world.’

This concern is also one of her reasons to meet
the audience with the interdisciplinary performance
creation after her debut as an actress.SEO Youngjoo was
an emerging star of independent film in the middle of
the 2000s for staring in the short film Feel Good Story (2004)
and her first feature film Milky Way Liberation Front (2007).
After her debut, she starred in films great and small such
as Myselves: The Actress No Makeup Project (2011), Born to
Sing (2013), Revivre (2015), The Puller by Steven Kwang (2016)
for original roles, and during the whole time, she has
consistently made projects, directed, starred for video
worlks and performances. In the reality of film industry
in which starring in even one film takes too long and
most films are dominated by male-centered scenarios
which limit actresses’ career, SEO has produced herself
a play and playground where she can share her stories
with the world not just waiting for a chance to come.

Although we don't comprehend SEO Youngjoo's
whole career as an actress and a performance artist,
we can find her languages revealing the life process
of devastating in front of the wall of reality and then
getting back up again as well as the concerns and
anxieties of someone in thirties, keeping questioning
herself where is her place in this world.The more we

SEO Youngjoo 2 53
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take close attention to her languages, the languages
sound more touching. Like her performance title “Scars,
Untold Stories,” her works make us look back our wounds
previously hidden and question ourselves if we are fine
in “here” and now.

Dance or Gestures. Play of Communication and
Solidarity through Performances

Languages containing SEO Youngjoo's concerns and
questions become richer and clearer when they are
staged in dancing or gestures, that is, in performances.
Sometimes slowly, sometimes rapidly, those gestures
including walking, running, stomping, clapping, the
chain of their moves and stops, their variations, too,
remind of each individual’s complications in one’s daily
lives always struggling to go for utopia from “here.”
The movements especially repeated or varied in SEO
Youngjoo's performances are symbolic. They seem to be
endless wriggling to live a day in competitive society

or to become invisible wings fluttering to fly over the
limit of reality which recalls LEE Sang’s The Wing. Her
performances, then, prove that various stories and layers
of emotion can be expressed in body gestures only.

SEO gathers performers together with actors/
actresses and non-actors/-actresses at a pre-workshop
in order to create multiple group motions. Her directing
process creates performance itself not just being a one-
way ‘show.’ Expressing falling and rising that real people
have experienced in their own lives, the performance
becomes a space for the performers to share their
wounds and be consoled while it exists as a play itself of
communication and solidarity.

Actor, a Being that Plays and Acts

In order to confront and overcome anxieties and wounds
of life, SEO Youngjoo acts and ‘plays’ while she creates a
playground by herself. She isn't satisfied with here and
now, but she exists as an actor who creates, dreams and
acts hoping for something better somewhere else.If the
world is a stage, we are all actors who create and act the
play called life on the stage. We meet a lot of limits, so
we fail, but we rise up again. SEO’s play, then, makes

us possible to express our emotions and our repeated
attempts and this whole process awakens us that we
dream and play with our whole body giving a moment of
sympathy to the others. I hope, in that sympathy, that
we can share a little comfort that makes us rise up again
toward “fail better” over a failure, as Samuel Beckett
once said in his Worstward HO.

* HWANG Heirim had worked for Cine 21, a film weekly, from
1997 to 2003. Later she has worked for Green Film Festival
in Seoul, Seoul International Architecture Film Festival,
and the Seoul International Food Film Festival, which she
currently works for as a programmer. She is also a producer
of Metaplay, the film company, in charge of producing and
distributing independent films. Her works as a producer
include Sanda (2013), The Truth Shall Not Sink with Sewol (2014)
and The Voice of the Voiceless which she is eurrently working on.
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2 AbR, 20pA| A FHH| Sand Shower Cafe de Dasis
T0min, Performance at Incheon Art Platform theatre, 2017
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o0& Bt o) &2fjo| 2017 Barren Sea, P play 2017
happening, performance, 2017

Peformance at Si-do, Incheon
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S0j2t Mc E 80} Two Ways Beyond the Hole
1Smin, variable installation & performance, 2017
Performance at Incheon Art Platform theatre
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ojoodog@gmail.com
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Education
M.F.A. in Acting, Drama, Korea National University of Arts, Seoul. 2009
B.FA.in Environmental Sculpture, University of Seoul, Seoul, 2002

Recent Exhibitions and performances
{Two ways beyond the hole installation performance,
Incheon Art Platform, Incheon, 2017
2017 Platform Artists:, Incheon Art Platform, Incheon, 2017
Tell Us Your Stories:, Incheon Art Platform, Incheon, 2017
Art Ground HQ Opening Solo Exhibition (BORN PLAY: IN:,
Art Ground HQ, Ulsan, 2017
Record of interferes OH Youkyeong=SEO Youngjoo Performance,
Gallery CHAPTER 1I, Seoul, 2017

Recent Performance and Project
P play2017- Face to Faces, Incheon Art Platform, Incheon, 2017
P play2017- Cafe de Oasis:, Incheon Art Platform, Incheon, 2017
2016 Platform Artists), Incheon Art Platform, Incheon, 2017
Born Play: IN HERE:, Incheon Art Platform, Incheon, 2016
:Notice Piece: From Here to There, Incheon Art Platform, Incheon, 2016
«Scars, Untold Stories:, Ulsan Bukgu Art Studio, Ulsan, 2016
Movement, Untold Stories, Ilsan beach,
Ulsan Bukgu Art Studio, Ulsan, 2016

Recent Performance Directions
2017 Seoro public readingy, Seochon Space Seoro, Seoul, 2017
#Falling in the Cafes, Live Hall SAMS, Seoul, 2015
A Fall,, Bomundong Rooftop Theater, Seoul, 2014
Who Am I, Where Is Here?, Seoul Citizens Hall, Seoul, 2014
Play BJR - Home, Bomundong Rooftop Theater, Seoul, 2014
Miryang Night - The Halmae dances, Alternative Space COP, Seoul, 2013
The Halmae dance:, Yeongnamnu, Miryang, 2013
Seoul International Women's Film Festival :Falling of the Paperman;,
Sinchon Artreon, Seoul, 2012

Recent Full-length Films
«The Pulley by Steven Kwang, Directed by Ha Myung-mi, 2016
Revivre:, Directed by Im Ewonr-taek, 2015
Born To Singy, Directed by Lee Jong-pil, 2013
Modern Family - In Good Company», Directed by Kim Sung-ho, 2012
Myselves: The Actress No Makeup Project:, Directed by
Bu Ji-young & Seo Young-joo and more, 2011
Read My Lips:, Directed by Yun Seong-ho, 2010
Milky Way Liberation Front:, Directed by Yoon Seong-ho, 2007
«The Host, Directed by Bong Jun-ho, 2006
Sympathy For Lady Vengeance:, Directed by Park Chan-wook, 2005

Awards and Grants
The 3rd Mise-en-scene Short Film Festival, Award for Best Acting,
Mise-en-scene, 2004
The 2nd Great Short Film Festival, Special Three Actors,
Cinema Sangsangmadang 2008

Residencies
Incheon Art Platform, Incheon, 2017-2016
Ulsan Bukgu Art Studio, Ulsan, 2016
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The Show Must Go On, Questioning and Failing Again
AND Theatre Creative Economy-Ep. Public Theater

JEONG Jinse.
Theater Director

Between Documentary and Drama

AND Theatre’s Creative Economy-Ep. Public Theater is an
extended version of a play performed at the autumn
festival of Hyehwadong Ilbeonji, a director led coterie
theatre company in Korea.Just like the original, the
extended version started from the director’s idea that
“it would better if creative activities could contribute to
economic activities.”

Technically, the purpose of the Creative Economy
series is not criticizing or attacking the creative
economy policy of the Park administration. Rather,
it was to find out whether a neo-liberalistic attitude
would work in plays as well. Simply put, the aim of the
creative economy was to create new industrial drivers
through creativity and imagination. But, for some
people, the creative economy translated into “making
efforts in vain” or “irrational production activities”, in
other words, “pointless activities.” On the surface, the
creative activities of artists may seem to be the same
as the creative economy. However, the characteristics
of creative activities vary depending on the values
that artists pursue. Depending on the perspective,
the creative arts could be economical on one hand or
uneconomical on the other.

Although the director called for living a life as a
laborer instead of an artist by applying a principle of
“competition” to the team, the team members refused it.
A “survival reality” format was applied to the play to give
it commercial appeal. However, the desperation that the
words “survival” and “reality” imply loomed larger than
the format itself. In addition, the “funny yet sad” stories
of the players shook the audience in a strange way, the
people who would determine the fate of each member.
Individual narratives altered the play genre partially
from documentary to drama.

As the director put it, the work at the small theatre
failed. Despite the intention of the director to address
the structural issues of economy, this play depicted the
economy as an existential issue, talking about theatrical
people’s living costs. Nonetheless, identifying distorted
parts in the lives of artists (laborers) by showing the
economic activities of individuals was a valuable
achievement for this play, as individual issues can be
political issues at the same time. For a troupe that doesn’t
fear failure, the experience of the creative economy has
become a precious asset.

o= u0{Ed 264

ZEn} AT HE A
A5 oloiylol AxAAE FFRIFHOE o] S
T2 7] gk 7] Hel i i) A 5o
AR 5ol & 5 357, 5= A E S et = T3t
ZAANE S =905 = 2. A vkl o] Bl =3 oS
T4 s 2 ek 18005k flo) 2l HER} A0l 52 ‘B
Foff’ ol datallEAlE 7} HFojal 2] 7137 A S ofElE
7hgtol e}, o] dlell = & 49 2] AL Ik S T3] el
Ao zM, 2t B Al A 318 eldel ‘AR =1 ‘245 9
52 i

Hztol| A 7ol Foddid o= Mojeje] FAUES
ulx] TVE 2 I8el ‘LSuleey’ o] = 2 F AR 7 e
gdslgic) o] 52 3 2 Tt BRo] EoA 7} Blo
2| xH Z o -2, =2lulE a2 JF-E sk
7|8A & 225 dJake Ballskar, A A 3]0 5 A sE = 5o
Hsbylz] gigko v 2 F2| Sl ho{ Stk Alo] o] FAal A
AE AL =28 §h Aot}

FZAA_FTFAE Aulold o 5 =2 Tl
A2 nfam Zublz] B4 &2 38R T oAl Ee
E3HgE S = o] Qhgtel| A o7 gle] =2k HE2
A 2 7ke] o] A(RR)S =& W z|qt E3)5}A] eigksr,
Al o] A whAlel| = 7] FEA] ok2 Sl o)
z}zh Sk o|11= WiE 27t WA Z25o] ZstAl
LARE, ol | o2 ATl A o =|gle] =2i5)ke)

ol EHH, o AT L AT S EFE AHAS| T
e o] AHshe FALsle <o) nte] AU S
743lA) G4 3, ol 2HF 2 HAE Fubel| Sl o)
Ao A £3]5hn Yutd el AFAAE 27| = ik
o2 7§ HAdd i 2 AR S dA7|E
3, ol AsHS AR o 2 vlrlR = AT E 1
Azl o 2 ¥ul 7hzte] €152 ula] Hief| A 2]
siexole H A3, Aule]d A5AILS S7]5 A
A Aoz}

alab=gl AL zgjo] Sl = zizke] i EAL S
71 ko2 Eesl F2 Adg e mg S AFHo=
= Wrhs AL Sk ‘Be] Al T8 7|ute 2§
AL S5t A5 S FF dHF AN A2
Z3157] 2 vl AR TAE By Frh Sk 4l
= EAIE Holu) Az 2 vl 7 0 = Sl ARR-Ek gk
FESete] Hing BojFalr), Az 2 AE = c2lufdA
Hloju} A1 4] -F-=9) =) 7l gl 9] A}3] 2] Al S H3)5)=
gHE7 uke] A2 AR, S5k ‘s07'S Hifj= gl $-3} 9
ubal 0 2 Alsbup S Mok Alz|of] ok ubgl ofolr] &
A3y ol 2915 o2l = 2§k F o)A gk k=gl
G 28 JuisA] £} rlA o2 Skl e=aol )’

Between Competition and Solidarity
Based on the outcome, the stage of the Creative Economy
was expanded to a public theater.The basic format
was the same as the original play.Applying the same
economic principle of unlimited competition with the
same question: can creative activities also be economic
activities? The contest-style setting was further
improved as a winning prize of 18 million won and
the Namsan Arts Center, a stage all theatrical people
dream to be on, escalated the participants’ tension and
thrill. Also, the way of calling up the four participating
feams to the stage one at a time revived the principles
of “competition” and “conflict”, which had faded
from the previous version.

Each member of AND Theatre, the participants of
the original play's competition, helped each team like the
producers of “Show Me the Money,” a rap competition
TV show in Korea. For a month, they supported each
team separately as reporters, actors or actresses, and
dramaturgs. They were the staff and mediators between
the organizer and the participating teams because they
also wrote plans, allocated budgets, and moderated
general meetings.

The Creative Economy-Ep. Public Theater followed
the format of survival TV shows and was disguised as a
pleasing show in the beginning. However, the tangled
minds of the participants were evident from both on
and outside the stage.In fact, the participating teams
didn't experience discord despite the different views
and didn’t show much concern about the winner-take-
all competition. Rather, the head directors who led the
participating teams seemed to have internal conflicts,
which was clearly noticeable from the plays they plotted.

For instance, one team emphasized that solidarity
and cooperation are instrumental solutions, satirizing
this contest where participants used a play as a tool to
win. Another team pictured a romantic theatrical world,
escaping from a competitive reality. Also, there was
a team that raised a fundamental question regarding
the reality. And the other team viewed the situation
in an introspective way. In conclusion, none of the
teams enjoyed the survival play game, just like the
members of AND Theatre.

However, one impressive result was that each team
represented a certain characteristic and featured the
future theatrical generation. A troupe called “Chariots
of Fire” pursued theatre-base plays and presented an
ensemble performance between actors and actresses
with a harmony between classic rules of theater and
wide appeal.The “Shinya” troupe showed a freewheeling
traveling theater troupe against the natural environment
outside of a city.The “JAT Project” surpassed the
boundaries of drama and created a choreographic work
by linking body motions with the individuals' sense
of social consciousness. The “907” troupe delivered a
short story about planting the seed of an apple tree in
the style of a modern fable. Although it was a simple
duet performance, performers passionately conveyed
the philosophical discourse. Lastly, the “AND Theatre”
members supported each team with respect by featuring
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the members and combined their activities, displaying
them as in a compilation album. Likewise, the five
teams on the stage of the competition featured young
artists who were willing to face an era full of crisis.
Those young artists implicitly illustrated their future,
without wincing.

Between Agonizing and Making a Choice

After all the performances were over, the results were
put to vote on the spot.The audience members casted
theirvotes just like a jury. Since the audience wasn't
informed of the contest-style setting in advance, those
who opposed this system could express their opinions at
the podium on the stage and add another option to the
vote. Of course, the additional options couldn't stop the
process from becoming a popularity vote. A unique aspect
of this vote was that it wasn’t a secret vote like the ones
we see on TV.The choices of the audience were all visible
because the audience casted their vote by standing in
front of the team they supported.In this regard, the
result was foreseeable.

Some people just waited and watched the situation,
not accepting the sudden opportunity to vote.Some of
the participants who were among friends only stared at

the clock, caring only about the reactions of their friends.

Some of the other general audience members casted a
vote for the teams they supported and others anguished
over the difficulty of ranking art performances.
As a 16-minute performance was too short for the
creators, the 10-minute voting time wasn't very long
for the voters either.

The exhilaration and energy that filled the theater
at the beginning had disappeared by the end. Maybe
it was because the performer-audience relations were
twisted.The previous version also created a sense
of emptiness. However, it was refreshed by self-
examination and the sense of a community sharing the
same space.The presence of the audience proved that
those on stage were artists, not laborers, which gave
both the performers and the audience encouragement
and comfort. But, the ending of the extended version
revealed that the stance of this play is vaguely settled in
between communism and society.

Questioning and Failing Again
The achievements of AND Theatre’s Creative Economy-
Ep. Public Theater are quite extensive. It introduced four
young troupes at once, showed a wide range of novelty
for its small budget of one million won, and induced
the active participation of the audience. However, in
conclusion, this play asked questions that were too
difficult to the audience. During the performances, the
play raised many questions intersecting art and the
economy, the public and the system, and democracy and
capitalism. However, none of the questions were clear
enough to capture the minds of the audience members.

For some questions, we already knew the
answers. Other questions required an in-depth
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examination of our inner self. Furthermore, other
questions dazzled the audience by mixing medern
artistic and economic concepts; for example, the
assumption that one genius artist may lead the whole
art community and, subsequently, contribute to the
community economically.

Finding answers to all those questions might be
difficult for an audience of similar backgroundsin a
limited time and space. However, we need to realize
that asking questions after one and another is different
from covering unsolved problems with new problems.
Although it is meaningful that individuals contemplate
structural problems, we should also think about the
play format regarding these problems from a new
perspective. AND Theatre succeeded in creating a venue
for a competition and vote in art, but not a venue for
public discourse.I hope to see AND Theatre return with
a new installment of the Creative Economy project based
on the lessons learned from past failures. Until the day
comes when their creative activities contribute to their
economic activities.

* JEONG Jinse was born in 1980. He studied play theories
and narrative ereation at the School of Drama at the Korea
National University of Arts. He is an editor of indie-n-bob, an
independent art webzine, and a drama writer for Theatre Moon.
He wrote a book titled Transfer+Theater (2014) and a thesis
paper, The Imagery of a Marginal Man/Border Rider in Contemporary
Korean-Japanese Theatres. He was also a resident artist of the
Incheon Art Platform in 2013.
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EHZEHXN| The Creative Economy
120min, performance, 2017
Performace view at Namsan Arts Center, Seoul

Sl 2 6 8 AN.D. theatre 2 69




EHEZHH| The Creative Economy
120min, performance, 2017
Performace view at Namsan Arts Center, Seoul
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&7f2| &2 Procure of Reality
G0min, performance, 2017

Performace view at Incheon Art Platform, Incheon
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Interview

KIM Hongki.

Introduce yourself and describe your areas of interest.
I am an art critic and aesthetics researcher.

You majored in archaeology-art history, philosophy and
arts media. Please tell about why you chose those majors

and educational background.

Like most high school graduates, I just chose
undergraduate major without much consideration. And
I began to have interest in humanities and wanted to
study more fundamentally.So I went on to graduate
school and majored in philosephy.Art history and
philosophy finally led me to study aesthetics.

In 2012, you won Platform Cultural Criticism Award (in
the sector of art criticism) hosted by Incheon Foundation
of Arts and Culture, Please tell about your award-winning
work To Remain Silent on Interdisciplinary Art, what it
means to you and how you feel to start a literary career.

The award-winning work can be understood only in
the spatiotemporal context.In 2012, a newly-coined
word ‘interdisciplinary art’ was frequently on the lips
of Korean art circles. I wanted to write about an optical
illusion given by the word.That is to say, I wanted to say
that the word ‘interdisciplinary art’ has only appeared
recently, but its form was created a long while ago.
Fortunately, the work received positive reviews from
the panel of judges and I could start my literary career.
Looking back, it wasn't that meaningful for me to start
the career, This was like getting a certificate. Winning
a cash prize was the most rewarding. Nowadays, an act
of making a literary debut is appearing as past relics.
Anyone can write about art through various channels
of the Internet. In fact, many people give insight on
art through the Internet. So whether to start a literary
career does not matter. What matters is how we
earnestly present fine writings and how we provide
and receive feedback.

What do you think is your representative work
and the reason?

All of the criticism that I presented in catalogues or
journals is my representative works. Since I am not

good at collaboration with other people, the time when

I write alone is by far the most important.I sometimes
get involved in translation or curating, but I think these
are not my own jobs that can be done by anyone. I always
hope to present writings of my intrinsic style.
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The temporality of video art’ is the topic for your

doctorate thesis. Please tell about the topic.
Video art is time art in essence.Then a question appears
- “How can a video as a medium “create’ time?.1 choose
‘delay’ of time as the keyword to evaluate video’s
potential capability. From a media-aesthetic perspective,
1iry to interpret aesthetical and political meanings that
the delay of video possesses.

| heard that you tanslated Survivance des Lucioles by
Georges Didi-Huberman and Art since 1900. Please
briefly tell about the translations and the qualities of
translators that you think are important.

As shown in the subtitle, Survivance des Luciolesisa
book about the politics of image. The politics of image
means being aesthetic in itself is being political. The
book can be considered a philosophical book, which uses
a firefly as a metaphorical expression to describe being
minority.Art since 1990 is a book about art history from
1900 to the present.I think this is an important book for
anyone interested in modern and contemporary art.

While holding a colloquium ‘(Im)possibility of
Contemporary Art’, you delivered an impressive keynote
presentation. Please briefly tell about it.
Nowadays, there are many words that start with ‘post-
“ such as post-media, post-contemporary, post-cinema
and so on. What points of view will we have on art in
such generation? In other words, this is not a return to
modernism nor a continuation of post-modernism. My
presentation intends to throw a question: “What are the
characteristics of contemporary art?” The presentation
is a long writing and long questions.What matters most
wottld be to come up with answers for the questions.

In Incheon Art Platform, you organized ‘People in
Building F’ and participated in the Exhibition Tell Us Your
Stories, which supports creative activities. What drove
you to organize 'People in Building F'2
I thought I want to do something in the fields of research
and criticism with artists-in-residence. It is not easy to
write together but talking is different. So with this in
mind, I organized a collective to discuss anything that is
related to art.

Please tell about a Podeast channel ‘Real Art Theatre'
hosted by '‘People in Building F'. And what progress did
you make through the Exhibition Tell Us Your Stories and
what are your future plans?

‘Real Art Theatre' is a Podcast channel by which we talk
about Korean contemporary art lightly and seriously.
We have a review program in which hosts select and
recommend excellent exhibitions held in Korea.And
there is also a program which aims to mix art with other
types of art genre and talk about it.In addition, we have
an interview program by which we interview people,
who are involved in art and do artistic activities mostly
in Incheon.Since these programs are supported by
Incheon Art Platform, we deal with exhibitions held in
Incheon and artists who are based in Incheon.The reason
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that we decided to participate in the exhibition Tell Us
Your Stories is because we wanted to hear how Incheon
citizens think about contemporary art.We collected
informations and questions about contemporary art
from citizens.Then we selected and introduced some of
them while on air. If our programs progress on schedule,
we will be able to upload a total of 10 episodes by October
this year.This is the first time for all the hosts to podcast
so we are inexperienced and unskilled. If we are given
an opportunity later, we would make well-organized
podcast and give it another shot.

Are there any episodes or projects introduced in ‘Real Art
Theatre' that you would like to mention?
Thanks to the support of Incheon Art Platform, we had
great opportunities to watch two big exhibitions held
in Germany; Kassel Documenta and Skulptur Projekte
Miinster. We are planning fo talk about impressions and
thoughts about the events in podeast.I think this episode
is special because it will deal with the two exhibitions
that listeners can't watch firsthand due to physical
distance and expense.

Moving into Incheon Art Platform, is your area of

work changed or influenced?
I am greatly influenced by visual artists-in-residence
while interacting with them.I had communicated with
artists only through completed works or exhibitions.
However, after moving into IAP, I began to have
opportunities to see every preparatory process for
exhibitions. This has broadened my understanding on
artworks and exhibitions.

Do you have anyone or theoretical background that

influenced you or your work?
I remember devouring books of Friedrich Nietzsche
when in university. In my opinion, 20th century’s french
philosophy serves as the foundation for my thinking.
While reading books of Gilles Deleuze, Michel Foucault,
Jacques Derrida and other French philosophers, I could
establish basic points of view on art and philosophy.

What drives you to work or which place inspires you most2
Needless to say, artworks and exhibitions that I am
currently working on with artists and curators inspire
me most. The source of inspiration is certain works or
exhibitions that prompts me to write about something.

Do you have any keyword or concept that defines
your work or goal?

The concept of image.

Please tell about your viewpoints on art. And can you
define the ultimate meaning of art2
1 think art aims to present spatiotemporal framework
of sensibility that is different from existing ones.
The existential basis of art is what makes people
sense ‘difference’,
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What do youwant to tell to audiences and readers

through your work#
Artists and curators are the readers of my criticism.
When I write about an artist, he or she is my inevitable
reader. And when I write about exhibitions, curators are
my inevitable readers. Other readers are only fortuitous.
While expressing my respect to those inevitable readers,
I tell what I need to say.

Please tell about topics or projects that you would like
to study or plan in the future. And what is your plan in

2 to 3years?
I want to pursue thinking on image out of the boundary
of Asia and the West. I think I will remain a criticeven in
2 to 3 years.

How do you want to be remembered as an art critic?
An art critic who wrote several texts that are worth
reading time and again.
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An ideal work of art is like a star.It is not earthly but heavenly because the moment artwork
reaches the ground, it becomes reality and, therefore, is not ideal. Lukacs writes: “Happy
are those ages when the starry sky is the map of all possible paths - ages whose paths

are illuminated by the light of the stars.” Unfortunately, the happy ages were the ages of
ancient epics, not our ages.While the Greeks were able to easily go from earth to heaven
through epics, we are bestowed with very little starlight today.In other words, we are
living in an age when utopian ideals or future expectations have dwindled. Real socialism,
a great experiment of the 20th century when people dreamed of a political utopia, is now
considered a once-popular, meaningless thing of the past, and transcendental abstract
paintings like those of Malevich or Newman have become embarrassing gestures that are
shun by artists. The weight of reality is anchoring people’s perspectives to the ground,
and heavenly ideals are now regarded as an old joke. Discussing ideal works of artisan
anachronism in an era when the stars in the sky cannot act as a map to find the path you
are looking for.

Now, “all possible paths” are thorny paths that lead to increased anxiety and
disillusionment instead of being the source of hope and anticipation for the future. Faith
in progress toward the realization of utopia is replaced by anxiety about a catastrophe in
which people will witness the advent of dystopia.The development of civilizations was
followed by the clash and conflict of civilizations, triggering numerous wars and the spread
of terrorism, and the environment in which we live is currently under serious threat due
to the Fukushima nuclear disaster and global warming. For a generation that is faced with
such catastrophe rather than liberation, progressive historicism is no more than an act of
collective self-destruction headed towards the edge of a cliff. Walter Benjamin diagnosed
today’s era as such early on while looking at Paul Klee's “Angelus Novus.” He believes the
head of the angel of history is facing the past. The past that the angel sees is a catastrophe
where everything has fallen into ruins. The angel wants to stay to awaken the dead and
rebuild what has been severed but cannot do so because a storm blowing from heaven is
pushing him helplessly toward the future.That storm is what we call progress. In other
words, progress is nothing but a feeling of helplessness you get when all you can do is to
watch the pile of ruins snowball.

If the perception of ideal and progress is something historical that changes over
time, then we should talk about what attitude of artists is appropriate and in line with
contemporary perceptions rather than discussing ideal art work that transcends time.
What the contemporary time requires of us is not the ontology of art works buit the ethics
of artists.In an era when expectations are diminishing in the face of a catastrophe, what
should the ethos of artists be? Once again, Benjamin's angel of history provides us with
a clue to the answer. As the angel of history is being swept away by the storm of progress
while looking at the pile of ruins, he desperately tries to stay to awaken the dead and to
rebuild what has been severed.Shouldn't the attitude of today’s artists be like the angel’s
gesture to stop the passage of the era that is headed toward a catastrophe? The task of
the last century’s avant-garde artists, who believed in utopian liberation and historical
progress, was to accelerate the wheel of the era, but the task of today’s artists is to puta
brake on the era from progressing toward a total disaster. What is asked of today’s artists is
an attitude to delay the coming of a catastrophe.

Delay is not stillness. Stillness is a refusal of movement, but delay isa
countermovement with a vector that is oppositely directed from the existing movement.In
fact, a pure form of stillness only exists as a concept in Euclidean space. Even when we are
standing still, we are making a countermovement against an existing movement, gravity,
to maintain our position. A person hanging from a high bar is not stationary; he is moving
to delay the fall caused by gravity. Therefore, the Euclidean view, which assumes that an
object is stationary and that a movement occurs when force is applied to that object, is
not appropriate in this situation. All beings that exist in time are already in motion, and
stillness is actually an outcome derived from the conceptual elimination of this movement.
This conceptual idea of stillness cannot exist in the real world because movement, which is
a fundamental property of all creations, can only be delayed through other movements but
can never be completely eliminated.

Delay is also different from being slow. Slowness is a stable state and inertia while
delay is a dynamic change that is generated. Slowness is an intrinsic nature of a particular
existence but delay is an effect created by the vectors exerted by two or more opposing
beings because slowness is, after all, a state in which uniform movement is maintained
while delay is a deceleration generated through the conflict between a movement and a
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countermovement. Therefore, we are not intrigued by images of a snail moving slowly,
but Kunyong Lee’s “Snail’s Gallop,” where the artist attempts to really “become a snail,”
isviewed as a valid case for a delay strategy.Likewise, images of the routine movement of
a working clock is a mere reproduction of a slow movement, but Christian Marclay’'s “The
Clock” delays the flow of ordinary awareness of time through a montage of snatches of
images despite synchronizing the time in the images with the actual time.

An excellent medium to express delay of movement or delay of time in a sensuous
way is the video.This becomes most apparent when videos are compared with movies.

The basic unit of a movie is a photogram, which is a still image. A movie creates illusions

of mobility by quickly and continuously replacing still images (usually 24 images are
shown in one second). Meanwhile, an electronic signal, which is the basic unit of a video,
has movement of its own, and a video delays electronic signals just enough to create

an illusion of immobility. A movie is a medium through which one can produce images

of accelerated movement by replacing photograms more quickly, but there is a limit to
creating decelerated images. This is because if the speed at which the photograms are
replaced is slowed down, there comes a point where the image of movement is lost together
with the afterimage effect of the eye, and we end up seeing a slideshow of still images that
appeatr sporadically in random intervals. On the other hand, with a video as the medium,
one can produce an image of extreme delay that can be compared to an asymptotic curve
that moves infinitely closer to a coordinate axis when continuously slowing down the
speed of an electronic signal’s intrinsic movement. For example, Douglas Gordon used a
video to create “24 Hour Psycho” (1993), which has a running time of 24 hours, by drastically
delaying Hitchcoclk's “Psycho.” Not only Gordon but a number of video artists including Bill
Viola have created various art works using slow motion, which they believe is a technique
that is unique to videos.

It may be meaningless to discuss the difference between the two media today
because almost all analogue images like photographs, movies, and videos are presented
using other (post) media, namely digital media. Traditional photographs that are produced
chemically are rarely shot today, and places where such photos can be developed are also
decreasing in number. Only a handful of movies are produced using films, and theaters
that show such movies are also disappearing quickly. Also with videos, the analogue way
of filming is almost never used today, and it is also difficult to find players and monitors
that can be used to watch such video images. Against this backdrop, one of the most
urgent and important topics of discussion related to contemporary art would be creating
digital aesthetics. However, the artistic value of photographs, movies, and videos will
continue to exist even though their lifespans as historic media may come to an end.In other
words, the analogue media of “photographs” and “videos” may become things of the past,
but the value of something “photographic” ot “video-like” will still remain meaningful.
While Roland Barthes and Rosalind Krauss tried to find what it means to be “photographic”
in death or indices, we believe what malkes being “video-like” unique is the way it allows
people to sense the delay of movement and time, rather than their stillness.

This is not to say that you have to become a video artist in order to create something
that allows the audience to sense the delay of time based on the contemporary
consciousness of reality, What is important is to consider the value of video-like delay,
which will continue to survive even after videos become completely extinet, when
working on a piece of art. For instance, Paul Klee's “Angelus Novus,” which was already
mentioned, was painted before videos were invented, but one can say that this painting is
“video-like” since it tries to delay the time of the era that is moving as quickly as a gust of
wind.Also, John Cage’s “4'33"" can be viewed as a very “video-like” work in that it delayed
the movement of information conveyed in the segmented form of voices or melodies and
pulled out external sounds that are usually considered as noise and are not detected in the
mind.This also does not mean that you should take the meaning of delay literally and use
only the slow motion technique when working with images.Slow motion is an excellent,
video-like technique tovisualize delay but not the only recognized technique of this kind.
Depending on how the relationship between images and the frame is set, one exert friction
using the frame to delay the movement of images, and figuratively speaking, one can create
a delay effect by placing two objects moving in opposite directions, such as an ascending
image and a descending text.

of the different areas of modern philosophy, phenomenology probably gives most
emphasis on the value of delay.The phenomenology methodology adopted by Husserl is
epokhe. Epokhe is usually translated as “suspension of judgment,” but strictly speaking,
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it is a Greek word meaning delay. Epokhe is a methodology that is required to delay our
“patural attitude” we take when perceiving the world around us and to transfer our
consciousness to “the things themselves.” The fact that phenomenology sets forth epokhe
as its basic methodology shows how this philosophy identifies our consciousness as
movement because delay is only possible when there is movement. Then can we say that
epokhe is a video-like methodology and that a video is an epokhe-like medium? Just as
videos create unique images by delaying electronic signals under the assumption that
such signals move, phenomenology secures a unique phenomenological attitude by
delaying people’s natural attitudes towards the world, presuming that such attitudes
have movement. Phenomenology creates an environment in which we can intuit

the things themselves by blocking the flow of our ordinary, dominant consciousness
through epokhe. Only in such an environment is it possible to really become conscious
about the things themselves. Therefore, phenomenological delay can be understood as

an action to ultimately create a space for thinking. Likewise, video-like delay is not just
for creating a sensible experience; it is an attempt to trigger thought. Philippe Dubois

may have defined video as “a form which thinks” in this context. This “thinking” must
not only include aesthetics but also politics because, as mentioned above, the perception
of contemporary reality is almost identical to the perception of a looming catastrophe.
Unless you are aspiring to self-destruct, aesthetic pleasure should not be the only result of
thinking about a catastrophe.

The antonym of “triggering thought” is “triggering action” because thinking only
starts after action is delayed. Being blown away by the storm of the age with a pile of ruins
of the past behind means we are already taking part in an action of significant speed. Only
when that action is delayed, can a space for thinking be created, and only then can one
perceive an upcoming disaster. Therefore, what is important is not action but thinking,
which only starts when that action is delayed. In this context, we cannot but question
the area that we call interactive art work, which engages the audience. Wouldn't this
kind of work—where more actions are added on top of an action—deprive people of their
opportunity to stop and think? We are more interested in delaying our audience’s actions
than encouraging them. When we say that we still support the shock aesthetics of the 20th
century Dadaists, this shock should not sweep away our audience but make them freeze.
We must trap our audience and make them unable to move in a field of force, where two
or more vectors intersect. When their actions are blocked, in a state of hesitancy, they will
start to think dialectically, without reaching a hasty synthesis. We must make our audience
stand at a point of non-determined singularity where various functions intersect, and
induce an unlimited inflection of thought.

This writing is from JUN Sojung’s project EUQITIRC
published by Audio Visual Pavilion, 2017.

Translation: NAM Wonmi
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Interview

SON Songyi.

Introduce yourself and describe your areas of interest.

I am a curator who organize exhibitions and screenings.
Sometimes I write reviews and critiques of shows.

You majored in philosophy and art theory at Yonsei
university and at Korea National University of Arts,
respectively. Why did you change your major and how did
you begin your career?

Even though I liked to study philosophy, I was

always curious about other fields of learning. When

in university, I took a class on the art history of
Professor Kang Hong-gu, which made me impressed.
After graduation, I joined the ‘Learning Council’ for
Busan Biennale 2012 and happened to be in charge of
planning and implementing educational programs.
Roger M. Buergel, the artistic director of the Biennale,
revealed every preparatory process of the exhibition to

‘Learning Council', which was made up of Busan citizens.

This allowed me to see the work process of various
participating artists, and I sometimes had opportunities
to collaborate with the artists.Since then, I enrolled in
the graduate school of Korea National University of Arts
with a major in art theory because I wanted to study
contemporary art more,

For the past four years, you've accumulated experiences
in the field of art as a coordinator and educator. Please
discuss the anecdotes that gathered while working.

When I was hosting a talk-show at the Busan Biennale
2012, 1 kept throwing out the following questions rather
than giving complete explanations: “What do you see
now?”, “What does it remind you of?” and so on.I learned
more than I thought in the program.Some audiences
unexpectedly provided me information, such as ‘a certain
word that was used in works means a species of rice’, ‘A
woman'’s makeup in a video work gained popularity in
the U.8.after the end of the Great Depression’. Summing
up such information, people came up with their own
persuasive interpretations on works and exhibitions.

By sharing each other’s experience, people closely
interacted with each other, which I found meaningful.

What is your representative exhibition and the reason?
Please also discuss the process and background when
organizing the exhibition.
I have feelings of love and hatred towards all the projects
that I took part in, including one project in which I
played a supportive role. So I am not sure what would
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be my representative project.The latest screening that
1 organized was WUDERKAMMER: Room of Southeast
Asian Experimental Films (2016). In intersubjective and
multi-dimensional ways, audiences tried to understand
experimental videos, which were produced in Thailand,
vietnam and the Philippines through dialogues between
aundiences and between audiences and directors.And
then I compiled information on the films and the
directors, the social and political circumstances of the
countries, interviews, and film critiques into a book
and published it.This book is housed in urban public
libraries, university libraries, the reference rooms

of video-related institutions and both online and
offline bookstores in Busan city. Now people who are
interested in experimental films in Southeast Asia can
refer to the book.

In 2014, you exhibited the Strange Reversible Reaction

at the B104 gallery. The exhibition seems to talk about
relationship with others and anger. What motivated you to
plan the exhibition with a focus on such a ‘relationship’@

Strange Reversible Reaction is an exhibition that aims

to observe the mechanism of how anger is triggered

in the context of relationships with other people. In
order to understand that raw emotion like bombing,
barbarism and the jungle's night are created by taking a
complex point of view and directionality, it is essential
to curated an exhibition like a certain type of tentative
buffer zone.This is because when we are too focused on
anger to make other decisions, it is almost impossible to
malte a clear explanation on the emotion on our own.An
emotion of anger is an area out of rational control, which
hurts and disturbs the substantial self and is also a scene
in which the intervention of the other is clearly shown.
This exhibition is an aspect that exposes the limit.Such
an exposed limit is the starting point that prevents
rampant and hostile anger from becoming a mechanism
of punishment.

You had a plan site-criticism through interactive with
resident Artists while staying at IAP. Please tell me about
how it has been going and some artists or interesting
points that you would like to talk about.

When I stayed in the IAP for a only few days, the BEOM
Jinyong Solo Exhibition was held in an alternative art
space named ‘Dum’. T wrote and contributed a review
on the exhibition to Incheon Culture Communication.
Since I hadn't known about Beom Jinyong, I visited his
workroom several times and talked about his works
together. After he awoke from sleep, he paid attention
to certain senses of movement that still remained in his
body.And then, he carefully combined and transformed
those senses and made dramatic images. The Room of
Silence (2014) was created after he painted and erased
again and again. It seems that the work lead people to

a world of different dimensions.What impressed me is
that the artist grasped and wrestled with the image of
potential reality.So I wrote a review mentioning the
artist’s decision to face a traumatic afterimage for a
while and something that was continually moving even

SON Songyi 2 89




7 o g]bolut Zieh A|ehE ek S
ilelck 95 ol &8 ohE o2 olnE ST 2290,
g A8 Q4o oplAE B 2x2 e 2EY
Ashehs o] AHolsich, Telstel Al 2B 914
W4 LHF A ol FIZ @ 2rhe] Askst BE Slo]
HE A 2 E7helE A ALNA S0l 2ol
2odzbol| 2l A ek 25 & RAlAE Bl E A
EYE YT ArhEe] A S ERE ol WA B3h
olol7lsta olek. ‘BARIE TS, dAES suto 2 shi
71E ] ulsgshe e Alae) uind e TRl Rob}
chE 915 AFApsk o] Al2hak x 2 A Eo|c). 2t 31,
292 hrel dagstn o, Wbl sl

: ohilrh 7.2 104 Ahel 21, el e A4
oI 58 Asekn, 2EolAE S M % TFIHE
olé BB e H-E Tk

» o nio
nh file

A)

gIFolEEF|M eiFslM 7[E2] gSo #izt7} W7iA L}
gas ws 2E0| A
e e ARHE S Folsta B Avks A% A
shdl| QHolEENF o 2li= A7hE Foll ] 2ol
Sl o] weh ol SHFIA B 712 Fek AT
913, U7} upgk Al ol o) ek 2FE o Fdk
nhg7ba o = B2 4 ddgich olwb 24 A= Aeetz
ge = 2Aed a2 29 ot S detel o2 e
2715 st A ofolrlol & 24 As] FAsEE A7l
stk A7 B5e] A 7| 2H 22 EALA 3 Qo]
ah 2ol) T} kol Slo] 2 GaHe Al e HolAlw,
Frteloll A Zhape] 252 A3 Wb ol AFAsbeh
AFAE S BN A2 W= Bk

Alplel @S Hets = S0 AlatE ufZ o] 2lctHe
AAofekme] Aot F uf Z@alY AAYe] A 7E
Althe] E3hel ek olehs 491% F2ch 2 SedelME
a3 a2l FAlol uhe} 222 Mok dck. ol @lakAl A7)
Fule Ahakaka, AHle) A2 22 Aelstol o o] )
ZHshe 2o Aohple o Qo] B Wes Falolchs
Ayzro] =},

A, ARt 3k Mptslx] Rt Z2E E} 2 cte, ofd
Z2HE0|0 HEish] RetolRE FHNR
‘elel o] etata Aulole 2rhEel Yol A aE-Eel
g2 55515 e 52| shsle] AAH O 2 HhEelR T
ke Azhe k. 43482 HdEof o] 4A
FArst £l =2 Eolxul, 9} 2 ALEE 7]ule] 2. E
sxztlod FNLE S ofele] e =L E

at the moment when everything seemed to stop.
Nowadays in a Podcast channel ‘Real Art Theatre’, 1

tallk about various exhibitions including the works of IAP.

Iand other artists started the ‘Real Art Theatre’ together.
I thought about how to make critical approach, which
was different from the existing ways of criticism. Each
episode is divided into two parts and the third episode
was finished with recording. The first part introduced
stories and reviews on recently held exhibitions. The
second part has interviews with people involved in art
and based in Incheon.

Moving into the Incheon Art Platform (IAP), has your area
of work changed or been influenced?

I like humorous people and want to be humorous, too.
There are many artists of humor in the IAP.Thanks to
them, I often laughed and could approach my works with
a more flexible attitude.I sometimes ask neighboring
artists for opinions on a few projects that I want to do,
and am realizing them step-by-step. When it comes

to research, since I can do research alone, I am not

that influenced by others when it comes to topics or
directions. But it is artists-in-residence and researchers,
who are eager to do their jobs, that motivates and
influences me.

Do you have anyone or ideological background that
influenced you or your work?

When in Yonsei university, I took class on ‘cultural
anthropology in the age of the globalization’ by professor
Cho Han Hye-jung. For every class, students needed

to write a short essay on different topics. I believe
observing one's surroundings, and writing and sharing
one’s thoughts are an essential training.

If you have any project(s) that you planned but couldn’t
carry out, please talk about what the project(s) are and
the reason that you weren't able to implement them?2

Since there are lots of artists in IAP who make interesting
responses, I thought I would like to record and categorize
their reactions and publish an e-book. 1 became
interested in the patterns of interaction so I planned the
project. If there is sound-based open sources, it would

be so useful to create works. But I haven't yet realized it
because of busyness. In addition to that, I am thinking of
planning screenings regarding sleep, but I first need to
have the time and money to start the plan.

Question mark. Inner questions cause me to do
something, and it will be the same in the future.

Please tell about your viewpoints on art.
And can you define the ultimate meaning of art2

I don’t think art internalizes a rank or power structure.
And I don’t agree with absolute relativism, which says
since individuals have their subjective point of view and
meaning for artworks, it is impossible to have a common
understanding on aesthetic judgment.I first look closely
at factors worth consideration, such as sensuous factors,
the context of art history, the artist’s intention, and so
on.Then I can say whether a project or an exhibition
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can succeedl. If the process of inference is reasonable
enough, I thinkwe can reach a tentative agreement on
aesthetical issues.

I think the ultimate meaning of art is to newly
define the term ‘freedom’. When we say ‘freedom’, it
doesn't mean something very idealistic. But it means to
go beyond existing things.

You are running a publishing company called ‘Floating
Clouds’ as sole proprietor. What drove you to run the
company? And please talk about what the company does
and the business philosophy.
I published the results of the project WUNDERKAMMER,
which 1 did last year.In order to smoothly house and
distribute books, I established the company.I published
one book only. When I secure more operating capital, I
want to publish more interesting and lovely books.I have
no business philosophy.The company is stribing not to
take a toll on bookstores.

What is your goal as a curator? And do you have any
concern in achieving your goal?
In the future, I will be more accustomed to planning
exhibitions. But I don't want to be stuck in a rut. I, with
other artists, strive to avoid doing the same exhibition
again.I doubt vogue or certain dominant trends.I'll look
for the exhibitions being held, read criticism and arrange
recent trends.

How do you want to be remembered as a curator?

I want to be evaluated and remembered
through my works.
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Being (Sleeping)
BEOM Jinyong

SON Songyi

Once I thought that dreams were sort of signals, because movements coming from
somewhere gradually expanded, then finally covered my consciousness.They might be
signs sent continuously from something unknown for some undiscoverable reason. When

I first encountered BEOM Jinyong's paintings exhibited in room of silence (Alternative

Space Dum, 2017. 04, 01.- 04.29.), what I perceived in my imagination was a position for a
virtual receiver who was not necessarily the artist himself. The receiver would be someone
presumed to be able to fully experience the transmitted signals. Standing in front of BEOM's
painting, we can, for an instant, put ourselves in the position of the receiver and draw the
outline of the dream signal with the artist.

Appreciating the work from at a close distance, viewers feel they are drawn into the space
of the set-like paintings because many of BEOM's works, including room of silence (the
exhibition's namesake) are painted on large canvases. Rather than perceiving something
directly triggered by the object in front of one's eyes, the experience of the work is close
to a meta-experience of the sensations from an unknown origin that ambiguously remain
and drift inside the memories of the dreaming subject. We can experience the structure
of the opaque dream, even for just a second through his paintings, as if our existential
status were transforming into something else through viewing the work.Thanks to

this sense of achieving dreamt images in front of one’s eyes without actually being
asleep, we might call this exhibition the sleeping version of Being John Malkovich, i.e
‘Being (sleeping) BEOM Jinyong'.'

From only the four paintings exhibited in this show, it is not easy to immediately grasp
that the works' subject matter are dreams. Beside the fact that Quiet Room was part of the
2017 exhibition series Dream, Field, BEOM has been recording observations and feelings of
his dreams in his works —as seen in dream diary drawing and that the artist declares that

his works are about dreams, we can barely uncover internal evidence that clearly suggests
‘the artist’s dream' from the exhibited works. In other words, there are no intrinsic
qualities to the elements of his ‘dream images’ that can be distinguished from other images
observed, imagined and combined during a conscious state.This is because the boundary
between dreams and reality are not very clear in the first place.In fact, what we conceive
in reality occasionally appears in our dreams in distorted contexts and what we experience
inside of our dreams affect real life events in an unexpected manner, Furthermore, we refer
to actual things in reality through the process of recalling things that we have seen in our
dreams.

Meanwhile, the human figures in his paintings lack body parts lile eyes, noses and mouths,
or are blurred beyond distinction—as if we must shut down our sensory mechanisms

in order to dream. The works are either objects or presentations of the artist’s senses of
dream. For example, the figure in the center of run (2014), who seems to be ‘running while
crawling’, would look like a large melting mass without the hint of his two arms and parts
of legs.This figure represents the sensations and emotional state of the artist in his dreams.
In Workroom (2013), the face and neck of the only figure in the painting are covered in
darlkness. Similarly, there is no identifiable face in room of silence (2014). Instead, we can see
a severed fongue, gums, teeth, and peeping eyeballs that are separated inside small black
circles which float across the canvas. The reason why the organs are described in such
avague and fragmented manner is first of all because such dream landscapes merge and
are experienced from the first- person perspective of the dreamer.The artist doesn't have

to depict his own face or actions in a concrete or integrated form inside the dream, because
nobody can see their own faces without certain instruments. In dreams, figures are more
emphasized than the overall atmosphere or the development of events if no particular roles
are given to the figure as an individual within the event; therefore, the detailed depiction
of each figure must have been occasionally omitted.

We can observe diverse structures of the space, as well as a means of expression of

forms and textures, in contrast to the simplified human figures in his paintings. Let’s

take Workroom, which is composed of two canvases, as an example. The spaces inside

the two canvases seem to be connected to each other, because the lines that divide the
ceiling and the wall are located in the same perspective, while the plaster figure is divided
into half and painted in the center of each painting. However, the white walls near the
ceiling end the physical boundaries between the canvases and the size of floor tiles and
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direction of light appear different in each painting. There are various modes of expression
in a single painting. For example, we can see the walls painted in a dense and fine brush
stroke - creating layers of paints in a thin and light color, while the dripping paint appears
to collapse the entire scenery—, and the rough brush strokes invoking a kind of abstract
expressionism. Likewise, we can see the shining surface of water, which resembles an
Impressionist painting, as well as a hand and face depicted through the law of frontality in
Egyptian art in the same canvas of run.In terms of the forms depicted in BEOM's paintings,
the merging of a horse and human form in room of silence is especially noteworthy.

His paintings reveal how one’s surrounding world is manifested through a hybrid of
different things and various dimensions getting tangled and distorted, while exposing a
new horizon of sensations we encounter when stepping over into the threshold of dreams.

one of the important features in his works is that something is constantly moving within
the stationary medium of painting. In his work run, we can see the smearing of paint
around the boundary of the running person as if it were a form of wind which brushes
past him. The human figures depicted in the works that occupy each of the four walls in
the exhibition space appear to circle around the same direction, traversing the border of
the canvases. Let's take a look at room of silence, the largest and the most dramatic work

as well as the one he worked on for the longest time. In the painting, there is a horizon

at approximately one quarter below the top, while the fire on the left and the line of riot
police on the right create a diagonal composition. Overall, the visual center seems to
converge in the middle of the frame, like a landscape with a vanishing point in the center.
However, as we slowly appreciate the work we can discover the truly dynamic flow of
visual elements, such as the sinking boat that moves against the movement of the riot
police, the head of a horse that rises in the opposite direction of the boat’s movement,
and adjoining clouds which seem to drift downwards and then back up again. Leaps of
connection between the seemingly unrelated images and narratives add to the sense of
motion and the suggestion that something is going on.

We can clearly tease out a specific event from the year of its creation (2014) and from

the signs involved in the dynamic movements within the worl (such as a sinking boat,
spreading fire and people gathering around it, and the water next to the fire and a group of
riot police). Referring to an episode from Interpretation of dreams by Sigmund Freud that
he uses to explain Jacque Lacan’s theory, Slavoj Zizek argues, “reality itself is for people
who are not capable of managing their dreams (i.e ‘the real’ disclosed inside their dreams)
.The story is about a dream that a father had while looking after his son’s coffin. According
to the arguments of Zizek, room of silence contains something that triggers a latent truth,
in other words, exposes a traumatic real. Waking up from the dream is to run away from
confronting its reality. The most terrific skill we can learn from ‘Being (sleeping) BEOM
Jinyong’, is to willingly receive the signs inside the dream without quickly escaping toa
safe and quiet reality. Furthermore, toview the works is to keenly observe and read the
direction of the subtle transitions from the circumstances, which appear stationary.

na

1. Being John Malkovich is a film directed by Spike Jonze in 1999,
It is a story about the protagonist Craig and his friends who while
moving cabinets accidentally discover a passage into the
brain of John Malkovich. Following the passageway, the visitors can
stay in Malkovich’s brain for fifteen minutes and experience
all the sensations he has.

2. 8lavoj Zizek, How to Read Lacan, trans. Park Jeong-soo,
(Seoul: Woongjin Knowledge House, 2007), 89-91.

This exhibition review was published in Incheon Culture
Magazine 3.0 (2017.Apr. 4th) http://news.ifac.or.kr/archives/4620
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Twinkling Things in Between SON Seungboem's solo exhibition Twinkling Things in Between Stained Boundaries is about

Stained Boundaries: SON
Seungboem's Solo Exhibition

SON Songyi

the blind violence whose origins we cannot conceive of, nor for which to find a reason.
We can see certain traces of cutting or wielding in SON’s paintings, For example,

in Disappeared Members, the busts of Ariadne and Julien lost their heads as if they went
through decapitation. In particular, the cut edge of the Ariadne neck has been filed and
leveled as if someone deliberately and carefully cut it. The severed hands and feet, as
well as the mannequin without limbs float in air are reminiscent of injured bodies.There
must have been some sort of impact that happened in an instant from multiple places
and directions. However, the attack was not strong enough to shatter them so that we
can still recognize the forms of the objects. A Full-Spotted Moon hanging at the corner of
the exhibition space seems to be a device used to detect the invincible gravitational or
incomprehensible madness.The closed red curtains on stage appears to be telling us that
everything is already too late. The scenes of brutal violence play out in front of us with the
curtains in the background.

The Disappearing Cherub series are installed on the other side of the wall, opposite from
Disappeared Members. The cherubs that appear in the series have a number of holes in

their bodies as if they were cut out with something sharp. In the background, we can see
detailed depictions of cypresses and ornamented Christmas trees that symbolize the birth
or resurrection of Jesus Christ. In the clear gap between the forms of cherubs and the
patterned empty space, the cherubs seem to be pulled in by unfathomable forces rather
than fade out gradually. However, the cherubs that represent heavenly beings may not feel
piercing pain, as human beings do. In other words, the sense of cruelty and insensibility or
dullness coexist in SON’s paintings. The cherubs and busts do not lose subtle smiles from
their whole face as usual, even in the moment of breakdown or when one is losing part of
oneself. Despite their resemblance to human forms, these objects have entirely different
traits than actual humans, thus preventing us from getting emotionally affected. This
objectified insensibility also seems like the result of a defense mechanism that people
build after experiencing violence in an attempt to protect themselves through personal
transformation or the denial of their own memories.

The violence portrayed in the exhibition are not limited to externally inflicted physical
forces, but also include societal oppression, which regulates the desires of individuals
to conform to idealized social standards. They are exemplitfied in such terms as success,
big win and development, which are written on the ribbons of celebration wreathes in
Reclaimed flower, as well as the trophies that appear in Disappeared Members and Melted
Down Creatures. However, once certain social standards are constructed, that which is
considered to be inferior, omitted, marginalized, or fall outside of these social standards
emerge. The artist fills up his canvases with these objects that are considered to be inferior,
such as shuttlecocks that are easily discarded when a piece of feather is damaged, and
flower wreaths abandoned in the snowstorm after an event. However, the shuttlecock
that fell to the ground and the snow-covered palm tree leaves strangely resemble the
wings of an angel.These wing-like objects were supposed to be damaged and finally
abandoned after being exploited for the social game.The artist tries to keep an emotional
distance from them by looking down at the already fallen or crashing shuttlecocks from
the air in an indifferent manner, or describing the neglected flower wreaths from the
perspective of a passerby — like a narrator in a novel that's written from an omniscient
viewpoint.This is why we experience difficulties with having mournful feelings when
looking at marginalized existence in his paintings.The forced cheerfulness and kitsch
expression presented in the scenes, which give the impression that they are not related
to the artist, are also reminiscent of the distortion and denial manifested in the defense
mechanism mentioned above.

Amidst the two dimensional works that portray externally inflicted violent forces, we can
see the sculptural work Melted Down Creatures. This work is an altar of sorts, which consists
of an abandoned table and a flower wreath, religious icons, and found objects that had
been neglected in the artist’s own surroundings. The artist picked up a flower wreath that
was discarded on the street, then dismantled and coated it with polyurethane material,
and treated it with glossy spray.The pieces of the wreath were then arranged to fill up

the round table, which he also collected from the street. Considering that the wreaths in
Reclaimed flower resembled people living in present time, why did the artist take small,
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variable and vulnerable flowers and turn them into amorphous and hardened objects?
What is the reason why he made them to artificially shine and arranged them into the form
of a shrine? The related questions had been buzzing around my head before I wrote this
article. For that reason, I couldn’t help but examine the relationship between the individual
elements of this piece and the other exhibited works.

In the background of Melted Down Creatures, there are three circular paintings portraying
the moon and the stars, which are installed in a balanced manner like a triptych.An altar,
as distinct from other places, is a sacred site that is used in order to pay tribute or offer
sacrifices to supernatural beings, such as gods and goddesses. Appropriating the structure
of an altar, the artist created some sort of a connection between his work and sacrificial
rituals. One of the objects on the altar is a small bust of Ariadne. Every year, the Greeks
offered the bodies of people as sacrifice for Minotaur. Ariadne is a princess from Crete who
helped Theseus dispose of Minotaur and escape the labyrinth. Sacrificial rituals that caused
regular loss of life were a form of violence, It was as if Minotaur were consuming a certain
number of human bodies every year.

However, ironically this violence operates as a preventive measure for violence within
society.' Those who were the subjects of ritual sacrifice were mostly people whose sacrifice
did not accompany the risk of revenge, in other words, they were those who were excluded
from society.In the case of substituting animals for human sacrifice, docile and pure
animals that have the most similar traits to humans were chosen. The objective of these
sacrificial rituals was to displace the various desires for violence generated within society,
such as inner conflict or competition, to the sacrificed objects so that the violence does

not eventually spread out. Within this context, it's possible to interpret the exhibition
Twinkling Things in Between Stained Boundaries as a precaution against violence. Here,
the artist executes violent acts on behalf of other people. He makes angels disappear from
the paintings, destroys and endangers the representational forms of humans or gods, and
seals the stems of abandoned flowers so that they become long-lasting shiny objects.The
scenes of prevailing violence everywhere in the exhibition space are targeted at innocent
beings resembling humans where the light lingers on the site of each sacrifice.

The Latin word desidus, which is the origin of the word desire, means “de-parting (de-) from
stars, constellations and every sidus of heaven.” However, the expression of desire in this
exhibition, such as the composition of pictures that result from compulsively filling in the
gaps, the bloated and entangled forms that are composed of urethane form, and mirrored
balls that are usually used for entertainment are not very far from the elements of heaven.
Even in the scenes that seem to deny religious connotations, we can see cypress or palm
tree leaves symbolizing the resurrection of Jesus Christ; meanwhile faded achievements
of the past suddenly give the viewers something to contemplate on. The flying snowilakes
shine with a sense of soft warmness and deceased people each constitute a constellation.
Under the twinkling starlight that is like the tearful eyes of a cartoon character, I hope we
could discover the sacred in the secular.

1. René Girard, (LajViolence et le Sacre, trans. KIM Jinsik, PARK Moonho,
(Seoul: Minumsa publishing group, 1993), 33.
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Interview

LEE Jeongeun.

Introduce yourself and describe your areas of interest.

I am an independent curator and researcher in
visual arts.

You are now in a doctorate course in art studies after
changing from your first major in biology. Why did you
change your first major and what is your educational
background?

I had little interest in biology at the time and I had jobs
that were unrelated to biclogy even after graduation.

1 thought I'd like to study the arts. So I went on to the
College of Art. At first, I did not intend to study it for

a long time. But as I told myself to study more and
more, I completed a Master's degree and now I am in
Doctor’s course.

As a curator, you have been in charge of planning,
publishing and researching in different institutions.
Please share your experiences as an independent curator.

When working as a graduate student, I took various

jobs at the first opportunity.At first, I used to work at
art galleries or art museums.But as I became interested
in public art, T began to work on public art projects led
by public institutions.In 2013, I made my debut as an
independent curator when organizing an exhibition.
When I worked for an institution or a company, I needed
to consider many things such as the purpose of projects,
organizational characteristics and so on. However, as an
independent curator, it is me that decides how to make
the plans as well as the other conditions of exhibitions.
This is the difference between an in-house curator and
an independent curator. I think I will organize projects as
a freelancer for a while. When organizing an exhibition,
both in-house curators and independent curators need
to go through the same procedures, such as highlighting
the purpose of the exhibition, creating the physical
conditions and so on. But a freelance curator does not
need to care about organizational systems and can do as
many jobs as he or she wants.

Looking at your experiences as a curator, you have done
a lot of site-specific art projects, such as regions, cities,
new towns and so on. | wonder if your area of interest

is the main criterion when deciding whether to organize
exhibitions. Please talk about how you approach an issue
for exhibitions.

I sometimes happened to and also intended to reflect
upon my area of interest. There were times when I felt
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stuffy and bored in the exhibition spaces of white cube
galleries. In the nick of time, public art was becoming
popular and cities, regions, communities, and site
specificity were the dominant characteristics of public
art. I began to feel interested in public art at that time.

I still have interest in a city because it is the powerful
physical, emotional, institutional requirement of life.
However, since ‘city’ as a theme is somewhat vague and
loose, the theme should be narrowed down. These days,

I am growing attentive to how the natural environment
exists in a city.It means articulating urbanism not
through concrete but through parks, street trees,
gardens, forests, botanic culture and so on.When I
participated as a researcher on a project utilizing a new
city as an exhibition site a few yearsago, I wrote an essay
exploring the institutional mechanisms related to the
parks planning of a new city and on the leisure life of the
city. 1 choose exhibition themes based on such interests.

For the past four years since 2009, you, outside exhibition
spaces, have organized public art projects or planned project
business. Please discuss your representative projects.

In 2009, Iworked as a curator at the executive office of
the Maeulmisul Project, and I began to do projects related
to public art.There were meaningful achievements in
art's pursuit of ‘publicness.' However, public art exposed
its vulnerabilities in some ways as it was performed

as a government-led project and institutionalized.
Participating in a several projects, I fell into various
traps of the vulnerabilities. Let me talk about a project

in which I took part recently: the Anjeongri Project. This
project started in 2013 in Anjeong-ri, military camp town
near Camp Humphreys in Paengseong-eup Pyeongtaek-si
in Gyeonggi Province. I organized everyday arts programs
and festivals to revitalize the declined camp town.

In 2013, Your Project the ‘Byeol Byeol Art Project' was

selected at Artists Arts Project Contest hosted by the

Gyeonggi Cultural Foundation. Please tell us about it.
I organized a project called ‘Finding Romance' carried
out at Pyeongtaek Station Square in Gyeonggi Province.
‘Finding Romance' was selected on the support program
by GCF and received substantial administrative
and financial support. Like other railway stations,
Pyeongtaek station has a lot of stories and old memories.
When hosting the project, the sit-in tents of Ssangyong
Motor, which have been pitched for several years, were
at the square. And a newly-built department store, coffee
shops, old-fashioned teahouses and inns were located
in one area. Walking past only one building, there was a
red-light district still in operation. Rather than paying
attention toa specificissue, I suggested the participant
artists to produce their artworks with the given word
‘romance’ in the place.This was because I wondered how
the artists would react and work at this place.

Can you discuss the on-going project ‘Our Bright Trip’,
which you are now working on at the Incheon Art Platform?
‘Our Bright Trip’ is a project based on artists’ trip.
In this project, an artist makes real trip as a tourist,
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and at the same time explores an act of traveling and
sightseeing as an observer.The first part of this project
is the ‘Sunshine Symposium' in which tourists visited
Seoul’s representative tourist attractions and three
other places (Changdeokgung Palace Complex, Seoul
City Tour Bus, and Seoul Forest) and held a presentation
show with artists in 2016.The second part is ‘Moonlight
Symposium’, which is in operation this year. After
visiting Gulupdo, an island of Incheon, artists made
artworks and held an art exhibition this November.

In particular, the ‘Moonlight Symposium’, the second part
of 'Our Bright Trip’, was held this June. | wonder why you
chose Incheon Gulupdo. Please tell about the process of
project preparation and progress and future plans?

A day trip to Gulupdo is impossible because it takes two
boat rides to get to Gulupdo from Incheon. 1 chose this
island as a place for the project because it is distant
from Seoul.In addition, Gulupdo is relatively in line
with our plan to travel to an isolated place, which is
inconvenient for a tourist to travel to.The basic concept
is this: Inviting artists, who are always concerned
about maling a living in the city, to a totally new and
extreme environment.This June, I traveled to Gulupdo
with a group of artists. We worked on artworks and held
an exhibition this November at the Life and Culture
Center (Chiltong Madang) of the Incheon Foundation for
Arts and Culture.

If you are working on other projects or studies at the

Incheon Art Platform, please elaborate about them.
In my spare time, I am studying the cultural policies
that I am interested in. While seeking viewpoints and
methodologies for criticism on cultural policies, I am
conducting a study on a few topics. On top of that, 1
write critical essays about the exhibitions or works of a
specific artist.

It seems that you, as an curator and researcher, interact
with resident artists, Please discuss the positive
synergistic effects or interesting points, if any.
Since I do my jobs independently, I have become less
likely to meet other artists. While in the Incheon Art
Platform, it is my pleasure in itself to meet and interact
with artists in everyday life. And it seems that I have
received positive energy from them. I sometimes come
across the everyday life of artists, their personality
and fragmentary images, and these factors help me
understand more about their creation of works.I am
excited when I find those points of relation.

Do you have any person or ideological background that
has influenced you or your work?

I am influenced both directly and indirectly by the
writings of art theorists or philosophers. These days, I
am reading the writings of researchers, who describe
cultural policies based on Michel Foucault’s thoughts.In
addition to that, I enjoy perusing works of authors who
are involved in contemporary art.
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What drives you to work or which place inspires you most?
I am mostly inspired by various forms of artistic practice,
including exhibitions. In addition, many art scenes
interacting with various kinds of social and cultural
events and phenomena also provide inspiration. Looking
at such activities, I feel sympathy, ask questions and
receive a fresh artistic impetus.

If you have any project(s) that you planned but couldn’t
carry out, please tell about what the project(s) are and
the reasons that you weren't able to implement them?

I have a few projects that couldn’t be carried out because
I failed to find the appropriate places. Examples are the
art and play projects in forests and an exhibition project
in motels that has an erotic concept.

Please tell about your viewpoints on art, And can you
define the ultimate meaning of art?
I am not sure what would be the ultimate meaning of art.
As far as I am concerned, art is a certain activity in which
I manage to live my life and criticize it.

What do you think is important in approaching artists or
audiences when doing a project of public art?
While doing a public art project, I pay a special attention
to cases when artists work in a way that is different
from what they used to do. Let’s say, an artist, who
does flat painting, tries to work on installation or
video production. In this case, I like to observe how the
artist's work is converted and how he or she would feel
in the conversion.

What do youwant to tell audiences and readers through
your work?

Rather than what I want to deliver, I hope to have more
opportunities to hear how audiences and readers feel.

Please talk about topics or projects that you would like to
study or plan in the future. And what is your plan in two to
three years?

I have no clear plans. On a continuation of this year’s
projects, I will spend awhile doing projects that explore
urbanism and urban culture through nature and leisure
culture.And in two to three years, I think I will be
narrowing down my unfocused interests and conducting
studies in which I can lay the foundation for planning
and making my work more persuasive.

What is your goal as a curator and exhibition manager?
And do you have any concern in achieving your goal?
I have a quantitative goal to steadily plan something at
least once a year.

How do you want to be remembered as a curator and
exhibition manager?
An curator who proposes different conditions and
interesting issues.
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Artist’s Travel Project
Our Bright Trip
Moonlight Symposium

LEE Jeongeun

Exhibition Overview
Dates; 15th.Nov.-26th.Nov., 2017
Venues: Incheon Living Culture
Center, Chiltong madang
Artists: KIM Subyang,
KIM Soonim, PARK Younghee,
AHN Taehwan, LEE Minchan
Curating: LEE Jungeun

Travel Overview

Dates: 28th.Jun-30th.Jun, 2017

Location: Gureopdo, Ongjin-gun,
Incheon, Korea

Workshop: PARK Younghee-
Drawing for Gureopdo Color,
KIM Suhyang-Suhyang Project,
LEE Minchan-Morning Yoga
Workshop

This exhibition presents the works by artists, who traveled to Guleop island in Incheon.The
artists created works based on their experiences during their travel. The idea of the artists
traveling by themselves came from the awareness in that recent traveling experiences
have become almost homogeneous. Nowadays, travelers seem to follow travel guides,
going to famous restaurants, selfie spots and ‘must do lists’, distributed through SNS
(Social Network Service). The artists deviated from the repetitive trends and meaningless
travels during this trip, fully exploring experiences on their own, while each attempted

to reveal different sensibilities and interests.These attitudes of the artists are reflected in
the title of the show, “Moonlight Symposium”. The term “moonlight” implies the sensuous
attitude and activities of the researcher-artists who sensually and intuitively explore the
nature, environment, modes of habitation and the living of people in unfamiliar spaces;
Guleop island. While ‘symposium’ is a metaphor for the feast of individual creators,

who have different perspectives, attitudes, and research methodologies, gathering on
common ground.

All the participating artists live in big cities.The city is filled with limited information
and enforced sensations, and now it becomes a challenging space where something
unpredictable and beyond the perceivable scope of human perceptions occur. The city is
an exhausting place for the artists as well, where they must always worry about survival.
Defining the city as an inhospitable ‘extreme site’, we decided to leave for another ‘extreme
site’ together. That is how we decided to travel Guleop island, located on the west end,
seeking for the ends of Korean territory. Despite the big ideas above, we merely decided

to get out of our daily lives in the city and travel somew here new. Guleop Island is not

an easy place to travel to - one must take two boats from Incheon to reach the Island. It

is impossible to merely do a day trip, and one cannot enter the island or gets stuck if the
weather is bad. The sense of physical and psychological isolation was strong enough to add
excitement and raise expectations for this new experience for travels.

This project is organized in the form of ‘artist-participation.’ Here, the word ‘artist-
participation’ is a slight modification of the terminology ‘public-participation’,
conventionally used in community art discourse.The benefits of artworks have been
defined in relation to the experiences of mass audiences for a long time, and artists here
often become pseudo-geographers when they create art in specific sites.This time, a
journey ‘for the artists’ is created by heading to (perhaps) the time-space of nature and life
beyond urban sensations. This project allows the artists to escape the city and concentrate
on their own experiences and sensibilities (more importantly than being tourists).

The participating artists reflected their experiences in Guleop island in their works, each in
their own ways. In the works, we can see the processes of planning the trip, reaching the
destination, amusing camping sessions, workshops, as well as, the nature and daily life
in Guleop island.I hope to reminisce about the shallow, short and light encounters of

the two nights and three days at Guleop island, as a traveler and an artist-researcher
exploring this site.

However, in retrospect we may also have repeated more typical forms of travel.The list of
our experiences include; searching online about the travel site, outdoor camping, giving
chips to seagulls on the boat, watching sunsets at Gaemori hill (these activities might also
appear on someone else’s blog as well). Likewise, we enjoyed experiences that others might
also have done, at the same time, we reflected on the ‘act of traveling’. Sharing similar
experiences, how different are each artist's sensations and thoughts? Can we assess their
differences through the works in this exhibition?

KIM Suhyang works with the landscapes observed on Guleop island.The artist brings
elements of nature into the gallery, such as the scenery of the ocean which changes by
time, the landscape of the hill, the grass and trees on the seashore, and the sand changing
through the light, believing that they might constitute the narrative of Guleop island.She
collects the fragments of the landscape in her memories by making collages and paintings
ott of the photographs taken on Guleop island. The artist has recently been intrigued

by the color ‘green’. Exploring its materiality, she further extends her approach to the
social meaning and cultural lives associated with the color. In her work, KIM expands the
meaning of the color ‘green’ into the senses of contemplating life and society, aspiration
for peace, hope for everyone's happiness and solidarity; this is all reflected in the work. Her
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new work also shares the context and attitude which regards the concept of green.

KIM Soonim presents a video shot and produced on Guleop island.The artist observes
special geographical features on Guleop island, focusing on the movements and circulation
of nature itself. Her work is especially inspired by the poetic imagination of how the sea
and rocks move closer and farther from each other, through the movements of tide and
wave,The artist picks up a stone, which was previously part of the sea, and throws it into
the ocean, drawing the shape of the moon. Through the artist’s labor, which leaves the
trace of an abrasion which remains in the form of a moon, her video records the process
of the rock and stone meeting with the ocean. She explains that the work also implies the
destiny that traces of abrasion and the form of a moon would disappear as time passes by.
It is the characteristics of the artist’s working process that embraces the physical status
and flow of nature and environment by transforming them through human labor and
intervention, contemplating on the relationship between the two.

In PARK Younghee's Portraying the Colors of Guleop Island, the island is expressed
through colors while the artist engages in conversations with residents and tourists. She
asked people to express moments of their encounters with Guleop island through color

in order to collect the fragments of sensations and feelings of the tourists. Unlike travel
diaries on blogs filled with photographs and narration, the process results in records of
sensations not normally perceived by people. The artist extracts a collection of colors from
the travelers, then installs them on a large wall in the exhibition space. We generally do
not have fresh or unfamiliar feelings at travel destinations despite our expectations, as we
prime our expectations from information and images while planning the trip. The process
of ‘drawing colors’ induces the act of expressing the sensations in the travel location, at the
same time, reflects on city dwellers’ habits of traveling.

AHN Taechwan made multiple two-dimensional works from what he had observed and

felt during the trip. Making the analogy to writing, the artist compares Guleop island

to a blank space between words for catching a breath. Despite this, urban cities appear

as an efficient space where numerous events happening, and islands like Guleop where
movements and activities of people are extremely limited, are also essential to the
completion of the world and our lives. Based on the insights of the organic relationship
between spaces, such as cities and islands, the artist composes a picture by deconstructing
and reconstructing the perceived images through his own means.In the work, we

can see the artist’s everyday life in the city, his desire to visit Guleop island, and the
landscape of the island.

LEE Minchan is a yoga practitioner who spends time on the yoga mat every day. At

the same time, LEE is an everyday-artist who records his daily life. His work consists of
recording his yoga mat with the marks made after practicing yoga every day. During the
trip, the artist records himself practicing yoga at the shore of Guleop, like on any other day.
We can see the scattered sand from the shore and the traces made by the body pressure in
the photograph of the mat after practicing yoga. The artist’s yoga practice continues during
the trip, even when he is away from his everyday life. We can feel the power of consistent
daily routine and the vital forces of life from the worlk. The basis of this work comes from
the artist’s belief that the world will become harmonious if every person sincerely and
genuinely fulfills their duties in their own place.
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Interview

CHOI Yoonjung.

Introduce yourself and describe your areas of interest.

I am an independent curator, writer and lecturer.
‘Choi-Cu’ is my nickname.

You are now in a doctorate course in art studies after
changing from your first major in biology. Why did you
change your first major and what is your educational
background?

For Korean language and literature, I had a great
enthusiasm for writing poems or novels in my youth. So
1 thought T would surely be a writer. When in university,
I joined a singing club and began to be interested in
planning performing arts and theater. So I spent my
university life, which is active and unusual, taking part
in a theater club as a staff member, even though my role
wasn't big. But all of a sudden, I found myself unprepared
and unable to start what I want to do. That is why 1
began to study aesthetics at the university and majored
in German modern aesthetics at the graduate school of
Seoul National University. Philosophical methodologies,
which are based on reflective introspection, have been
psychological trainings for me to stay centered when 1
am wavered by past memories. In addition, I learned to
sit in a chair for a very long time while wrestling with
those methodologies.

As a curator, you have been in charge of planning,
publishing and researching in different institutions.

Please share your experiences as an independent curator.

Being ‘affiliated and independent’ is merely an ethical
boundary that I need to choose by action in a certain
situation. Regardless of my affiliation, my interests

and topics of study represent curator Choi Yoon-jung. It
wotild be more accurate to say that I consider ‘curator’
not a career, but the identity of my work. I think having
the autonomy to organize my time is the difference
between an affiliated curator and independent curator.

What is your representative exhibition and the reason?

Iwould choose the ‘Project Art Activities in the Daein
traditional market 2009’ (PAAD), the ‘Daegu Art Museum
Thematic Exhibition Korean Archetype, Minsung’,
‘Jirisan Project’, ‘Jagalmadang Visual Art Archive; Doers
Standing Outside Sentences’.'Project Art Activities in
Daein traditional market 2009'(PAAD) is at a different
business level in comparison to other projects, including
‘Munjenseongsi Project’.

When it comes to placeness, the ‘Project Art
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Activities in Daein traditional market 2009'(PAAD) was
based on the value of silent exchange in a traditional
marlet and of an artist’s labor. It was an experiment to
get out of closed ateliers and build an art community.

A total of 40 artists took part in the project as resident
artists, artists were dispatched to alternative exhibition
spaces (Litmus, AGIT, Open Space Bae), and the programs
were interchanged. Moreover, there were artists who
voluntarily rented spaces to enter the market.Since there
were 1o boundaries between spaces, artists could freely
share works with one another and forge relationships. 1,
as a project leader, managed artists, planned programs
and took charge of the alternative space (Memispace)
programs. Looking back, I worked aggressively, asina
battle. But the project was meaningful because it was an
impactful beginning for me.

The ‘Daegu Art Museum Thematic Exhibition
Korean Archetype, Minsung' explored Korean
expressionism through the archetypal characteristics of
‘people’.1intensively studied a lot of books on folklore
and shamanism to prepare for the exhibition.I referred
to the Transavantgarde (the Italian version of neo-
expressionism) for art history.The works of Suh Yong-
sumn, Park Saeng-kwang, Kim Chong-hak, Hwang Chang-
bae are the purpose of this study and have been useful
references. In addition, their works drove me to have a
deeper interest in authorship. Iwas satisfied with the
overall processes of preparation: conducting a study
for selecting works, examining the condition of works,
dealing with works and displaying works in the white
cube. It seemed that I became professionally prepared
in a fierce battlefield. In addition, I had keen interest in
several topics that I had studied then, and the topics are
closely related to my study on curating. participated
in the ‘Jirisan Project’ for two years from 2014 to 2015.
This project carries the banner for the philosophy of
Jirisan Dulle Gil (a 300-killometer stretch of trail that
passes through five cities of southern Korea) on the
value of life and for “Universe-Art’, which contemplates
life while meeting villages and people. Sungsimwon in
Sancheong county, which Iwas in charge of, is a leper
colony that was established in the 1950s and is managed
by the Franciscan order. Without this project, I would
never have known about the story of people with leprosy.
This project allowed me to learn many lessons about the
life of past generations in the midst of discriminatory
Korean modern and contemporary history. Since then, I,
with artists, began to study the history of Sungsimwon
and people with leprosy and Jirisan (Mt.) of Korean
modern and contemporary history, and to work out
a work plan. On top of that, I transformed unused
spaces into cultural ones.The ‘Jagalmadang Visual Art
Archive: Doers Standing Outside Sentences’ aimed
to present how artists study and create works about
‘Jagalmadang’, which is a red-light district in Daegu city.
This is the latest project, and I won the Lee Dong Seok
Prize for Exhibition Planning in 2016. For this project,

I went through a long tunnel of concern about how to
interpret an uncomfortable and heavy topic through the
methodologies of visual art and how to begin a study.
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You won the Lee Dong Seok Prize for Exhibition Planning
in 2016. Please tell about the awarded exhibition project.

The awarded exhibition project is the Jagalmadang Visual
Art Archive: Doers Standing Outside Sentences. This was
part of the ‘Jagalmadang Memory Transformation Project
2016', which is an archive project for a 100-year history
of Jagalmadang, a red-light district in Daegu city.I think
this prize presents encouragement and support not only
to exhibition planning but also to a young curator, who
is actively doing artistic activities.

At an early stage, I declined to plan this project
several times, Even though I strive to remain interested
in social issues, the weak and minorities, the gravity of
'sex trafficking’ was a lot more different to me.While
turning down the project, I was invited to a talk concert
of ‘Mungchi’, a prostitution survivors group. During the
concert, a friend of mine suddenly came to my mind.
Her family’s indifference led her astray. Thinking of
her, who said, “study hard for me”, T had a lump in my
throat and dealing with ‘sex trafficking’ became what I
need to do.It seemed that no one could do it except me.
Artists participating in this project were the same with
me.We did not know how to approach the topic, which
we hadn’t dug into before.We organized a team, which
is intentionally made up of an equal number of men and
women (A total of 15 participants, including a team of
13). Every process of preparation, such as exploring the
exhibition space, discussing, giving a lecture, collecting
data and devising work plans was important.We
acknowledged that we are ignorant of the issue and the
Daegu Women's Human Rights Center also admitted that
they know nothing about art. In other words, we were
willing to respect each other’s roles and autonomy. I, as
a curator, was eager to set a good precedent for future
collaboration with non-artistic circles on social agendas.
When collaborating with civic groups, artist activities
are usually used for the common good. So artists are
reluctant to malke a commitment. However, since topics
that contemporary art needs to deal with have been
expanded to life and society, I think it is essential to
experiment on a model for collaboration. Fortunately, 1
found it most satisfactory to collaborate with the Daegu
Women's Human Rights Center.

The amount of data that the center provided and
what we studied was immense.Some artists saved a
few sex workers, who asked for help to escape from
brothels. Others actively engaged in on-site medical
and counseling assistance.In the 100-year history,
brothels, which stretch from Bukseon-no to Dalseong
Park, are included in a list of our interests, The Daegu
Women's Human Rights Center has played as an on-
site coordinator, who mediates between project spaces
and sex workers exclusively for the works of artists.In
addition to that, the center has produced interview data.

This project was a great opportunity for me
to break many stereotypes and to have a viewpoint
on one side of the world that I would probably have
pretended not to know.TI am grateful to this project for
not letting me stay within a boundary of planning and
broadening my horizons.
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You studied and investigated Incheon's urbanism. Please
tell about how it is going.

I planned ‘City-Connect’ in which I continued to come
up with ways to connect myself to others in the cities of
Seoul, Daegu and Incheon city.To tell the truth, I applied
for a researcher residence, as I simply needed a research
room. Incheon seems to have abundant controversial
issues on the discussion of conflicting points of views

in Korean modern and contemporary history, and of
city rebuilding and regeneration. And Incheon also has

a lot of active projects.But in the past, there was little
information on the artists' activities in Incheon.That

is why, I am planning to explore exhibition spaces and
participate in and observe programs, which are related
to the activities of artistic circles in Incheon. By doing
so, I will add more information to my study on curating,
which first aimed to produce data on curating alone.

I, as a mentor for planning, have joined a program,

the ‘Exactly The Support’ for youth artists, led by the
Incheon Foundation for Arts and Culture.

Do you have anyone or an ideological background that
influenced you or your work?

In my 20s, when I went through a stormy period, I pored
over books.Since then, I began to agree that there exists a
certain type of inevitable order, in that I can think about
my existential position from a standpoint of a natural
order.I always thought that I am probably givenarole in
this world, if I exist in a certain type of order that forms
thisworld. I am not sure about it. But I try to find my
roleswhen doing something and stick to my principles
as soon as confusing things happen. From my point of
view on the lives of others, 1 believe it is not good to have
a certain kind of sadness, which hurts human nature
because humans want to live.Pity is a kind of sadness,

so pity is inappropriate. But I stick to my basic thesis
that says a pitiless person is not worth living.1I tend to
have a cold and rational attitude toward myself.And I try
to be humane when it comes to decisions and practice.
Spinoza, a rationalist, lived in the 17th century and is my
mentor.I read Ethica and Tractatus Theologico-Politicus,
alternatively, when I am feeling stuffy and complicated.

What do you think is important in approaching artists or
audiences when doing a project for public art?

Empathy and courtesy!

Please tell about your viewpoints on art. And can you
define the ultimate meaning of art?
Art is the visual equivalent to philosophy. Even though
art cannot directly change the world, it gets involved in
a cognitive framework and unearths the interior form
and the original form of the mundane world through
empathy and expression.

What do youwant to tell to audiences and readers
through your work 2
I am curious about the world.T think the way I live
matters when planning and researching. For work
that I need to start from scratch, I sometimes face an
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unfamiliar world.I believe I create sincerity while
thinking about the world. I hope to make even a small
opportunity for people to empathize with each other.

You are a CEO and editor of ‘Vacant-lot Press’. Please tell

about your area of study and future plans for publication.
At first, I thought that the curator's role wouldn't be
very different from that of an editor. Engaged as an
independent curator, I established an independent
publishing company in order to have a cause fora
phrased project process and documentation. I happened
to meet artists during curating workshops. My first
project was research data on those artists, and I
published it as a series book of interviews with artists.
The first book will be published at the end of the year,
and the book is a collection of interviews with 13 artists,
who participated in the ‘Jagalmadang Visual Art Archive:
Doers Standing Outside Sentences’ last year.

How do you want to be remembered as a curator and
exhibition manager?
I want to be remembered as a rational and humane
curator who seems to have compelling causes.

Hex 318

LAY

2. &4 20174 104 309/
2 ngisyd
4z 7k Ak A RGEERE)
24413
F 718 35 (FARAEA:
(Fsiviulst =, b

A=} ofe) b agie] 2)

2. ZEutel vola A5 ElolE

ola] 2l =ba200d 114 1Y
AdHolEZ N E G2

Zefdlo] Ef: 2}-&3 (1ap87|
AT ape 2] Al
Suwels AFs8sH)

ghefak: $2] (A zhl| &7},
FlRyE zHe]lx elEn2),
2 AP @S5l Zshd),
o] 7] (gt =oll = 1 5 #] g

CHOI Yoonjung

AL ool 9] HALE Zh= dhilld Al 2ol E2] FE-AlnkE o)Al ek A5 5 3]0l A
%4 3 2e]E 2w ek "l of 1500 He Al o] 2 4l 5o] &Sk glek A4
Aapzhe 2 olejal = ol Fhalcle] dabs, T2 3 2 F AEALEL] FoE Sl dr) =
7| 5-sljof tel= 25l = A1zt o). iz} A szl 9l S wiold 218 20140 2 A&
Sejzic) (44 e sl Aabafe} o 2of 2|uk 2014-20152] 2| AL 2 A E of Z0 2 A 2147}
zlejat= 2 A E ko] A d o 7 Agksledch)nl 2yl 8 RS, Al 2akH
H57t 53 ERs7IE sk, ARl A o 2 73wk el d 21 8 S E djAle] BE ZEa)
A o] HALE 1 2zhs] Qkat %)= ‘GhAlQl ] HAlell wfal] 355 5= Sl= 71317} 2liekE Aolcek
201611 56| AARNE1A 0 A ule & AIEe AAsigatzt =4 Al &el| ubal& 743 e}, oo
= FW|E o ® = A7 5l A AR A e HAlzt o] 2lel Bl =4 AR TS
Entokch A5 gl o ookl 1S g Falsl= A Ao 2 fEAlE= 2 FhAlql
T=715, QA4 55 75t 1S S8l A Al 243 i3k & Fofzlek 20179
A AR ALE-=d Tk gl a8 A F7ke] el E ghEolvl= Al Ald =gl o vi(e Y
T3, AA|Zull =z o] H3EjE o] A A= gl F7kr]Alel F A5 FAH10d)E B0 2 2ds9)
o] Zol] =xio] ‘A1 Alato| ghAd=lQl el F 2l o] @ Ealr} #lsgE|R]=d], 20171 10Y
30 Al A 2|27l gk Zekx] A3 E 3] g0 7| dsiale] dRe S AdAle] 9)gl
20173 11 16%Y vl-2 o2 Al E3} 2| 2] Ak AlSEE Bl 2014-2015 4 41%] A|e]AlE 2 Al Ed|
Fodd dlE7)E 12| S5 F18) el 2ol A 2ol EU S 3 3 2 EaAbA

4@ #4, 7212, LA, o]712)e] WA E 2 20179 o) F o} dlFe] alsherol A W
33 817] 2 gk uha 9903 ol BB Y| RN AT ElokE 71814}, RabAste] Lrj)
w4 3le)7 A=A, ololl $-5-2 kel &4zt £720] o] Ao i3l olop| &
Hrebl, o ‘AR E ok = A S HelnE A et 2rkehe 59 AR Apale
A5t A2 E & FawAch by ool 929 22le] thebat QS Mol 47, ka2l
wFapelsh Baha] £ e 2 Wusielch $ASEe] HEE slete § o] 2 A7l 34
olob7] & vhira ek Aztel 22 gis B4 2 Feiekt'e 2letl sldich (FHTSE
Uabd 22512 713eh A FEFEHVacantlot Press’®] HE P4 T2 0 2 oS
AHo| S| FAS S ASH 02 b )

4219] gheh ol S| @ Rt olofr|E & 5o W3] bl 4l Adasvlle] 5% ek
(s57e] 2315 A Fr|elobesl vt 23} Wt & HAdste] 5 daERo 2 SR
Agloleh e Alge] Algke = agle] ket B Al olopr|ol @A AT HE| ol='E EH 4
2z o] A7psh 0] Rt S E-& A} @ g0 = Yelehis Ao = Azt

Fal= 2ied HFRLE| Ol =S ojslistD RiEVE EEH

L= AFLIE| 0}E7} S&tolSe| ZEutolabn Hzisic): 2 Hi#
L= 7{RLIE| OIEF 0)F of' S2 719 M7|2jm Wztsict: o7
L= ARLIE| olES =E ploj2lx zisick Sx]2

93 B E U lEARE AR 2 4, T w24 o i 2L daH Fe
B4 30712 50l B4 AR o = BE37|S ek,

2| = 2H HFLIE| 0IES o5l 5l RiS7
L= FARLIE| 0|E7} Seto] 2| ZFwol2lm M2tsic)
Li= HRLE| OIEE 0| S 2lof £2 7hH Mvjain Wzlsict

319




“gEviEe] doprt Al de] a2 AL 33 Hol = Fobr} AR E| of=olx| 227k,
TalA A151H EEAL AR E ol AR} 58] A ol 1 A s A S Sxstw
45 A7) A 91z, ofElaE =2 Ae # ohe), T Aol 4 sHe
e EeaEs) vE e BE sy A AT o} F AR ol=ely Wl s
YEola. sfvkshel wlEd WE} gl7) wj o). sk o] & o] £ Ho]w] wat 2y
7h5 el izt 7]dizte] Bo] ZolE AL Abo| ol o LT alE HollH =

“s|3td opilrl2 =7} 74 ofe] 7h| Wk Foll shirt 2ol E A|akatE ol S0l
2707 opeje) ol & & 2FehA WAL, o YA| Bl A} Folel v Ns] ] R Aehe] e S
TRlah] SIgiz. ¥l 9 5 A RS dlEe] B84, S dE S B8 7Y Aol BFsh
5] 2. Shx)g A 20 elol= Qeta) chaole. el E o] dolrl E2sle] AFLElok="2}
257 2l Mz o] ol E olaj2eh Al ERE Eaatn e W] AR

“dlE7h o] o] e AEE HEl AL dlEe] A o] Yl T Z2 afglolgiA), A
Aol A Lo 2 3k ske] Mulzehs Als)d 7)5o.2 ek AL ohgole.)

“llgehis B9, A A7) ol wabetaket dlEd elojst Edlolu} oA 52
A= 0 2 a4 oAl B2Ao| gl Berlchs Al AP Apzoletn B

“AFLE|E 3| Bbch.. Bl AHES] o) Foll4] Zo] H90& Tak Abghol g4t
wzelol Z2lA) szt el ek Bl akelel e AbslH AlE st B g Ao 2 Bo=d],

270 ol ol o5t o} shebe|wa) 7)7) w4l el o 2 AHF S 4 AR Wik

“Adf Ehjol| f=2] B/ M/Al/h”

“A|ztAelel, Fubk. FRAR] AE E SA, 21EE 23] AR EstAE o R AEE oA
el 8. Bx1de] A4 AAL gled AlF AL EA T2 E ok & Fejo] 232k ol
ZstsidA 2, FA1 5 2 dst s AR T Sle sl R E Satsw gleja. f-2]7)
ofutFo] diEolelal 27 E o] oA B Alele| o2’ A= 2ol = v T

TR 202 A=, 23] A 7ol AFHE ket 2 oA HE-S S5 A= A2 RE

=3k ol Z7HEe] el ==

‘azisolzls o, 1T X9k & 2 2ol
“FFUE ol= o|Fofl A&E32 ol P IS ST A3 v)3), oW P A 7]nko]
sokg dAololl R, ey Edo| gl 2|3 ARFEE 57| ok o, 3 o3| diExE ofd,
ol djZ o)zt qhghek ol . F3teln s 2. BAJE djEo] wzle] 2. 7| e olEY e}
AEESIR dol7hd A ofE 7} whzel 2. T A Haluprt s L. a7t AU & ZEHA
sHA o 0|4 7HAH o= o 19 f-ofw]3t AA A A E 5 Wohl £ dl 2 Ao

Aol L. BAH L 2= TYI. T BF3 A|F7HAE dlE7ts FHLE o A4
ZRAME= YO R E AL o] € BT, djE7}ES 2P o] AAYE FollA o 8Al
el5e] Aal s} olojo} HH T o] PA| #1219 ool slEjElE 75313 I4 F ezl =7t
42 =] Aol ke Ao) ofdrt 2.

“F)ztallel] sty Sl EshAichell &3 2H4dS Yol A AL E 7540l I AE
stolxie] 2. 100097 9] Aficte] glrksr 3hH 3, a7l wi it viwiz]= AL A} A T3} BV E
EEE = AMEES A58 Aol 2d ¥ 298] AFE T AIE S AZSH
53 53] A|H o2 AR TP Al 5 gl Gle AN A gt 7= de A 2 F
32 5 A Zoo.”

L= HRLE| 0lEE S2l2lo|2lm dztaic)
“B A ALSlEe] EolHlel R, Z2MET} AT S o)A FF Aol W73 FE el it
a1 Al A5z, 2ejeh B 2b7] 24 e] 2l & ofdd] LA Eof A o] HHA o] A A2

ahze. ol 2|82 of ol 2ol oW hgFol} ol 2E &
Ap7le] ol g2 ei& AH rhAE B T B AP EE Yo}

“2 A o)A allE7h o 1plo] vk A, ‘ol ) @7k ehis saze] 8ol
Hod 2. Ea 270] AHle] Aelo) 5 4 Qe oAl i R olok, Ael Alsiolok el
T3 sl FAle) El o] & A= 4 QA% 0| B A5 72

“r x2S F Shobs] 2712 19 #E ul Al ol o) 1 g vzl 12
sk wlelvizh 1 o7k ks ATIEIE 2 bl A AbeHE S A= EA L. e
ol of Wl 2 1A e 7. o] ol &bk oh7l e A & A 5A1717] S8 2L 2ol o]l F
AzlolHof 5tx] Wi alErirt 2228 3k o ehxlo So 2 3 1 QoA A7]7h Sl A
RHEol7hE, dl$7he 18 & e A% B340 2 stojokala] gk

“2p7|7} statat s wiRie] olobr]F & Ielul IR eks 2 T Al 2wl BHFE
WA o 2 Al ZRAEFo| 11271 s A%, FEA ool ] FolRSF, F L
Sojzkehrt o] Aol A2 & fA1ke] 2 AHHEE 2o doj2 Eata) B 5 Slojob A F
$2le] WA AFrIE| o= s} Mok Hg dojz 259 4 9lx] @erter

“27l) U7k )] ok ol Aide] Aol Aol 7h7he: Aol7), o] ohAE L.
A 2% dlErh o] & 4 leka Aztshs AdlL”

““ba A7h4, AEA, 1te] £ S FF ook & ARUE ob=e] o] AAkae= sl
Hgiel o2 Hol7E Ha.

“h k9] 22"

% 913t skl el = ol
2]
i

320

CHOI Yoonjung




“xpatags| . vlek..”

“olg Aoz 7 ojHs] EEES AL E o =aHo 2 A Sol s
FA RS At

“FFH o ze] ARUEE ol AR s HrhE S B 29 Foluk Fa2 £l
B34 olobr] & sl shAEe. T8 Hel ALY ABalEe] AaA 52 Qo= 27183
= 223 gAY Ee] btk 2 e v ghedle. 2ol A2 T BAR B AL Arks
Al EAle| 7] 27k BF Lol 4 A3t Sl HA B2 dACkIe. T3] 2T
Aolekt stefeke.”

‘|7t AxRE 0 ST B HetAT 3 A7t Alsd, LA SN
shEl s wlAle el et B g B 4% 2. T YA Zete 24 oplES S5
Q13 A% AN H27h A 2ol Y weAlA R 2R YUY S D E SRYES
£247)E A2EEY S 915 ol 272 4 Sl ofd et S-S 5o} ¥, 7 2bolA

£5-2 324 delshl g2o)2 e Azt EE

wol& 7= 3has 7 Rohe. thek 102 AYaibrkaal shis mejelut ulsdel dia)
Lsigk Aol ohulhahiz A7hE A4 7h2 Sutel] $l3m.2. 8 T Apololl HHo] ik Aol A
FatolZe] 4 5o] ARl Z4a 2 A5, 721 oluloll 4 2o olAlekE o 24 At
Al 2 = w5 L alof 3= o] opdrter o) Bel2= AF e el Fejo = oh,
Ahellsh AN Qeksh Al SAZE A Sol2 delsh dialel, dlEe] Qloj= WA
Filstairte A=, dlErtel deie 22a e Ao 2a AR of='g e =
A Eg oz

Sk A 4ge] el 19 42 shite]. dlEvhAl BE £ E 2w dlvke,
2ole. ‘s Al i Esh 2 E ZAAV] HE (AA] e s k3ol Fog
Al 2 A #2371 25, SUE DRR 233 A4 ZAZL digks] Zieh

“AA 1] ok A2 e dioleln A Al L. 7|2 A 02 A aale] Fale e,
sre) o) obule 7| 2felul2] A ol AL, o] Sl Fulell ol3ks] EAIFAE < 3 F el
el EEE7kDelehe 7zt ol g7 = Azte] Suich Bale] Szt Felz Sl et
2 &l A&7k E0] Solrbs A$-8 AZARATFL. DA A|UAje]d 222 4o
ol & A AE A HEol7, d|E7hEL A dlEe] Aol B AEA WS AU
st EAlEol@ols. AR ofEt 71240 2 Alie Bukst 25| A4 5]
Slo} & WA o} et AT w3k A3 glef L.

1.1

0

322

1. Sungsimwon Archive

Opening date: 30th. Oct /
Opening ceremony: 16th. Nov

Location: 1st Floor, Sanatorium,
Sungsimwon (Poonghyun
village) Sancheong County,
South Gyeongsang Province.

Project director: CHOI Yoonjung
{Constructor: Wannabehouse
Co., Photography and video
documentation:
Izansang Studio)

2. Vacant Lot Talk; vol.1
Community-art

Dates & place: 11st, Nov., 2017,
Incheon Art Platform G2

Moderator: CHOI Yoonjung
(IAP 8th researcher in
residence/ independent
curator, Independent
Publisher Vacant-lot Press)

Participants: SONG Jieun
(Visual artist, Director of
Community Space Litmus),
OH Sehyung (Korean
Disability Arts & Culture
Foundation), and Lee Gieon
(Korean Artists Welfare
Foundation)

CHOI Yoonjung

Sungsimwon is a community village of lepers.It has over sixty years of history, and is
operated and managed by the Franciscan Order. Currently, there are about 150 elderly
patients residing in the village.Sungsimwon History Museum opened with the purpose
of recording the history of Hansen people through the testimonies of present survivors.
My first encounter with Sungsimwon goes back to 2014, (Sungsimwon was one of the
central axes of 2014-2015 Jirisan Project along with the Buddhist temple Silsnagsa in
Namwon, which played the role of a foothold in South Gyeongsang province of Jirisan
Project. During this project, I was able to work with thevillagers, priests, as well as, the
activists. The most satisfying experience was to have the opportunity to study the history
of the Hansen people, who fully embrace all the violence and discrimination projected
upon them in modern and contemporary Korea. Since 2016, Sungsimwon (director: Father
Paul. Oh Sangseon) expedited the construction plan of the Sungsimwon History Museum.
As the project director, I took over the work of researching and structuring content, as
well as, administrative work of design and construction of the exhibition hall. Starting
from the field trip to Sorokdo Island and Wilson Leprosy Center and Rehabilitation
Hospital in Yeosu, I drew the basic outline of the history museum through the process

of studying its artifacts, history books, and the oral record of the Hansen people.In 2017,
they started the construction of removing the walls of the lobby and the administration
office to create an open space, which was completed in September. After the two years of
preparation, Sungsim History Museum was finally competed after finishing construction
in October. New aspects included new interior design and the production of showcases for
exhibition content. There were two opening ceremonies at Sungsimwon. First, they held
the opening ceremony as part of the goth anniversary event of the Franciscan Order in
Korea on Oct.30th, 2017, and then they had an opening ceremony for the general public
on Nov.16th, 2017, which included the elderly people in the village, the residents of Jirisan
region, the artists who participated in 2014-2015 Jirisan Project in Sungsimwon, as well as,
visitors from other regions.

The four speakers (CHOI Yoonjung, SONG Jieun, OH Sehyung, LEE Gieon) decided to have
glasses of beer at the art space Haenghwatang in Ahyeon-dong during the summer of 2017.
Around this time, CHOI Yoonjung and SONG Jieun were invited to an unofficial one-on-one
meeting that was held with community art directors and creators at a public institution.
Speaking about this occasion, CHOI and SONG shared opinions and related experiences on
the common question of ‘what do people think of community art’.The casual gathering
with beer then turned into a place for discussion as soon as the two other speakers, who
just happened to be there, joined the conversation.After gaining better understanding
of each other, this conversation became a precursor to ‘vacant lot talk’ - held without a
script.(*Vacant Lot Talk is a program held by Vacant-lot Press, which aims to set a culture
for casual discussions.The program aims to produce discourse by consistently having
discussions on topics from issues of the art world.) The numerous stories shared by the four
spealkers fill 45 pages of A4 paper transcribed from a recording.

(These 45 pages, with the addition of the second conversation will be published into a
book.) OH Sehyung suggested to start the conversation by summing up their thoughts and
questions on ‘community art’ in a single sentence.

“Do we really understand community art#”: CHOI Yoonjung

| think community art is ultimately *dong-sang-i-mong; working together but with different
purposes”: OH Sehyung

*1 think community art is sort of a double language, or an act of wearing a mask”: LEE Gieon

“1 think community art is a movement”: SONG Jieun

We took the first sentence above as a title, and the second to fourth sentences as core
statements that correspond to the core excerpts from the recording.

Do We Really Understand Community Art?
I think community art ultimately means working together but with different purposes.
| think community art is sort of a double language, or an act of wearing a mask.
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“We might have jumped into community art after discovering the limits within the
language of public art. This is why the (art) institutions began to accept forms of art with a
social function, see its potential, and widely spread community art to local governments
across the entire nation. Not only the artists’ projects, but all other kinds of projects in
the region started to take similar formats. However, all shouldn't fall under the category
of community art because they lack artistic implication.There are indeed decreasing
expectations for theoretical, challenging, and experimental potentials in the field of art.”

“Participatory art was one of the various directions pursued by the aesthetic avant-
garde.The movement did not seek materialized forms of art.It was a kind of a struggle
to find the form of art that could not be mediated by the system of capitalism.On the
other hand, institutions focus on the utility of arts, namely tangible results obtained by
art practices. However, the two (artists, institutions) speak entirely different languages.
Despite their differences, they both use the term ‘community art’ and remain on the
surface adrift without understanding each other.”

“The artists made such attempts to overcome the limit of art's autonomy; they were
not actually considering the social functions of art, like the needs of daily lives or its role as
a social service.”

“I think it is a surprising incident that administrative and abstract systems of
institutions actively accepted such a fluid language of art, its expressions and wills, and a
thinking that it is useful.”

e To restore community... because those who fail to join the incessant movement of
capital are always pushed out to the margin, we needed a social system on the level of
welfare. This perhaps met the rise of participatory art in a great timing...”

“The/Golden/Age/of/Every/Day/Art"

“Nowadays, every local government and dong (local district) promotes through community
centers, now in the name of Regional Culture and Development Agency. While the realm
of public welfare is expanding, a form of ‘self-governing is reinforced by the Regional
Culture and Development Agency, expanding itself into an unimaginable scale with
activities such as gatherings and festivals.What we have underestimated as ‘amateur art’
grew so much with importance under such an institutional context. I should admit that
community art has certainly been playing intermediary roles in this situation, even in the
lives of the artists.

“The term ‘promotion’, is too coarse”

“After community art, attention moved towards living culture, yet there is no enough
philosophical and aesthetic basis, nor groundworks for policies. So there is nothing much to
tell.And there are so many people involved.Ah, it is not even art anymore. They do not call
it art anymore, but culture.If you look at it, ‘art’ is missing. Since community art turned
into living culture, ‘art’ is no longer there.That is when the dilemma begins. As artists are
omitted from projects, it became difficult to produce tangible and meaningful results.This
is the situation regarding the policy. Nevertheless, relational art projects led by artists will
continue in the future. Within these government projects, I think artists should reflect on
how to create and share their identity, such as aesthetic languages or means of expression.”

“These days, artists have a lower chance gain support for their fine art projects from
the cultural foundation of local governments. If there are a hundred foundations, most
of them actually promote the projects that aim to ‘activate local culture,’ except in three
or four cases.Then, they would of course prefer community based projects.There is
sometimes political pressure, especially in local regions - this has been around for a couple
of years already.”

| Think Community Art is a Movement.

“There are an exploding number of funded projects. Many projects mention ‘public values’,
and artists get involved in them even though they normally do not work in that format.
Unexpectedly, when I read about their working process, ultimately some artists do not
associate their names in the project.

“The problem now is; what feelings do artists get from these projects? They need to
question themselves, ‘why am I doing this’. (There is a possibility that) these projects can
become artworks. However, if the artists only consider these projects as ‘educational’ or

‘funded projects’, I doubt they can go beyond touching the surface of the topic.”

“shouldn’t we just let ourselves go? That's when ‘the other’ comes in. But we never put

1.1
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down our egos. The participants only exist as objects in some community based art works,
because we cannot give up ourselves. They become like objects that constitute art, towhom
artists must persuade their concepts. But shouldn’t we turn this over? The artists (should)
let go of themselves and let others come in.Then we can start to move around and create
things. Shouldn't the artist aim to build up such a site?”

“Many of these art projects are businesses, roughly adjusting themselves to the
requirements of the system instead of bringing out their inner stories. We need to be
able to translate our situation into the language of art, whether we go deeper inside the
community, or maintain a certain distance from the inside.Wouldn't that be the way we
can communicate our ‘community art’ through an appropriate language?

“The concept is close to something that moves, even though we cannot describe it. It is not
to explain something.I think that is what artists can do.”

“This suicidal act of the community art, which should reach a vanishing point
where the artist's authorship, the quality of work and aesthetics disappear, actually
seems to be a comumon phenomenon.”

“suicidal act?”

“Yes, suicidal, aesthetically...”

“The criteria (standards?), which allowed the artists to theoretically inherit the
previous movements or provocatively reinterpret them, is no longer there anymore.”

“The artists whose works are ultimately based on communities often speak about
participating or independent movements.They might have importance within the policy of
living culture, and, in fact, the emergence of these movements is not a bad thing. However,
isn't it a problem if there is only ‘pleasure’? We should bump into situations during our
activities and raise questions, even though it might be inconvenient to do so.”

“The artists tend not to approach these inconvenient situations themselves. But they
can actually approach very subtle things that are derived from such inconvenient situations.
It can be an event of a temporal sensibility, a form of education where we can mutually
improve each other’s senses, or a festival where these inconvenient feelings are expressed.
It can be something that we create with a certain context, which we can enjoy together. We
can grasp our sensitively transformed thoughts, while communicating inside of it.”

“Even until now, I thinkwe certainly have received theoretical and aesthetic
transfusions from the field of visual art. But I can’t help thinking that we failed to make
an effort to establish them, or to make critical discourse, And in the meantime, there are
proliferating forms of ‘working together but with different purposes’, in regards to the
policies and institutions.In this sense, wouldn't we need a theoretical establishment or a
proper critique from now on? We should attempt to discover and materialize the language
of art, consider community art as a form of work of discovering the interiority of the artist,
instead of handling them as residue or treating them as reminiscence, turning them into
generalized examples and arranging them into an institutional language like statistics.”

PARK Chankook said before, that he has two artistic attitudes. One is ‘to instigate
conflicts’ and the other is ‘to adjust conflicts.'(*PARK Chankook, who is an artist, educator,
and community activist at Dongdaemun DRP, had a strong presence throughout our
conversation. He was continuously brought up as an important example.)

“I think community art is actually an art of controversy.Basically, the local
government is interested in development, increasing profit or improving the image of the
region.I even think that ‘the neighborhood doesn’t have street lights and the government
will not work on urban construction, so why don't you guys (artists) do something for us?
Imagine the cases when artists get involved in the site, fully charged with the desire of
policy and the conflicting local residents.The work of the artist is to newly discover the
language of art, whether it is a funded project, or a self-motivated activity which pursues a
relational art practice. Community art also has the duty to seek the language of art within
their basic conditions of conflict and discontent.”
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Interview

KURODA Daisuke.

KORODA Daiske (BEEHX#), as part of the exchange program
between Incheon Art Platform and BankART1222 in Japan,
stayed at Inchoen Art Platform from June to August 2017. The
artist has been making works about the events in Hiroshima and
Setouchi regions even before the Fukushima unclear accident
occurred. However, he started to examine the concept of
harmony and the relationships between ‘the civilized’ and ‘the
natural after the disaster in Fukushima. During his residency, the
artist explored the concept of transnationalism, which is formed
between mutual influences beyond national boundaries, within
the realm of art. He materialized the traits of ‘transnationality’
through what he had discovered on the streets of Incheon,

such as the statue of MacArthur, splendid floweropts and
construction waste discovered on the street. In Flower Garden,
he solvent-transferred photographs of found flowerpots onto
pieces of concrete, which he also collected from the road.
Ghost of Incheon is a video of the artist visiting the MacArthur
Statue at Freedom Park in Incheon. The Sculptor’s Secret
(Incheon Pieta) is video documentation of a performance of the
process of creating installation art, in which the artist, whose
main medium is sculpture, utilizes construction dustsheets and
objects borrowed from his peers at the residency in order to
create an installation. All the works above were presented in the
exhibition lced Americano at Incheon Art Platform from August
12 to 20, 2017.

Please tell us about your works, including your

creation process.

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 1 was freed from
academic thinking.

The process of each work varies, taking froma
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.
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What do you think your representative work or exhibition

is® Why do you think so?

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.

Tsushima Art Fantasia was first held in 2011
and it marks the seventh in 2017.Since the first one
was held amid various anxieties right after the 2011
earthquale 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 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.

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

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.

1 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.

About inspirations, motivations and anecdotes.

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.1 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 modemn sculpture in Japan with Heihachi
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22| F8 Ghost of Incheon
Video, 2017
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2l# 2| 1| o|E} Incheon's Pieta
variable installation, architectural cover, friend's items, video, 2017
Installation view at Inchecn Art Platform, Incheon
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HigEH Wind
300x300=200cm, fans, trees, 207|
Installation view at Tsushima Art Fantasia, Japan
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= o| HEEH Wind in the Ground
variahle installation, nara, fans, trees, video, 2016
Installation view at Culture City of East Asia 2076, Japan

EELIF 0| 5t Regarding the Choji-gamazumi
variable installation, trees, 2016
Installation view at Setouchi Triennale, Japan
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Interview

Theia CONNELL.

Theia CONNELL arrived to Incheon Art Platform through the
exchange program between institutions (Asialink in Austrailia
and Incheon Art Platform in Korea), and stayed at the residency
between September and November 2017. Her practice is
mostly based in sculpture and installation with some elements
of performance. CONNELL's works come from her interests
in the relationships between people and public infrastructure
and their functions. She was intrigued by people's behaviors in
spaces like Korean dry saunas (jjimjilbang) and karacke bars
(noraebang): both consisting of public and private activities of
singing and bathing. The video work Twist, Swing, Turn, Push is
particularly inspired by the public gym equipment found in the
parks nearby the residency, and leads the audience to imagine
new ways of using them. In the video filmed at Yongsan Family
Park the skillful pole dancers climb or engage the equipment
with a ‘queer’ choreography. Through the work, the artist
aims to explore the stereotypes, such as conventional ideas of
masculinity and femininity, implicated in the space of a gym
and the act of pole dancing. The piece was installed with a
sound installation utilizing the records of noise made by the
moving equipment at the exhibition 2077 Platform Artist from
November 10 to December 17, 2017.

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

My work centres on sculpture and installation, but
regularly includes video and performative elements too.
1 have also used photography, text, sound, light and
electronics in past artworks.I tend to resist working
specifically with any singular medium or style, selecting
instead what is appropriate for the concept and context
of the project as it arises.This flexibility allows me to
shift and refresh my processes for making artworks

all the time. I love the part between the thought and
the final work- full of discovery, problem solving and
failure.I also have a penchant for collaborating with
other artists as I don't feel that art making is essentially
individualistic. Having two (or more) heads, and the
corresponding sets of skills, coming together to find
middle ground on a project and push each other can be
so rewarding. I try to find harmony between my more
abstract poetic interests such as materiality and the
nature of space, with my socio-political interests such
as societal standards and norms, cultural behavioural
codes, and consumer objects. This combination can
probably be attributed to my majoring in ‘sculpture and
spatial practice’ at art school, and my previous studies in
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anthropology and art history at university.I like using
humour and absurdity as a way of keeping my work open
and friendly, but also as a way of softening the delivery
of social critique.

What do you think your representative work or

exhibition is2 Why do you think so2
Each exhibition I have had has touched on a different
aspect of my core interests and motivations for making
art.Most recently, I did a collaborative exhibition with
Australian artist Grace Herbert called Between States.
We made an automated vending machine for the
exhibition, which was full of miniature cast plaster
obelisks. Over time, the obelisks were pushed off
their shelves by the coil mechanisms only to smash
on the floor. We were exploring the standardisation
of monuments and the tourist souvenir of sites, as
well as the colonial imperialism of white Australia,
signified in these kind of standard European influenced
monuments that dot the landscape. We also made our
own monument from a water cooler and a stepped
stand (like a monument base) on wheels, which we
wheeled through the desert township of Alice Springs,
Northern Territory. We brought Tasmanian spring
water with us (a desirable commodity from the place
we both live - Hobart, Tasmania) to put atop the water
cooler, and gave out tastings of the ‘pure’ water as we
wheeled it from the gallery across town to a defunct
water cooler that had been cut off from the water
supplies and caged. This gesture played in to many
underlying political conversations of the area, which
are perhaps to complex to summarise for the purpose of
this interview. The action was ridiculous and amusing
for those who happened upon us, which is probably a
good insight in to how most of my performative works
play out.The way the artworks in Between Stateswere
located and site-specific is also a good indication of my
general approach to making work- the concept is often
motilded by the context.

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

At IAP, I have become fascinated with many things.
Observing the infrastructure, spaces, and people of the
ROK, as well as reading much about Korean history and
culture, has been very formative and am trying to distill
the pages and pages of ideas, drawings and notes I have
generated over the past weeks in to a few artworks.The
intersections of public and private action in designated
areas in Korea- from the exercise equipment in parks, to
Jimjjilbangs and Noraebangs- are very specific and really
interesting for me. The clear functionality of spaces,

be it bathing, singing, or exercising, implies expected
behaviours of the bodies that pass through it.I have
developed a crush on the public gym equipment seen in
places like Jayu Park and have been developing a video
work that will see trained aerialist and pole acrobatic
dancers using the gym equipment in unexpected ways.
I am also making a work for an exhibition in Australia
with a flexible LED display that will transmit text back
to Australia based on writing I have been doing over
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Profile.

Theia CONNELL
theiaconmell@gmail.com
www.theiaconnell.com

Education
BFA in Sculpture and Spatial Practice, Victorian College of the Arts,
Melbourne, 2014
BA in Art History/Anthropology, University of Melbourne, 2010

Recent Exhibitions
Hobiennale 2017 - Greater Unions, Sister Gallery (Adelaide),
Cinema One, Hobart, Australia, 2017
2017 Platform Artist Exhibition:, Incheon Art Platform, Incheon, 2017
iBetween States), Watch This Space Inc., Alice Springs, Australia, 2017
Have you made love today?, Snehta Residency Exhibition,
Athens, Greece, 2017
Belly,, Watch This Space Inc., Alice Springs, Australia, 2007
Hi Vis, Visual Bulk, Hobart, Australia, 2016
Front Ups, Firstdraft Gallery, Sydney, Australia, 2016
<I», Hobart, Australia, 2016
Blurby, Kings AR, Melbourne, Australia, 2015
«Cirecus (Constance ARI public art project ), Arthur's Circus,
Battery Point (Hobart), Australia, 2015
Mediation Station:, Platform Public Contemporary Art Spaces,
Melbourne, Australia, 2014

Residencies
Incheon Art Platform (Asialink International Exchange Program),
Incheon, 2017
Snehta Residency, Athens, Greece, 2017
Artist residency at Watch This Space Ine., Alice Springs, 2016
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2017 Residency Programs
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Creation Support Program
Research Program
Platform Salon
Criticism Program
Exhibit & Showcase Support Program
Support for Project Creation
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International Exchange Program
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Incheon Ganghwa-do Research Tour
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Incheon Art Platform artist-

in-residence program

Open call for
Resident Artists

Creation Support Program

The artist-in-residence program at the Incheon Art Platform provides a creative
environment for national/international artists and researchers in various fields, including
visual arts and performing arts. The Incheon Art Platform runs various programs to support
the creation and research activities of the residents, such as lectures, workshops, and
critique, as well as, various forms of presentation opportunities, such as exhibitions and
showcases. Along with selecting the residents through an annual open call, we also invite
artists and curators through the international exchange residency program with affiliated
institutions, and the international visiting curator program.

The Incheon Art Platform selects 30-40 artists and researchers through an annual open
call.The length of residencies is eleven months for Korean artists and three months for
international artists.The open call is announced every October to November of the year, the
application evaluation happens in December, and the move-in starts in March.

Research Tour

The Research Tour is a lecture and touring program that offers various information and
research opportunities in specific (local) spaces or sites related to residents’ current
interests.In particular, the Incheon Research Tour is held every year, which allows artists
to deepen their understanding and raise public interest in the region.The program consists
of lectures about the historical background and geographical features of Incheon, and
touring programs that organize visits to nearby sites to engage with the sensitive issues
(related to the neighborhood).

In 2017, the Incheon Art Platform held lectures on the history of Ganghwado Island,

and visited the artists’ studios around the neighborhood. As part of the special program
Platform Curation, the Incheon Art Platform also offered residents the opportunity

to visit international art events (the 2017 edition of Documenta in Kassel and

Skulptur Projekte Miinster).

7t =FOE FH

Visiting Kassel Documenta

22E =2 x2EE
Visiting Sculpture Project Minster
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Platform Salon

In the form of artist talks, Platform Salon opened to the public as a micro public sphere
where resident artists introduce their creative activities, and discuss with other artists

and critics outside of the residency about their work.This exchange program is not only an
opportunity to vitalize the relationship between the artistic community inside the Platform
and outside critics, but it also facilitates mutual collaborations between the resident artists.

Criticism Program

The Criticism Program aims to extend the artistic horizon of the artists and strengthen
their capacity to create art.The program connects artists with mentors and critics

who can assist them with theoretically issues, as well as creative professionals so that
resident artists can discuss ways of developing their artistic practice. The program invites
professionals from diverse fields who can help the artists without being limited to critics
and theorists of certain genre.In the program, artists are expected to be able to rationally
explain and analyze their practices, and network with the experts. In 2017, the Incheon
Art Platform held the workshop Critiques for Three Days where artists had short critiques
with critics, and the webzine Platform Critique Weekly containing artists’ interviews and
reviews was subsequently published.

<f

HE Y& Ay
Criticize Workshop ‘Critique 3days’
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Exhibit & Showcase
Support Program

Support for Project Creation

The Incheon Art Platform supports various artistic activities of the residents, such as
‘Platform Collective, a collaborative project that fosters experiments in diverse genres and
media. Platform Issue supports projects that engage the history, spatiality, and issues of
Incheon. It promotes community arts projects affiliated with the region and public art
projects. The Incheon Art Platform supports site-specific projects affiliated with the local
community, and team projects that results in (genre and) thematic collaborations between
different kinds of artistic practices.Through these art projects, a wide range of sensitive
issues encompassing culture and society as a whole are translated into the language of
contemporary art. In 2017, five artists (KEUM Hyewon, PARK Seungsoon, SEO Youngjoo,
Jung Heejung, F-dong People (KIM Hongki, SON Songyi) experimented with topics related
to North Korean descendants, sound, stories of people, landscape, and the art scene.
Supported by the Incheon Art Platform, the artists’ work was materialized in the form of
outdoor installations, workshops and Performance with public participation, podcasts.

E3HE Ol57. MG F ‘2004~ 71 AlDl o] HY 29

Platform lssue. SEQ Youngjoo Oasis Cafe: Collaboration Performance with Visitors
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Platform lssue. JUNG Haejung Outside of Outside: Incheon Landscape Reported by Visitors

Exhibition & Open Studios

The Incheon Art Platform provides opportunities for residents to share their experimental
work-in-progress. The year started with the Preview Exhibition that introduced the
residents’ work. The artists presented their processes and results of their creative activities
to the public through Open Studio and the End of The Year Report Platform Artists, which
were held at the studios, exhibition halls, and theaters. The Incheon Art Platform also ran

a separate presentation support program to help international artists, who only stayed

for up to three months, to complete their work. All artists were eligible to apply whether

or not they got in through the open call or the exchange program. The presentations were
supported through the form of exhibition or showcase without limitation of genre and form.
In particular, the Open Studios was the most representative event, which was participated
by both artists and researchers in the residency. All spaces in the Platform were turned into
open spaces during the three days of the Open Studios event.The participating artists got to
engage in various exhibitions, programs, events, and concerts with the theme of arts and
culture.In 2017, the Incheon Art Platform organized an exhibition that started out as an
empty space without any artworks, but eventually it was filled up by the participation of
the audience members. Prior to the experiments of the artists, the exhibition hall became

a site for collecting subject matter from the audience. The resident artist who was selected
as the IAP Resident Artist of the Year got the opportunity to show work in a solo exhibition
the following year.
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Preview Exhibition 2017 IAP Short Stories
2017 March 24-May 7, B Gallery

International Resident Artist Final Exhibition
Timo WRIGHT (Finland) Ex Nihilo: 2017 May 16-May 26, Warehouse Gallery
LI Liuyang (China) Waves are LAPPING: 2017 August 2-August 10,
Warehouse Gallery
KURODA Daisuke (Japan) Iced Americano: 2017 August 12-August 20,
Warehouse Gallery

Project Creation Support Tell Us Your Stories Exhibition
2017 June 2-July 9, B Gallery

The Platform Open Studio and AIR Program End of Year Report 2017 PLATFORM ARTISTS
Open Studio: 2017 November 10-November 12, Studio E
Exhibition and Performance: 2017 November 10-December 17, B,
B Gallery, Warehouse Gallery, C Theater

Exhibition for the IAP Resident Artist of the Year 2017. AHN Sanghoon:
scheduled for exhibition in 2018

01T EHE 2E ~{Cl2
2017 Platform Open Studio

2017 YFHI} ZA 20 2017 EYE OlE|AES
2017 AIR Program End of Year Report 20017 PLATFORM ARTISTS
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Serving as a member of Res Artis — a network of international residencies, the Incheon Art
Platform has been supporting a selection of International artists since its establishment in
2009.The Platform has also been running an international exchange residency program,
building international networks through agreements with affiliated foreign organizations.
Through the artist exchange program, the Incheon Art Program supports the activities of
international artists in Korea, and provides opportunities for domestic artists to participate
in international residencies to gain a foothold for their activities overseas.The Incheon

Art Platform helps domestic artists to extend their careers oversea through the visiting
curator program, which invites curators who are active internationally to the Platform,
providing them with opportunities to work with resident artists.The Incheon Art Platform
will continue to focus on extending cultural exchanges and expanding artistic discourse
through the international exchange programs.

In 2017, the Platform held exchange programs with three institutions; BankART1929

in Japan, New Delhi Sanskriti Foundation in India, and Asialink in Australia.The

Platform also invited two curators; Vanessa Kwan from Grunt Gallery in Vancouver,
Canada and Giridhar Khasnis the independent curator from India, through the visiting
international curator program.

The Incheon Art Platform has been operating art education programs in order to
communicate with the public of different ages and occupations. The Platform has been
leading contemporary artists from various countries to become instructors, and developing
experimental education programs that combine creative activities and education.The
Incheon Art Platform runs ‘Platform Tomorrow’ program for high school and university
students whose dream of becoming artists. Through the opportunity, students can takea
step toward realizing their dreams by experiencing the contemporary art scene through
interactions with the resident artists. ‘Lunch Platform’ is a program for office workers who
have difficulties appreciating art due to their work schedules. Artists visit these people’s
offices during lunch break and offer art lectures with a meal. Artists seek the possibility

to communicate through art by making connections between the difficult (concepts of)
contemporary art and the food we eat in our daily lives. Participating in the art education
programs in the Incheon Art Platform, artists and the public experiment with mutual
exchange under equal relationships through the language of aesthetics instead of the
spoken or written language.

UAEHE. HEF S HIYEh, AHZAIZA
Lunch Platform. HWANG Moonjung Recyeling Bibimbap
at Incheon development & Transformation Corporation
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