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publisher’s note

Two years have passed since theartro was created in the summer of 

2012 to become a platform for expanding international exchange 

in Korean contemporary art. during 2013, theartro consisted of a 

website provided in Korean and english. on a domestic level, we 

provided people working in art world with practical and necessary 

information and advice about international exchange; on an 

international level, we strove to bring what is happening in Korean 

art scene today to the attention of art experts overseas.

theartro english website performed this role through three sections 

that give professionals in the visual arts useful information. 
“Focus” examines trends and events in contemporary art along 

with art spaces, “CrossTalk” critiques noteworthy exhibitions from 

the viewpoints of various experts, and “People” collects pearls of 

wisdom from experts working in the field of art today.

some of the highlights of 2013 were a report on the impressions 

of curators who attended major biennale around the world and 

a feature that took an in-depth look at trends in contemporary 

asian art, which has been the subject of much global attention. 

along with this, theartro published “space and Culture,” which 

introduces readers to art and culture spaces that are attempting to 

respond in a new way to changes around us, as well as a series of 

articles providing practical information about running international 

residency programs. at theartro, we will remain focused on our 

duty of making Korean contemporary art more competitive and 

expanding international exchange while doing our best to help the 

publication serve as a global platform.

theArtro2013  brings together in a single book some of the stories 

about artistic activity both inside and outside Korea that appeared 

in theartro during 2013. i hope that the efforts made by theartro 

will contribute to the revitalization of international exchange in 

Korean contemporary art.

Jung Jae-wal

President, Korea arts Management service  
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The MosT PresTigious  
Korean arT awards 

established in 1995, The Korea artist Prize 
organized by the national Museum of Modern 
and Contemporary art, is Korea’s best-known 
art award. in 2012, the award was revamped. 
since then, the national Museum of Modern 
and Contemporary art and the sBs (seoul 
Broadcasting system) Culture Foundation 
have been co-organizing the award, expanding 
the number of candidates to four. The winner 
is selected through the recommendation of a 
committee of ten Korean and international art 
experts and an evaluation by a panel of five 
Korean and international juries. Four artists 
are selected to feature in a group exhibition at 
the national Museum of Modern and Contem-
porary art, and all finalists are awarded 40 
million Korean won(about usd 37,700) each 
for the production of their new projects. The 
final winner will receive a plaque and an op-
portunity to produce a documentary film. in 
2012, Moon Kyung-won and Jeon Joon-ho were 
selected as the final winners, and this year’s 
finalists includes Cho hae-jun, shin Mee-
kyoung, ham Yang-ah, and gong seong-hoon, 
who has been announced as this years’ winner. 
as the best-known honor in the Korean art 
world, the Korea artist Prize has established 
itself as an event that captures the attention 
from both the art world and the public.
 
The hermès Foundation Missulsang was es-
tablished in 2000 by Foundation d’enterprise 
hermès with the aim of breaking the distance 
between the abstruse contemporary art and 

the public and also support Korean artists 
who has talent and ability. Three nominees, 
selected by an expert panel of five Korean and 
international juries, will be funded for their 
new project which will be exhibited as a group 
exhibition at the hermès atelier. after the ex-
hibition, the final winner will be announced. 
The winner receives a plaque and 20 million 
Korean won (about usd 18,800) as a prize. 
what differentiates the hermès Foundation 
Missulsang from other art awards is that, as 
befitting an award organized by a French in-
corporation, the panel of judges is comprised 
of world-renowned curators, critics and other 
art experts in the international art scene. in 
addition, the members of the panel are di-
rectly involved in the nomination process, 
meaning that the award itself is also actively 
promoted within the international art commu-
nity. another distinctive characteristic of the 
award is the fact that the Foundation’s evalu-
ation is based on the exhibition of the new art 
work, which is also funded by the Foundation. 
The winners of this award play an important 
role in the Korean art scene by providing ar-
chives to see the direction and the vision of the 
Korean contemporary art. The Previous award 
winners, Chang Young-hae(2000), Bahc Yi-
so(2002), suh do-ho(2003), Park Chan-
kyung(2004), and Koo dong-hee(2012), are 
being highlighted continuously as significant 
artists in the Korean contemporary art scene.
 
another notable Korean art award, The Yang 
hyun Prize is a relatively recent award which 
is offered for the sixth time this year. as a 

Korean and International Art Awards 

Prize, Prize, Prize
Hong Lee-ji
Curator, Seoul Museum of Art

shin Mee-kyoung, Translation Series, soap, dimensions Variable, 
2006 – 2013 © national Museum of Modern and Contemporary 
art, seoul

exhibition for 2013 hermès winner Jung eun-young.  
© hermès Foundation
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latecomer, it stands apart from other estab-
lished art prizes in a variety of ways. The 
panel of juries, consists of international art 
experts, nominates a veteran artists who con-
tributed the most to the art scene that year, 
regardless of nationality. The winner will be 
awarded with 10 billion Korean won (about 
94,000 in usd), the highest amount award 
within the Korean art awards. The winning 
artist will be also supported to exhibit their 
work in a gallery of their choice for the next 
three years. in 2009, the winner was german 
installation artist isa genzken; in 2010, Ko-
rean artist rhii Jewyo; and in 2013, Brazilian 
artist rivane neuenschwande.

MaJor arT awards  
around The world

The Turner Prize is a major contemporary 
art award that was established in Britain in 
1984. Taking its name from British artist wil-
liam Turner, it aimed to educate the public 
about British contemporary art and develop-
ing art itself. over its long history, the Turner 
Prize has undergone various changes and has 
influenced other art prizes in various ways. 
The Turner Prize is run by the Tate Britain, 
and each year a British artist under the age of 
50 (here, the word “British” encompasses all 
artists working in Britain, rather than being 
a reference to their nationalities) is selected 
as the winner. The Turner Prize produce nu-
merous celebrated artists, including damien 
hirst(1995), anthony gormley(1994), anish 
Kapoor(1991), and Tracey emin(1999). every 
May, the four finalists are nominated, in octo-
ber these nominees exhibit their works at Tate 
Britain and the final winner is announced 
in december. uK broadcaster Channel 4 has 
been involved as the main funding organiza-
tion of the Turner Prize since 1991, and it also 
broadcasts the award ceremony on live for 30 
minutes. The award has become one of the 
significant event to the public as well as the 
art world, as the announcement of the win-
ner becomes a newsworthy topic. The winner 
receives £25,000 and the three other finalists 
each receives £5,000 as a prize.

Hong Lee-ji
Majored in sculpture in hongik university and received her Master’s in goldsmiths College in 
london in curatorship. in 2012, hong was the assistant curator for the liverpool Biennale City 
states and participated in the 4th ‘gwangju Biennale international Curator Course’ curator. 
Currently, hong is the editor of an online curatorial research platform ‘meetingroom’, and is 
selected as the third round curator for the doosan Curator workshop, with an upcoming 
exhibition in January 2014. hong currently serves as a curator at the seoul Museum of art.

 established in 1996, the hugo Boss Prize 
is a contemporary art award organized by the 
solomon r. guggenheim foundation and hugo 
Boss, a fashion brand. awarded every two 
years to noted contemporary artist with usd 
100,000 as a prize and receives the opportuni-
ty to exhibit his or her works at the guggenhe-
im Museum in new York City. The hugo Boss 
Prize differs from other awards in that there 
are no limitations on the age or nationality 
of the artist. First, six selected nominees are 
judged by a panel of five renowned art profes-
sionals. Past winners have come from all over 
the world, and they have been acknowledged 
for their achievements and contributions in 
art. Past winners are Matthew Barney(1996), 
Pierre huyghe(2002), r irkr it Tiravani-
ja(2004), and hans-Peter Feldmann(2010). 
lee Bul remains as the only Korean artist who 
was nominated as one of the finalists in 1998. 
The British Turner Prize and the american 
hugo Boss Prize are considered as two of the 
most important events in the international art 
community. while each prize aim to choose 
the most deserving artist of the year, doug-
las gordon(Turner Prize in 1996, hugo Boss 
Prize in 1998) is the only artist who won the 
both prizes.
 
Besides the awards listed above, there are a 
variety of other awards, including the Chinese 
Contemporary art award(CCaa), established 
in 1997, and the Marcel duchamp Prize from 
France. however, there are always questions 
regarding the art awards since the system of 
art prizes does not properly reflect the intrinsic 
value and attributes of art, and the judgments 
are made under a certain hierarchy regard-
less of the diverse contexts of artists and their 
artistic perspectives. nevertheless, art awards 
will live on, providing the public with an op-
portunity to understand the contemporary art 
and stimulating discourses and rhythmic re-
lationships within the community of the con-
temporary art world. we can always hope that 
these art prizes will continue to embrace new 
challenges and changes, without deteriorating 
into attention-grabbing events and prize. The 

institutions of art prizes should develop and 
evolve while deliberating the true significance 
and use of the awards. 

related links
Yang hyun Prize 
http://www.yanghyunprize.org
national Museum of Modern and Contemporary art 
http://www.mmca.go.kr
hermès atelier 
http://en.fondationdentreprisehermes.org/ 
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any case, the amount adds up to more than 
40% of the world’s total auction sales. in that 
sense it is only natural for the global art world 
to turn to China. 

But why is the international art world gather-
ing in hong Kong, rather than the mainland 
in China? 

Mario Cristiani, director of italian gallery 
Continua, said, “we have a gallery in Bei-
jing so we’ve been participating in the hong 
Kong art fair since 2009, but after art Basel 
acquired the fair, we could definitely feel that 
the quality had improved. asian collectors, 
not just from the hong Kong area, are very 
important to us as clients, and hong Kong 
is also a convenient location for many asian 
guests, meaning it is an important location for 
foreign galleries. Furthermore, there are tax 
benefits for art transactions, and the fact that 
everything is gathered in one place means that 
it is easy to do business, all of which add up to 
a significant advantage for an art market.”

as Cristiani said, hong Kong first and fore-
most is a place where it is easy to do business 
in art. The city has the advantage of a part 
of China, which has risen as an art market 
powerhouse, but unlike mainland China, it 
offers tax benefits for art transactions while 
also housing the world’s major financial insti-
tutions. Moreover, because english is widely 
spoken in hong Kong, it is far easier for a for-
eign company to do business there. For these 
reasons the art market grew rapidly in hong 

Kong and is in many ways comparable to the 
art markets in new York and london. 

another advantage of hong Kong is that the 
number of contemporary art transactions is 
exceptionally higher compared to mainland 
China. China’s art market may be large, but 
about half of the auctions on the mainland 
deals traditional paintings and calligraphies, 
and antiques. Part of this can be attributed 
to the fact that lovers of Chinese art tend to 
prefer traditional paintings and calligraphy 
to contemporary western art, but it is also 
partially because foreign auction companies 
such as Christie’s and sotheby’s are effectively 
forbidden under Chinese law to have auctions 
exclusively. unlike China, hong Kong, where 
Christie’s, sotheby’s, and other foreign auc-
tion companies and galleries are, can freely do 
business. The seoul auction also has a head-
quarters in hong Kong since 2008 and has 
been hosting its own auctions. Contemporary 
art pieces from countries all over the world are 
being actively traded in hong Kong. 

another reason foreign galleries opted for 
hong Kong is that, geographically speaking, it 
is easy to access asian collectors. it would not 
be an exaggeration to say that the entire Ko-
rean art associates were in hong Kong in the 
fourth week of May, when the city hosted the 
art fair. other asian countries also responded 
to art Basel hong Kong by forming delega-
tions to pay the fair a visit. 

and as a dining and shopping heaven, hong 

Kim in-sook, Saturday Night, 313 art Project Booth lehmann Maupin gallery Booth

The first art Basel hong Kong, which ran 
from May 22 to 26, was a huge event that 
confirmed hong Kong’s role as a center of the 
global art market, following new York City 
and london. hong Kong had hosted arT hK 
since 2008, but when art Basel acquired 60 
percent of this art fair last year, it endowed 
the event with an additional layer of prestige 
along with its name. with art Basel — the 
name of the world’s greatest art fair — now 
part of its identity, this year’s art Basel hong 
Kong event attracted worldwide attention, fea-
turing 245 well-known galleries from 35 dif-
ferent countries all over the world, including 
gagosian, white Cube, Pace, James Cohan, 
and Perrotin. 

The quality of the participating galleries and 
artists were of course given, but even consider-
ing the audience members, the hong Kong art 
Fair stood as an international art fair compa-
rable to art fairs of the west such as art Basel, 
Frieze, and the armory show. The audience 
included not only asia’s main collectors, but 
also many high-profile european collectors 
and gallery representatives. 

The boom in the world art market at large is 
one of the reasons why hong Kong’s art mar-
ket has been heating up recently. right before 
art Basel hong Kong, during the second and 
third weeks of May, new York City had its art 
auction week (auction week: a period of auc-
tions from Christie’s and sotheby’s featuring 
impressionist/Modernist and contemporary 
art, marked by its superlative sales), which set 

multiple new records this year, demonstrat-
ing the demand for art has not cooled down. 
Christie’s evening auction for the contem-
porary art in new York raked total of usd 
495 million in a single evening, setting a new 
record in the history of art auctions. only 4 
out of the 70 art works that was up for sale 
failed to find buyers. 

Pieces by Jackson Pollock, Barnett newman, 
roy lichtenstein, Jean-Michel Basquiat, ger-
hard richter and other superstars of contem-
porary art also set new records for Christie’s 
and sotheby’s auction. The world art market 
was still floating on air when art Basel hong 
Kong opened, so it was inevitable that excite-
ment would only mount for art lovers. 

it has been quite a while since the world art 
industry first turned its gaze into asia, espe-
cially China. China is an economic power-
house, second only to the us, but even when 
it comes to art markets it stands side by side 
with the us and europe. according to the 
calculations from artprice.com, an art mar-
ket reference for the international art market, 
China has had the largest share of world art 
auction sales since 2010, for three consecutive 
years. data from aMMa(art Market Monitor 
of artron), managed by Chinese art market 
information website artron, reveals that in 
the last year alone sales from art auctions in 
China totaled usd5.68 billion from 149,509 
pieces of art. The number is actually a slight 
decrease from 2011, but since 2008 there has 
definitely been a consistent increase. and in 

Art Basel Hong Kong

Hong Kong, the New Heart 
of the Contemporary  
Art Market

Rhee Kyu-hyon
President, Enart (enart.kr)
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like they’re saving their best pieces to unveil 
at the art Basel in switzerland.” But the glo-
bal art market has always shifted gears and 
is now heading in asia’s direction. especially 
now, when there are so many incidents and 
accidents suffocating the domestic art market, 
attempting to find a breakthrough in the in-
ternational market is important. in this con-
text, hong Kong could be a possible solution.

Photos © rhee Kyu-hyon

Rhee Kyu-hyon
This former art reporter for the Chosun Ilbo has written five books on art, including Art Shopping 
(vol. 1 & 2), Stories on Art Auctions, and Hello? Artists!. rhee graduated from the department of 
Korean language and literature at Yonsei university, from the department of Museum studies 
at Chung-ang university’s graduate school of arts, and from Christie’s education in new York 
with an advanced Certificate in Modern art, Connoisseurship, and the history of the art Market. 
Currently rhee manages enart.kr, a Korean art market reference website. 

Kong is already popular among Korean, Tai-
wanese, and Japanese visitors as a tourist 
destination. and near the hong Kong Con-
vention & exhibition Center, where art Basel 
hong Kong was held, the world-renowned 
galleries competing for supremacy in new 
York, london, and Paris, including gagosian, 
white Cube, Ben Brown, Pearl lam, leh-
mann Maupin, and Perrotin was stationed 
since 2009 – 2010 at the Central area, which 
is a commercial center. hong Kong build-
ings such as the iFC building or landmark 
malls, which attract a large number of people, 
house excellent public art pieces featuring 
both western and asian contemporary artists. 
with a surplus of such sights to satiate art lov-
ers — on top of all the dining and recreational 
options — hong Kong certainly has enough to 
attract asian art lovers. 

it is not that artwork sells thoughtlessly well 
in hong Kong, but the city is nonetheless 
gradually taking on the characteristics of an 
advanced art market. a dealer at an american 
gallery with a headquarters in hong Kong 
said, “i can feel that collectors have become 
more cautious compared to the previous year. 
They visit multiple times to look at the pieces 
again and again, and ask repeatedly about the 
artists before deciding on their purchase. so it 
does take time to sell, but it is really in these 
ways that you can observe the true character-
istics of a mature art market.” 
hong Kong is also an important location for 
asian galleries and auction houses. with the 
art world rushing in from west and east, it 
is also a valuable place for our artists to show 
their work to the world. The 11 Korean par-
ticipants in this year’s art Basel hong Kong 
included domestic galleries such as Kukje, 313 
art Project, gallery ihn, hakgojae, PKM, and 
skape. 

Between 2006 and 2007, when the domestic 
art market was experiencing a rapid growth, 
many young artists were able to make a name 
for themselves in the hong Kong auctions, and 
although they were not well-known domesti-

cally, their fame in hong Kong sometimes 
acted as a catalyst for increased popularity 
in Korea. one good example is artist hong 
Kyoung-tack. at the Christie’s auction that 
opened this year during the art Basel hong 
Kong, hong’s masterpiece Pencil 1 was sold at 
hKd6.63 million. in May 2007 at the same 
auction, this very painting was sold at Krw 
780 million (based on the exchange rate at 
the time), setting a record for Korean artists. 
an awareness of hong Kyoung-tack shot up 
thanks to his participation in that hong Kong 
auction. 

it is important to note that along with the 
asia’s top collectors, there are american and 
european collectors based in asia looking at 
hong Kong. For example, Choi Yoon-seok, 
the director of seoul auction, said, “hong 
Kong auctions allow us to introduce Korean 
artists to the world, and through this we can 
ultimately expand the base of domestic artists 
being traded in overseas markets. hong Kong 
auctions are also incredibly helpful for creat-
ing connections and networking with overseas 
clients. Through this, hong Kong auctions can 
provoke a virtuous cycle, aiding domestic auc-
tions.”

on May 26, the last day of art Basel hong 
Kong, seoul auction had an event featur-
ing asian artists such as Yayoi Kusama, lee 
ufan, Zeng Fanzhi, Feng Zhengjie, s.h. raza, 
and ram Kumar. The sales recorded total 
hKd36.43 million, with a successful bid 
rate of 65%. of these pieces, Kim whan-ki’s 
Mountain and Moon was sold off to one Tai-
wanese collector for hKd1.4 million. 

of course, hong Kong still has room for im-
provement compared to new York and lon-
don. with the art Basel hong Kong in late 
May and the switzerland’s art Basel in June, 
it will still be difficult to see the “best pieces” 
in hong Kong. one Korean collector who went 
to art Basel hong Kong said, “it doesn’t seem 
like the world-famous galleries are bringing 
over the best pieces in their collection. it seems 
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lic contest held in 2012, the space’s dynamic 
activities are highly expected throughout the 
year of 2013.

having differentiated itself from other muse-
ums so far, the daelim Museum has broadened 
its sphere by widening unrecognized fields in 
Korea such as photography and design (in-
cluding illustration, furniture design, and 
crafts). 
The most significant factor in running such 
spaces for art projects is, after all, to at-
tempt new experiments of the contemporary 
visual art today through operating sustain-
able projects persistently for a long period. if 
the projects build up for more than ten years, 
it would become not only the history of the 
daelim Museum but a part of the history of 
Korean contemporary art.

The history of the Ps1 (which is now called 
as MoMa Ps1) primarily dates back to the 
institute for art and urban resources inc. 
established by alanna heiss in 1971.  heiss 
provided abandoned buildings or spaces to 
those artists who had no studio or exhibition 
space of their own in the early stage.  it was 
also alanna heiss who got permission from 
the new York City for architect-majored gor-
don Matta-Clark to work under the Brooklyn 

Bridge in 1971 and curated a group exhibition 
titled “rooms” in 1976, a site-specific exhibi-
tion held at the close-down school which is 
now the Ps1. after 2000, the Ps1 was linked 
to the MoMa, new York, and lost its charac-
teristic as an alternative space. instead, the 
Ps1 became an institution for contemporary 
art where art installations, performances and 
architecture projects were exhibited. This was 
possible because something that was periph-
ery in the 1970s became the center issue in 
the 1990s. nonetheless, the MoMa and the 
Ps1 are thoroughly separated from each other 
in terms of art curating and administration. 
The daelim Museum and the d Project space 
should build up their independent proper-
ties through the distinction of curatorial and 
administrative structures between them. By 
doing this, the space will neither remain as a 
temporary alternative space nor its projects 
will be finished as momentary and sporadic.

in 2013, the daelim Museum exhibited a type 
of relay exhibitions called “10 Young Crea-
tors.” it was an art project for young artists 
who vigorously work in diverse fields such as 
architecture, music, literature, fashion and de-
sign, as well as in visual art field.  The anl-
studio (ahn Kee-hyun, lee Min-soo), the first 
team for the project in 2013, had designed 

d Project space (“gooseulmoa danggujang”)  Joh

since the 2000s, while the contemporane-
ity has been exhibited in accordance with 
the western contemporary art, the number 
of alternative art spaces increased dramati-
cally during the iMF financial crisis.  From 
the beginning of the 1970s in the district of 
soho, new York, alternative spaces began to 
be established by the artists under the distinc-
tive idea of criticizing the capitalized or the 
commercialized contemporary art and  pro-
pose  a substitution for it. while emphasizing 
the autogenous independency, the western al-
ternative spaces have been run by national or 
federal support funds which were provided to 
not-for-profit organizations.
The d Project space was previously a billiard 
saloon, named with “gooseulmoa danggu-
jang,” and is now run by the daelim Museum 
as an art project space.  The space’s character 
seems analogous with the MoMa Ps1 which is 
linked to The Museum of Modern art (MoMa), 
new York.  in case of the MoMa and Ps1 they 
were not linked as contemporary art exhibi-
tion space in the beginning. opened in 1976, 
the Ps1 started as an alternative space, unlike 
the MoMa, utilizing the shut-down school in 
long island City, Queens in new York.

Both alternative spaces and exhibition spaces 
for art projects have taken a great role as a 
platform where contemporary art works are 
shown as an art exhibition format.  The alter-
native spaces in contemporary art have wid-
ened the exhibitions and discourses that art 
museums have failed to embrace due to their 
institutional properties. as an example, The 

“Pictures” held at the artists’ space, an alter-
native space located in soho, new York, was 
an art exhibition curated by douglas Crimp 
in the autumn of 1977. The curator himself 
published a critical essay on this exhibition in 
the magazine called, October, and introduced 
emerging artists of those days such as Cindy 
sherman, sherrie levine, and robert longo 
to the art world. announcing the ‘return of 
images,’ this exhibition heralded the comeback 
of the new ‘pictures’ fitting to the novel transi-
tion within the postmodern period by covering 
diverse mediums like photography, new me-
dia, animation instead of conventional paint-
ing works. alternative spaces swiftly absorbed 
the contemporary vitality on the spot that the 
main stream of the art field failed to embrace, 
and all the artists achieved recognitions for 
their contributions to contemporary art by 
speaking out for the issues remained out of the 
central field. such alternative spaces revealed 
a critical threshold with their short lives due 
to financial problems or so.
as the Ps1 reused the building space of the 
shut-down school without any alteration, they 
exhibited (site-specific) installations and per-
formances that cannot be shown inside the 
white cubic space of museums and galleries. 
Just like the Ps1, the d Project space of the 
daelim Museum has a similarity in terms of 
managing a collaborative program among 
young artists, designers, and architects with 
out any alteration to the building structure.  
also regarding the fact that the d Project 
space provides young artists with an opportu-
nity for their creative activities through a pub-

The Daelim Museum’s  
D Project Space 
“Gooseulmoa Danggujang 
(Billiard Saloon)”

Chung Yeon-shim
Associate Professor, Hongik University
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Clean, white walls. high ceilings. Vast floor 
space. These are no longer the bare essentials 
that a space needs to accommodate chang-
ing cultural and artistic trends. They are now 
options, choices to match the character of 
the event. But in some cases, it’s time-stained 
walls and windows, old houses reduced to fad-
ed doorways, abandoned relics of the bygone 
industrialization era, or the hidden corners of 
forgotten buildings that evoke the meaning 
of time and space in artists. Today, these are 
becoming effective tools for stirring artistic 
desires and inspiration of various sorts. as if 
to reflect these changing views on exhibition 
spaces, the different activities of the recent 
culture and arts scenes are redefining the con-
cept — sometimes by opting for the right space 
for a particular work or event, other times by 
rediscovering the environments of life that 
surround us every day. amado art space, 
which opened in June 2013 near the seoul 
subway’s hangangjin station, is a perfect ex-
ample of this kind of place.

amado art space/lab is a non-profit in-
stitution in hannam-dong, a neighborhood 
of  Yongsan district in seoul. as the name 
indicates, it consists of two parts: amado art 
space, a center for exhibitions and various 
culture and arts events, and amado art lab, 
which is actually housed about 10 minutes 
away. Between them, the buildings offer per-
fect examples of the kinds of single-family 
houses that used to make up Korea’s urban 
landscape in the 1970s and 1980s. Certain 
architectural features — units connected by a 

single entrance and separated into floors, sep-
arate rooftop spaces — are especially reflective 
of the residential environment of the 1970s, 
when living spaces in Korea started being ver-
tically partitioned. The geographic character-
istics are also an important contributor both 
to the distinctive exteriors and to the power-
ful overall impression of the spaces, situated 
as they are in aging alleyways that retain the 
look of houses from forty to fifty years ago at 
a time when the redevelopment wave continues 
driving unabated through Korea’s cities.

This push to inject new vitality into old struc-
tures by keeping their physical features intact 
while putting them to entirely new uses is re-
flective of a major current called “adaptive re-
use”, in urban development today. For amado 
art space/lab, the layout is preserved in such 
a way that we can imagine how the different 
parts once functioned, whether as kitchens, 
bedrooms, living rooms, or bathrooms. at 
the same time, it keeps just enough space for 
exhibitions and cultural events. The result 
is a concept of space that is altogether new. 
The rooftop, from which visitors can survey 
all the large and small units where families 
once lived along the narrow hallway, has been 
transformed into a site for exhibiting paint-
ings, sculptures, videos, or installations, or for 
staging performances, concerts, presentations, 
talks, and debates. (Consisting of two floors 
aboveground and one at basement level, ama-
do art lab has eight rooms total, containing 
galleries, an office, a greenhouse, and a ter-
race.)

Amado Art Space Hwang Jung-in
Editor-in-Chief, meetingroom
/ Independent Curator

ocean scope in song-do, incheon in 2009. 
This piece was exhibited at the d Project 
space in a dissolving structure, meaning the 
art work is transient installation since it will 
transform when it is met with air. ‘CY Choi’, 
a team led by a fashion designer, Choi Chul-
yong, practices art projects planned by a col-
laborative team of which the members studied 
fine arts and design. CY Choi has recently 
transformed the old building of hongik el-
ementary school, located inside of the hongik 
university, into a surrealistic ‘art classroom’.  
Besides this, the experimental project exhibi-
tions by Kiljong arcade, Kim so-hyun/ lee 
Youn-jeong, Park Jean-taek, Yoo hee-kyoung, 
Chang sung-eun, Chung so-young, and Joh 
ung, will show rather horizontal collabora-
tions than the aura of a single person, through 
attempting an amalgamation and a communi-
cation among diverse genres and mediums.

The alley, along the backstreet of the richen-
sia apartment in hannam-dong where ‘goo-
seulmoa danggujang (d Project space)’ was 
located, had been a vacant space for a long 
while. when the dankook university’s campus 
stood there before, more people other than its 
college students must have spent time at the 
billiard space, which stood inside the narrow 
passage behind the main road.  i wish that the 
d Project space, ambitiously embarked on by 
the daelim Museum, would make us excited 
during the 2013 season as it professes to be a 
“communicative space in which anyone can 
enjoy and participate easily.”  it should avoid 
being an alternative space only for ‘bobo 
(bourgeois-bohemian)’ coined by david Brooks 
of The New York Times. whereas the history 
of art has defended pure mediums, our daily 
life cannot escape from design as a matter of 
fact. in this respect, i can hopefully expect 
that the 2013 season’s programs planned by 
the d Project space could ground an alterna-
tive platform in order that we can rediscover 
the aesthetic from our daily life, by integrat-
ing contemporary visual art, architecture, lit-
erature, music altogether in a single place.

Chung Yeon-shim 
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with the steering committee members serv-
ing as critics. The feedback from the debate 
is then considered into the each teams’ work 
and its evolution. For artists who are trying to 
realize their own distinctive vision, it has been 
an invaluable opportunity to collaborate with 
their curator peers, deepening their think-
ing through lively distinctions with a steer-
ing committee made up of prominent artists, 
critics, and administrative staff. The aim is 
to promote research on artists, give feedback 
between artists and staff, and promote activi-
ties for emerging critics — the first results in 
the attempt to put amado’s founding goal of 
organizing experimental cultural and artistic 
events into practice. after “now in session” 
came to a close in late august, the next event 
was “death in the afternoon”. held from oc-
tober 16 and november 1, this exhibition of 
the work of artist Kim o-an was developed 
as part of the douglasism Festival planned by 
Kim Kim gallery (Kim na-young and gregory 
Maass). november’s exhibitions will include 
Useful Corners (artist Jung Yeon-doo and de-
signer Jung Jin-yeol) and a solo exhibition by 

lee hai-min-sun, while december will bring 
the exhibitions “go away and don’t Come 
Back!” and “Korea-China-Japan”.

The staff have said they plan to stage a range 
of events in the future to support novel origi-
nal exhibition planning ideas and the activi-
ties of up-and-coming artists and curators. 
in the same way that those different families 
created a history of time and space living to-
gether under one roof, so amado art space/
lab appears set to forge a new spatial history 
with its intriguing plans and events. hope this 
creates a new cultural topography for its re-
gion and transforms into a setting for the kind 
of experimental practice that injects new vital-
ity into the Korean culture and art world.

amado art space: 
683-31 hannam-dong, Yongsan-gu, seoul
amado art lab: 
683-94 hannam-dong, Yongsan-gu, seoul
+82-(0)2-790-1178
info@amadoart.org
www.amadoart.org

Photos © amado art space/lab
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originally, the site was home to a multipur-
pose cultural space called art space ggooll 
(“ggooll” means honey in Korean), run by 
artist Choi Jeong-hwa between april 2010 and 
March 2013 as part of a project of “infusing 
energy into living.” situated on the side streets 
of a residential district, it hosted a series of 
projects aim to break down the boundaries 
between spectator and artist, advocating the 
idea of art as a part of life. amado art space/
lab took a similar approach when it took over 
the space in June 2013, focusing on exhibi-
tions, education, workshops, criticism, and 
discourse studies. as it pursued its cultural 
and artistic activities based on free artistic 
experimentation and research, it began to 
emerge as a new alternative for exhibitions in 
the hannam area. its steering committee is 
made up of art critics, theoreticians, artists, 
curators, and other art world professionals, 
and it organizes deep discussions to decide the 
direction of its programs going ahead. The 

expert committee members hold regular meet-
ings to keep the space moving and developing; 
their participation as program advisers allows 
for the sharing of knowledge and experience 
between generations. it is inspiring to see 
such a strong internal organization and so 
many channels for exchange among emerging 
curators, artists, and theoreticians through 
the different courses, workshops, and de-
bates — especially at a time when such cross-
generation professional interactions are few 
and far between.

The exhibition planned as amado’s inaugural 
event, “now in session”, has been described 
as a concrete blueprint for the space’s nature 
and future direction. it involves a free-for-all 
debate on artwork and exhibition by five two-
person curator/artist teams (Baek gon/Park 
Jae-young, shin seung-o/Kim da-um, Yang 
Ji-yoon/Jeon Mi-rae, lee Bo-sung/Yoon sung-
il, and hwang Jung-in and Kang seo-kyeong), 

exterior view of amado art space
“now in session” free-for-all debate 

a closer look at amado art space
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park and woods. This was able to be realized 
by changing the entrance and exit for the first 
time since the 1995 launch of the gwangju Bi-
ennale.

spatial compositions and exhibition struc-
tures using fabric and recycled cardboards 
instead of regular construction materials were 
also worth paying attention to. when a large-
scale exhibition or event is held, fake walls or 
temporary structures are built to divide large 
spaces by sections. These walls and structures 
are usually destroyed once the event is over 
and the 2013 gdB tried to minimize the waste 
produced after such destruction. “Fabric zon-
ing” was attempted for the first time by using 
fabric partitions instead of building fake walls 
out of plywood. The partitions also symbolized 
the open space allowing more flexible flows of 
human traffic and communication and amal-

gamation of ideas, without the fixed walls to 
divide or block them. The exhibition stands 
were made of recycled cardboard to represent 
the drive to produce eco-friendly designs, one 
of the important design aesthetics of the 2013 
gdB.

design ThaT PerMeaTes The 
CoMMuniTY and liFe

among the five exhibition halls, one gallery 
was dedicated to the city of gwangju and 
named “gwangju hall.” in this hall, where 
the identity of gwangju stood out, the local-
ity being harmoniously intermingled with the 
global aspects of the Biennale was presented in 
concrete and complete way. For instance, prior 
to the exhibition, a citywide survey asked a 
thousand people what was the most precious 
thing in gwangju. Then by selecting twenty 
words that appeared most frequently, sewing 

The exhibition of “The Most Precious Things of gwangju”, 2013 gdB

The gwangju design Biennale (gdB), which 
was launched in 2005, has reached its 5th edi-
tion. The gwangju Biennale Foundation has 
held the gwangju Biennale in even-numbered 
years and the design Biennale in odd-num-
bered years. Through the gdB, the foundation 
has proposed new directions for design from 
diverse perspectives. But, as the distinctions 
between pure art and design are blurred and 
genres have grown more amalgamated and 
diversified in recent years, questions have 
constantly been raised that the previous forms 
of the design Biennale were insufficient and 
inadequate to be distinguished from the Bien-
nale. hence, from the preparation stage of this 
year’s exhibition, the 2013 gdB faced a strong 
challenge of reexamining its positioning. un-
der the slogan of “the design hub of asia”, 
gwangju declared this year, 2013, as the Year 
of the design industry and chose the design 
Biennale as its focal project to nurture the 
local design industry. lee Young-hye, the ar-
tistic director of the 2013 gdB, contemplated 
these issues when she took charge of the exhi-
bition. she planned this year’s Biennale with a 
relatively clear mission to “create and connect 
the added value through the industrialization 
of design.”

director lee chose “gusigi, Musigi (some-
thing, anything)”, a common expression in 
the dialect of Korea’s Jeolla-do provinces, as 
the keywords and the major theme of 2013 
gdB. she planned the event from a belief that 
“something” creative must be created from 
“anything” that is more universal and general. 

in the Thematic exhibition, “old & new”, 
the objects not usually associated with design 
was displayed such as regular and winnowing 
baskets, thimbles or large scissors carried by 
street candy vendors. Through these tradi-
tional objects, the search of aesthetics imbued 
in daily Korean culture was explored. also, 
by presenting the evolving designs of every-
day objects like bicycles or rice cookers, the 
exhibition showed the pragmatism and evolv-
ing values behind the designs of daily items 
and reflected the process. Besides this, there 
were chair designs of diverse variations, a sec-
tion devoted to the london design Museum 
collection, items that presented the ways in 
which sports and design are grafted, and an 
architectural structure that utilized the Ko-
rean specialty product, such as bamboo. This 
manner of presentation focused on presenting 
the history of revolutionary designs through 
everyday objects to make it more accessible to 
the general public. 

design ThaT CoMMuniCaTes 
wiTh naTure

everything in the world is affected by nature, 
and what makes everything most beautiful 
is when it is in perfect harmony with nature. 
To realize the idea behind the phrase “nature 
is the best designer,” the 2013 gdB created a 
flow where people went in and out of nature. 
Visitors walked through vegetable gardens 
created as a part of special exhibitions that 
led up to the entrance of the exhibition halls, 
and when they exited after watching the ex-
hibit, they stepped out to paths that led to the 

2013 Gwangju Design Biennale 

Unspoken Connection: 
Communicating Design 

Ahn Mi-hee
The head of Policy Planning Department, 
Gwangju Biennale Foundation
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simple and unoriginal. The new flags, how-
ever, tried to include Korea’s cultural and na-
tional identity and the country’s image to the 
outside world in diverse fashion, which in turn 
provided spectators a chance to think about a 
reunified Korea through sports.

The keywords for the 2013 gdB, “gusigi, Mu-
sigi”, which are often used in conversations in 
various contexts, can be ambiguous. despite 
their ambiguity, if one understands the cul-
tural conventions and contexts and shares an 
emotional bond by forming common ground, 
he or she can convey necessary messages af-
fectionately, while not saying it in so many 
words. The 2013 gdB aimed at this sense of 
unspoken connection (yisim jeonsim: heart–

to-heart communication) presenting the com-
munication and relation among people. The 
focus of design in the contemporary world has 
shifted towards the user-oriented. The demand 
is for today’s designers to make something cre-
ative from the ordinary and universal things 
to meet the tastes and characteristics of users. 
The unspoken connection between users and 
design is what 2013 gwangju design Biennale 
focused on showing. in the lieu of complicated 
grand discourses at the 2013 gwangju de-
sign Biennale, the “gusigi, Musigi” design 
presented a new and creative future from the 
general and universal things. 

Photos © ahn Mi-hee
kits containing fabrics, needles, thread, em-
broidery frames and design samples were dis-
tributed to the thousand people to create their 
own craftworks using the 20 words as motifs. 
after the completed works were collected, they 
were made into a giant lamp displayed at the 
exhibition hall. in addition, the 2013 gdB 
attempted to commercialize the results of de-
sign projects to be actually used in gwangju, 
which include designs for taxi driver uniform; 
designed garbage bags that can be used in 
five districts of gwangju; and rice packag-
ing designs for the renowned local rice from 
gwangju and the Jeolla-do provinces. 

as for the rice packaging design, single-serv-
ing packaging was attempted to reflect the in-
crease of nuclear families and single-member 
households, as well as demonstrating locality 
in the packaging. These efforts were part of 
the artistic director’s intention to expand and 
bring designs to essential aspects of everyday 
life that are often taken for granted and over-
looked, such as rice and farming. in the case 
of taxi driver uniforms, the best design selec-
tion was to be through the process of popular 
vote and municipal discussions on having taxi 
drivers wear them. designs might have seemed 
trivial but could be realized. as the theme of 
the 2013 gdB presents, attempts are made to 
turn “any” trivial “thing” into “something” 
special. These attempts will make gwangju 
residents take pride in their professions, culti-

vate a mindset for public service and develop 
into an extended form of public design that 
could reinvent the image of gwangju.

PuBliC design /  
design For The PuBliC

The first piece in this year’s exhibition was 
“City Farmer’s garden” presented at the plaza 
outside the exhibition halls. wooden pallets 
used to load and carry heavy objects and old 
discarded tents were utilized to create veg-
etable gardens that could exist within urban 
settings. They were designed to make people 
experience the growth of flowers, plants and 
vegetables, and also to be harvested in october 
while the Biennale was running. This cultural 
statement read into and reflected contempo-
rary life and cultural trends of the “healing” 
and slow life. in the corner of the plaza, the 
“Farmer’s Bread” section exhibited breads 
baked by visitors and participants under the 
motif “Bread design began from the tradition 
of communal baking, where villagers had to 
bake bread together in a communal oven and, 
hence the need to shape their bread differently 
to distinguish one from another.”
in the exhibition hall, a section dedicated to 
children, “Kongdakong nursery”, was de-
signed to suggest a new direction for Korean 
nurseries. The country has more than 8,000 
nurseries nationwide, some of which lack ad-
equate spatial composition or settings for chil-
dren. in this exhibit, the best nursery model 
was proposed by modulating the elements 
and items necessary for a nursery, founded on 
safety standards and emotional stability of the 
children. during the exhibit, this section was 
designed to be open to children to allow them 
to experience and play.
“unified Korean Flag” is another leading ex-
ample of public design, which was based on a 
virtual scenario of south and north Korea en-
tering the universiade gwangju 2015 together 
as a team under the unified nation. More than 
90 designers presented their versions of a uni-
fied Korean flag. The existing flag with the 
image of the Korean Peninsula printed in blue 
on a white background, was considered too 

Thematic exhibition: “old & new”, 2013 gdB
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for young and internationally less-known art-
ists, as well as art from south america, east-
ern europe, and the arab received more inter-
est at the market.

on the second day, we took a tour to major 
exhibitions, where we surveyed the trends of 
contemporary art in london that drew at-
tention during the Frieze event. Then, on the 
third day, our workshop schedule kicked off in 
earnest with a visit to negotiating histories: 
Traditions in Modern and Contemporary art, 
a symposium organized by the Tate research 
Centre: asia-Pacific. The discussants — ten 
art historians and curators from Korea, 
China, Japan, Chinese, and elsewhere in east 
asia — discussed cultural, social, and historical 
contexts of each country and how east asian 
traditions were carried on and transformed 
within them. one Korean presenter, Professor 
woo Jeong-a, drew notice by addressing Ko-
rean modernity with a discussion of the social 
background of the plastic medium in the work 

of Choi Jeong-hwa. Professor Kenji Kajiya at-
tempted to broaden the search for identity into 
the archaeological domain by reinterpreting 
neolithic cultural heritage in modern Japa-
nese architecture. Chinese presenters explored 
the inheritance of lost tradition in terms of 
spiritual types and media at a time when vari-
ous forms are being swept away by the tides 
of social and political transformation. Tradi-
tion had already been a frequent topic of col-
loquia, but the empirical research findings at 
the symposium, founded in regional culture, 
art, society, history, and geographic, seemed 
to really take things well beyond the realm of 
orientalism and late colonialist fantasy.

The fourth day brought one of the highlights 
of the workshop as the six Korean curators 
traded presentations with Tate Modern dis-
play chief Matthew gale, research Centre 
curator lee sook-kyung, and Performance 
Programme assistant curator Capucine Per-
rot. adding gravitas to the discussion were 

People lining up in front of the Frieze art Fair  
Curatorial workshop with the Tate research Centre: asia-Pacific 

a visit to Matt’s gallery 
inside the Tate archive

The curator’s process goes through several 
stages. First comes the exhibition idea, then 
the research to flesh out the structure and de-
termine what is practicable as a finished prod-
uct. The nature of the job is that you can’t get 
anything if you don’t go after it. it’s been ten 
years since i started working in this field, and 
although i’ve planned numerous exhibitions 
for alternative spaces, galleries, and independ-
ent projects, i’ve never been able to judge the 
quality of the curating from the exhibition 
results. The more i worked, the more i real-
ized the importance of the unseen processes 
between the start and the finish: the research 
and the networking. without them, you’re 
like an architect trying to shape a building 
out of mere ideas, a kind of sculpture without 
any consideration for the context. But while 
funding and support programs over the years 
have mainly gone toward the format of the 
exhibition — which is, after all, the curator’s 
product — Project Via stands out by support-
ing the preliminary research trips that cura-
tors need to carry out for their projects. it’s 
both a surprise and a thrill to see this kind 
of support based on an understanding of the 
curatorial process over its final and visible 
outcome. another goal of the Project Via Cu-
ratorial workshop in london which i attended 
(done in partnership with the Tate Modern’s 
Tate research Centre: asia-Pacific) was to 
build stronger networks between participat-
ing Korean curators and overseas curators and 
art professionals. with visits to symposiums, 
workshops, and major art institutions in lon-
don, the research trip became a real chance 

to deepen the two crucial key aspects for the 
curators : the research and the networking.

lessons FroM london:  
The sTaTe oF ConTeMPorarY  
Korean arT

“have all of you arrived safely?” was the mes-
sage came from the Project Via officials the 
day before the workshop. By that point, all 
six selected curators had arrived for our six-
day itinerary. Koh won-seok from the art Mia 
Foundation in Beijing, independent curator 
Jeon Yu-sin, im Jong-eun from gallery white 
Block in Paju, artist and independent cura-
tor Yun Ju-hee, and Park Jeong-yeon from the 
nonprofit art spaces network, and myself 
have joined together. all of our research trips 
had different motivations and were planned 
around different themes, but the mere fact 
that we had applied for the london workshop 
showed that we also shared certain character-
istics: a desire to understand the identity as 
“asian curator” and also an ambition to put 
Korean contemporary art on the world map. 
our first day in london on october 19th, we 
went to the Frieze art Fair, one of the most ex-
citing events on the yearly london art calen-
dar. in an effort to cut through the stagnation 
of the art market, the Frieze foundation have 
separated the fair into two: Frieze london, 
which looks at contemporary art, and Frieze 
Masters, which covers the period up to the 
Modern era. Visitors are captivated by displays 
that are more sensual and unconventional 
than the stale mainstream art of the market. 
however, the galleries that present solo shows 

Curatorial workshop  

in London by Project VIA

Research and Networks: 
Chasing the Two Hares

Sim So-mi
Curator, Gallery Skape



3130

presented on the Mobile home project that i’m 
now researching, a few of the curators sent to 
me a message of encouragement, urging me to 
continue forward from research to a finished 
project. “let us know when the project’s fin-
ished,” it read. “see you again in london!” i 
look forward to Project Via’s support programs 
helping many more Korean curators develop 
internationally competitive skills and using 
the opportunities to build bigger and stronger 
networks.

Photos © lee Tae-hoon 
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lutely to their alternative space identity since 
their opening, focusing on radical exhibition 
forms and experimentation without regard for 
art market pressures. we also took us a visit 
to the Tate library/archive, where we saw 
not only saw the exhibition books, booklets, 
and articles but also a carefully categorized 
and painstakingly preserved collection of art-
ist paraphernalia, everything from scribbled 
papers  to small personal effects. The library 
has about 250,000 booklets alone, and the 
archive of artist work is truly global in scale, 
with more than a million holdings. every two 
weeks, a curators’ meeting is held to select new 
archive materials, with cooperation from the 
archive where they are to be displayed. This 
showed that archiving is not simply a matter 
of preserving relic of the past, but an impor-
tant resource for the curating that will create 
the shows in the future.

our six days on our sixth day in london, 
were we had a chance to see current trends 
from various angles, from the contemporary 
art market currents at the Frieze art Fair 
to the search for new mainstream gallery 
trends and transformations at Tate Modern, 
the prospects and hopes for east asian art at 
the Tate research Centre: asia-Pacific, ex-
perimentation by nonprofits and residencies 
at gasworks, Matt’s gallery, and Chisenhale 
gallery, and collections of the future through 
archiving of the past and president at the Tate 
library and archive. we were able to compare 
and examine the things happening today in 
Korean contemporary art. what truly made 
this an inspirational and meaningful occasion 
for the participating curators was the proac-
tive programming efforts by the Korea arts 
Management service, which provide opportu-
nities for networking that we could never have 
gotten on our own. it was also very meaning-
ful to share discussions on different cultural 
contexts with local curators at the round table 
session. i am certain these experiences will be 
pivotal for Korean curators seeking to work 
on the global stage, as they move ahead with 
their research on the things discussed. after i 

the inquiry participants, who were invited to 
reflect the views of the workshop participants: 
daniel F. herrmann of whitechapel art gal-
lery, rosalie Kim of the Victoria and albert 
Museum, emily Pethick of The showroom, 
emma gifford-Mead of the British Council, 
and former arnolfini director Tom Trevor. 
The presentations explored the various issues 
that are on the Tate Modern’s collective mind 
today: strategies and motivations for museum 
collection displays, the significance and inter-
national future of the Tate research Centre: 
asia-Pacific, and the performance genres that 
have been developing rapidly in venues like 
the Turbine hall and The Tanks.

after the discussion came the Korean cura-
tors’ presentations, which involved explaining 
about the background of our curatorial efforts, 
the projects we had worked on, and the project 
we hoped to develop from our research trip. 
next was the inquiry session, where the ques-
tions were focused not on the quality of our 
presentations, but on the trends and systems 
of the Korean art world. a particular focus 
was on the funding structure for independent 
curators and nonprofit spaces; the discussants 
were surprised to learn about the Korean 
system, consisting of various central govern-
ment agency and local government channels, 
and compared it to the feeble system of public 
funding in Britain.

“see You again in london!”
To survive as a curator in the international 
environment hinges on the networks and the 
ability to scare up funding to bring plans to 
life. The various nonprofit spaces we visited 
in london were focused heavily on building 
different funding systems and networks. They 
have various partnerships with smaller and 
larger businesses; for example, the gasworks 
residency, receives building tax support from 
the sotheby’s auction house. Matt’s gallery, 
a nonprofit space for more than thirty years, 
has discovered artists who are well known to-
day, and Chisenhale gallery, which occupies 
a converted factory building, have stuck reso-
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The 
BrillianT 
arT
ProJeCT : 

dreaM
soCieTY

all around our environment, we see examples 
of the society predicted by futurologists the 
world governed by dreams and feelings being 
put to the test. we also see ambitious attempts 
to design linkages between art and future 
society in the hopes of producing a new 
perspective and discourse. it is impossible to 
say whether this is an example of art’s social 
role in contributing to a better society, but 
there is a profound resonance to be found in 
the artistic values of the “dream society” as an 
imperfect place of animosity and conflict and 
in these 10 artists, who are still hard at work 
pondering the essence of art.

Kim Yong-ho, Modern Boy Modern Car, 2013, exhibition at 
Culture station seoul 284

im seon-oc, Dynamic Clothing, neoprene, dimensions variable, 
2013, exhibition at Culture station seoul 284
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Jung Yeon-doo, Drive-In Theater, mixed media, size variable, 2013 Kim Yong-ho, Live Brilliant-Diamond in My Heart,  
hyundai Motor ad, 2012

Moon Kyung-won & Jeon Joon-ho, Monologue-Corps Sans 
Organes, hd Film, dimensions Variable, 2013
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1
Dream Society: 

reexamining the Social 
FunctionS oF art

ahn so-yeon / art Critic

The Brilliant art Project: dream society” was 
an exhibition staged at the multipurpose cultural 
space of Culture station seoul 284. its title was 
taken from the book The Dream Society (1999) 
by futurist rolf Jensen. suh Jin-suk, the direc-
tor of alternative space ‘looP’ in seoul and the 
curator of the exhibition, wrote a piece for the ex-
hibition catalog titled The Age of ‘Dream Society’ 
Art. in it, he described the goal of the exhibition 
as answering “the need for a new perspective and 
discourse to share new public possibilities in life 
and environment of the future, for a 21st century 
art that wears the mantles of diversity, conver-
gence, and globalism.” From the curator’s aims, it 
appears that the exhibition was a way of modeling 
values of “communication”, “collaboration”, 

“engagement” and “intersection” for a dream society that represents 
the search for a “better” community and culture. one might be 
tempted to write this off as an utopian idealism, but the exhibition 
itself was a parade of naked animosity and conflict, the content all 
too close to discourse to be viewed as the sophisticated posturing of 
“Korean wave” cultural purveyors with global ambitions.

The exhibition asked the practitioners of contemporary Korean 
art for a new perspective and discourse. But of what kind? The an-
swer may lie in the planner’s words above: the philosophical per-
spective of environment aesthetics. “environment” here refers not 
just to the natural environment we live in, but to a range of social 
and cultural categories — architectural structures, urban spaces, 
and industry activities. Taking inspiration from this discourse, the 
dream society exhibition showed that contemporary art is a com-
plex social and cultural environment of its own, one that is tak-
ing place in the “here and now.” indeed, it may well call to mind 
another, more familiar discourse, that of “visual culture.” on the 
other hand , another answer to the previous questions can be found 
in the futurist terminology of “dream society.” according to Jensen, 
this future society is convinced that market of dreams, one based 
on feeling, will grow to overshadow the market based on informa-
tion. To sum up, the “dream society” forefeels that their definition 
of dream and society will surpass the informative society where 
rational thoughts are dominant and the new age of dynamic emo-
tional society will arrive.

a total of ten artists and teams from Korean and abroad took 
part in the dream society exhibition. The aim was to create some-
thing as diverse and representative as possible, incorporating not 
only media art but also the genres of architecture, graphic design, 
fashion design, popular music, and interdisciplinary research. Visi-
tors stepping inside the Central hall of the old seoul station were 
met by the advertising pictures of photographer Kim Yong-ho, fac-
ing away from the entrance. across from them, the sculptural out-
fits of fashion designer im seon-oc were arrayed atop a long pedes-
tal.

a well-known advertising photographer, Kim Yong-ho used his 
TV-framed installation Live Brilliant_Diamond in My Heart (2012) 
to attempt a kind of “horizontal bond” with the public. it was a 
continuation of his work in automobile commercial imagery, but 
one created in a way that eschewed platitudinous questions about 
“the boundaries between industrial advertising images and artistic 

“
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photography” in favor of maximally foregrounding the properties 
of the photographic medium. while not included in this exhibition, 
other works by Kim have also produced visual representations that 
felt the same way with the image of anonymous “public” through 
their innumerable notions. These include na hye-seok(2006), which 
uses portrait photography to show the symbolic name of a modern 
Korean female artist, and Pian 2011-002(2011), a hyperrealistic 
photographic depiction of the rear surface of a lotus leaf - a specta-
cle that could never be seen in a lakeside landscape.

a long seeker of philosophical discourse in fashion, im seon-oc 
adds a sculptural sense of volume to her clothing designs deliber-
ately in an effort to find the “ideal harmony between form and sub-
stance.” They can be worn, satisfying the more pragmatic require-
ments for a garment, but they have the ironic effect of subverting 
the artistic purity of sculpture. Together, she and Kim turn the 
functional polish of two industries (advertising and fashion) into 
artistic sensibilities. and, in the process, they illustrate the potential 
of the kind of ‘dream society’ outlined by Jensen.

Passing through the Center hall on the way to the old plat-
form, visitors found an enormous electric light display by the 
graphic design duo sulki & Min. above them, phrases mixed 
with symbols that confound immediate comprehension are dis-
played in recursive prints. “a delay would be nice,” reads one.
“oh!  The styles  these days ” says another. as described, the Re-
curring(2012) series are founded in the artists’ explorations of “un-
derstanding and communicating through language,” resisting the 
methodology of graphic design and its insistence on communication 
strategy as a virtue. The only fidelity in the design of these hybrid 
letters and symbols (transformed by globalization, mechanization, 
industrialization, digitization) is visual fidelity; the visual symbols 
shower the surface with conceptual and multiplex meaning. sulki & 
Min have succeeded building an international network, their deep 
involvement in everything from graphic design areas like publish-
ing and posters to pure art, and exhibition systems in particular, 
bringing an emphasis on social and public functions to the contem-
porary artistic environment.

as the title, “dream society”, suggests, the future society is 
one where the social functions of art become more salient. over 
the course of their collaboration, Moon Kyung-won & Jeon Joon-ho 
have attempted a concrete contemplation of the essence and social 
functions of art within historical context. Their contribution to this 

exhibition was a performance video that offers a new take on his-
torical spaces. Monologue-Corps sans Organes(2013) projected a 
‘historical’ path that encompasses the time and space by using en-
largement and reduction, transformation and distortion within the 
camera frame. The three videos feature mimes and dancers, using 
the restaurant space on the station’s second floor to present a deeply 
meditative examination of the history of an empty space, a space of 
absence.

Jung Yeon-doo takes a much more direct approach to visual-
izing the creativity of an art that is profoundly “contaminated” by 
society and culture. he focused on the issue of truth and fiction, 
which does not only confound the mind with visual illusions but 
instead, he is visualizing a complex, subversive mixture of values - 
art and not-art, visible and invisible, possible and impossible. in his 
recent work Drive-in Theater(2013), he presents real-time images 
of viewers “driving” a car in the gallery space, projecting the entire 
process onto a screen. Counterfeit images, produced by machinery, 
are presented for all to see, yet the viewer finds herself depending 
more on the senses, and their fidelity to emotion, than on rational 
information.

in our environment, we see examples of the society that is 
predicted by futurists — the world governed by dreams and feel-
ings — being put to the test. we also see ambitious attempts to de-
sign linkages between art and future society in the hopes of produc-
ing a new perspective and discourse. it is impossible to say whether 
this is an example of art’s social role in contributing to a better 
society, but there is a profound resonance to be found in the artistic 
values of the dream society as an imperfect place of animosity and 
conflict — and in these ten artists, who are still hard at work pon-
dering the essence of art.

Ahn So-yeon
studied at hongik university, earning a bachelor’s degree in sculpture, a master’s degree in fine 
arts, and a doctoral degree in art criticism. she worked as a broadcast artist for the KBs television 
show digital Museum before taking on her current position lecturing for the undergraduate 
and graduate programs at hongik university. her dissertation was titled “a Psychoanalytic 
reexamination of giacometti’s surrealist objets: The early 1930s” (Modern art history Vol. 27, 
2010). in 2012, she was awarded a new Vision prize for criticism by Art in Culture. 
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2
BeautiFul thingS 

are DiFFicult
Kim Ju-won / senior Curator, daegu art Museum 

Could the new but quite shallow ostensible fig-
ure of capitalist mass society’s failed visage now 
change into the profound new history that Karl 
Marx ever earnestly desired? “dream society” 
exhibition at Culture station seoul 284 presents 
works with positive preference for the development 
of art and culture, which responds to the twenty-
first century industrial capitalism. hyundai Mo-
tors, as the ‘corporation that prevails the 21st cen-
tury’, intends to act upon the concept of mutual 
harmony between industry and culture with its 
very first brilliant art project, dream society. This 
exhibition, directed by suh Jin-suk  from alter-
native space ‘looP’, proposes a suggestive and 
abstract revised manuscript as well as an art (in 
practice) text in agreement to rolf Jensen’s book 

of the identical title. The book reflects the blueprint of dream so-
ciety, destined to arrive after the information society in the course 
time. 

as it is known, seoul railway station has been designated as 
the historical site number 284 in 1981. since then, it gathers com-
plex and multi-layered conundrums that penetrate the past and 
the present while questioning and preparing for their solvability 
through ‘Culture (arts)’ with a character of place as a station. From 
the proposals for the future, though might be impossible, dream 
society is ‘now’ occurring ‘here’ at Culture station seoul 284, not 
only presenting art existing for art’s sake, but also ‘new’ art’s ‘new’ 
active access to reality; in other words, arranging the horizontal 
level of ideal beauty which will be brought by industrialization and 
generalization of art. 

The exhibition regulates capital as ‘alluring authority and 
vibrant fateful energy.’ it is likely that the preliminary notice of 
“dream society” where art that had once been subordinated to in-
dustrial capital, namely, the lateral rivalry and vertically bordered 
hierarchy are resolved between the two parties. Therefore, the up 
and coming dream society takes industrial capitalist representation 
such as, advertisement, fashion, digital print, and more as the core 
and connects with various cultural categories like dance, music, 
and architecture as the process of fusion and globalization of the 
personal/public domain, technology and human.

when the closed door is pushed open, numerous monitors are ex-
hibiting Kim Yong-ho’s advertisement works. hyundai Motor’s 
commercial film image along with modern boy made of 202 light 
bulbs particularly represents the world of industrial capitalism, as 
‘self-realization and public happiness is the genuine fulfillment of 
the dream.’ in Kim Yong-ho’s works, the virtue of industrial capi-
talism and public is combined with art and located at the zenith 
of beauty. The images from Kim’s advertisement are the symbol of 
compressed, fragmentized sensation and temptation; and they ‘per-
suade’ audience to attain the promising happiness of ‘consumption.’ 
as if it is a religion assuring the happiness of afterlife, Kim Yong-
ho’s advertisement guarantees the enjoyment of harmonious family, 
pleasant day with lovers, and fabulous trip in this world.

Fashion designer lim sun-oc’s compression molding clothes 
are intensely accentuated with formative elements like those of 
sculptures. however, the runway video of the models in lim’s 
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clothes and the unconventional, compositional projection of gar-
ments are the message of happiness, which will be invoked by art 
and the everyday life. The ‘compression molding’ clothes, adopted 
in order to reduce the unnecessary wasting of cloths in sewing and 
tailoring, is all the more ethical. lim’s clothes are fashion, a fanta-
sy, and the everyday at the same time and the utopianism in them 
are displaced from unconditional modern dimension to the moral 
dimension. 

The dignity of spectacle revealed by the public desire or in-
dustrial capitalism stands out the most in Jung Yeon-doo’s drive-in 
Theater. he installed an automobile that anyone could freely ride at 
a place where it once was a platform of the station. when people get 
on the car, lights set on the wipers turn on with the gigantic screen 
roll of street scene repetitively cycling on each sides of the wall. it is 
a gift from the artist’s imagination and combined technology of au-
tomobile, lights and real-time camera that relocates the audience in 
the car from the mundane everyday to the nirvana of phantasmal 
reality. 

lee dong-gi, who consistently paid attention to the relation-
ship of art and society, has been    revealing the public universal 
value formed through the elevated synergy of the industrial capital 
and arts’ intersection. The ‘box robot’ in his painting is actualized 
and installed with a large robot looking down on the pure white 
city model. To us, robot pairs up with the threatening future of hu-
man exclusion that industrial capitalism has brought forth, but lee 
dong-gi’s ‘box robot’ is not a hero that saves us from negative real-
ity of power, danger, and salvation, but just a Box robot Parking 
Tower  that provides pleasant daily life of convenience.  

on the other hand, seeking of the advent future society and its 
beauty is proposed through the cooperative works between genres, 
apart from the narrow territorialism (national, chronological, and 
theoretical).  Zoom out/Zone out is a collaborative work of archi-
tect, Cho Min-suk and media artist, seo hyun-suk and it is com-
posed of 40 still cuts of Cho’s constructions and background music 
and lines from alfred hitchcock’s Vertigo. like an individualistic 
and segmental private experience, the material texture of archi-
tecture and lines from the movie provide the implement of public 
experience process by drawing sight to the complex architectural 
construction and order over time. 

aside from this, collaborative works by installation artist o 
se-in and dJ Kuma or engineer Motoi ishibashi and daito Manabe 

seem to speak for the possibility of restored relationship between 
mankind and industrial capital’s science technology in the era of 
‘dream society’, where art discards modern sectarianism.  

The graphic designer duo, sulki & Min has been persistently 
working without boundaries from publication, poster, and graphic 
design to fine art. They have juxtaposed electronic billboards com-
posed with repetitively recurring Korean alphabets and special 
symbols just like the title, Recurring. with striking color, light and 
special symbols aligned together, the Korean alphabet becomes iso-
lated from meanings, but transformed into technological language 
from everyday language. its design’s referential practicality is con-
verted into abstract art with multiple layers.   

Moon Kyung-won and Jeon Jun-ho’s Monologue-Corps sans 
Organes, utilizes three rear screens to display performance videos 
about independence and integration. The dancers’ dance as if it 
were sacred ceremony of the dionysus temple and the light resem-
bles the moon; through such space installation, life’s finiteness and 
their time, this short story’s trajectory and significance are symbol-
ized.

“dream society” hereby appears to visualize the speedy main-
stream reaction towards the complex cultural form, followed by 
the urging of generational convergence, flooding of countercultural 
conservatism, and counter-traditional attitudes. as the director in-
tended, a new model merged from the world of industry and art, 
just suitable for the 4.0 capitalism generations, has been projected 
in this exhibition. it is due to this state where even though mer-
chandise exchange economy overwhelms as a result of the indus-
trial capitalism, there exist collective dimensions of exchange. Thus 
by placing exchange as the level of integration, economics, politics, 
and culture, which were fundamentally presumed to have different 
origins, are not individually segmented, disparaged and mystified 
as of standing on the extremes. it succeeded in wide awakening the 
fact that these are all placed in a structure where they are conjoined 
as one.  

nevertheless, “dream society” continues to remind of the failed 
visage of the capitalist society as for the ‘publicness of art’ that this 
exhibition meant to deliver was obscurely set. although ‘popularity’ 
and ‘publicness’ have clear distinctions, this exhibition’s entire con-
text, participating artists and the personality of their works, and 
lastly the movement of installation appear to travel back and forth 
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Kim Ju-won
has been curating modern and contemporary art since 2003 with keen interest in how Modernism 
and avant-garde is produced, composed, developed, and communicated in Korea, Japan, and non-
western countries.  she has received MFa and Ph.d. in aesthetics at hongik university.

in the spring of 2012, the seoul Museum 
of art launched a series called the “seMa 
Three Color exhibitions”, focusing on 
the colors blue, gold, green. last year, 
it looked may have puzzled over was 
whom to present as Korea’s “first veteran 
artist.” dead or alive, his presence as 
the first subject of an seMa exhibition 
would make the event into something 
quite different from an examination 
of the young or middle-aged artists 
working today on art’s front lines. 
instead, it would be an occasion for 
reflecting, academically and critically, 
on the artistic achievements of a 
particular person. This would certainly 
be a huge burden for any museum, or 
artist. The person seMa ultimately 
picked had to pick was Kim Ku-lim. 
despite his never receiving any kind of 
formal art education, Kim’s work in the 
1960s and 1970s was nothing short of 
an artist event, something that rattled 
contemporary Korean art as we knew it. 

between these two concepts. For example, the very usual collabora-
tion of art and other genres, namely, art meeting with architecture, 
movie, popular music, dance, attempt at design with no boundary 
and the worshipped technology and industrial-capitalism; the result 
of these fantastical world suggestion is only emphasized in positive 
ways as utopia itself. The blessing-like, abundant baptism of the 
capital will cast reverse suppression, alienation, and the process of 
structural ills, all concealed in parenthesis, just remaining as con-
sequentialism of the flashing product value for the reason as above. 

a proper sharing of the arts and economics and their mutual, 
lateral and competitive relationship could lead to a new in depth 
history when the ‘public concern of the arts’ is paid attention to 
its ‘process’. what are we isolated from and fighting to reach the 
beauty of publicness? what are the issues that are not solved that 
is revealed by the social system surrounding us? This and that con-
cealment of the process seemingly recalls a greek proverb, ‘Beautiful 
things are difficult’. and moreover, this exhibition drives us to con-
template on what consistent methodical practice is and ‘how could 
we arrive at this most beautiful thing…?’
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installation view of Like You Know It All, 2013

Kim Ku-lim, From Phenomenon to Traces, ice and red cloth, 
dimensions variable (ice: 3 × 3 × 3m), 1970 (refabricated  
in 2013)

Kim Ku-lim, stills from The Meaning of 1 / 24 Seconds,  
16mm Film(Color+b&w, no sound), 10 min, 1969
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Kim Ku-lim, Space Construction 69, air, water, 
oil, vinyl and electricity, 4420 × 1460 × 850 mm, 
1969 (refabricated in 2013) Kim Ku-lim, Body Painting, Performance, 1969

Kim Ku-lim, Death of Sun 1, oil on wood 
panel, 1070 × 910 mm, 1964

Kim Ku-lim, Relics of Mass Media, Mail 
art, size variable, 1970



5352 Kim Ku-lim, Untitled, Performance, 1969 Kim Ku-lim, From Phenomenon to Traces, land art, 1970
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a SuBverSive imagination in  
the inDuStrialization age

Kim Mi-jung  / historian of Contemporary Korean art

Kim Ku-lim is a pioneer in the experimental 
Korean art that emerged in the post-informel days 
of the 1960s. a 2011 questionnaire by the  
Kim dal-jin art research and Consulting institute 
had him ranked second among the contemporary 
Korean artists in need of reappraisal. But the 
title of this exhibition, “like You Know it all” 
(borrowed from a movie by director hong sang-
soo), poses a question about this still-neglected 
figure and his place in art history. The space is 
somewhat scattered; nothing is there to obstruct 
the viewer as he or she moves about freely. The 
viewer sees painting work from the informel days 
and the 1970s, drawings, plastic sculptures in 
neon hues, conceptual installations, videos, and 
archived  materials, all spaced at intervals along 
the way. at once chaotic and free, the exhibition 
offers a chance to see the eccentricities of this 
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avant-garde don’t-know-it-all in a fresh sort of way, without being 
steered around by the curator’s ambitions. 

The exhibition was designed to focus on Kim’s work in the 
1960s and 1970s, but the focus is definitely on the late ‘60s. These 
pieces include the electronic spatial structure, a reproduction of a 
1968 work that is being shown for the very first time here; the ex-
perimental film The Meaning of 1/24 Seconds (1969); the mail art 
of Relics of Mass Media (1969); the land art of From Phenomenon 
to Traces (1970); and an archive of his events with “group 4.” This 
short period of his career was positively packed with an eclectic va-
riety of experiments that qualify as “firsts” in contemporary Korean 
art. Traces, in which a large block of ice melts away over time, testi-
fies itself to the traces of time, with only a red sheet of fabric in the 
middle of the hall to show for it. This trace itself feels like a kind of 
long-running performance, a glimpse at the gulf between the 1970s, 
when Kim’s work was rejected by the establishment, and today, 
when he is honored as an avant-garde pioneer.

These experimental proclivities of the late 1960s, caught be-
tween the post-informel and pre-Monochrome eras, were seen by 
modernist critics like lee il and oh gwang-su as marks of stag-
nation or signs of a turning point. realist critics like seong wan-
gyeong took them for “empty gestures,” their lack of social con-
sciousness dooming them to failure. The experimental art of the 
1960s was reexamined in the 1990s by art historian Kim Mi-
gyeong and represented in a feature exhibition in 2000 by the na-
tional Museum of Modern and Contemporary art, Korea, but art 
history’s evaluation of this period remains stuck on the wrong side 
of the crossroads. To say that the place of Kim Ku-lim in contempo-
rary Korean art history needs to be reevaluated is to call for anoth-
er interpretation of the late ‘60s in general. and the first question in 
need of asking has to do with the social implications of his work, so 
neglected from the standpoint of modernist critics and their “prolif-
eration of media and form.”

1960s and 1970s new waVe and YouTh CulTure
The Korean cultural community was shaken recently by news of 
the passing of author Choi in-ho. once dismissed as a “pop fiction” 
writer, Choi has since been unanimously vindicated, his work now 
seen as a realist literature that approaches the urban modernity and 
alienated lives of the 1970s with a contemporary sensibility. The 
late 1960s was a time when the economic development push of the 

authoritarian Park Chung-hee regime was beginning to bear fruit. 
seoul was turning into a modern city; young people shocked their 
parents’ generation with blue jeans and mini skirts, while rock and 
psychedelic music were broadcast into the public’s sensory network. 
ironically, these popular and youth culture trends were both prod-
ucts of the country’s modernization and attempts to escape from it.

The state was fervently anti-communist, its emphasis set 
squarely on political order. This early “decadence” was a red flag 
to the authorities, much as the hippie culture of the early decade 
had been, or the 1968 student revolutions in europe. This attitude 
toward living, this desire to awaken individual consciousness and 
separate the autonomous self from the whole, signaled a qualita-
tive change in society, moving it inexorably from authoritarian-
ism to democracy. as in letters, as in music, so the youth culture of 
the 1960s and 1970s was a form of resistance, a subculture rising 
up against the establishment — not through politics, but through 
culture. and it is a frame that also belongs to the decade’s experi-
mental art. in this context, the very shattering of notions of “form” 
in these events and avant-garde art carried a “post-statist” agenda 
that was nothing short of subversive.

The suBVersiVe iMaginaTion 
TaKes on urBaniZaTion

one of the most noteworthy works in the exhibition is The Mean-
ing of 1/24 Seconds. This experimental film, directed by Kim and 
starring Jeong Chan-seung and Jeong gang-ja, shows some of the 
artist’s poster work and stills. The notes call it a portrait of mod-
ern ennui, but the whole story lies firmly out of our reach: due to 
technical problems, the work was ultimately released in abbrevi-
ated form as untitled. since it was projected, not on a screen, but 
on Jeong gang-ja and Kim’s leotard-clad bodies, critics paid more 
attention to the performances of those bodies than the images pre-
sented on them. in 2000, Meaning was presented in digital format 
at a  national Museum of Modern and Contemporary art exhibition 
— its first restoration to its original film format. it had taken that 
long for Kim’s first experimental film, made in 1969, to become a 
decipherable “open text.”

The work is clearly experimental, a montage of images lacking 
a defined narrative, but the star of the 10-minute show is without 
a doubt the city of seoul, circa 1969. it starts with the Cheonggye 
elevated highway before going on to show a collage of buildings 
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under construction, bridge posts intersecting in geometric lines, 
a racing movement along the highways, the daily lives of its pro-
tagonists. interspersed with this are scenes of people walking on 
isolated alleyways and roads and other fragments of city life. as 
captured from the perspective of urbanite Jeong Chan-seung, neatly 
dressed in his black suit, the seoul of 1969 is like a modern version 
of the vertiginous urban life experienced by the title character in 
Park Tae-won’s 1934 novel A Day in the Life of Novelist Gubo. The 
Meaning of 1/24 Seconds is less concerned with the essence of me-
dia, as its title would seem to suggest, and more with critiquing the 
rapid changes wrought on the city in 1969 — archiving something 
that would soon enough be taken apart.

The seoul of 1969 was the very embodiment of modernization. 
its spectacle, blending the verticality of the samil Building with the 
flexible curving of the Cheonggye elevated highway, was shown in 
magazines, in newspapers, in film as an icon of development; thus 
amplified, fantasies of future society began a powerful driving force 
calling the people of south Korea to serve their country as pillars of 
industry in the modernization drive. and yet — tick, tick, tick, tick. 
with these counts erupting at one second intervals, the film shows 
its maker’s apprehensions about the vision of the city transforming. 
Kim Ku-lim’s urban imagination is a subversive presence, heralding 
the ruins that follow the building.

Kim’s resistance to the state system is more apparent in his ac-
tivity with group 4. actionists like Jeong Chan-seung, Bang Tae-
su, and Jeong gang-ja staged situationist events like Condom and 
Carbamine (May 15th, 1970) and Event on the Overpass (May 16th, 
1970) to reveal society in all its absurdity. dismissals of this satiri-
cal aesthetic as “empty gesturing” or “lack of political avant-garde 
consciousness” are a misreading, a failure to catch the historical 
frame. The high point of group 4’s activity was the ceremony that 
marked its formation, held on June 20th at the sorim Tea house 
in euljiro, seoul. Kim presented himself as “president” and read a 
statement that was an obvious parody of the “Charters of natural 
education” handed out to various committees (recalling the Cabi-
net). he promulgated a vague philosophy called muche, or “in-
corporealism.” related in the weekly sunday seoul under the title 
“Psyche and go-go dancing at the sanctuary,” the avant-gardists’ 
somber ceremony was, if anything, a cynical realists’ skewering of 
the statist planning of the military government, which was then 
gearing up for the repressions of the Yushin era.

FroM gossiP To hisTorY
The events and avant-garde of the 1960s were more tabloid fod-
der than serious terms in art discourse. But in focusing on gossip 
rather than art, Kim Ku-lim’s performances were laden with satire 
and cynicism toward the people in power. The concrete behemoths 
of the Cheonggye elevated highway, once icons of modernity, have 
been taken down, disappearing into history with the 2005 restora-
tion of Cheonggye stream in downtown seoul. here was the sub-
versive imagination of Kim Ku-lim — whose 1970 photo collage art 
of incomprehensibility had predicted the destruction of the “mighty” 
modern city — now becoming a reality. But culture is short lived, 
and art remains. The utopian imaginings of ‘60s and ’70s indus-
trialization may be gone, but Kim’s avant-garde “gossip fodder” 
has now entered contemporary art history, invited in 2012 for Tate 
Modern’s A Bigger Splash exhibition.

since the 20th century, there has always been a lag between 
Korea’s contemporary art and global art. seen from a contempo-
rary, 21st century perspective, the 1960s and 1970s look like a brief 
reversal of post-modernism and modernism. if the 1970s were “late 
modern,” then the late 1960s were when the sea change away from 
modernism truly began. Kim, a native of sangju in the province of 
north gyeongsang, never received a formal art education. he worked 
in a textile factory. he was, in short, a long way from the academism 
of artistic circles. But in the late 1960s, when the post-war modern 
artists were struggling listlessly through the retreat of informel, he 
was quicker than anyone to capture the signs of post-modernism. 
he mailed us a letter, filled with a comprehensive art that blurs the 
boundaries of dance, fashion, theater, and film. The time has come 
to open it. and when we do, this, perhaps, is what it will say:

“You have just watched a relic of Korean experimental art.”

Kim Mi-jung
earned a doctoral degree in art history from hongik university in 2010 with the dissertation 
“Public art of Korea in 1960-70s, on Public Monuments in the Park Jung hee Years”. Today, 
she lectures on Korean modern and contemporary art at the same university. her focus has been 
on analyzing Korean postwar art from a political and social perspective, including such topics 
as remembrance and commemoration of the Korean war, Korean informel art under the Park 
Chung-hee regime, and “Korean” modernism and nationalism. in 2007 and 2011, she took part 
in the painting and sculpture sections of the Cultural heritage administration’s Basic research 
on Modern Culture project, and in 2008 she participated in a study of Korean war art by the 
Korean war Commemoration Committee. she is currently involved in further research on public 
monuments as historical remembrance.
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2
the algorithmS 
anD curation oF 

Kim Ku-lim’S aeSthetic
gim Jong-gil / art Critic

Kim first started producing experimental work in 
the mid-1960s, but it was with his emergence as 
president of group 4 (formed in 1970) — staging 
a funeral for the strongholds and prestige of 
Korea’s establishment art — that he became an 
indomitable artistic force, someone who would 
spend a lifetime being uncompromising with 
the world. This is not to say that he never made 
concessions, never acceded to the world. anyone 
who met him for even a moment would know 
how innately uncompromising he was, but being 
uncompromising and refusing to compromise 
are two different things. Kim’s uncompromising 
nature as an artist owed to his spirit of refusing 
to compromise with the kind of establishment 
strongholds and prestige described above; now, 
perhaps ironically, is uncompromising spirit has

itself become a symbol for the avant-garde. he was a stranger from 
a strange land who perfected his uncompromising aesthetic through 
the “estrangement effects” of the worlds he “created” — which ex-
plains why the word “first” appears so often to describe his work.

The algoriThMs oF KiM’s aesTheTiCs
From the seMa exhibition, it appears as though the curator im-
agined creating a “curation space” by reconstructing the Kim’s 
aesthetic in algorithm form. The focus of the reconstruction was 
not on Kim’s oeuvre as a whole, but on his work from the 1960s 
and 1970s, representing the pinnacle of his artistic events. it was 
an exceptionally rich period: not only did he serve as a leader for 
such avant-garde groups as Painting 68, the a.g. group, and group 
4, but he also worked in a wide range of forms — “happenings,” 
such as installation art, mail art, body painting, land art, concep-
tual art, experimental film — as a way of resisting the loss of the 
avant-garde spirit under the military government’s repressive anti-
Communist policies, the artistic accommodation and academism 
(advocated, in particular, by the Korea art Contest) of the times. 
refusing to let himself be bound by any one genre, he practiced 
a form of art where each of his products carried its own potential 
resonance. with their algorithmic lines, the curator of the seMa 
exhibition structured his work by group: the works from his Paint-
ing 68 period, the happenings by group 4, and the “conceptual 
art as time” of the a.g. group. and in this territory of mediating 
incident, where the lines converged and split again, gaps began to 
appear at certain times, certain works, and certain actions. These 
were the things that had never come to pass, that had survived only 
as records of experimentation with installation art or conceptual 
and logical events, things that could not be made because of the 
various constraints imposed by the times. with the, the algorith-
mic map was completed, the absent works recreated, restaged, and 
reproduced. The time period covered roughly a decade from the 
mid-1960s to the mid-1970s, overlapping with events from south 
Korean political and social history (the anti-Communist “patriotic 
policies” of the Third republic, economic development plans, the 
saemaul(new Community) Movement and the emergence of the 
Yushin Constitution) and art history (the memorial sculpture of the 
Committee for sculptures to honor Patriotic Martyrs, the activi-
ties of the “recording the Korean People” painting movement, and 
monochrome paintings).



6160

MagiC lanTern MonTage
Flashing forward 40-odd years, the curator assembled testimony to 
all the events planned and performed by the young Kim Ku-lim and 
input them into the museum of the imagination to limn a magic 
lantern montage. here was The Meaning of 1/24 Seconds, the coun-
try’s first experimental film, made in 1969 but not screened publicly 
until 2001 (the original is now lost). There was Space Construction 
69, the first work of electric art, shown at the Painting 1968 exhibi-
tion. There, too, were Situation, from the 1971 Paris Biennial, and 
Medium 2, shown at the 2nd a.g. group exhibition in 1972. Four 
decades later, these works had made a return, restored or recreated, 
along with a reproduction of the light art piece Spatial Structure 
69, in acrylic rather than plastic. From Phenomenon to Traces was 
planned in 1969 as a wrapping project, a massive ice cube measur-
ing 3 meters to a side and draped in red fabric. it would take until 
2013 for this work to be realized. The 8mm film Civilization, Wom-
an, Tone (1969) greeted the public for the first time in its 45-year 
life. all around the exhibition space, the curator had placed slide 
projectors to symbolize thwe magic lantern montage. some of them 
actually showed films, but others were linked to the works before 
them only in a conceptual sense. if we take Kim’s artistic vision as 
something characterized by an ever-present creative vigor — “aging 
but not worn, old but not trite” — then the slide projectors illumi-
nating the montage may have been magical illusions through which 
Kim and the viewer could come together.

CuraTing The Musée iMaginaire,  
CreaTing sPaCes

one easy way to create an algorithm artificially is to make spaces 
of galleries, long and short, or the rooms, courtyards, and gardens 
attached to them. it is a process that involves partitioning and re-
connecting the different spaces with windows, pillars, walls, and 
corridors. indeed, this may be the best way of creating a Kim Ku-
lim algorithm. But in this case, the curator did not make any physi-
cal distinction between the walls dividing the different artworks 
and the spaces between them — the hallways and courtyards. The 
art was situated in a framework where the entire first floor of the 
seoul art Museum was left completely open, without any kind of 
partitioning. The result was akin to the landscape that andré Mal-
raux created with his Musée imaginaire, where he splayed images 
of artwork over the ground. as the viewer traveled from one art-

work to the next, walking and stopping, he or she perpetuated the 
algorithmic relationship herself, viewing and pondering each bit 
of evidence corroborating the aesthetic events planned by the art-
ist. The viewer could travel left or right; it didn’t matter. he or she 
could start in the middle and wander randomly from one side to the 
other. wherever she ended up, she could once again see the whole 
space. The curator was also kind enough to include a detailed “diary 
of aesthetic events” beside the artwork, and even an artistic chroni-
cle that put Kim’s work side by side with the important social, po-
litical, and artistic events happening in Korea at the time.

Fixing The BalanCe oF Korean arT hisTorY 
Kim Ku-lim’s artistic vision could be described in the words of lim 
geun-jun: “an experimental art of multifaceted transformation that 
negates the identity of its own reference points.” even today, Kim 
continues developing new works and products that are uncompro-
mising with art and uncompromising with the world. his many 
drawings, photographs, paintings, sculptures, installations, and 
media are characterized by a vibrant, present-day vernacular. in 
planning this exhibition, the curator went back to the source of his 
aesthetic and reconstructed the aesthetic bombs he detonated. But 
the most important thing about this exhibition may be that it truly 
brought Kim’s aesthetic into the realms of art history and criti-
cism. The book published with the exhibition is filled with research 
and criticism that are every bit as polemical as Kim’s art. Through 
reading this research on the first generation of contemporary Kore-
an art, we can learn about how Korea art met the west, how it har-
nessed its own artistical subjectivity out of this meeting, and what 
this contemporaneity means anyway. not only that, but seMa’s 
selection of someone who reacted against the mainstream of Korean 
art in the 1960s and 1970s as the first veteran artist is a way of fix-
ing the balance in Korea’s art history.

Gim Jong-gil
Began his writing career in 1993 as a playwright. he later published art criticism in the monthly 
Misul segye (art world), but his career as a critic truly began in 2005 when he was awarded 
honors for criticism by a newcomer by the Korea Critics’ association. other honors include 
participation prizes for exhibition planning at the lee dong-seok exhibition Planning awards and 
art Monthly awards, as well as a Curator of the Year award, a natural art Theory award, and a 
Kim Bok-jin art Theory award. he has planned the exhibitions “gyeonggi national highway 1, 
Big sister’s Back, The Power of gyeonggi Province” and “Political art since the 1990s: enfants 
Terribles, here and now” and co-written books such as The Five Wheels, 100.art.kr and Korean 
Historical Conceptual Art, 1970s and 1980s. he currently sits on the board of directors for the 
Peace Museum and serves as vice director of the green university institute of life Culture and a 
senior researcher at the gyeonggi Cultural Foundation.
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3
a vinDication 

For the reappraiSal 
oF Kim Ku-lim

Yoon Jin-sup / Professor of honam university

Few, if any, people would argue that Kim Ku-
lim deserves a place among the first generation 
of Korean avant-garde artists. he experimented 
in seemingly every area of art, all the way from 
painting and object art to appenings,” such as, 
land art, mail art, body art, experimental film, 
engraving, and video. he was also involved in 
dance and other forms of performance art. his 
career is spanning over 50 years since the late 
1950s, and it continues even now, as he stares 
down 80. The seoul Museum of art’s recent 
retrospective “like You Know it all” is devoted 
to honoring the art, life, and achievements of 
this avant-garde luminary. Kim’s place in the 
contemporary Korean art history is closely related 

to the ‘happenings’ that have unfolded since the late 1960s. if we 
decide to use terms like “experimentation” and “avant-garde” to 
describe it, then he clearly belongs among the very top names in the 
development of contemporary art in Korea. over a period of time, 
stretching from Korea’s liberation from Japanese rule through the 
Korean war and on to the modernization drive of the 1960s, the 
pictorial experiments of the informel artists slowly but surely made 
their way into the mainstream. By the early 1970s, while most of 
the leading informel pioneers — the Korea Modern Culture art as-
sociation, Byeokjeon, the ‘60 artists’ association, and actuel — were 
focusing more on monochrome painting, Kim and other “happeners” 
were exploring a world outside of “tableaux.” The sudden institu-
tionalization of the informel artists, part of their shift away from 
experimentation, is inextricably tied to the political situation in the 
art world of the day, which more or less revolved around the Korean 
Fine arts association (KFaa). 

around this time, the Korean art world was shifting its focus from 
national to international exhibitions. The KFaa international sub-
committee became a battleground where artists with events like 
the são Paulo Biennial, the Paris Biennial, and the Cagnes-sur-Mur 
international Painting Festival under their belts fought to win se-
lection. The international event spots were essentially reserved for 
the few selected artists who held hegemony in the KFaa — and the 
core contingent was none other than the monochrome artists of the 
‘70s, the inheritors of informel. at risk of simplifying the matter 
(and coming across as somewhat schematic), there are few words 
more apt to describe the art from this period than those coined by 
art critic lee il: “proliferation” and “reduction.” Methodologically 
speaking, Kim and the other happeners were trying to “proliferate” 
art, while the monochrome art kept pushing the envelope of reduc-
tion, maximizing the density at the center of the canvas. These 
were two completely different approaches, so any discussion of their 
relative merits or flaws is out of place here. suffice it to say that the 
former was about extending the scope of art, while the latter af-
firmed the value of reduction by internalizing a characteristic aes-
thetic dominated by the color white. The reason this monochrome 
movement was able to stay strong in the painting world in the face 
of fierce resistance from Minjung art in the politically turbulent 
1980s is because of the artists’ unswerving conviction about estab-
lishing and developing an independent aesthetic — a fact attested to 
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by the strong interest and academic attention shown to the field by 
modern art scholars and critics from the 1990s onward.

and then there was Kim Ku-lim, who remained firmly outside 
the monochrome mainstream. his avant-garde activities are well 
known — from Korea’s first work of mail art (Relics of Mass Media, 
a 1970 collaboration with Kim Cha-seop) to From Phenomenon to 
Traces (1970), a demonstration of the same time frame as the west’s 
land art; Funeral for the Art of the Establishment Culture (1970), 
an event staged to mark the formation of “group 4”; and The 
Meaning of 1/24 Seconds (1969), a pioneering work in experimental 
film. all the different titles given to Kim today — “art heretic”, “ex-
perimental artist,” “Korea’s avant garde” — are a testament to his 
Promethean accomplishments in the field of avant-garde art. Yet for 
all that he did, the art world has been very stingy indeed in judging 
his work over the past several decades. he did place second of a list 
of “artists who should be reevaluated” in a 2011 survey by the Kim 
dal-jin art research and Consulting institute, but this is, if any-
thing, evidence of just how underappreciated his artistic abilities 
have been. 

The seMa’s retrospective “like You Know it all” (its name is 
taken from a 2009 film by director hong sang-soo) is, as the ti-
tle suggests, an ambitious attempt to explicitly “reevaluate” Kim’s 
underestimated oeuvre in a new way. audiences were surprised to 
see reproductions of the kind of mammoth works that would be 
nearly impossible for an average gallery to show. it was quite a suc-
cessful exhibition — these were works that had been impossible to 
realize back in the day for a variety of reasons, not least the lack 
of understanding of avant-garde art. realizing a work of art is one 
of the biggest frustrations for the artist, so perhaps an art museum 
exhibition was the only way to embody such a prodigious artistic 
imagination. in that sense, the exhibition was an important oppor-
tunity both for Kim Ku-lim as an artist, and for the viewers who 
had longed to see his unrealized work over the years.

This exhibition was meaningful in another way: it gave hope to 
many artists who have been struggling, often under very difficult 
working conditions, to develop works of experimental and avant 
garde art. it is especially instructive as a tacit lesson to the artists 
who are abandoning the creative spirit in the face of commercial-

ism, a beast that grows ever fiercer with each passing day. The art-
ist, it tells them, must focus on only one thing: his or her artistic 
vision.

i discussed this issue in the foreword to the book for a 1995 
exhibition i planned called “spatial rebellion: Korean Three-di-
mensionality, installations, and Performances, 1965 – 1995”. i was 
looking back on a few of the artists from the 1967 Young artists’ 
alliance exhibition, passionate experimenters who had suddenly 
quit. what effect, i wondered, did this abandonment of the artist’s 
spirit have on their subsequent artistic life? an exhibition is more 
than just a physical occurrence. its meaning lies in its resonance, 
the echoes it stirs. in that sense, the seoul Museum of art retrospec-
tive on the work of Kim Ku-lim is a valuable and important mo-
ment in art history.

Yoon Jin-sup
graduated from the painting department of the hongik university College of Fine arts and 
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some 70 exhibitions in Korea and overseas, including “a Cross-section of Korean and Japanese 
Contemporary art” (featured at the 3rd gwangju Biennale, gwangju Museum of art), “spatial 
rebellion: Korean Three-dimensionality, installations, and Performance 1967 – 1995” (seoul 
Museum of art), “Virtual Boundaries: Korean and Chinese Media art Today” (han Ji Yun 
Contemporary space, Beijing) and “Korean Monochrome” (national Museum of Contemporary 
art, Korea). he has also served as curator for the first and third gwangju Biennale events, 
commissioners for the 50th são Paulo Biennial and Triennale-india (2004), director of exhibitions 
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(aiCa), a professor at honam university, and a professor emeritus at the university of sydney.
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2013
 —
arT 
awards
exhiBiTion

 — The 
winner is...

This past september, the eyes and 
ears of the Korean art world were on 
the nominee exhibitions and award 
ceremonies for the country’s top two 
art award events, the Korea artist 
Prize and the hermès Foundation 
Missulsang. important occasions for 
the local art community, they are 
considered two of the biggest events 
on the calendar. This piece takes a 
look back at how those events have 
developed, sharing expert onions 
on just what the 2013 exhibition 
means and what questions they raises.

ham Yang-ah, Bird’s View, Three-channel video installation, 2008

 na hyun, The Babel Tower Project, installation view, 2013
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Jo hae-jun, north Joseon, landscape reflected outside north Korea, Pencil on paper, wood, acrylic,  
120 × 290 × 40 cm, 2011

Kong sung-hun, Man Smoking a Cigarette (Cliff), oil on canvas, 
227.3x181.8 cm, 2013

shin Mee-kyoung, Translation Venus Project, soap,  
200 × 90 × 90 cm, 2002 (restored 2013)

noh sun-tag, In Search of Lost Thermos Bottles, photographs, installation, size variable, 2010-2013

Jun eun-young, Act of Affect, installation view, single channel video, 15min, 2013

Jo hae-jun, North Joseon, Landscape Reflected Outside North Korea, Pencil on paper, wood, acrylic, 
120 × 290 × 40 cm, 2011
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1
contemporary 

artiStS Become more 
tranSparent

lee sun-young / art Critic

The Korea artist Prize has changed since the last 
year’s event trying to show their will to remain 
the contemporary art open to the public. until 
the last year, the recommendations and reviews 
took place behind closed doors. however, starting 
this year, the nominee decisions were based on 
recommendations from ten outside experts, with 
an exhibition staged for all the nominees to prove 
their mettle before the final decision. someone 
will eventually be crowned as the winner, but the 
hope is that sharing the process with the public 
can ensure some objectivity. showing the whole 
process like this definitely makes them harder on 
the organizers, but it meets one of the conditions 
for awards to function as they’re supposed to: 
drawing popular attention. The best part of 

the new selection method is that it allows for a real-time compari-
son of the artists’ work, the sum total of their capabilities. it’s a 
chance to cast aside the biased information and prejudices that 
even the major decision-markers bring to the table — never mind 
the gallery-going public — and look at the candidates’ pieces with a 
clean slate. over the years, the prevailing paradigms and discourses 
of the art world haven’t been too concerned with what should be 
their primary point of reference, the fruits of the artist’s intensive 
labors. They’ve been dogged by popular phenomena like prejudice, 
bandwagon-ism, and battles of wills. This kind of arbitrariness, 
which shouldn’t be confused with “freedom,” has been enabled by 
an apathetic public. what should be the critic’s most fundamental 
job — objective analysis of specific artist products — seems like it is 
being left for the art historians of the distant future. is there no ra-
tional way of approaching objectivity in the here and now where the 
art is actually being produced and shared?

objectivity is the most important obligation for art institutions and 
discourse should contain. art is obviously a field where the subjec-
tive takes precedence over the objective, feeling over reason. The 
problem is that this “subjectivity” and “feeling” carries with it too 
much arbitrary throwing around of weight. Clearly, the objectiv-
ity issue isn’t going to be taken care of automatically just because 
outside committee members did the recommendations this time, 
or because two foreign art world figures are taking part in the fi-
nal judging. But in the gallery, there is a common thread running 
through the work of the four nominees: The weight of its truth and 
realism has shifted to the outside. This is a good thing, certainly 
much better than those dreary arts awards and their overweening 
self-conscious desire to create something utterly unheard-of. instead 
of an insular world that begins and ends fully subjective, this is 
something transparent, neutral, which paradoxically has the effect 
of highlighting the work and its idiosyncrasy.  

This neutral transparency is not about the routine and banal, 
or the scientific and dry. it’s about meeting the conditions — the 
window shouldn’t be blurred by the artist’s presence; the perfume 
maker and scent sniffer should be odorless. The modern artists we 
witness with the Korea artist Prize are evolving into invisible (wo)
men. The media are eclectic, with videos, objects, painting, and 
sculpture, but there’s an interest in the society, history, and nature 
that the artists belong to, a stubborn and meticulous approach to 
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Lee Sun-young
Began her criticism career in the Chosun ilbo’s art criticism category in 1994. she has served as 
an editorial board member for art and discourse (1996 – 2006) and editor-in-chief for art Critics 
(2003 – 2005). she also sat on the committee for the art in City project (2006 – 2007) and was 
an advisor for the incheon Foundation for arts and Culture’s local community cultural creation 
program (2012 – 2013). The awards include the 1st annual Kim Bok-jin art Theory award (2005) 
and the first annual Korean art Critics’ association award for theory (2009).

aim. shin’s translation — rewriting different symbolic universes in 
soap — is less about the creator’s ambitions than her acceptance of 
the role of re-creator. it’s been said that there is nothing new under 
the sun, and art history bears this out. But when the translation 
process involves placing artist within the cycles of a greater space 
and time, change is inevitable. different cultures, arts, and subjec-
tivities have been formed through this very transformation. seem-
ingly eternal and unchanging, these prototypes and archetypes are 
as changeable as soft soap.

Kong sung-hun has used many different media in his ca-
reer, but since the late 1990s, he has viewed painting as the most 
advanced, “high-tech” medium, one that allows him to sustain 
and expand the density and intensity of his work. it’s a bold, even 
reckless step back coming from a perspective where the body, the 
repository of all human perception, memory, and movement, is 
thoroughly domesticated and managed through encoding. Self-Por-
trait (2001), painted around the time of Kong’s “conversion,” shows 
what looks like an emperor who is entranced to his art only while 
the city rome is on fire. later on, the artist would turn to the value-
neutrality of nature as a setting for society and history. From this 
stage of incidents large and small, he gently slips away, becoming 
not a subject but a mere prism viewing the world analytically. The 
naturalist precision expands the surface of the world to limitless 
dimensions, inside of which human stories are tucked away. nature 
in Kong’s work is not free from the circuits of desire, but with the 
primitive power it emanates, something that can never be encoded 
or colonialized, he illustrates a universal context into which history 
and art should be placed.

possessing a world that is stranger and more diverse than art, that 
exists before the self. These visions were free from the schematic, 
from fathomless and endless sentiment.

The hall for ham Yang-ah, set up like a theater screening the art-
ist’s visions, suggests a factory where different worlds are produced. 
spread out in various composition planes, these are worlds where 
different forms of logic and method exist in a single, colorless pixel, 
free from even the slightest accent. Thus displayed, they are folded 
up for the next world to be witnessed. it is remarkable to notice the 
otherside of the everyday, captured and presented analytically with 
anatomical precision. sliding away from nature and forming its 
own kingdom, the human society begins to resemble nature once 
again. There are no rational goals prescribed by society, no projec-
tions of the future ahead. The productive principles that set each 
world in motion are filled with blindness and unreason, yet this is 
neither tragedy nor comedy. Their mere existence is a marvel; the 
art cuts across the society where the screens are hung, becoming an 
important means of investigating those worlds. The small desk next 
to this odds-and-ends store is the seat for the lonely explorer.

Jo hae-jun more or less completely forsakes the training and 
polished grammar he acquired as a contemporary artist. he com-
mands a diverse range of media, from videos to objects, but all are 
unembellished. This return to simplicity shouldn’t necessarily be 
viewed as a departure from modern art conventions; that approach, 
after all, origination from a communion with the primeval other. in 
work where words and speech are crucial, the returned other drives 
a narrative that has been suppressed in art. This is not the “picture 
journal,” endlessly laying out subjects that are presumed to consti-
tute centers of meaning. Mixed into it are different perspective and 
tiny voices from the artist’s circle, including his father. These are 
not monophonic monologues, but polyphonic dialogues. The frames, 
finished in wood, present themselves as windows onto the world.

For shin Mee-kyoung, the world is reduced to a museum of the 
imagination. anything in the world can be the subject of art, with 
the art that results forming a microcosm that reflects its macro-
cosm in form and content. shin sees the word through the window 
of art, and the world finds definitive expression through art. The 
artist takes creations from every region and place and material, 
and translates them into soap sculptures. Though translation can 
never be fully transparent, it does at least have transparency as its 
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art honors, the hermès awards — which have “held out” for more 
than a decade since 2000 — are incomparable in their impact on 
the Korean art world.

herMès FoundaTion Missulsang and 
The Korea arTisT PriZe: YesTerdaY and TodaY

The history of the hermès Missulsang, the competition that gave 
rise to the hermès Foundation Missulsang, is more or less the 
history of Korean contemporary art itself. after founding a Korea 
branch in 1997, hermès created the awards in 2000 as a way of 
“contributing to the development of the Korean art world.”1 They 
were the first foreign company to do so in the nation’s history. The 
first winner was Chang Young-hae heavy industries; since then, 
another 13 artists have won the award: Kim Beom, Bahc Yi-so, suh 
do-ho, Park Chan-kyong, Koo Jeong-a, lim Min-ouk, Kim sung-
hwan, song sang-hee, Park Yoon-young, Yang a-chi, Kim sang-
don, Koo dong-hee, and Jung eun-young. so far, the nominees 
have included 36 of the leading practitioners and teams in Korean 
contemporary art.2 award ceremonies and exhibitions for the 
winning artists were held at the gallery hyundai between 2000 
and 2002. with Bahc Yi-so’s win in 2002, the solo exhibition that 
was held the following year was now proceed along with the award 
ceremony. 

in 2003, some major changes were introduced. To begin with, 
the new format had three final nominees selected to compete 
through a review of recommended candidates. This injected a bit 
of tension into the proceedings — a characteristic of other awards 
ceremonies, but not traditionally of art awards. The hermès 
Foundation Misulssang started to be called Korea’s version of the 
Turner Prize or the hugo Boss Prize, and Korea’s “art people” 
began placing bets on who would win.

with the sixth event in 2005, the location also changed, 
moving from the gallery hyundai to the art sonje Center, where 
the ceremonies and exhibitions were held until the completion 
of the new building, shin-sa ok, in dosan Park in 2006. The 
nominees that year were suh do-ho, Yang haegu, and hong seung-
hye, and the presence of nicolas Bourriaud and Yuko hasegawa 
on the international panel drew some attention — it was seen as 
noteworthy that two of the five judges were internationally active 
figures from the overseas art community. art observers recall the 
2004 competition as the most heated of all, with Park Chan-kyong 

2
the uncertain Future 

oF toDay’S Korean 
art awarDS
Kim Jae-seok / editor, Art in Culture

This past september 10, the winners of this year’s 
hermès Foundation Missulsang and Korea artist 
Prize were announced. The respective honorees 
were Jung eun-young and Kong sang-hoon. Both 
awards are seen as major accolades in the Korean 
art world in terms of prize money, reputation of 
the selected nominees at home and abroad, the 
panels, and public confidence of the organization. 
at the same time, it’s impossible to shake the sense 
that the hermès Missulsang is somehow losing 
out. The Korea artist Prize is an outgrowth of the 
“Korea artist exhibition”, a national Museum of 
Modern and Contemporary art tradition dating 
back more than 15 years. But compared to other 
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money on offer6, and the organization of group exhibitions in solo 
format.

it was supposed to not have any restrictions on artist age, but 
the event so far has been focused squarely on established artists in 
their forties. The first year’s awardees included the team of Moon 
Kyung-won and Jeon Joon-ho, Kim hong-suk, lim Min-ouk, and 
lee soo-kyung; this year, they were Kong sung-hun, shin Mee-
kyoung, Jo hae-jun, and ham Yang-ah. The event leverages the 
weight of its public institution origins — the focus is much more on 
“patronizing” the artists than on honoring them. There has been 
talk, for example, of developing different promotional channels to 
share Korean artists with a global audience. in terms of specific 
support, it has established programs with overseas art figure during 
the early preparation or exhibition period, publishing digital 
exhibition catalogues, and producing and airing documentaries 
about the artists and their work on the major sBs network. The first 
year’s winner had a solo exhibition catalogue published and sent 
out to art museums around the world; meanwhile, the organizers 
purchased works and set up a one-on-one matching program with 
curators from the national Museum of Modern and Contemporary 
art. The one question here is how many people actually saw the 
fruits of those considerable labors — the documentary and the 
digital catalogue, which uses an application.

arT awards as a FuTure insTiTuTion
Many people congratulated the selection of painter Kong sang-
hun for the first Korea artist Prize. Part of this was a nod of 
respect to an established artist who has long dedicated himself 
to a single genre — especially in the Korean art community 
that has been feverishly devoting itself to installation art and 
multidisciplinary genre work after 2000. it is clear that the award 
is about the artist who won it, not the organization giving it out. 
The hermès Missulsang’s seeming decline since celebrating its tenth 
anniversary may be a natural turn of events. There were a lot of 
incidental  factors at play: art awards began cropping up all over 
the place — substituting the pleasant-sounding role of “mécénat” 
for any kind of true vision — while the artists themselves supplied a 
meager pool to pick from, certain genres remained overrepresented, 
and judges and awardees alike seemed to overlap. Today, art awards 
are an institution in Korean art. They seem to be about little more 
than awarding trophies and prizes and giving opportunities for 

beating out fellow nominees Flying City and Jung Yeon-doo with 
his Power Passage. rumor has it that a contractual clause requiring 
selected artists to attend the ceremony, regardless of whether they 
actually won, was introduced after winner Koo Jeong-a declined to 
attend the 2005 event.

The 2006 awards ended up being put off until early 2007 
because of the delay of the sin-sa ok construction at dosan Park. 
For the first exhibition in the new atelier hermès3 space, the 
nominees were Bae Young-hwan, lim Min-ouk, and Kim sang-
gil. Many wondered whether Kim, the first photographer to be 
nominated, would claim top honors, but they ended up going to 
lim. The 2007 nominees were Kim sung-hwan, sasa[44], and 
rhii Jew-yo, with Kim taking the prize. The name was changed 
from the “hermès Korea Missulsang” to the “hermès Foundation 
Missulsang” when the titular foundation was established in 2008; 
the winner that year was song sang-hee.4 

For the following year’s event, marking a full decade since the 
awards’ establishment, a tenth anniversary celebration was held, 
with an accompanying exhibition catalogue. numerous art world 
figures attended this anniversary celebration, including nominees 
and winners from past years. The 2009 winner was Park Yoon-
young, who beat out fellow nominees rho Jae-oon and nam hwa-
yeon, whose birth year of 1979 made her the youngest person to be 
nominated. some predicted a change in the generational guard, but 
artists in their forties continued to lead the pack. Yangachi won the 
2010 award over fellow nominees Bae Jong-heon and Park Ji-a, who 
was only the second painter nominated (after hong seung-hye). 
Kim sang-don won in 2011 over Part-time suite and Che one-joon; 
Koo dong-hee won in 2012 over Jackson hong and lee Mi-kyung. 
This year’s nominees were na hyun, noh sun-tag, and eventual 
winner Jung eun-young.

Meanwhile, the Korea artist Prize, co-organized by the 
national Museum of Modern and Contemporary art and the 
sBs (seoul Broadcasting system) Cultural Foundation, is still 
in its infancy, celebrating its second installment this year. its 
institutional framework came from “researching and investigating 
characteristics of the different art awards in Korea and abroad.” it 
is actually quite similar to the hermès award in several says — the 
competition among four individuals/teams, the initial review based 
on recommendations from art experts and the second portfolio 
review by five local or international art figures5, the amount of prize 
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Kim hyun-jin  The Curatorial role: developing the local into global narrative —  

Cosmin Costinas & inti guerrero

Bae Myung-ji how a Curator looks at the world — lee sook-kyung

Kim hae-ju  From Center to Periphery, From Fluxus to ‘Post-Museum’— Kim hong-hee

theartro The art of Coexistence through Crafts — Park nam-hee

artists to show their work. The Korea artist Prize was created from 
studying the different art awards here and abroad; it started out 
from a position of not placing limits on its award system. it’s nice 
to see that kind of proactive, flexible approach to a changing art 
world. But the problem will take more than the organizers’ hard 
work to solve. The artists, awardees and nominees both, should be 
putting their heads together with the organizers and ask themselves  
what kind of meaningful turning point these prizes can mark in an 
artist’s career.

1. announcing the Missulsang’s creation in 1999, the organizers posted an advertisement 
describing potential nominees as “prominent and emerging artists in the visual arts, 
including painting, sculpture, video art, photography, and architecture, who have 
demonstrated notable creative activity and produce work that reflects the artistic 
philosophy and traditional artisanal spirit pursued by hermès.”  
2. The only groups nominated have been Flying City (2004) and Part-time suite (2011).
3. Kim sung-won and Park Man-woo previously served as directors of the atelier. Today, 
the position is held by Baek Ji-sook. 
4. seoul Museum of art director Kim hong-hee also served as a judge for a second time, 
having previously participated in 2002.
5. The judges selected for the first event were hans ulich obrist, Yilmaz dziewior, Chong 
do-ryun, and Kim Bok-ki; for the second, they were Jeong hyeong-min, Kim sun-jung,  
lee Ken-shu, Pooja sood, and Bernard serexhe. 
6. The 2013 prize money was increased by 10 million won, with a total of 40 million 
won(38,000 usd) awarded to the four selected artists/teams.

Kim Jae-seok
editor for Art in Culture. a double major in creative writing and archaeology/art history at 
wonkwang university, he completed his graduate studies in art theory at the seoul national 
university College of Fine arts. in addition to editing various art-related publications, he is also a 
regular contributor to art journals and other media.
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This western-dominated modernity discourse 
has to change. and it will change. it’s 
understandable why it happened — because 
obviously the model of society, in many ways 
the most accomplished model, was created 
in the west, in the post-war west. That’s the 
prevailing model, which has prevented the good 
aspects of the non-western world from moving 
into the foreground. we are still in the process 
of watching the death of this modernity and 
recreation of a new one. in a way it’s a bit late. 
and obviously the narratives and the culture 
around it are catching up.”

“

The Curatorial role: developing  
the local into global narrative  

cosmin costinas Para/site Director & 
inti guerrero TEOR/éTica Associate Director 

Kim hyun-jin / Previous Chief Curator, ilmin Museum of art

Kim Hyun-jin   My first question is for Cos-
min Costinas. Para/site, the place where you 
work as the director, is involved in a lot of 
different types of exchange with seoul. it’s 
small scale, but also autonomous in its opera-
tion, and i also think it’s a major art platform 
in hong Kong, a place that has been leading 
the way in discourse-oriented international 
exchange and international openness for hong 
Kong and the asia region. From your experi-
ence at european and asian art institutions, 
what kind of differences do you see in their 
exhibition planning environments and sys-
tems?

Cosmin Costinas   There are many differ-
ences. i’d start by saying that europe has a 
greater variety of methods with its institutions 
than asia does. For example, BaK (basis voor 
actuele kunst in utrecht, netherlands), where 
i worked, was an idiosyncratic institution in 
many ways. it runs a very flexible program 
without any kind of bureaucratic involvement, 
irrespective of the audiences, and irrespective 
of determinations of many other sorts. 
it’s different in the case of Para/site, prima-
rily because there’s some sort of responsibility 
towards the institution and to its history. it’s 
an institution that cannot belong to a director, 
which means that it cannot live or die by the 
will of a director. That being said, this is very 
healthy for the institution.

There’s clearly not a tradition of governmen-
tal institutional structure in hong Kong, in 
the art scene. so there are almost none of the 
kinds of noncommercial spaces where you 
always have to view things in relation to the 
ecology of where it’s located. But perhaps it 
even makes more sense to have a place like 
Para/site in hongkong, which is super-highly 
commercial. so a little hub, surrounded by a 
clear commercial landscape, can become what 
one could think of as counterculture in the 
culture where it’s located. That’s what i think 
it is as an institution. an institution doesn’t al-
ways have the same meaning within a society, 
but perhaps now Para/site has a more power-
ful meaning.

Kim Hyun-jin   right now, you see large art 
museums like M+ in hong Kong that are being 
developed from the outside as having a rela-
tionship with the global art environment. are 
you at all worried that Para/site’s significance 
or role will end up diminished, or that there 
will be some change in its vanguard status?

Cosmin Costinas   we have lot of colleagues 
supporting Para/site in hong Kong. and hope-
fully, it will continue being an important part 
of the art scene in the future. obviously, M+ 
has incomparably stronger resources than 
Para/site. But i would like to make the point 
that it actually has very limited resources. i 

Cosmin Costinas
Originally from Romania  Cosmin Costinas is the director of 
Para/site in Hong Kong  His previous titles are the curator of BAK in 
the Netherlands  the co-director of the 2010 Ural Industrial Biennial 
of Contemporary Art  and the editor of the magazine documenta 12   
His major exhibitions include Taiping Tianguo: A History of Possible 
Encounters: Ai Weiwei  Frog King Kwok  Tehching Hsieh  and 
Martin Wong in New York for Para/site (2012)  Spacecraft Icarus 13  
Narratives of Progress from Elsewhere and In the middle of things 
for BAK (2011)  and I  the Undersigned  a touring exhibition at the 
Institute of International Visual Arts in London  the Lunds Konsthall 
in Lund  tranzit+display in Prague  and Württembergischer 
Kunstverein in Stuttgart (2010 – 2011)  
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think Para/site has a role in terms of creating 
discussions within the city, discourse, provid-
ing curatorial models and artistic production, 
that is unparalleled by any other institutions 
in the city at the moment. in terms of support, 
i would say that definitely the hong Kong 
government does care about the missions of 
supporting and building the contemporary art 
scene, but it has also shown a lack of support 
for alternative compositions. so that’s a fact. 
i guess it’s even more ironic that an institu-
tion like Parasite cannot rely on this support 
because of its sense of responsibility, its sense 
of doing things not just for the sake of the 
program, but for the sake of developing dif-
ferent components of the scene. [note: Para/
site recently lost a large part of the support it 
received from the hong Kong government.] 
The program that we’re doing -- this is usually 
the mission of a public institution, of a fully 
public institution. so it’s ironic that we have to 
do it and at the same time rely on private sup-
port.     

Kim Hyun-jin   The next question is for inti 
guerrero. i understand that you have been 
traveling back and forth between hong Kong 
and san José as an associate director for an 
institution in Costa rica. south Korea remains 
quite out of touch with Central america, and 
there is not a lot of interchange happening on 
the ground in terms of culture. i guess i first 
would like to hear a bit about your institution, 

Teor/éTica, and about your approach or per-
spective with regard to the region.

Inti Guerrero   Teor/éTica emerged as a 
platform that responds to different landscapes 
in context. one of them is the immediate geo-
political historical context. it was founded in 
1999, and the late 1990s was a time when a 
regionalist geopolitical identity was taking 
shape in Costa rica. in terms of historical con-
text, the various civil wars in Central america 
stirred up a kind of tension between commu-
nism and warfare that was being supported by 
the Cia for [the u.s.’s] own economic interests. 
and all of these very complex wars in different 
locations in Central america finally came to 
an end in the 1990s. Costa rica, where Teor/
éTica is located, became the peacekeeper of 
those peace treaties. it became the neutral 
country that actually managed to create a 
stable region. That’s the context where a con-
temporary art space, an institution, can have 
the credentials to consider contemporary art 
production and contemporary thought from 
one specific place in a vast region like Central 
america. our ideals and experiments are a 
matter of initiating internationalism from the 
local, which is a different thing from global 
cosmopolitanism. it’s important that we start 
with exchange at the level of a highly specific 
region, and work to build networks of human 
experience where that cultural exchange de-
velops a broader global resonance. 

Inti Guerrero
A native of Colombia  Inti Guerrero is an associate director for 
TEOR/éTica  a non-profit institution in Costa Rica  In addition 
to serving as the resident curator for the Collection Fondazione 
Sandretto Re Rebaudengo in Turin and a curatorial fellow at the 
De Appel’s Curatorial Programme in the Netherlands  he has also 
contributed to various European and South American art journals  
including Afterall  Ramona  Art Nexus  and Arteria  His major  
exhibitions include Men Amongst the Ruins for TEOR/éTica (2013)  
Kadist  Pathways into a Collection for Minsheng Art Museum (2012)  
and The City of the Naked Man for the Museu de Arte Moderna de 
São Paulo (2010)  

There were many exhibitions that started to 
map the idea of latin american contemporary 
art. and there were many exhibitions that 
were survey exhibitions, traveling outside to 
different institutions. But none of these exhibi-
tions succeeded in showing an understanding 
of just what contemporary latin american 
art is. in most of the cases, the in-existence, 
the invisibility of Central america was always 
something that happened. it was never an art-
ist from el salvador or Costa rica. so all these 
regions from the south of Mexico to Colombia 
just weren’t part of latin american discourse. 
Teor/éTica wants to respond to this invis-
ibility — more than just wanting artists for 
exhibitions, it wants to imagine an interna-
tional network, but from san Jose, where we’re 
introducing a lot of Central american artists 
and bringing in officials to visit Teor/éTica. 
For ten years, it has been making a name for 
itself as the Central american institution that 
is most experimental and most advanced, in 
the sense of articulating not only the exposure 
of art, but the production of thought. even the 
name of the institution is a mixture of differ-
ent words — phonetically, Teor/éTica refers 
to “theory” in spanish — teoria — and ética in 
spanish refers to “ethics.” 

Kim Hyun-jin   The two of you are from eu-
rope and Central america. i’m curious what 
brought you to hong Kong. and i’d like to 
know what you think about the contemporary 
art environment in hong Kong from a curato-
rial perspective.

Cosmin Costinas   My coming to hong Kong 
was more accidental than anything. i don’t 
know if there is necessarily a specific answer 
to why i’m in asia, but there’s definitely an 
answer to why i don’t live in europe. i think it 
has to do with trying to understand the world 
and look at the world in all its geographical 
and cultural complexity, and avoiding view-
ing the world from the hegemonic perspective 
of the north atlantic point of view — because 
honestly, i did not come from that hegemonic 
construction. i came from romania, grew up 
in romania, and i pretty much started to work 

in the international curatorial field from this 
position of outside. i don’t mean this in any 
sense of being “victimized.” But this is the po-
sition carved out for me, both my peers and by 
my kind of counterparts in the international 
system. so that’s a position that often has lot 
of privilege. it’s not necessarily a subordinate 
position. it’s just a condition. The reason i 
bring it up is that growing up in that field, i 
never took for granted the internationality of 
my position or my perspective.
in some sense, my coming to asia springs 
from a kind of impulse or attempt to go to the 
last concert. it’s by far the most influential 
part of the world that is not structurally with-
in the west. and there’s enough power here to 
shift the hegemonic discourse effectively. so 
i guess that’s why i came to asia. especially, 
when you look at europe, there’s disbelief, 
there’s lamenting about the state of things, 
there’s this general malaise in society, a sense 
of economic and social crisis that is very much 
reflected in culture and especially in the art. 
it’s almost the opposite in asia. There’s this 
general sentiment of growth, of optimism, of 
the potential of tomorrow. now, that’s very 
much fabricated by the system, by the eco-
nomic system. But there can be potential for 
thriving in this kind of optimism and in illu-
sions sometimes.

Inti Guerrero   From my understanding, i’ll 
start with the question of if i’m acting “inter-
national” enough. There’s a kind of danger-
ous reconciliatory aspect of difference. This 
could be the result of the kinds of showcases 
for thinking that emerge from different ar-
eas — the biennials, for example. and i think 
that as i do exhibitions around the world, each 
time there’s some effort to try to make sense 
of why am i doing it at this place. The kind of 
curatorship i did come with an international 
specificity that originates in local history, 
where i’m actually trying to see more in depth 
and focusing on specific local experiences that 
can make you think of other situations. hong 
Kong is an interesting place to think about the 
world, as a global city where you can take in 
a range of political experiences. so i’m think-
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ing specifically about hong Kong rather than 
some generalized “asia.”

Kim Hyun-jin   i’d like to talk about “a Jour-
nal of the Plague Year”, the Para/site exhibi-
tion you planned together. You could call it 
a kind of dedication to hong Kong, focusing 
on the disease that erupted there around the 
time of the sars epidemic, and the symbolic 
symptom of other-exclusion.

Cosmin Costinas   Because of the way we 
both work in general, and because of the way 
Para/site’s program imagined it, the idea of 
looking at the contemporary history of hong 
Kong and the general cultural environment in 
which we operate had been defined from the 
beginning. in the beginning, it was all about 
approaching things with the tools of the histo-
rian, trying to see key moments and key sto-
ries within this reality that define hong Kong’
s structure in this particular year, 2003. one 
of the unspoken premises of the show was that 
we were looking at 2003 as being almost in 
parallel with 1997, the year when hong Kong 
was handed over to mainland China. so this 
was the moment when the actual first conse-
quences of the handover were contested within 
the territory. and in parallel with the sars 
crisis, there was this very striking moment, 
the suicide of leslie Cheung, the pop idol. 
The title we gave the exhibition was “a Jour-
nal of the Plague Year: Fear, ghosts, rebels, 
sars, leslie and the hong Kong story”. 
There are several reasons why we chose this 
title, but probably the most important one was 
because it brought into it a certain kind of 
methodology, that of the journal. The struc-
ture of a journal is a list of occurrences, of 
events that share or have in common primarily 
their simultaneity, their occurrence in a given 
time frame. and our proposition is that these 
two events potentiate each other. The specter 
of absolute doom with sars was enhanced by 
leslie’s very theatrical death at that particular 
moment. 
Besides these sets of consequences, we also 
tried to look at the historical background of 
this event, especially as connected to disease, 

discrimination and exclusion, and this fear 
of infection, fear of contamination, fear of 
the other, and fear of racial and cultural con-
tamination. a very important event in hong 
Kong, and in world history, was the plague of 
1894. it was actually learned in 1994 that the 
epicenter of this plague, which killed so many 
people in europe and elsewhere, was a vil-
lage in the old Chinese port, right near where 
Para/site is today. it made the international 
news, and it was instinctively connected to 
a fear of asians and a paranoia against the 
asians — what is now known as the “Yellow 
Peril.” This was pretty much the biggest fear 
in western civilization at the end of 19th cen-
tury and early 20th century up until wwi — a 
sense of existential threat coming from asia. 
it was represented in different ways, but in 
particular there was a fear of the Japanese, 
imperialism and the rising power of Japan, 
or a fear of the Chinese because of their sheer 
numbers. it was a symptom that was latent in, 
and strengthened by, the discovery of this dis-
ease in hong Kong. so the combination of dis-
ease and plague on one hand and fear of the 
other on the other was presented as the story 
of hong Kong, and these were the very general 
parameters of the exhibition.

Kim Hyun-jin   while modern and postmod-
ern discourse originally took shape around 
first world, western society, nowadays it’s 
shifting outside of the first world. Your exhibi-
tion seems to adopt a methodology of starting 
from this kind of global modernity and ob-
serving different forms of regionality to pro-
duce a richer discourse.

Cosmin Costinas   That’s true. This western-
dominated modernity discourse has to change. 
and it will change. it’s understandable why it 
happened — because obviously the model of 
society, in many ways the most accomplished 
model, was created in the west, in the post-
war west. That’s the prevailing model, which 
has prevented the good aspects of the non-
western world from moving into the fore-
ground. we are still in the process of watching 
the death of this modernity and recreation of a 

new one. in a way it’s a bit late. and obviously 
the narratives and the culture around it are 
catching up.

Inti Guerrero   when i think about your 
question about modernity, i remember some-
thing said by david Teh, a curator in singa-
pore. he was trying to see how the subject, 
the idea of contemporaneity in art, came out 
of the simultaneous emergence of differences. 
But he said, for example, with the idea that 
contemporality emerged from the experience 
of conceptualism in the ‘60s, that the idea of 
“being in the contemporary” was what led to 
the emergence of curators. There were many 
institutions where you could see that the con-
text was trying to dig into the history of where 
the conceptualism started. Perhaps the con-
temporary does not necessarily have to begin 
through conceptualism. For example, coming 
back to our exhibition, we said that one of the 
interesting aspects in terms of understanding 
contemporaneity was understanding what had 
happened in the 19th century, with the plague, 
and drawing parallels with all these racist rep-
resentations that started to happen in europe 
and in america. This is my personal thing, 
but i prefer to think about these kinds of refer-
ences solely in the context of art history. 

Kim Hyun-jin   i agree with what you said. it’s  
undeniable that the first world is where mod-
ern and postmodern discourse first emerged, 
and it was the first world that spearheaded its 
deconstruction. But the situation now is one 
where western society is powerfully influenced 
by the emerging third world market, and its 
supremacy is starting to slip. in the process, 
the framework of cultural appropriation is 
becoming more complex, as their linear social 
model is being related to or incorporated into 
third world social structures. what we need to 
do now is to achieve a new kind of horizontal 
enrichment, considering and executing ways 
of shaping the global into complex, interest-
ing, subversive narratives using the phenom-
ena, perspectives, and potential of wherever 
we happen to be. what i heard from you today 
seemed to describe a true form of curatorial 
practice from that kind of clear perspective.

Kim Hyun-jin
Since 1999  Kim has worked as an assistant curator at numerous 
venues  including Alternative Space Loop  Ssamzie Space  and 
Artsonje Center  From this experience  she went on to serve 
stints as an invited or guest curator at Van Abbemuseum in the 
Netherlands  IASmedia  and Kaywon School of Art and Design’s 
Gallery 27  She worked as curatorial assistant for the 2005 Istanbul 
Biennial and co-curator for the 2008 Gwangju Biennale and the 
chief curator at the Ilmin Museum of Art  Major exhibitions include 
“Brilliant Collaborators” for Ilmin Museum of Art in Seoul (2013)  
“Playtime — The Waiting Room of Episteme” for Culture Station 
Seoul 284 (2012)  “Perspective Strikes Back” for Doosan Gallery 
Seoul (2009) and “L'Appartement22” in Rabat (2010)  “Accidental 
Community” and “Ten Years  Please: A Jewyo Rhii Project” 
for Gallery 27 in Uiwang (2007)  “30 Sa-dong: Yang Haegue” in 
Incheon (2007)  and “Plug-in #3: The Undeclared Crowd” at Van 
Abbemuseum in Eindhoven (2006)  She has also contributed to  
edited  and published a number of exhibition books  including The 
Speed of the Large  the Small  and the Wide: Chung Seoyoung Solo 
Exhibition (Hyunsil  Seoul  2012)  Inter-views (Bigaku Shuppan  
Tokyo  2011)  Gao Shiqiang: The Other There (Timezone8  Beijing  
2009)  Jewyo Rhii (Samuso/Dareun Books  Seoul  2008)  30 Sa-dong: 
Yang Haegue (Wien Verlag  Berlin  2007)  and Dolores Zinny and Juan 
Maidagan (Sala Rekade  Bilbao  2007)
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like the global artist, i think the global curator 
has the ability to work on an international 
stage. That doesn’t mean you necessarily have to 
go overseas to work, but you do have to be able 
to make exhibitions at a global level, whether 
you’re in Korea or abroad. we can talk about 
people being global curators when they are able 
to shape the international discourse with the 
direction and quality of their curating, just as 
the work of global artists is recognized by the 
international art community. instead of just 
following the global art discourse or knocking 
off someone’s exhibition, we need to become 
a fragment that is capable of simultaneously 
forging an international discourse.”

“

how a Curator looks at the world  

lee Sook-kyung Curator, Tate 

Bae Myung-ji / senior Curator, Coreana Museum of art

Lee Sook-kyung 
Lee Sook-kyung wears three hats: in addition to being a curator at 
Tate in Great Britain  she is also chief curator for the committee 
purchasing Asia-Pacific items for the Tate Collection  and for the 
Tate Research Centre: Asia-Pacific  She holds an important position 
that has her overseeing all of the Tate’s research  exhibitions  and 
publications related to contemporary Asian art  Since her work as 
a Tate Liverpool curator in 2007  she has curated exhibitions such 
as “Colour Chart: Reinventing Colour  1950 to Today” and “Nam 
June Paik”  In 2009  she took part in planning “DLP Piper Series: 
This Is Sculpture”  In 2012  she was chief planner for the Liverpool 
Biennial’s Tate Liverpool exhibition

The passion for contemporary artists and their 
work, the ongoing research into understanding 
eras, the keen intellectual interest in forging 
a contemporary asian art discourse through 
the work at Tate, and a sense of humor and 
optimism that is light-hearted yet also deeply 
trenchant are not only the reasons why Tate 
wants lee sook-kyung, but it is also the char-
acteristics of the way lee looks at the world as 
a curator. we met with lee this past May to 
hear about her curating activities with Tate, 
her vision, and her hopes for contemporary 
Korean art.

Bae Myung-ji   Could you talk briefly about 
how you became a curator for the Tate?

Lee Sook-kyung   i studied fine arts in Ko-
rea and worked for five years as a curator 
for MMCa(national Museum of Modern and 
Contemporary art, Korea), where i learned 
the ins and outs of curating. it was during 
the late 1990s, when yBa was starting to be-
come a major trend in contemporary art, and 
i went to england to study. as i was planning 
an exhibition on contemporary British art at 
MMCa, i was able to experience the energy 
of the British contemporary art closely onsite. 
with this exhibition, i decided to stay in eng-
land to deepen my study. i settled in england 
in 1998, earning a master’s degree from City 
university london and a doctoral degree from 
the university of essex, with a thesis on “The 

Changing Conceptions of the artist in the age 
of authorial demise”. after that, i worked for 
a year or so with an art Council england cu-
rator’s fellowship before joining Tate liverpool 
in october 2007.

Bae Myung-ji   right now, you’re a curator at 
Tate, and you’re also chief curator for the Tate 
research Centre: asia-Pacific. Could you ex-
plain a bit about how that center got started 
and what it does?

Lee Sook-kyung   in 2000, when Tate Modern 
was first established, there was a lot of talk 
about “globalism” and “internationalism” 
in contemporary art, and people were really 
beginning to show an interest in the contem-
porary art of China and other asian countries. 
The Tate was one of the earliest museums to 
the pick up on this trend. The Tate Collec-
tion has expanded to cover regions like latin 
america, the asia-Pacific region, the Middle 
east, and north america. and as it began ex-
panding geographically, i ended up becoming 
chief curator for the collection’s committee for 
purchasing asia-Pacific items, and they set up 
a center based on the perceived need for more 
academic research into contemporary asian 
art. The research was founded by the andrew 
w. Mellon Foundation which typically funds 
research and art in the u.s. such founda-
tion supporting a research center in england 
shows that they fully trust in the international 
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doug aitken, Sky Arts Ignition: Doug Aitken-The Source 
2012, outdoor installation, Tate liverpool © doug aitken.

research taking place at the Tate, but it’s also 
a gauge of how great their interest in contem-
porary asian art is. The center’s establishment 
testifies to the fact that asia is one of the core 
regions in the kind of internationalization that 
the Tate is pursuing.
The aim of the Tate research Centre: asia-
Pacific lies in creating a framework of contem-
porary asian art that are taking place around 
the world through the forum of the Tate gal-
lery. in other words, you have all kinds of 
academic discussions on contemporary asian 
art taking place at academies in asia, the u.s., 
western europe, and so on, and the Tate’s role 
is to tie them together and create one unified 
forum for discussion, which means that the 
Tate is less a “producer” of knowledge than a 
mediator of it. This has been true throughout 
the history of contemporary western art: you 
can only become the mainstream in art his-
tory when you’ve established the quantity and 
quality of academic discourse. we’re at a point 
now where we have to shape an academic dis-
course about the exhibitions and works of con-
temporary asian artists like nam June Paik, 
ai weiwei, and Yayoi Kusama. it’s crucial that 
asian artists have their work subjected to an 
ongoing academic appraisal. 

Bae Myung-ji   Your most recent exhibition 
was at Tate liverpool with the 2012 liverpool 
Biennial event, unexpected guest. i’d like to 
hear a bit about the process and the theme you 
adopted when you were planning it.

Lee Sook-kyung   The liverpool Biennial has 
an artistic director, but fundamentally it’s a 
collaboration among different art galleries in 
liverpool. i was part of the curating for Tate 
liverpool. in 2012, the theme of the liverpool 
Biennial was The unexpected guest, and the 
central theme was “hospitality.” The basic 
concept was to expand the ordinary relation-
ship of “host and guest” to all the different 
power relations and boundary issues that can 
arise in social and political reality. what i was 
doing was using the items at the Tate to ap-
proach international issues like multicultural-
ism, tourism, cultural identity, hybridity, mi-
gration, globalization, things like that. as the 
chief curator for the purchasing committee, it 
was possible to access all the information and 
research from the Tate’s internationalized col-
lection, which was a recent achievement, for 
the exhibition.
one particularly important project for the 
Tate liverpool exhibition was doug aitken’s 
Source, which was commissioned by Tate liv-
erpool specifically for the Biennale. For this, 
there were ongoing discussions and coopera-
tion among artists, curators, and architects. it 
was deliberately set up in a space outside the 
gallery, a pavilion co-designed by aitken and 
the British architect david adjaye. six screen 
projections were on at the same time, day and 
night, producing a work of architecture that 
was transparent and open, with the collapse 
of boundaries between “inside” and “outside” 
The piece contained interviews with artists 

and figures from various fields of art, includ-
ing architects, artists, musicians, and pho-
tographers, in order to pose questions about 
the creativity that serves as a “source” for all 
artistic production. 

Bae Myung-ji   There aren’t many opportuni-
ties for curators who are affiliated with public 
art museums in Korea to demonstrate their 
own brand of “curatorship” from start to fin-
ish. Could you talk about the process and 
methods by which a curator plans exhibitions 
at Tate, which is known as the premier public 
gallery in great Britain?

Lee Sook-kyung   The planning process starts 
with the curator submitting an exhibition 
proposal. The Tate holds program meetings 
every three weeks, and the curators talk about 
their exhibition projects there. if there is an 
agreement that an exhibition should be held, 
then the discussions proceed from there. it’
s very important for the curator to do their 
personal research. when the curator presents 
an exhibition plan, it means that he or she has 
done that much homework. it typically takes 
two to three years of preparations for a single 
exhibition, and during that time the curator is 
involved in in-depth research on the exhibition 
and the work appearing in it. 
now, an exhibition is a place where a curator 
uses their own research to present their vision 
on contemporary art, but the ideas behind it 
have to agree with the Tate’s mission, which 

is to get the public to enjoy and understand 
British art and modern and contemporary art 
from all around the world. so you have to do 
exhibitions that deal with issues in contempo-
rary art, but you always have to ask yourself, 
‘why should the Tate present this particular 
exhibition?’ or ‘what kinds of exhibitions are 
best for the Tate’s audience?’ since the ulti-
mate aim of any exhibition planned with the 
Tate is to help the public enjoy contemporary 
art, to enrich their lives.

Bae Myung-ji   an exhibition is the most im-
portant place for a curator to demonstrate her 
own authorship. what are the most important 
things you consider when you’re planning an 
exhibition?

Lee Sook-kyung   The most important thing 
when you’re planning an exhibition is always 
the artist. all exhibitions begin and end with 
the work of artists. as a result, what you’re 
showing is art, no more, no less. so you can’t 
plan an exhibition by setting a theme first and 
then trying to find the right artists for it. You’
re supposed to be using your interpretation to 
show the public what the artists and their art-
work are saying.
You also have to constantly be attentive to 
what the issues are in contemporary art. For 
example, there’s been a lot of art the past few 
years that focuses on political issues, and you 
have to consider, from various perspectives, 
just what the fundamental reasons are behind 
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the emergence of this political art. For me, the 
significance is less about focusing on politi-
cal art because i’m interested in politics, and 
more about it being a major phenomenon in 
art at the present time. The curator’s job is 
to ponder how to show artwork within the 
format of an exhibition of politically charged 
contemporary art.
 
Bae Myung-ji   we’re living in a global era, 
and the role of the curator in international in-
terchange is growing. we heard about “global 
artists” in the Korean art world in the past, 
and now we’ve being hearing about “global cu-
rators” too. There’s a lot of interest at the na-
tional level, with the Ministry of Culture and 
the Korea arts Management service devising 
their new ProJeCT Via for curators. what 
kind of system do you think would be most 
useful in helping curators develop the skills 
they need to work on an international stage?

Lee Sook-kyung   i’m not really sure what 
“global curator” means, but i think the impor-
tant thing is that curators have to expand their 
capabilities as global artists have done. like 
the global artist, i think the global curator has 
the ability to work on an international stage. 
That doesn’t mean you necessarily have to go 
overseas to work, but you do have to be able 
to make exhibitions at a global level, whether 
you’re in Korea or abroad. we can talk about 

people being global curators when they are 
able to shape the international discourse with 
the direction and quality of their curating, 
just as the work of global artists is recognized 
by the international art community. instead 
of just following the global art discourse or 
imitating other exhibitions, we need to become 
a fragment that is capable of simultaneously 
forming an international discourse. a system 
to develop global curators would have to of-
fer the optimal conditions for them to develop 
good exhibitions, the kinds that allow them 
to produce a discourse with international cur-
rency. so it has to afford maximal opportuni-
ties and spaces for for curators to build their 
abilities.

Bae Myung-ji   at the Korean association of 
art history symposium, you have given a 
speech on ‘globalism and the Contemporari-
ness of Contemporary Korean art.’ you em-
phasized the need of new ideas and strategies 
for contemporary Korean art exhibitions over-
seas, ones that go beyond the national frame-
work. what kind of specific strategies do we 
need in presenting contemporary Korean art 
overseas? 

Lee Sook-kyung   it would have to be about 
going beyond the national concept of “Korea” 
and turning the focus back on the work of in-
dividual artists, i think that the focus on the 

Bae Myung-ji
Bae Myung-ji is currently the senior curator at the Coreana Museum 
of Art  For several years  she has been planning international 
exhibitions aimed at using new media to expand the scope of 
contemporary art through dialogue between artistic genres 
and related visual arts such as performance  theater  film  and 
animation  Her major exhibitions include “Performing Film” (2013)  
“Masquerade” (2012)  “Featuring Cinema” (2011)  and “Artist’s 
Body” (2010)  Her exhibition Image Theater  designed as a project 
with participation from modern artists  performance artists  
directors  theater performers  and dancers  received a 2006 Art of 
the Year award from Arts Council Korea

country “Korea” or the nationality of “Korean 
artists” at overseas art museums is founded 
in a kind of colonialist perspective in a sense. 
You see it in western art, too — there’s a mood 
of introspection about national brand exhibi-
tions. Those kinds of exhibitions were already 
passé in the 1980s and 1990s. The Tate hasn’
t done any country-themed exhibitions since 
the 2000s. when the Tate focuses on contem-
porary asian art, instead of organizing the 
exhibition by country, we look through the 
individual artists like nam June Paik, Yayoi 
Kusama, ai weiwei. The important thing at 
any exhibition is the work of individual art-
ists. even yBa was, in the end, about the art-
ists like damien hirst and Tracey emin.

Bae Myung-ji   There’s a lot of anticipation 
and expectation in Korean art scene about 
the new branch of the MMCa in seoul, which 
is set to open in november of this year. i’ve 
heard you’re taking part in planning the in-
augural exhibition. Could you talk a bit about 
it? as a curator at the Tate, what direction you 
think it should be going in with its future ex-
hibition projects?

Lee Sook-kyung   i’m one of six curators par-
ticipating in the seoul branch’s inaugural 
“Connecting_unfolding” exhibition. There’
s also richard Flood from the new Museum 
in new York, ann gallagher from Tate Mod-

ern in london, Bernhard serexhe from ZKM 
Media Museum in germany, Yuko hasegawa 
from the Museum of Contemporary art Tokyo, 
and Pooja sood from KhoJ in india. each cu-
rator is supposed to pick one artist and curate 
from a different perspective. so it’s going to be 
an original exhibition, with a clear point-of-
view.
what i really hope for from the seoul branch 
is that they continue holding solo exhibitions 
for prominent Korean artists. Those exhibi-
tions are a crucial underpinning for future 
global activities by contemporary Korean art-
ists. artists in Korea today have a lot of ex-
perience with biennial and triennial projects, 
but not with solo exhibitions at art museums. 
The idea of “promoting artists overseas” is a 
very abstract one. a more practical, realistic 
approach would be to offer more opportuni-
ties for the art world overseas to see the work 
being done by contemporary Korean artists. 
so the most crucial method of “promotion” is 
to organize high-quality solo exhibitions for 
contemporary Korean artists, with the kind 
of sophisticated curating that can produce a 
discourse, and using art gallery networking to 
bring those exhibitions overseas. another idea 
might be to link solo exhibitions at MMCa 
with an overseas touring program. For that 
to happen, there has to a broader network of 
partnerships with overseas art institutions.
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From Center to Periphery,  
From Fluxus to ‘Post-Museum’

Kim hong-hee 
Director, Seoul Museum of Art  

what i envisioned was a ‘post-museum’, but 
it’s run according to a kind of ‘ambidextrous’ 
philosophy. The only way to achieve innovation 
is by being ambidextrous, expecting the 
stability of the government bureaucracy and the 
history of the art museum, while blending in the 
leader’s innovation. if you don’t have support 
for this kind of innovation, then it’s not going to 
work, no matter how hard you try. so it’s about 
combining the two aspects, the administrative 
ability and stability of the bureaucracy and 
the innovation of the art and modulating that 
clash. The exhibition planning at a public 
institution is closely linked to a coordination of 
these two aspects, the ambidextrous approach, 
the glocal, the combination of the orthodox and 
the alternative.”

“

Kim Hong-hee
Graduated from Ewha Womans University with a degree in French 
Literature  After receiving a master’s degree in art history from 
Concordia University in Canada  she returned home to complete a 
doctoral program in the same subject at Hongik University  She has 
served as director of SSamzie Space (1998 2008) and the Gyeonggi 
Museum of Modern Art (2006 2010)  as well as commissioner for the 
2000 Gwangju Biennale and the Korean Pavilion at the 2003 Venice 
Biennale and general director for the 2006 Gwangju Biennale  Her 
studies and books include Feminism · Video · Art (1998) and Good 
Morning  Mr  Paik (2007)  She is currently director of the Seoul 
Museum of Art and a selection committee member for the artistic 
director of the 2017 Kassel Documenta exhibition  

Kim Hae-ju   when you started work in the 
1990s, it was a time of great change in Korean 
contemporary art. i’d like to hear you walk us 
through the process since then. would you say 
that the real start came with the seoul Fluxus 
Festival in 1993?

Kim Hong-hee   in 1992, i came back to Ko-
rea after living abroad for 13 years. i’d found 
out about Fluxus from nam June Paik while 
i was overseas, and i’d been a spectator a bit 
more than that, really while attending the 
Fluxus Festival in demark. i’d made the ac-
quaintance of a lot of Fluxus artists, and i 
started work before the embers had cooled, so 
to speak. There was a competition for exhibi-
tion planning, where the prize was 10 million 
won in support from the seoul arts Center. 
and then i received 40 million won a lot of 
money from the Paradise Foundation (the 
wookyung Foundation back then), which is 
the parent organization for Kaywon. so i was 
staging exhibitions and performances at the 
seoul arts Center, Kaywon, gallery hyundai, 
and the Museum of Contemporary art, Korea. 
it was a kind of exorcism ritual, things they 
really weren’t doing back then. nam June Paik 

was too busy to participate except in writing, 
but he created the title, “Fluxus is the rose 
of sharon Flower.” The idea was that Fluxus 
was something more tenacious than the rose 
of sharon (mugunghwa, or “the inexhaust-
ible flower” in Korean). There were 15 original 
members working under that banner, includ-
ing people like dick higgins, alison Know-
les, and Jon hendricks. There was also rené 
Block, who was in charge of the program.

Kim Hae-ju   There were Korean artists tak-
ing part too, people like hong shin-ja, lee 
Kun-young, lee Bul, and sung neung-kyung. 
i’m curious about the links between Fluxus 
and the Korean avant-garde.

Kim Hong-hee   every country has artists ap-
proaching things along similar lines. Japan 
had the gutai group, and Korea had avant-
garde groups with people like Kim Ku-lim, 
sung neung-kyung, and Jeong Chan-seung. 
They were catalysts, people who helped a 
zeitgeist blossom. The biggest link between 
Fluxus and the Korean avant-garde was nam 
June Paik. when he performed the score for 
affair on the Piano with Jeong Chan-seung, 
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that was really the first time Paik’s work was 
introduced to Korean audiences. hong shin-
ja also interacted with Fluxus artists when she 
was working in new York. she and Philip Cor-
ner worked together at one point. The artists 
involved in “happenings” in Korea provided 
a lot of support, since it was the kind of event 
that bolstered their own activities. it wasn’t so 
much a direct connection as something tied in 
with the zeitgeist.

Kim Hae-ju   one important exhibition for 
you was “Patjis on Parade”, the women’s art 
festival you planned in 1999. i’d like to ask 
about how that got started. There have been a 
few more of those since then, haven’t there?

Kim Hong-hee   in 1994, i worked alone on 
planning an exhibition called woman, the 
difference and the Power. Feminist theories 
had been introduced here, but no real relation-
ship had been formulated with art, so it was a 
first example of a women’s art exhibition. The 
title of it was really quite serious. There had 
been an exhibition in the us around the same 
time called “Bad girls”. so where i was still 
approaching things at a beginner’s level, “Bad 
girls” took the kind of humorous approach 
that appears after you’ve been through a bit 
of history and practice with feminist theory. 
You could say that by the 1999 exhibition, 
which had the somewhat comical title “Patjis 
on Parade” (Patji is the name of the “wicked 
stepsister” character in a popular Korean fairy 
tale), my serious approach from 1994 had 
finally developed into something more along 
the lines of the Bad girls attitude. lee hye-
kyung had organized the women’s Film Fes-
tival around the same time, and her women’s 
Culture and arts Planning was also involved. 
it seemed like the women’s political element 
would be stronger if we did it as a group in-
stead of me doing it by myself, so we divided 
the exhibition up into sessions, with five cura-
tors working on it Baek Ji-sook, lim Jung-hee, 
oh hye-ju, Kim sun-hee, and me. There were 
sessions that focused on feminism, the woman’
s sensibility, and historic modern works by 
women. it wasn’t directly tied in with femi-

nism, but we showed the work of artists who 
had contributed to helping Korean contempo-
rary art to grow. There had been support for 
the women’s Film Festival because there were 
a lot of organizations that were considering 
the power of the cinematic medium, but art 
doesn’t have that kind of popular appeal, so 
we had to come up with the funding ourselves. 
seven of the women artists from the exhibi-
tion made prints, and lee hye-kyung and 
i went around taking those works to all the 
different galleries and selling them to pay for 
the event. in most cases, it was female gallery 
directors who bought them. it honestly doesn’
t seem real when i think about it now. we had 
that popular title, “Patjis on Parade”, and we 
had five curators giving their heart and soul, 
so the response was very positive. we got ideas 
about feminist art, and a lot of the resistance 
to feminist art seems to have disappeared 
since then.

Kim Hae-ju   There seems to have been a real 
sense of solidarity among women for the exhi-
bition process itself. 

Kim Hong-hee   women’s solidarity is a pretty 
important part of the early stages of feminism, 
and that kind of thing was only just emerging 
in Korea. There were second and third events 
that arose as an extension of it, as asian 
women’s art festivals. They attracted a lot of 
asian artists, but they didn’t have the impact 
of “Patjis on Parade”. when i did the “eonni 
is Back” exhibition at the gyeonggi Museum 
of Modern art, it was because i wanted to try 
to revive feminism again. at some point, i’
d still like to work outside the “system,” so 
to speak, and try another asian women’s art 
festival. last year, the major artists at seoul 
Museum of art’s exhibitions were all men. For 
next year, i’m planning to have female artists 
in “seMa gold”(a series of feature exhibitions 
for prominent artists). in particular, i’m work-
ing on something on the theme of a diaspora, 
gathering together the work of artists who are 
all working in different places overseas: people 
like Min Yong-soon, Yoon Jin-me, and Jo sook-
jin. i’m not trying to emphasize the feminist 

line directly, but i am incorporating the intent 
in the planning.

Kim Hae-ju   i have to ask about your experi-
ence at ssamzie space, which touched off a 
kind of alternative space boom. i’d like to hear 
from you about what it was supposed to pro-
vide an alternative to, what your conclusions 
were at the time. Can you talk about where 
you tried to go with ssamzie space?

Kim Hong-hee   Mine is kind of a minority 
perspective, as someone who was a housewife 
studying at a relatively late age. so that may 
be the reason, but i think my work has al-
ways been about looking at the periphery and 
trying to put it at the center. in institutional 
terms, it was the alternative spaces that played 
that role, but people weren’t really talking 
about “alternative spaces” yet. That time, the 
late 1990s, with the foreign exchange crisis, 
was a very tough working environment for 
artists. not only did the people coming back 
from overseas have nowhere to go, but a lot 
of them hadn’t even been able to finish their 
studies because of the exchange rates. That 
was the environment when ssamzie built its 
new building, leaving its old one to be used 
for residencies. That was in 1998, with the 
ssamzie art Project in the amsa neighbor-
hood of seoul. Today, the artists who did resi-
dencies at amsa seem like a veritable galaxy 
of stars Kim hong-seok, Park Chan-kyong, 
Chung seo-young, rhii Jewyo, hong soon-
myung, Kho nak-beom. They did two of those 
in amsa, and then when ssamzie’s business 
picked up, they bought the building in front of 
hongik university, and that was the opening 
of ssamzie space as a general cultural center. 
it was intended as an alternative space with 
things like underground rock bands, residen-
cies, and galleries. The slogan was “alternative 
culture changes society,” so it was advocat-
ing the alternative as a way of changing the 
existing paradigm. as ssamzie got more and 
more famous, the competition to get in grew 
more and more intense a one-in-ten rate of ac-
ceptance. The judging was done by curators 
and artists who had participated before, and 

the effects were really very positive. excellent 
artists were moving into the place i lived and 
contributing to sustaining that kind of atmos-
phere. They were serving to produce output 
from the transformation as the “alternative” 
motto incorporated the culture outside hongik 
university, and it ended up producing a lot of 
talented artists.

Kim Hae-ju   one particularly memorable ex-
hibition for you after ssamzie space opened 
in 2000 would have been the one you worked 
on with lee Kun-yong and Koh seung-wook. 

Kim Hong-hee  with that exhibition, we link-
ed established avant-garde artists with younger 
artists through a project called “Title Match,” 
which was done once every two years. unfor-
tunately, i had to stop when i left ssamzie, but 
i’m starting it up again with women artists at 
the Buk seoul Museum of art . This time, i’m 
envisioning something that pairs important fe-
male artists in art history with suitable mem-
bers of the new generation.

Kim Hae-ju   Can you give any hints about 
who’s taking part?

Kim Hong-hee   i decided to do an exhibition 
with Kang eun-yeop. she had a tremendous 
sense and aesthetic avant-gardism. The young-
er artist hasn’t been decided yet. There’s also 
an exhibition of minjung artists on a different 
floor of the Buk seoul Museum of art around 
the same time.

Kim Hae-ju   would say that the different 
things you tried at ssamzie serve as a kind of 
toolbox for your curating today? 

Kim Hong-hee   There are things that were 
just kind of vague attempts back then that i 
use in a sort of free interpretation today where 
it suits the character of the museum. The 
idea is to use the parts as fuses, things that 
transform the museum rather than just being 
incorporated into it. it’s about using them as 
a mechanism of achieving the kind of “post-
museum” i’m envisioning.
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Kim Hae-ju   Fever Variations, from the 2006 
gwangju Biennale, was an asian-themed ex-
hibition. gwangju is also the place where the 
asian discourse wave has really flourished 
since the asian cultural hub city project be-
gan. would you say the 2006 gwangju Bien-
nale was a kind of suggestion and response to 
answer the demands and questions of a region 
searching for “asian-ness”?

Kim Hong-hee   There were general discus-
sions about an asian hub city, but the idea was 
less about connecting with that than about 
the 1990s being a period when asia changed, 
when there were historic transformations in 
Korean contemporary art. You could argue 
that the asia phenomenon from the 1990s is 
still going on, since all the new biennial events 
are appearing in different parts of asia. There 
was already a kind of “hunger for asia” at the 
time, but i never got the sense that any special 
meaning was being given to the idea of having 
asia as a theme. it wasn’t about introducing 
“asian-centered thinking” because i’m asian; 
i wanted to address asia from the perspec-
tive of a place that is transforming, that is 
undergoing a change in identity. now, as an 
asian curator, i did think about how to create 
a sense of difference specific to asia. i settled 

on two venues, “root” and “route”, as a way of 
conceptualizing the fluidity of asian identity. 
This dual identity, overlaying one identity 
with another through the themes of “root” an 
indisputable asian tradition and “route” the 
creation of a new identity was a way of show-
ing what asia is. The director Park Chan-
kyong recently put asian discourse front and 
center once again in preparing for next year’
s seoul international Media art Biennale. The 
idea of the “post-museum,” which is the seoul 
Museum of art’s guiding vision, is valid also 
as a vision for contemporary art museums not 
just in Korea but throughout asia. That makes 
the question of how to establish a dual identity 
a key concern.

Kim Hae-ju   when did you leave ssamzie?

Kim Hong-hee   it was 2008. i became direc-
tor of the gyeonggi Museum of Modern art in 
2007, and i left ssamzie the next year. Part 
of it was that ssamzie’s business was hurting, 
but a bigger reason was that i’d done pretty 
much everything i could do over those ten 
years. it would have been redundant to bring 
it up all over again. i really though that ssa-
mzie would lose its energy if we didn’t come 
up with a new paradigm. as it happened, i hit 

on the idea of the gyeonggi Creation Center 
at the gyeonggi Museum of Modern art. My 
idea was to seek a new paradigm shift in that 
center, a public residency, and use it to power 
a transformation in the art museum.

Kim Hae-ju   For more than 15 years, you’ve 
been bearing witness to transformations in 
the residency format. There definitely still is a 
need for residencies in the artist’s working en-
vironment, but it also seems like they’ve lost a 
lot of their vitality.

Kim Hong-hee   They’ve become very in-
stitutionalized. But i’d actually like to view 
the present as a kind of new residency pe-
riod. alternative spaces have been doing a 
lot of things over the past decades, but they’
re also exhausted from trying to find sources 
of funding to keep going. support dropped 
by half going from the roh Moo-hyun presi-
dency (2003 – 2008) to lee Myung-bak’s 
(2008 – 2013). The people actually running 
the alternative spaces have fallen on very hard 
times. one way of helping turn that around 
is to change the format and give a greater al-
ternative role to museums that are part of the 
system and have the basic budget of a public 
institution.

Kim Hae-ju   The seoul Museum of art pro-
gram suggests an attempt to support a wide 
range of generations in the art community. at 
the same time, a public art museum also has 
to think about drawing in a diverse public. as 
an originator of innovative ideas, how do you 
coordinate between the art museum’s role and 
its public service function? how do you deter-
mine where it stands?

Kim Hong-hee   what i envisioned was a 
“post-museum”, but it’s run according to a 
kind of “ambidextrous” philosophy. The only 
way to achieve innovation is by being ambi-
dextrous respecting the stability of the gov-
ernment bureaucracy and the history of the 
art museum, while blending in the leader’s 
innovation. if you don’t have support for this 
kind of innovation, then it’s not going to work, 
no matter how hard you try. so it’s about 
combining the two aspects the administrative 
ability and stability of the bureaucracy and 
the innovation of the art and modulating that 
clash. The exhibition planning at a public in-
stitution is closely linked to a coordination of 
these two aspects the ambidextrous approach, 
the glocal, the combination of the orthodox 
and the alternative.

Kim Hae-ju 
Independent curator  She has worked as a researcher for the 
National Theater Company of Korea’s academic publishing division 
and assistant curator at the Nam June Paik Art Center  Her 
exhibitions include “Memorial Park” (Palais de Tokyo and Paris  
2013)  “Sand Theater” (from Playtime  Culture Station Seoul 284  
2012)  and “The Whales Time Diver” (National Theater Company of 
Korea  2011)
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Kim Hae-ju   You’ve talked before about the 
difference between “directorship” and “cura-
torship.” You also wrote that someone working 
as a director also needs to maintain the spirit 
of an independent curator. i’d like to hear 
more about what you meant by that.

Kim Hong-hee   To be innovative as a direc-
tor, you need to have the independent curator’
s mind independence, but at the same time the 
concept of artistic culture as an alternative. so 
my experience as an independent curator who 
became an establishment museum director 
has great significance to me. i don’t think of 
myself as a bureaucrat director. i consider my-
self a museum director who is also a kind of 
independent curator, someone who can bring 
about changes in the museum.

Kim Hae-ju   There are some critics who ac-
knowledge the pure function of the art mu-
seum, but who feel it’s still a kind of market 
indicator, that it loses the experimental aspect 
and just runs through similar types of pro-
grams over and over. how do you see the fu-
ture of the art museum?

Kim Hong-hee   The reason the “establish-
ment museums” draw so much flak is because 
of their history of being white male-centered, 
elitist organizations for the wealthy and pow-
erful. it’s only relatively recently that it’s be-
come accessible to more ordinary people. The 
“post-museum” is about becoming an institu-
tion that is more person-centered, more inclu-
sive of the elderly and disabled persons. The 
key issue is less the aesthetic or financial value 
of the collection than the relationship it forms 
with people, whether it can impact lives and 
improve their quality. The same goes for the 
exhibitions. There are two aspects to them: one 
is about drawing the public into public muse-
ums, but another import role involves elevating 
their artistic sense, so you have to maintain a 
high quality of exhibitions. You also need to 
develop mechanisms to mediate communica-
tion between the work and the viewer. it needs 
to be something more proactive than the con-
ventional tools of the art museum -- things 

like captions, annotations, docents. i also 
think we need to share art from the second 
and third worlds. so we plan exhibitions that 
focus on scandinavia, africa, the arab world, 
and south america, but we’re envisioning ex-
hibitions that are post-genre, including things 
like design, architecture, and fashion.

Kim Hae-ju   You recently took part on the 
committee to select an artistic director for the 
Kassel documenta exhibition. Can you talk 
about the process?

Kim Hong-hee   i’m not even sure how i got 
the invitation. But i do think the presence of 
an asian on the selection committee is a testa-
ment to the positions of Korea and asia today. 
what i really sensed from participating there 
is that having a serious selection process and 
system has been fundamental to documenta 
surviving intact despite all the changes it has 
gone through since it began in 1955. They 
brought on review committee members who 
were curators and directors from eight differ-
ent countries, and each of them did research 
and came up with recommendations for four 
to five artists, giving them a basic pool of 
around thirty to forty. Then it got condensed 
again, and there were about four or five selec-
tion processes, with research and presentations 
on the list, along with a lot of intense discus-
sion. i had the sense that i needed to “rep-
resent” asia, and my emphasis was first and 
foremost on getting away from eurocentrism. 
But all the asian candidates ended up getting 
cut. even where we are getting away from a 
focus on western europe, it still seems to be 
limited to eastern europe, africa, and south 
america. i do feel like it’s time for documenta 
to have an asian director, but i do recognize 
that there is a certain objective lack of experi-
ence. i look forward to seeing which Korean or 
asian curators might be able to do something 
like documenta in the future.

Fateful Meeting — Mother and Child” 
exhibition at the 2013 Cheongju international 
Craft Biennale has gone beyond not only the 
crafts industry’s identity of prevalent internal 
discourse but also the western perspective of 
orientalism to suggest diversified angles on 
how people view the current crafts industry 
on top of the conceptual horizon of ‘cultural 
displacement, symbiosis and cure’. theartro 
interviewed Park nam-hee, the art director 
of the 2013 Cheongju international Craft 
Biennale, to listen to the aim and vision of the 
Biennale and the Main exhibition. 

The art of Coexistence 
through Crafts, Mother & Child  

park nam-hee 
Co-Director, 2013 Cheongju International Craft Biennale  

“
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theArtro   how did you first develop a special 
interest in crafts while you were studying fine 
arts and art criticism? i’m also curious how 
you became associated with Cheongju interna-
tional Biennale. 

Park Nam-hee   a lot of my friends produced 
crafts work beforehand. and i also had a 
chance to meet and study arts and crafts theo-
ry with artists from the Formative arts design 
(former artistic Crafts design) colloquium, 
which ultimately triggered the whole thing. 
From 2007, i gained hands-on experiences on 
the reality of crafts as i was preparing for my 
thesis on this field based on the experience. i 
presented the thesis on Korean arts and crafts 
at the Beijing anthropology of art colloquium. 
Following this event, crafts related works 
came along one by one and i came across to 
Cheongju in 2009 as i participated in the 
Young arts and Crafts Forum directed by lee 
ihn-bum. in 2011, i became regularly involved 
as a curator under the direction of Chung Jun-
mo. This year, i am one of the two artistic di-
rectors so it is fair to say that this relationship 
has deepened.  
 
theArtro   The basis of most exhibition plan-
ning may be the same, but there seem to be 
some parts that are different or parts you 
are particularly concerned about in curating 
crafts exhibition. 

Park Nam-hee   Crafts are generally either 
unified or classified by the materialistic view-
points and most of the exhibition planning 
also takes considerable concern in this as 
well. it is produced with at least five different 
materials, from various perspectives, there-
fore multilayered concern is necessary. The 
versatility of the material and technique cre-
ates difficult situation when an image under 
one subject matter is formed. nevertheless, it 
is partly amusing due to detailed twists. The 
boundary between art and everyday life con-
tains both axiological and practical sides and 
these are some things that should be taken 
under the consideration when planning an ex-
hibition. 

theArtro   in which area did you place the 
most emphasis for this year’s Cheongju inter-
national Craft Biennale? how is it different 
from the former Biennials?  

Park Nam-hee   The organization commit-
tee requested the two directors to approach 
the exhibition from two different aspects with 
their own characteristics. The focuses are on 
two angles: the duality of crafts and the ‘art-
istry and purpose’ which are revealed through 
the exhibition 1 and 2. Curating should be 
done from an independent perspective, but as 
co-directors, Kaneko Kenji and i put our ef-
forts to focus upon a premised direction. espe-
cially exhibition 1 will provide an opportunity 
to witness the expansion of the expression in 
craft to the fullest since it was focused from 
the sculptural perspectives. Moreover, the 
committee wanted the exhibition to concen-
trate on chronological composition therefore, 
unlike the former Biennials with small quan-
tity of works; we planned with sufficient works 
for the audience to taste every artist’s world. a 
total of twenty international artists and com-
position of two special collections proves this. 
i also think that cutting down the number of 
artists not only gave them a greater chance to 
concentrate on the exhibition but it also gave 
a chance to examine their artistic practice 
which is another difference from the formal 
Biennials.      
 
theArtro   Please explain the main purpose 
and context of the “Fateful Meeting — Mother 
and Child”. 

Park Nam-hee   “Fateful Meeting — Mother 
and Child” talks about the most intimate and 
primitive relationship of humanity. like the 
history of human beings and all tangible and 
intangible traces to this day, nothing is inde-
pendent. From the rebirth of previously exist-
ing things, mankind has been circulating and 
extending. on this account, i desired to re-
mind the oldest existent relationship of man-
kind, the ‘mother’ and the ‘child’. Based on 
the humane relationships, ‘mother’ and ‘child’, 
whether blood-related or not, comes through 

Park Nam-hee
Park Nam-hee received her B F A and M F A in Art studies at 
Hongik University  Park also holds a doctorate degree from Hongik 
University Fine Arts Program  Park was a the chief curator for 
2011Cheongju International Craft Biennale and this year she is 
appointed as the co-director for the Biennale  Park has curated 
major exhibitions including “Start craft-K” in Seoul (2013)  “Liquid 
Moon” (2010)  at Plan-d galerie (Dusseldorf  Germany)  and 
“Jungle” (2009) at Posco Art Museum  Park also obtained Post-
Doctoral at Meta Design Center and taught as an Affiliated 
Professor at Seoul University of Science and Technology  NID 
Graduate School  She is currently a senior researcher at the Korean 
Art 21  and the Institute of Seoul National University of Education  
Center for the Education of Gifted Children in Art

a fateful meeting. even when looking from 
the materialistic, spiritualistic relationships, 
everything is based on the special encounter 
of a ‘child’ resulting from a spatiotemporal 
‘mother’. ‘Mother’ takes the root of the concept 
of humanistic motherhood while contributing 
to the original value of ‘Meisterschaft’. ‘Child’ 
is a collective concept influenced by the sub-
sequent elements. it is the source coming from 
‘mother’s nutrients like a mother giving birth 
to a child. This exhibition delivers how in 
real life, ‘mother’ and ‘child’ co-exist to care 
for each other, survive together, and there-
fore draw the sublime relationship. with such 
Meisterschaft crafts as the foundation, Fateful 
Meeting-Mother and Child attempted to create 
new discourse by placing grounds on the idea 
that craft is the most relevant structure in life. 
Jumping over the existent internal identity 
crisis in crafts and the western orientalist 
perspectives, this exhibition suggests varieties 
of contemporary standpoints through craft 
on top of the conceptual plane of ‘cultural 
displacement, symbiosis, and cure’. human-
ity has been evolving under the influence of 
politics, society, religion, culture, arts, nature, 
environment, prior existences, and surround-
ings. at this point, the advancement of com-
munication makes it more closely tied or fresh 
in multifarious ways as multiple elements 

are understood and raised by comprehending 
others’ ‘differences’. human, art, nature and 
environment all grow from the relationship 
among the previously existed and currently 
surrounding entities. like this, the relation-
ship of the whole is similar to that of the 
‘mother and child’. in the midst of them, ex-
ist the mutual caring, individual contending 
lives, and sublime coming from the third per-
spective; i think this is the power that leads 
the history on. Twenty artists with distinctive 
individuality from Korea, Japan, america, 
China, France, Portugal, uK, denmark, in-
dia, Philippines, and etc. are participating in 
this exhibition. 
 
theArtro   This year, Biennale was organized 
by co-directors. what are the strength and 
weakness in the system with two directors?  

Park Nam-hee   Most Biennials have a single 
artistic director, making the exhibition as 
a whole to have a definite color, but for this 
Biennial, the entire event is not controlled by 
one director’s imagery at all. There may be a 
little frustration for not being able to unify the 
Biennial as one image, containing a stronger 
effect and sentiments. however, there is an 
advantage of being able to concentrate on each 
exhibition and ensure internal stability.  
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theArtro   as Crafts Biennale has its own 
unique originality, i assume that there must 
be a lot of hardships. Can you tell us about the 
difficulties or episodes while preparing for the 
exhibitions? 

Park Nam-hee   Craft in the realm of fine art 
seem to take considerable part as minority. 
Craft being depreciated for its labor in com-
parison to fine art, has been changed today 
since the renaissance, yet it still does exist. 
For instance, there were several artists who 
like the idea of Biennale, but declined to par-
ticipate because they had to use craft as tool 
of expression. They did produce works utiliz-
ing craft materials, but made clear that they 
wanted to be part of ‘Biennale’ not ‘Craft Bi-
ennale’…i did not understand why…but there 
were quite a few artists who were like that.  

theArtro   what challenges do arts and crafts 
need to overcome and what do you think the 
solutions are?  

Park Nam-hee   Craft is always paying atten-
tion to materials with new technologies that 
it is prepared to be renewed anytime. unfor-
tunatly, the craft field is lack of professional 
manpower that theoretical discussions or spe-
cialization of the exhibition is slow in progress. 
it is really not a good solution to increase the 
number of exhibitions without organizing 
them. The proper attitude is to occasionally 
prove, introspect, compare, and challenge new 
things to move to the next step. These attempts 
should not remain only to the individuals, but 
to a much larger ground. while Cheongju in-
ternational Craft Biennale had been held eight 
times, not one decent craft museum was estab-
lished. These problems seemed to be the ele-
ments that prohibited the expansion of higher 
possibilities and boosting of craft art’s profes-
sionalism. Craft works before the 19th century 
are all housed in museums, but the fact that 
none of the museums actually handles modern 
and contemporary crafts basically means that 
there are no place to witness and study the 
crafts. it appears that the most fundamental 
system should be prepared to physically expe-
rience and study craft arts.  thearTro 2013
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