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Wer sich mit der Uippig proliferierenden und scheinbar so ziel- wie
miihelos vorgehenden Kunstproduktion von Gregory Maass und
Nayoungim! beschiftigt, fast gleich, woher er oder sie kommt, gerit
in ein abgrindiges Spiel der Ambivalenzen. Bei Ambivalenzen denke
ich hier nicht an die Kiinstlerpaaren immer wieder gestellte tradi-
tionalistische Frage, wer denn in diesem Produktionsgefiige genau
fir was zustdndig sei.2 Fir GM&N?® mag die Arbeit und das
Auftreten als Produktionspaar keine primar konzeptuelle Entschei-
dung gewesen sein.* Und noch viel weniger lassen sie es bei vorder-
griindigen Uneindeutigkeiten wie derjenigen der Aufgabenverteilung
bewenden. Denn diese durchziehen, so mein Eindruck, als Selbstwid-
erspruch, Stil- und Bildbruch, Unangemessenheit der Mittel oder
schiere Zweideutigkeit strukturell alle ihre Auftritte, AuBerungen
und Verodffentlichungen, und das in einem Ausmalf, das ich bislang
selten angetroffen habe. Das beginnt mit dem Exzess

No matter where they might come from, those
who explore the art production of Nayoungim
& Gregory Maass,' which seems to proceed as
effortlessly as it does aimlessly, find them-
selves caught in an inscrutable play of ambiv-
alences. In using the term ambivalences, what
I have in mind is not the traditional question
repeatedly posed of artist couples: who is
responsible for what in the production pro-
cess.? In the case of N&GM,?® their working
together and their appearance as a production
duo might well not be a primarily conceptual
decision.* And they are even less ready to
accept merely superficial ambiguities like that
of the division of tasks: for these ambiguities
can be found structurally in all their appear-
ances, expressions, and publications—as a
self-contradiction, incongruity in terms of
style or image, inappropriateness of means, or
simple ambivalence—to a degree that I have
only rarely encountered previously. This
begins with the excess of dis-identificatory
self-reference in creative dialogue with the
institution Kim Kim Gallery, along with
corporate identity and advertising products
and a mania borrowed from Martin
Kippenberger for “great” work or exhibition
titles.® The titles continue the aforementioned
logic of interarticulation, for example when
pretention becomes pitiable due to
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desidentifikatorischer Selbstreferenz im schopferischen Dialog mit
der Institution ,,Kim Kim Gallery“ mitsamt C.I. und Werbeprodukten
sowie der anscheinend an Martin Kippenberger ankntipfenden Manie
der ,tollen” Werktitel oder Ausstellungstitel“.® Die Titel setzen die
gerade skizzierte Verschrinkungslogik fort, wenn etwa Grofspurig-
keit durch Rechtschreibfehler zur Jimmerlichkeit wird (,,Survival of
the Shitest”, 3bisF, Lieu d’arts contemporains, Aix-en-Provence 2009),
populire Truismen durch absurde Inversion verkalauert werden
(,;The Early Worm Catches The Bird®“, Space Hamilton, Seoul 2010),
pseudopraktische Akronyme in der Aufldsung zu Manager-System-
theoriebrocken nur noch ominéser werden (,,POSWID—The Purpose
of a System is What It Does“—Platform at Kimusa, Seoul 2009). Hier
geht es ganz offensichtlich nicht um eine ausgestellt willkiirliche
Gestaltung des Verhiltnisses von Titel und Betiteltem, wie die Surre-
alisten selig sie einst propagierten, sondern, eher mit Kippenberger,
um die Nutzung einer Werbeflache auBerhalb des ,,Werkes selbst®, die
die Betrachter/innen und Leser/innen wie dieses ebenfalls und
zusidtzlich in ein Amalgam milder Doublebinds verstricken soll.®

Sinnvollerweise lasst sich das Ambivalente an GM&N vielleicht am
besten anhand dessen skizzieren, was sie ausstellen. Die meisten mir
bekannten Arbeiten, so sie nicht bereits mit ihrer (De-)Platzierung
eine unschuldige Umgebung mit Kunstbehauptungen iiberziehen,
spielen auf irgendeine Weise an den Stellschrauben ihres eigenen
semantischen Objektcharakters, so dass im Einzelwerk mit mehr
oder weniger grof3er rhetorischer Deutlichkeit (mindestens) ein
Widerspruch aufscheint. Das findet auf vielerlei Ebenen statt. Es gibt
in vielen Arbeiten, die oft als Serien auf eine Ausstellung hin produz-
iert werden, Widerspriiche zwischen dem Bildwissen der Populidrkul-
tur und der Hochkunst-Kultur zu beobachten, wenn etwa SpongeBob
SquarePants auf Minimal Art-Morpheme trifft oder

orthographic mistakes (Survival of the
Shitest, 3bisF, Lieu d’Arts Contemporains,
Aix-en-Provence 2009), popular truisms are
parodied by way of absurd inversion (The
Early Worm Catches the Bird, Space
Hamilton, Seoul 2010), or when they allow
pseudo practical acronyms blown up to
managerial fragments of system theory to
become even more ominous (Garage, Car,
Fridge, & Snowman —The Purpose of a
System is What It Does POSWID)—Platform
at Kimusa, Seoul 2009). At issue here is
clearly not a decidedly arbitrary arrangement
of the relationship between the title and the
titled, as once propagated by the surrealists,
but—Kippenberger once more—the use of an
advertising space beyond “the work itself”
that is also intended to catch beholders and
readers in an amalgam of benign double
binds.®

Naturally, the ambivalent aspect in N&GM
is best sketched by taking a look at what they
exhibit. Most of the works I am familiar with,
to the extent that they do not cover innocent
surroundings with art claims, tinker in some
way with the parameters of their own seman-
tic object character so that in the individual
work (at least) one contradiction appears with
more or less rhetorical clarity. This takes
place on manifold layers. Many works, often
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Matching Matchbox, 2010-2011
Photo: Gregory Maass
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produced as series intended for an exhibition,
contain contradictions between the visual
knowledge of popular culture and high art,
for example when SpongeBob SquarePants
encounters minimal art morphemes or
Matchbox cars find themselves affixed to
mismatched situations with metal profiles
that are also of industrial origin. But the
auxiliary material that accompanies the
works as well—titles, framing, presentation,
commentary —also reveals contradictions
when it comes to these concepts, for example,
the question of whether the kind of pop
knowledge used in the exhibition context at
hand is really pop or not perhaps arcane and/
or loaded with problems of cultural represen-
tation. After hundreds of discussions over
high and low, there is still quite a bit invested
in this play of meaning and meaninglessness,
so that the art world that participates in these
discussions always seems to agree on new
forms of backlash that drastically undercut
critical standards (as the recognition of
specifics and complexity), perhaps because
within a market for the purpose of maintain-
ing systemic closure and illusions like perma-
nent innovation and spiritualized “genius” at
issue is its continuous oversimplification,
forgetting, and re-inauguration.

Entering a room with works by Nayoungim
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Matchbox-Modellautos sich zu ,,mismatch“-Situationen mit ebenfalls
industriell vorgefertigen Metallprofilleisten zusammengeklebt finden.
Es gibt aber auch im Beiwerk der Arbeiten—in der Art der Betite-
lung, der Rahmung, der Prasentation, des Kommentars — Wider-
spriiche in solchen Begriffen zu erahnen: also zum Beispiel in der
Frage, ob die verwendete Art von Pop-Wissen im gerade gegebenen
Ausstellungskontext eigentlich wirklich ,,pop“ oder nicht vielmehr
arkan und/oder belastet mit Problemen kultureller Repriasentation ist.
Dieses Spiel von Bedeutung und Bedeutungslosigkeit hat insofern
nach Hunderten ,,High & Low“-Diskussionen noch immer einen recht
hohen Einsatz, als sich der an diesen Diskussionen scheinbar
beteiligte Kunstbetrieb immer wieder auf neue Formen des backlash
zu einigen scheint, die kritische Standards (wie den der Anerken-
nung von Spezifik und Komplexitit) deutlich unterbieten, weil es
vielleicht in einem Markt zum Zwecke der Erhaltung systemischer
Geschlossenheit und Illusionen wie permanenter Innovation und
spiritualisierte ,,Genialitdt“ um deren kontinuierliches Versimpeln,
Vergessen und Reinaugurieren geht.

Einen Raum mit Arbeiten von Gregory Maass und Nayoungim zu
betreten—sei es in einer Einzel- oder einer Gruppenausstellung—ver-
mittelt den Eindruck eines hitzigen Produktionsklimas, aber auch
den einer Suche nach dem ,Weiterkommen* von Werk zu Werk. Im
betrachtenden Nachvollzug ldsst sich eine vage Spur verfolgen, ohne

dass man allzu sehr dazu ermutigt wiirde; es scheint, als wiirden
dem gerade Gesehenen immer neue Gegensitze zuerfunden und
hinzugefiigt. Zu den wichtigsten kénnte der zwischen autonomer
Skulptur und Readymade oder der zwischen Kénnen und Wollen
zahlen, wenn industriell vorgefertigte Fundstiicke mit miihevoll

erlernten traditionellen Topfertechniken zusammenkommen, so dass

es manchmal scheinen kann, als habe man es bei den

& Gregory Maass—be it in an individual
show or a group exhibition—conveys not only
the impression of a heated climate of produc-
tion, but also the sense of a search for how to
proceed from work to work. In the compre-
hending act of beholding these works, a
vague trace can be followed without all too
much encouragement: it seems as if new
antipodes are constantly being invented and
added to what was just seen. One of the most
important here could be the antipode between
the autonomous sculpture and the readymade,
or between “can do” or “would like to do,”
when industrially made found pieces are
placed alongside difficult to learn traditional
pottery techniques, so that it sometimes
seems as the two artists are working with a
faux-surrealist variant of the culture of
quotation. As historical definitions of surreal-
ism speak of the “accidental encounter” of
visual components from contradictory catego-
ries and the freedom-as-arbitrariness asserted
in this impersonal formulation, with its
exploration and authorization of a supposedly
underlying unconscious, one finds oneself
asking in the case of N&GM as well to what
next higher level their syncretism might refer.
Unlike artists who work with a sculptural
syncretism like New York artist Rachel
Harrison, who stands in a tradition close to

Survival of the Shitest (duo show), 2009
3 bis f, lieu d’art contemporain, Aix-en-Provence, France
Photo: Jean-Christoph Lett

Survival of the Shitest (7]¢14), 2009
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beiden Kiinstler/innen mit einer faux-surrealistischen Spielart der
Zitatenkultur zu tun. Wie die historischen Definitionen des Surrealis-
mus vom ,,zufdlligen Aufeinandertreffen” kategorial widerspriichli-
cher Bildkomponenten sprachen und die in dieser unpersénlichen
Formulierung behauptete Freiheit-aus-Willkiir mit ihrer Exploration
und Autorisierung des vermeintlich untergrindigen Unbewussten
legitimierten, fragt man sich auch bei GM&N danach, auf welche
nichsthohere Ebene ihre Synkretismen verweisen. Anders als skulp-
tural synkretistisch Arbeitende Kiinstler/innen wie beispielsweise die
New Yorkerin Rachel Harrison, die in einer surrealismusnahen Tradi-
tionslinie von Louise Nevelson steht und die innere Heterogenitit der
zusammengebrachten Elemente ihrer Skulpturen relativ wohltemperi-
ert gestaltet, verweisen sie aber auf keine hohere Ebene, sondern eher
auf eine ,,nichste” Ebene, wo immer diese auch jeweils liegt.

Zu Recht hat man den Vertreter/innen der so genannten ,, Kontext-
kunst“ vorgeworfen, sie praktizierten letztlich einen forcierten
Referenzialismus — wenn sie zum Beispiel nur slicke Prisentations-
formen fir tiberraschende, vorgidngige Historisierungen oder Klas-
sifizierungen Liigen strafende Anekdoten tiber den Modernismus zu

schaffen schienen, ohne das spezifisch kiinstlerische , Eigene®
abzuliefern, das man von ihnen wollte. Doch war ihnen zumindest
zugute zu halten, dass sie mit solchen Verfahren einfach zugleich
auch aktiven Gebrauch von modernen Errungenschaften wie der
kuinstlerischen Lizenz zum Anderswosein machten. Festzuhalten ist
in unserem Zusammenhang lediglich, dass sich bei GM&N &ufere
Referenzen —wie etwa scholastische Ergtisse zu einer kulturellen
Kippfigur wie David Hasselhoff —als vor allem strukturspezifische
Referenzen und weniger als regelrechte Referenzen im kunsthis-
torischen Sinne erweisen. Wenn tber die Ldnge und Breite einer
ganzen Ausstellung ,,the Hof* (sic!; oder

the surrealism of Louise Nevelson and shapes
the inner heterogeneity of the elements of her

sculptures in a rather well-tempered way, they
do not refer to a higher level, but rather to the
“next” level, wherever that might be.

Rightly so, representatives of so-called
“contextual art” have been accused of ulti-
mately practicing a forced referentialism,
when for example they only seem to create
forms for presenting surprising, antecedent
historicizations or classifications of anecdotes
that belie modernism, without providing the
something specifically artistic of their “own”
that was demanded of them. But at the same
time, with such techniques they could at least
be credited with making active use of modern
achievements like the artistic license to be
elsewhere. For our purposes, it should be
emphasized that external references in the
work of N&GM—such as scholastic effusing
about a cultural junk figure like David
Hasselhoff—are primarily structurally
specific references and prove less to be proper
references in an art historical sense. When
along the length and width of the entire
exhibition, the Hof (sic!, or: ambiguous allu-
sion to the Korean institution of the beer bar)
is handed back and forth following all the
tricks in the book, alternating between the
sublime and the banal, between cultural
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Don’t Hassel the Hof, 2007
Gyeonggi Museum of Modern Art, Ansan, Korea
Photo: Gyeonggi Museum of Modern Art

Don’t Hassel the Hof, 2007
A7 = e, At S
AR A7 E ved

valence and cultural denial, N&GM appropri-
ate the well oiled, available tools of 1980s
irony, at least we think we see ourselves
implicated in a shoulder clapping scene of
nerdy co-knowledge about this extraordinary
polyvalent and talent-free star.” But then it
becomes clear that the two artists (supposedly
both!) are interested in Hasselhoff primarily
as a neuralgic point in the field of global
culture; he becomes worthy of sculpture not
due to an act of condescension from the
supposed heights of cultural commentators,
who find the man somehow cutely odd and
thus in some way relevant for a current
culture of cute oddness, but due to a different
quality, his exquisite emptiness as a popular
figure with at the same time an extremely
exaggerated rhetoricism, his dependable
quality as a walking mise-en-abyme effect. In
contrast to contextual art, which produced
and cultivated the currently most common
form of reference—apart from the fact that
those referenced are always the others—in
N&GM there is almost never a straight
thematic reference to be found, a reliance on
the direct expressive power of something that
already existed (somewhere)—at least not on
the level of so-called content, either anecdotal
or the factual.

The individual works might still provide
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Shitlady, 2011
Ball-point pen drawing on offset print
Photo: Wooseup Whang
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auch: doppeldeutige Anspielung auf die so genannte koreanische
Institution der Bierkneipe) nach allen Regeln der Kunst zwischen
Erhabenheit und Banalitit, zwischen Kulturvalenz und Kulturleug-
nung hin und her gereicht wird, machen GM&N sich das gedlt da
liegende Instrumentarium der 1980er-Jahre-Ironie zu eigen, zumind-
est glaubt man sich zunichst in ein schulterklopfendes Szenario
nerdhaften Mitwissertums um den polyvalenten und talentfreien
Ausnahmestar verstrickt zu sehen.” Aber dann wird klar, dass die
beiden Kiinstler/innen (vermutlich beide!) Hasselhoff vor allem als
neuralgischer Punkt im Feld der Globalkultur interessiert—skulp-
turwiirdig wird er nicht aufgrund einer Herablassung aus der
vermeintlichen Ubersicht kultureller Kommentator/innen, die den
Mann irgendwie putzig und damit auch irgendwie relevant fir eine
gegenwartige Kultur der Putzigkeit finden, sondern aufgrund einer
anderen Eignung, seiner exquisiten Leere bei gleichzeitig extrem
gesteigerter Rhetorizitét als populdre Figur, seiner verlédsslichen
Qualitét als wandelnder mise-en-abyme-Effekt. Im Gegensatz zur
Kontextkunst, die den zurzeit wohl geldufigsten Referenzierungsmo-
dus hervorgebracht und kultiviert hat — abgesehen davon, dass die
Referenzierten sowieso immer die Anderen sind—, findet bei GM&N
fast nie einen straighten thematischen Bezug, ein Sichverlassen auf
die unmissverstidndliche Aussagekraft des schon (anderswo) Gege-
benen —jedenfalls nicht auf der so genannten inhaltlichen Ebene des
Anekdotischen oder Faktenformigen.

Mag man bei einzelnen Arbeiten noch den Eindruck haben, man
konne nach und nach die formgebenden und -nehmenden inneren
Widerspriiche und Gegensitze herausfinden, so zeigt sich gerade im
Weitergehen zur nichsten Arbeit fiir mich der wichtigere Moment.®
Es ist dieser ziemlich schwer zu beschreibende Moment, in dem man
glaubt, etwas erkannt zu haben, einen der schroffen Allegoriehaufen

the impression that the internal contradic-
tions and oppositions that shape and deny
form could be found out more slowly, as the
more important moment is revealed precisely
in the act of moving on to the next work.® It is
this rather difficult to describe moment in
which one thinks one has recognized some-
thing, to have understand one of the jagged
piles of allegory or the precariously balanced
figures. The moment in which one thinks to
have mastered the minimal shift from not
understanding to understanding something
(and which always in my case proves to be an
error), where one finds oneself caught think-
ing with the stubborn mindset of a crossword
puzzle solver to be sure that with a bit of
patience the next situation of unclarity will
clear up in a similar way. Of course, this is
the moment of the greatest ignorance.? It is
the moment of routine self-deception, in which
most of us (imyself included) make our way
from unsound knowledge to unsound knowl-
edge in perhaps other, non-art situations,
leaping from iceberg to iceberg in a global
warming of understanding. Because N&GM
gives us such a broad spectrum of conglomer-
ates of contradictions, referring to one
another and become objects, there is the
chance of becoming aware of our own culture
of “not wanting to know too precisely.” More
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oder eine der labil balancierten Figuren ,verstanden“ zu haben. Der
Moment, in dem man fiir sich die Minimalverschiebung vom Nicht-
verstehen zum Irgendetwasverstehen geleistet zu haben glaubt (was
sich bei mir immer wieder als Irrglaube erwiesen hat), und in dem
man sich dabei ertappt, mit der leicht stupiden Mentalitit eines
Kreuzwortratsellosers fest damit zu rechnen, dass sich mit ein
bisschen Geduld auch die néchste Situation der Unklarheit in dhnli-
cher Weise wird auflésen lassen. Natiirlich ist das der Moment der
groften Ignoranz.® Es ist der Augenblick des routinemifigen Selbst-
betrugs, in dem die meisten (und so auch ich) sich vielleicht auch in
anderen, kunstferneren Situationen von Halbwissen zu Halbwissen
hangeln, in einem global warming des Verstehens von Eisscholle zu
Eisscholle hiipfen. Weil GM&N uns eine solch grof3e Bandbreite
aufeinander verweisender, zu Objekten gemachter Widerspruchskon-
glomerate geben, gibt es die Chance, sich der eigenen Kultur des
»Gar-nicht-so-genau-wissen-Wollens“ bewusst zu werden. Mehr noch
als eine Art epistemologischer Fitnessparcours, der schon wieder der
Belehrung, der Aufklarung, der Verbesserung der eigenen Adap-
tionsfadhigkeit dienen sollte, kann man bei dieser Kunst die (Betra-
chter/innen-) Kunst des Ambivalenzen-Surfens erlernen. Surfen als
Bewegung, die alle Funktionszusammenhéinge des Surfenden aktivi-
ert, ohne dass es um ein anderes Ziel ginge als das moglichst
irgendwie balancierte Obenbleiben in einer als elementar erfahrenen

Kontingenzproduktion.

Eine GM&N-Arbeit wie Hot Mill —eine Schwindel erregend buch-
stébliche I"Jbererfl'illung des steinalten Postulats von der ,,Subversion
der Zeichen®,'® da 6ffentlich in einem koreanischen Kontext die
grofformatige Neonausfithrung des traditionellen Zeichens fir
Béader, bei der eigentlich eintrichtig gekrduselt Dampfschwaden-Ele-
mente aus einem Schalensignet emporsteigen sollen, umgekippt

than a kind of epistemological fitness course
that is once more supposed to serve the
purpose of education, enlightenment, or
improving of our own ability to adapt, with
this art the (beholder) art of surfing on
ambivalences can be learned. Surfing as a
movement that activates all the functional
contexts of the surfer, without being about a
different goal than somehow staying on top of
a production of contingency experienced as
elementary.

A N&GM-work like Hot Mill—a dizzyingly
literal over-completion of the postulate of the
old-hat postulate of the “subversion of the
signs,” ' for publicly in a Korean context the
large format neon-version of the traditional
sign for baths, where steam elements are
supposed to rise from a signet representing a
basin in harmonious wavy lines, is tipped
over, so that now both the bathwater and the
sign as the baby are tossed out—shows
however that allusions to primarily popular
and vernacular forms of knowledge play quite
an important role. The questioning of the
value of such forms of knowledge is a consti-
tutive component of pop cultural processes of
negotiation that still today take place between
agents of various guilds. “Cool knowledge,”
one of the least questioned, yet most central
positions in the context of current cultural
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Hot Mill, 2011
Corner Gallery, Seoul, Korea
Photo: Nayoungim
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productions, provides the true fuel of the most
caustic minimalisms and protestant conceptu-
alisms. N&GM’s achievement is having
recognized this, as well as the rapid drop in
value of particles of knowledge in the context
of the Internet, and having transferred it to a
continuously stumbling production of post-
industrial conversation pieces. They know
that leaving out “cool” background informa-
tion—that can prove to be polite expert
commentary, arrogant babble, as art gossip,
or as groundless speculation—each reception
of own works rules, above all when at issue is
the ambivalent vestiges of the serious and
most seriously sculptural.**

The only thing today that still seems even
stronger are the comments of the experts,
which for its part has access to several
hunting grounds of knowledge. It is by far
more than just visual artists hanging on the
infusion needle of cool knowledge, it’s the
critics and curators as well. This, at any
event, seems to be one of the reasons why
speaking with N&GM about their works can
be a difficult undertaking.*® If a fellow critic
was recently right at lunch, then there is now
a more or less subliminal edge of quarrel-
someness taking hold in the relationship
between artists, critics, and curators, which
was poisoned from the very start. I say
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Drawing for Opportunivores, 2012
St. Paul St. Gallery, Auckland, New Zealand
Photo: Gregory Maass
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wird, so dass nunmehr das Bad und das Zeichen als Kind mit diesem
Bad ausgeschiittet wird —zeigt allerdings, dass Anspielungen auf
vor allem populédre und vernakulidre Formen des Wissens durchaus
eine wichtige Rolle spielen. Die Infragestellung des Werts solcher
Wissensformen ist konstitutiver Bestandteil popkultureller Aushand-
lungsprozesse, die auch heute noch zwischen den Agenten unter-
schiedlicher Ziunfte stattfinden. Das ,,coole Wissen®, einer der am
wenigsten hinterfragten, doch zentralsten Posten im Zusammenhang
heutiger Kulturproduktionen, liefert den wahren Treibstoff noch der
kaustischsten Minimalismen und der protestantischsten Konzeptual-
ismen. Dies ebenso wie den rapiden Wertverfall von Wissenspartikeln
unter Bedingungen des Internet erkannt zu haben und in eine immer

weiter stolpernde Produktion postindustrieller Conversation pieces
Uberfihrt zu haben, ist das nicht geringe Verdienst von GM&N. Sie
wissen, dass das Herauslassen ,,cooler” Hintergrundinforma-

tionen —das sich als hoflicher Fachkommentar, als prapotentes
Geschwitz, als Kunstgossip oder als haltlose Spekulation zeigen
kann—jede Rezeption der eigenen Werke rulet, vor allem dann, wenn
es sich um die ambivalenten Schwundstufen des Schwer- und Schw-
erstskulpturalen handelt.*

Starker wirken zurzeit noch die Kommentare von Fachpersonal,
das seinerseits liber eigene Jagdgriinde des Wissens verfiigt. Es sind
also bei weitem nicht nur bildende Kiinstler/innen, die an der Infu-
sionsnadel des coolen Wissens hdngen, es sind auch die Kritiker/
innen und Kurator/innen. Das jedenfalls scheint (neben nahelieg-
enden Sprachproblemen) einer der Griinde zu sein, warum mir das
Sprechen mit GM&N tber ihre Arbeiten mitunter schwerfallt.* Wenn

eine meiner Kritikerkolleginnen Recht neulich beim Mittagessen :Eg;ﬁ:
Recht hatte, dann hilt gerade ein mehr oder weniger unter- Z} f’ﬁ
schwelliger Ton des Zankischen Einzug in das schon praktisch seit = ;ﬁ

miw &

colleague, but this is only true in the loosest
of senses: she is now a veritable adjunct
professor in cultural studies who actually
only writes criticism on occasion, as she
herself admits. And myself? I participate in
both criticism and curating, occasionally
writing for hospitable seeming projects and
journals, but increasingly I find myself
having difficulties in hiding my alienation
from the existence of being a critic/curator.
Why the quarrelsomeness, when beforehand
there was at best competition? And why does
it remain subliminal? The answer is relatively
simple and seems to provide a good key
towards approaching an advanced production
reality like that of N&GM.

The answer that is relevant for N&GM’s
production has to do with the blurring of the
arts et métiers of the two professional groups.
While at the moment especially in the Western
world, but by way of the international art and
biennale business also beyond this narrow
frame, educational policy guidelines are being
used to proclaim artists as the other, at times
the better researchers, in that what was once
perhaps an under-reflected component of
artistic work, investigation or research, is
now simply hypostasized as “artistic research”
and isolated monoculturally. By definition this
can lead to knowledge, but scarcely to “cool”
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Anfang vergiftete Verhéltnis zwischen Kiunstler/innen, Kritiker/
innen und Kurator/innen. Kollegin, naja. Sie ist inzwischen veritable
Kulturwissenschaftlerin mit einem zeitlich befristeten Vertrag an
einer Universitit, zur Kritik kommt sie da nach eigener Aussage nur
noch gelegentlich. Und ich—bin ein Teilnehmer in der Kritik und im

Kuratieren, der zwar angelegentlich fiir freundlich scheinende
Projekte und Zeitschriften schreibt, aber immer mehr Schwierig-
keiten hat, seine Entfremdung vom Kritiker/Kuratorendasein zu
verbergen. Warum der Zank, wo man vorher maximal von einer
Konkurrenz ausgehen durfte? Und warum bleibt er unterschwellig?
Die Antwort ist relativ schlicht und scheint mir doch hier ein gutes
Stichwort zu geben, wenn ich hier versuche, einer avancierten
Produktionsrationalitdt wie der von GM&N néher auf die Spur zu

kommen.

Die Antwort, die fiir den Betrieb von GM&N relevant ist, hat mit
dem Verschwimmen der arts & métiers der beiden Berufsgruppen zu
tun. Zwar wird zurzeit vor allem in der westlichen Welt, aber via
internationalem Kunst- und Biennalen-Betrieb auch tiber dieses enge
Geviert hinaus, tiber bildungspolitische Richtlinien versucht, Kin-
stler/innen als die anderen, zuzeiten womoglich besseren Forscher/
innen zu proklamieren —indem man einen vorher vielleicht unterre-
flektierten Bestandteil kiinstlerischer Arbeit, die Recherche und/oder
Forschung nunmehr als “artistic research” hypostasiert und
monokulturell isoliert. Das kann per definitionem zwar zu Wissen,
kaum jedoch zu ,,coolem” Wissen fiithren. Es bedarf keiner bosen
Absicht zu unterstellen, dass es sich hier kurz gesagt um eine
tausendfach wiederholte Vorspiegelung falscher Tatsachen handelt,
die inzwischen Uber Hochschulgesetze installiert und weithin ver-
allgemeinert, durchfinanziert und durchgesetzt ist. Fiir uns interes-
sant an diesem fernen Geplidnkel ist vielleicht noch die Interpretation

knowledge. There’s no bad intention required
to suspect, in brief, that this is the constant
repetition of fraud under false pretenses,
which in the meantime has been installed by
way of higher education policy and broadly
generalized, financed, and established. The
interesting thing about this distant banter is
perhaps the interpretation of my co-alienated
critic-colleague, according to which the
over-emphasization of “research” by thou-
sands of artists, intended by cultural policy
and willingly accepted by thousands of
artists, serves on the one hand to pacify
cultural pessimist worries about a “lack of
criteria” in the artistic field of production
within the market, because “research” sug-
gests concrete “results.” On the other hand,
art in a certain sense becomes “reskillable,”
after what Rosalind Krauss a long time ago
called de-skilling in the arts, and outfitted
with a before and after, “finally” granted
quantifiability once more.

We know the first wave of such “artistic
research art,” which uses “idiomatic dis-
courses” of the 1990s battle between contex-
tual art and service art, and often in proxim-
ity to academies, biennials, and other interest
groups serves other aesthetic trivial expecta-
tions in pairing art and research: the file
cabinet with materials on the over hundred
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meiner ko-entfremdeten Kritikerkollegin, nach der diese kultur-
politisch vorgegebene und von Tausenden von Kiinstlern auch willig
iibernommene Uberbetonung des “Forschens” zum einen der Pazifi-
zierung der marktinternen, kulturpessimistischen Unkenrufe iiber
einen “Mangel an Kriterien” im kiinstlerischen Produktivfeld dient,
weil “Forschen” immer auch handfeste “Ergebnisse” suggeriert. Zum
anderen wird Kunst dadurch in gewisser Weise, auch nach dem von
Rosalind Krauss vor langer Zeit diagnostizierten ,,de-skilling” in den
Kiinsten wieder “re-skillbar” und vor allem mit einem Vorher-Nach-
her, “endlich” “wieder” mit einer Quantifizierbarkeit ausgestattet.
Wir kennen die erste Welle einer solchen “artistic research art”, die
sich idiomatischer Diskurse des in den 1990er Jahren schwelenden
Streits zwischen “Kontextkunst” und “Dienstleistungskunst” bedient
und, oft in Nahe zu Akademien, Biennalen und anderen Interessen-
gruppen, bestimmte dsthetische Trivialerwartungen an einer Jumel-
lage von Kunst und Forschung bedient: Der Aktenschrank mit den
Materialien zu den tiber hundert Kiinstlern der Ausstellung, der sich
im Laufe der Ausstellung weiter fiillen soll (und sich im Falle einer
Ausstellung wie Hans Ulrich Obrists und Barbara Vanderlindens
“Laboratorium” (1999) als weitgehend leer, aber irgendwie beein-
druckend herausstellt). Der Blicherschrank mit den Referenzen auf
alles, was an Theoriebaustellen gut und teuer ist: Die Nomenklatur
der Foucaultdeleuzeguattaribataillearendtagambenrancierezizeklat
our. Die Moblierung mit Arbeitstischen, Videokojen, Fotokopierern,
Internetplitzen als administrative Asthetik der Institutionskritik mit
unbegrenzten Zeitanspriichen an die koproduzierenden Rezipienten.
Man kénnte das abtun als nahezu notwendiges Tribut an die
Vermassungstendenz in allen Sektoren des Kunstfeldes, als unver-
meidliche Folge des gesteigerten Konkurrenzdrucks in immateriel-
len Okonomien. Jedenfalls erzeugt es eine zidnkische Stimmung auch

artists of the exhibition that in the course of
the exhibition is supposed to be filled up (and
in the case of an exhibition like Hans Ulrich
Obrist and Barbara Vanderlinden’s
“Laboratorium” (1999) is largely empty, but
somehow impressive). The book cabinet with
references to everything that is precious and
dear: the nomenklatura of Foucaultdeleuzegu
attaribataillearendtagambenrancierezizeklat
our, furnishing with worktables, video booths,
photocopiers, internet stations as administra-
tive aesthetic of institutional critique with
unlimited claim on the time of the co-produc-
ing receivers.

This could be dismissed as an almost
necessary tribute to the trend towards
massification in all sectors of the art field,
the unavoidable consequence of the increased
competitive pressure in immaterial econo-
mies. At any event, it generates a quarrel-
some mood among critics, curators, and
artists, because in the meantime the realiza-
tion has been made that they are all farming
the same field of research. Alongside the
obvious (and yet so unclear) activity of
criticism itself, art critics (and I still count
myself as one of them) have a two-fold task
as researchers: as discoverers they seek out
new (or unknown) artists or artistic subjects,
and as meta-discoverers they find out and

l?'
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zwischen Kritiker/innen, Kurator/innen und Kiinstler/innen, weil sich
inzwischen die Erkenntnis durchgesetzt hat, dass man das gleiche
Feld der Recherche beackert. Neben der offensichtlichen (und doch so
unklaren) Tatigkeitbeschreibung des Kritisierens haben sie (zu denen
ich mich irgendwie doch noch zéhle) eine zweifache Forscheraufgabe:
indem sie als Entdecker/innen nach neuen (oder unbekannten) Kiin-
stler/innen oder kiinstlerischen Themen suchen, und indem sie
gewissermalfen als Meta-Entdecker/innen herausfinden und aufarbe-
iten, was die Kiinstler/innen entdeckt haben. Neben (oder nach) dem
Gut-oder-schlecht-Finden entwickelten sie sich also unter dem Druck
riesiger Informationskonkurrenzen oftmals zu Meta-Kiinstler/innen,
Kiunstler/innen dagegen zu informellen Kritiker-Triiffelschweinen in
den gleichen Wildern. Sehr wohlfeil wire es hier, beiden Seiten einen
6konomischen Opportunismus zu unterstellen.

GM&Ns Werke, Interventionen und sonstigen Aktivitidten sind
nicht dazu angetan, solche schwelenden Konflikte zu besadnftigen. Im
Unterschied zur Mehrzahl ihrer Kolleg/innen sind sie jedoch schon
seit langem dabei, auf der Grundlage der Erkenntnis dieser Vermis-
chung der Ziinfte eine Arbeit systematisch mit visuellen und sprach-
lichen Rhetoriken zu sidttigen, ohne dass irgendjemand auf die Idee
kédme, dies mit dem Begriff ,research” zu belegen. Das heif3t wohlge-
merkt nicht, dass ihnen hier doch nur wieder das bloR spezifische
Instinkthaft-Kiinstlerische zugebilligt oder die von so vielen Anderen
betriebene Besetzung kunstbetrieblicher Restfldchen unterstellt
werden soll. Vielmehr muss man GM&N attestieren, dass die "Kunst
mit grofem K* die sie in immer neuen rhetorischen Volten durchaus
ohne grof3e Camouflage herstellen, nicht mit einer einzigen Sorte
Ironie zu umschreiben ist, dass sie pratentiose Selbstreflexivitat nicht
nur betreibt, sondern vor allem ausstellt, im klaren Bewusstsein aller
Risiken und Fallen.

present what the artists have discovered.
Alongside (or besides) finding art good or
bad, under the pressure of huge competition
in terms of information they develop into
meta-artists, while artists in contrast become
informal critical truffle hogs working the
same forests. But it would be hackneyed to
accuse both sides of economic opportunism.

N&GM'’s works, interventions, and other
activities are not intended to ameliorate such
smoldering conflicts. Yet unlike most of their
colleagues, based on the awareness of the
mixing of the guilds they have already been
saturating a body of work with visual and
linguistic rhetorics for a long time, whereby
nobody would ever think to call this
“research.” This certainly does not mean
attributing them once more with the merely
specifically instinctual-artistic or accusing
them of occupying the remaining open spots
in the art field, as done by so many others.

Instead we need to attest that the “art with a g lsprit < iscaller, Stalrcase Wit, 2011
. 2 . ulture atlon seou , oeoul, Korea
capital A” that N&GM create in ever new Photo: Gregory Maass

rhetorical tricks without any great camou-

flage, should not be described with a single

uhal 1, 2011
3t A% 284, Mg, B

e e

kind of irony, that it not only practices a AP 18 e mhA
pretentious self-reflexivity, but above all
exposes it, in clear awareness of all risks and

traps.



1
Abbreviated in the following
as N&GM.

2
Those who ask in such a way
usually only want to know
how the roles are divided, or
how the question of power is
clarified or left unclarifed.
Perhaps works by more than
one person are always
suspect, for despite decon-
structionist debates the
picture with singular
authorship is still extremely
valued, especially when it
comes to auction bids, paying,
and creating value. But also
when due to the abdication of
technical virtuosity as an
argument in recent decades,
the generation of artistic ideas
has supposed to be authenti-
cated by way of the individual
(and his or her breaks, failure,
and gaps in consciousness), at
issue are not only questions of
copyright, but speculations
about genius as a psychical
competence that remains
unfocused in the framework
of mutual inspiration. Double
or multiple authorship can
sometimes only be reinstalled
by evoking the modern kitsch
phrase of the “fusion” of the
opposition between art and
life or this or that culture, if
not as a neo-liberal catch-
phrase of mutual in-sourcing.
There’s always something
difficult to grasp about
production couples, on several

1
Im Folgenden abgekiirzt als
,GM&N*.

2
Wer so fragt, will meist
nicht nur wissen, wie es um
die ,,Rollenverteilung® steht,
oder wie die Machtfrage
geklart oder ungeklart ist.
Vielleicht sind ihm ja Werke
mit mehr als einer Person
immer leicht suspekt
gewesen, denn trotz
dekonstruktiver Debatten
steht das Bild der unitdren
Autorschaft noch immer
hoch im Kurs, vor allem,
wenn es ans Taxieren,
Bezahlen und Wertschoépfen
geht. Aber auch, wenn
aufgrund der Abdankung
technischer Bravourleis-
tung als Argument in den
letzten Jahrzehnten die
Generierung kiinstlerischer
Ideen iber das Individuum
(und dessen Briiche,
Ausfille und Bewusstsein-
sliicken) authentifiziert
werden soll, geht es nicht
nur um Fragen des
Urheberrechts, sondern
immer noch um Spekula-
tionen tuber ,Genie“ als
psychische Kompetenz, die
im Rahmen wechselseitiger
Inspiration unscharf bleibt.
Doppelte oder multiple
Autorschaft kann man-
chmal nur tber die moderne
Kitschformel der

levels, difficult to uncover in
their works. Already here, in
the case of Nayoungim &
Gregory Maass a kind of law
of the always absent second
goes in force.

3
Here, I would already like to
request your understanding
for the corporate appearance
of this abbreviation.

4
Faced with the blank stares of
N&GM, which I regularly
receive as the only answer to
such questions of ideology,
well-loved in art critic circles, I
have become accustomed to
think nothing more of it. I
thought it was something of a
local characteristic to
completely ignore all questions
that could be seen as tricky or
difficult to answer, at best in
such a way that the stupid
questioner understands the
silence he or she is confronted
with as a kind of socially
sanctioned mystical silence,
that in still reverence is named
profane or sacred site of the
unspeakable. See note 1.

5
See Martin Kippenberger, 241
Bildtitel zum Ausleihen fiir
andere Kiinstler, Cologne:
Martin Kippenberger, Wie es
wirklich war. Am Beispiel.
Lyrik und Prosa, ed. Diedrich
Diederichsen, Frankfurt/Main
2007.

”Verschmelzung* des
Gegensatzes von Kunst und
Leben oder dieser und jener
Kultur wieder eingebaut
werden, wenn nicht als
neoliberale Formel
wechselseitigen In-sourc-
ings. Produktionspaaren
haftet also auf mehreren
Ebenen immer schon etwas
schwer Fassbares an, das
sich in Erzeugnissen nur
schwer erfahren ldsst. Schon
hier tritt im Falle von Maass/
Nayoungim eine Art Gesetz
des immer abwesenden
Zweiten in Kraft.

3
Schon hier moéchte ich fiir
das Firmenlogohafte dieser
Abkilirzung um Verstdndnis
werben.

4
Es ist mir im Laufe der Zeit
zur Gewohnheit geworden,
mir bei den nichtssagenden
Blicken von GM&N, die
mich regelmifig als einzige
Antwort auf solche und
ahnliche, in Kunstkritiker/
innenkreisen beliebte
Ideologiefragen erreichten,
dann auch nichts weiter zu
denken. Ich dachte dann, es
hitte etwas mit einer
lokalen Eigenheit zu tun,
auch nur ansatzweise heikle
oder schwer zu beantwor-
tende Fragen komplett zu
ignorieren, im besten Fall
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allerdings so, dass der
dumm Fragende das ihm
zugedachte Schweigen als
eine Art gesellschaftlich
sanktioniertes mystisches
Schweigen versteht, das
man in stiller Reverenz zur
profanen oder heiligen
Stelle des Unsagbaren
ernannt hat. Vgl. Anm. 1.

5
Vgl. Martin Kippenberger,
241 Bildtitel zum Ausleihen
fiir andere Kiinstler, Koln :
ders., Wie es wirklich war.
Am Beispiel. Lyrik und
Prosa, hg. von Diedrich
Diederichsen, Frankfurt/
Main 2007.

6

Milde sind diese, weil sie

meistens in die aufblas-

baren Puffer des Kunstbe-

triebs eingespannt

bleiben —dessen psycholo-

gische Zumutungen

insgesamt nicht mehr

jeweils neu reflektiert

werden miissen. —Dartiber

hinaus lassen sich die Titel

mit ihrer oft konkurrenziel-

len Metaphorik allerdings

auch als schlichtere

Unlustsignale angesichts

rigider Exklusionsmecha-

nismen eben dieses -

. . e

internationalen Kunstbe- TR
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6
They are benign because they
usually remain in the blow-up
buffer of the art world, whose
psychological impositions as a
whole no longer need to be
reflected anew. Furthermore,
the titles with their often
competitive metaphorics can
also be read as simple signals
of a lacking desire in the face
of the rigid mechanisms of
exclusion of the very
international art business
they want to enter, but then
somehow would rather not.

7
Well, irony is actually no
longer such a hot commodity:
See Clemens Kriimmel/
Isabelle Graw, “So ist das nun
mal. Zur Ausstellung der
Grésslin Collection in den
Hamburger Deichtorhallen,”
Texte zur Kunst 45 (2002),
189-192.

8
More important, but not
decisive.

9
Comparable with that of New
York critic Jerry Saltz, who,
when faced with (in this case
not even so unfamiliar) works
by the artist John Miller,
spoke of an “I-don’t-get-it”

aesthetics in the Village Voice,

because he didn’t understand,
but wanted to give this

non-understanding a validity
in the system of art criticism.

7
Nun ist ja Ironie auch nicht
unbedingt mehr der
heifleste Scheif3. Vgl.
Clemens Kriimmel/Isabelle
Graw, ,,So ist das nun mal.
Zur Ausstellung der
Grésslin Collection in den
Hamburger Deichtorhallen®,
in: Texte zur Kunst, Bd. 3,
2002, S. 189-192.

8
Wichtigere, nicht:
entscheidende.

9
Vergleichbar der des New
Yorker Kritikers Jerry
Saltz, der angesichts der
(hier gar nicht so sachfrem-
den) Werke des Kiinstlers
John Miller in der Village
Voice von einer , I-don’t-get-
it-Asthetik® sprach — weil er
sie nicht verstand, diesem
Nichtverstehen aber im
kunstkritischen System
Geltung verschaffen wollte.

10
Vgl. ,, Just do it! Die
Subversion der Zeichen von
Marcel Duchamp bis Prada
Meinhof*, kuratiert von
Thomas Edlinger, Raimar
Stange, Florian Waldvogel,
Lentos Kunstmuseum, Linz
2005.

10
See Just do it! Die Subversion
der Zeichen von Marcel
Duchamp bis Prada Meinhof,
curated by Thomas Edlinger,
Raimar Stange, Florian
Waldvogel, Lentos
Kunstmuseum, Linz 2005.

11
http://vimeo.com/11834661

12
Happily, I find this all the
easier in their absence. A
great suggests understanding
coolness as a symptomology,
if not a pathology.

11
http://vimeo.com/11834661

12
In ihrer Abwesenheit fallt
es mir glicklicherweise
umso leichter.—Vieles
spricht dafiir, die Phdnome-
nologie des Coolen auch als
eine Symptomatologie,
wenn nicht Pathologie zu
verstehen.

&S ¥z} Martin
Kippenberger, 241 Bildtitel
zum Ausleihen fiir andere
Kiinstler, Cologne: Martin
Kippenberger, Wie es wirklich
war. Am Beispiel. Lyrik und
Prosa, ed. Diedrich
Diederichsen, Frankfurt/Main
2007,
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11
http://vimeo.com/11834661
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Too Lose Low Trax, 2011
Gyeonggi Creation Center, Ansan, Korea
Photo: Heungsoon Park
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I.

That’s Right,
Brown!

1o, ks 2

2011

Countdown (group show)

Culture Station Seoul 284, Seoul, Korea
Photos: Myungrae Park
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The Early
Worm Catches
the Bird

UH Poj}=
A7 HY &
F=t

2010

The Early Worm Catches the Bird (duo show)
Space Hamilton, Seoul, Korea

Photos: Jongmyung Lee, Gregory Maass,
Budullee Lee
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Use Your
Noodle

M S At

Series
Photos: Gregory Maass
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IV.

What
Happened to
My Sculpture?
Y ZZF2AFE o

72 ol
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1999-2009
Hotel Paper Drawing Series
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V.

Oh Sorry My
Leg, Now

That’s Better,
Where Was I?

L, W o7k,

o|Fl F8,

W71 #HekaL

AR 2.7

2009

Oh sorry my leg, now that’s better, where was
I? (duo show)

Le Bureau d’Art et de Recheche #2, Roubaix,
France

Photos: Olivier Despicht, Gregory Maass,
Cyprien Quairiat
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VI

Unveiled
Twinkling
Space
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2009

Unveiled Twinkling Space (duo show)

B5 Studio, ARTest Foundation, Tirgu Mures,
Romania

Photos: Jozsef Bartha, Gregory Maass
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The purpose
of a system is
what it does
(POSWID)
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2009

Platform in Kimusa (group show)
Kimusa, Seoul, Korea

Photos: Myungrae Park, Gregory Maass
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Psychotic
Mickey Mouse
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2007

Countdown (group show)

Culture Station Seoul 284, Seoul, Korea
Photos: Myungrae Park
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Survival of
the Shitest

2 AAYE

2009

Survival of the shitest (duo show)

3 bis f, lieu d’art contemporain, Aix-en-
Provence, France

Photos: Jean-Christoph Lett
Survival of the shitest (7]<14)
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AL

Genius
Destroyed

SEEEE

2010

Paysages Chavires 2 (group show)
Voyons-voir. Domaine de St.-Ser, France
Photos: Gregory Maass
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CLAUDIA PESTANA

900} o AE}

RE-VEILING AND RESISTANCE
TO UNDERSTANDING

OhA] 7] 222

THE GROUND
This text was originally intended as a means
of addressing the work of Nayoungim &
Gregory Maass. Instead it developed its own
desires and now begins as a cryptic
exchange departing from the following
fragment: ‘the time this has taken is beyond
excusable.” Seemingly an apology for the
failure to deliver something in a timely
manner, or even a potential default on a
promised course of action, this statement is
directed at an unspecified reader, someone
that may be an actual person or a purely
fictional entity. And, this shall be left at that,
without any forthcoming explanation.
Questions can, however, be asked: what
might such a fragment imply if the men-
tioned failure were to apply to the text in
question? Might there be meaning behind
such an inexcusable delay?

This uncharacteristically veiled start is
indicative of a stalling mechanism, of ulti-
mately embracing delay as resistance, a
resistance to presuming that a given exper-
tise or insider knowledge affords the ability
to fully understand something and to be able
to explain it away or so in depth it has been
explained to death. Counter to this explana-
tory tendency, the intention will be to uphold
this resistance, propose the chronicle of a
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struggle, preserve private jokes, and resist
with ‘two feet firmly placed in the ground’
the comfort of easy familiarity.

This vehement regard for opacity is not
intended as an exclusivist denial of access
but as an invitation to appreciate the oppor-
tunity that being confronted by a presenta-
tion of Nayoungim & Gregory Maass’ prac-
tice offers to be able to stand one’s own
ground. Each installation, each agglomera-
tion of objects with their multiple references
opens up worlds of materialities, visual
memories, techniques and translations.
Presuming to present this in a coherent text
feels restrictive and counter to the experience
of dealing with the paradoxical situation of
recognising, possibly even being well
acquainted with, the different elements that
constitute the whole, and yet, not being able
to determine what they have become by being
articulated together. This state of slippage in
meaning, almost like having a dictionary but
wanting to look up definitions instead of
words, allows an interlocutor to meet the
challenge of constructing and extrapolating
from uncertainty.

Over the course of far more months than
should be confessed, an intermittent
exchange was carried out, an attempt to
bridge geographical and communicational
distance that resulted in a collection of
detours, distractions and alternative perspec-
tives that in their exuberance and openness
coalesced into the opposite of a route but
which, after much rumination, indicated a
miniscule, barely visible, portal into another
dimension of experience. Fragments from the
intermittent exchange precede what a ‘bulg-
ing eyeball’ was later able to perceive by
peering into a formidable universe emerging
just beyond its grasp...

UNCERTAINTY EXTRAPOLATED —

SALONS FOR THE CONCEPTUALLY

DISPLACED?
“Gregory and Nayoung, I'm struggling with
this text. I keep loosing my footage and
slipping, feeling unable to ground myself in
these references I was hoping to explore:
reading Philip K. Dick’s Do Androids Dream
of Electric Sheep? and imagining the possi-
bility of looking at the notion of ‘Kipple’ and
some of the descriptions of landscapes where
any object has been rendered meaningless by
neglect. A selection of quotes felt promising.
The idea was to think of the types of places
that question what we think about how
things are, what they mean, and how they
work. This could perhaps apply to your
installations but also to how you keep
finding new contexts for the Kim Kim
Gallery to operate in.

Following on, another quote? in Dick’s

Apple vs. Banana

(Seoyoung Chung solo show), 2011
Kim Kim Gallery, Seoul, Korea
Photo: Myungrae Park
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Kim Kim Schaulager.

With works by Seoyoung Chung, Nakyoung Sung, Nakhee Sung, Nicolai Seyfarth, Robert Estermann

Kim Kim Gallery Logo Painting. 2011.
Gyeonggi Creation Center, Ansan, Korea
Photo: Gregory Maass
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2011.

Garosu Building, Seoul, Korea

Photo: Gregory Maass

A3 A7, 2011
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Ramen Ensemble. 2012.

with Young June Lee, Hawon Jang, Yeonwha Kim, Soyeun Leem
Nam June Paik Art Center, Yongin, Korea

Photo: Gregory Maass

ZgH GFE. 2012,
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Kim Kim Gallery Presents: Announcements & Distractions. 2011.
A live mix by Nakyoung Sung

with a projection of drawings by Robert Estermann.

19 Performance Relay, Gallery Loop, Seoul, Korea

Photo: Gregory Maass
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book led me to think it might be relevant to
explore some of the descriptions of how
objects can exist as art, or not, in Arthur C.
Danto’s The Transfiguration of the
Commonplace. However, Danto’s title, includ-
ing his anecdote about how he came up with
it, was also in the back of my mind. The next
quote from Do Androids Dream of Electric
Sheep?? raised the issue of not only people,
but also things having no recollections or
perceptions. This made me look at your
installations not as something that we as
viewers understand but rather as platforms
for different agglomerations of materials,
techniques and references to be redefined.
From a conversation with Gregory, the idea
of a ‘Salon for the rehabilitation of the
conceptually displaced’ emerged as a play on
Danto’s title but also on the perspective that,
within different contexts, concepts and
objects lose their ability to signify something
identifiable. What might this place where
dead objects perceive nothing, this ‘salon’ for
convalescing concepts, be? Where might
concepts that coalesce from disparate
sources, or that have been displaced or
misunderstood go to ‘rehab’? What might
their ‘rehabilitation’ entail if they have
arrived in a state where all their categories
are jumbled up? And finally, what if neither
the concepts nor the objects have to re-think
themselves, what if that task should be up to
those who come into contact with them? Then
it is necessary to question how references
operate and particularly what can be under-
stood of so-called ‘popular or globalised’
references. This then brings up a problem:
should we settle for explanations from
others? Can we idly survive by sitting on the
sidelines critiquing/appraising/appreciating
what we are given to understand?

Here (along with others attempts and
references, from Chuck Palahniuk’s Diary to
fantastically surreal email exchanges with
you) I reached an impasse in the text. In this
case writing an explanatory text would make
no sense...then, what type of text might
work? Clearly out of my depth, a telegraphic
like note from Gregory has remained lodged
in my mind throughout: ‘the idea of ‘salon’ to
be kept and used as type of space to re-evalu-
ate things (whether or not they get out and
circulate is another issue!), the Salon as a
kind of a self-contained system.

THE CLEARINGS
Gazing through the door-viewer of a model
home located next to a wedding hall in a
basement of a place called the Hyundai
Cultural Center, “Eyeball” is having a time-
displacement, out-of body experience. Seeing
numerous familiar people all gathered for
the opening of an exhibition it is unclear on
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Parallel Discipline. 2010.

With Robert Estermann’s videos of Horseback Riding
(2005-2007).

19 Performance Relay, Space Hamilton, Seoul, Korea
Photo: Gregory Maass

Ak &, 2010.

ZHZE o AT TEFE o7/ E H|H] Q. (2005-2007).
199 HEHA o], F7SUE, A&, &=

ARl 29 A mps

which side of this door the gazing is occur-
ring. This may seem obvious since in this
peculiar space these categories are blurred,
but it is heightened by the fact that the
gazing is also being conducted from a
position of absence rather than presence.
“Eyeball’s” experience is, therefore, a combi-
nation of premonition, projection, hindsight,
figments of imagination and, possibly the
most likely source, the simple act of closely
looking at photos.

This story starts months before “Eyeball”
even came into disembodied consciousness.
To be more precise, this story begins in the
week running up to the opening of the Kim
Kim Gallery’s fourth show “Apple vs.
Banana.” Although this was a solo show of
Chung Seoyoung’s work, the experience to be
recounted here is about the actual production
of this event by the Kim Kim Gallery as a
work and a practice in its own right. Since
there are multiple ways that artist initiatives
have been exploring the potential of perform-
ing the role of galleries, including operating
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as artworks, this behind-the-scenes moment
focuses on the type of considerations and
arrangements that characterise how this
initiative extends these projects beyond the
mere execution of an exhibition.

With the Kim Kim Gallery Nayoungim &
Gregory Maass take apart the functional
structures of the art world to create spaces
for the reinvention of how these communities
function by mimicking them parasitically
and subverting them simultaneously.
Employing humour and irony in the produc-
tion of the paraphernalia these activities
demand, this project does not however
remain at the level of the mere elaborate
ruse. Instead, through dogged determination
and work, the artists are able to summon a
vast network of co-participants to enact each
experiment. Brought together on such an
occasion, there is an awareness of the roles
wittingly and unwittingly played in these
circumstances that contributes to the actual
experience of such an exhibition. This can
occur at different moments, when function-
ing as a potential patron, receptionist,
opening guest or in some cases as someone
given the privilege of being invited to share
in discussing how things might come
together within the available space and
within the given circumstances. It is this
witnessing of a stoic generosity and patience
(later extended to the drafting of this text)
that allows this text to have attempted to
address, in absence, these two complemen-
tary yet distinct practices and propose that
both suggest the creation of a clearing, a
temporary reconfigurable world within
realms of complexities, that exists as an
ambiguous result. These worlds created by
the practice of Nayoungim & Gregory Maass
result from the convergence of intentionali-
ties and serendipities, realised plans and a
productive ‘letting happen.’ By nature of
embodying these convergences in order to
come into being, these worlds can be experi-
enced as excluding and opaque...until,
perhaps, we take the opportunity to acknowl-
edge what resources we deploy when negoti-
ating the experience of engaging with what
is foreign. Then, whether witnessing one of
the Kim Kim Gallery‘s productions or engag-
ing with an installation by Nayoungim &
Gregory Maass, we recognise the true
generosity inherent to being invited in
without compromise or easy reassurances.
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Stuffs! (Nakhee Sung & Nakyoung Sung Show), 2012

Kim Kim Gallery, Seoul, Korea

Photo: Jongmyung Lee

Jel e vpAEZ A (93] & A9 29171), 2012
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1
Isidore said, “I've tried it.
Once. After that I just come
home and go in my own place
and I don’t think about the
rest. The apartments in
which no one lives —hun-
dreds of them and all full of
possessions people had, like
family photographs and
clothes. Those that died
couldn’t take anything and
those that emigrated didn’t
want to. This building, except
for my apartment, is
completely kipple-ized.

[...] Kipple is useless objects,
like junk mail or match
folders after you use the last
match or gum wrappers...
When no one is around,
kipple reproduces itself [...]

2
“Pebbles the size of houses
had rolled to a stop next to
one another and he thought,
‘It’s like a shipping room
when all the merchandise

has left.” Only fragments of
crates remain, the contain-
ers which signify nothing
in themselves.”

3
“Here there existed no one
to record his or anyone
else’s degradation, and any
pride or courage which
might manifest itself here
at the end would go
unmarked - the dead
stones, the dust-stricken
weeds dry and dying,
perceived nothing,
recollected nothing, about
him or themselves...”
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N1

The best
neighborhood

= NERSES

2009

The best neighborhood (duo show)
Dojima Hotel, Art Osaka, Osaka, Japan
Photos: Gregory Maass
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NI

Mental Melt
Down

W%

2012

As small as a world and large as alone
(group show)

Gallery Hyundai Gangnam, Seoul, Korea
Photos: Youngjun Choi
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AVAY

Relationships
do not exist

A FA

2010-2011

Series

Photos: Jongmyung Lee, Gregory Maass
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Skids
Iy E

2009-2011

Countdown (group show)

Culture Station Seoul 284, Seoul, Korea
Photos: Gregory Maass
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VL

You got to
be like water

2009

You got to be like water (group show)
OX Warehouse Art Space, Macau
Photos: Frank Lei, Gregory Maass
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VI

Chinese
Restaurant

5% 43

2010

A.I.R (group show)

Clayarch Gimhae Museum, Gimhae, Korea
Photos: Insoo Lee
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Acceptance
54

2012

(Im)Possible Landcape (group show)
PLATEAU, Samsung Museum of Art, Seoul,
Korea

Photos: Sang Tae Kim
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The Heart
of Enterprise

Abgle) 84

2009

Outside the Box (group show)
Cheongju International Craft Biennale,
Cheongju, Korea

Photos: Gregory Maass
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Role Models
A4t

2006-2011

Small Sculptures

Photos: Jongmyung Lee, Gregory Maass,
Young June Lee, Hyunhee Kim
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Hot Mill
qH

2011

The Whales-Time Diver (group show)

The National Theater Company, Seoul, Korea
Photos: Oh Suk Kuhn, Felix Park

Public art

Corner Gallery, Seoul, Korea

Photos: Gregory Maass

A -A1ZEe FhgAt (FAA)

THIE , AL,
ARRL: @A HE s )
T3 &

4 A, A&, d5
AR 2# e vk

153






155






NI

It’s a tough
world in here
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2011

Dancing to the Rhyme (group show)
Kumho Museum, Seoul, Korea

Photos: Jongmyung Lee, Gregory Maass,
Sang Tae Kim
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SUMI KANG 7h 2=

A NON/INSTITUTIONAL SETTING:
THE ART OF NAYOUNGIM
& GREGORY MAASS

Hl /A =4 A8

—7AYyy & 17

“Signs are the object of a temporal
apprenticeship, not of an abstract knowl-
edge. To learn is first of all to consider a
substance, an object, a being as if it
emitted signs to be deciphered, inter-
preted. [...] One becomes a carpenter only
by becoming sensitive to the signs of
wood, a physician by becoming sensitive
to the signs of disease.”*

The artist duo Nayoungim & Gregory Maass
(abbreviated in the following as N&GM) was
founded in 2004. As natural as this may
sound, their projects are basically dependent
on the collaboration of the artists. The
positivity of this cooperation is, in their

words, that they can “work faster and more.”

However, this advantage seems to extend
beyond the quantitative dimension. Indeed,
the genuinely great positivity of the duo lies
in what is inside of the (works of) art they

create. Working in a “symbiotic relationship,”

they sometimes develop each other’s ideas
and at other times put their heads together
to determine how to accomplish otherwise
impossible projects. Thus, the very mecha-
nism of collaboration is the source of positiv-
ity in their work. Like the old saying that
“two heads are better than one,” they push
the limits of artistic creation from a single
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artist’s sensibility and thinking, at times
enriching and diversifying their art with
original ideas and at other times with excit-
ing methods of expression.

Furthermore, as will be discussed later, an
even greater positivity is evident in the work
of N&GM that stems from the following
characteristics: First, they present “the
exceptional value of art which can adapt to
any place” freely and flexibly, breaking out of
the coerciveness of the uniform system and
method; second, they have continuously
experimented with “the power of art which is
open to multilateral and polysemic interpre-
tation,” not dominated by the creative imagi-
nation and formative ability that are monopo-
listically and exclusively exhibited by a single
authoritative artist/subject. If the two artists’
works make the viewer experience the humor
in complexity, find fancy in clichés, and show
curiosity and interest, not awe or admiration,
it is surely because of the two types of
positivity described above.

INAPPROPRIATE, NON-DOGMATIC, AND

RE-ARRANGEABLE ART
A primary feature and power of the art of the
duo is the “inappropriateness of inappropri-
ateness.” I use a tautological expression here,
partly because I have in mind the methodol-
ogy of inspiration that is frequently and
effectively employed by the artists. For
instance, in their exhibition at Art Osaka in
Dojima Hotel, 2010, N&GM placed a drawing
of buildings on the window of the hotel room
using adhesive vinyl sheeting, inspired by
the urban view outside. This kind of tauto-
logical gesture is also found in their works
on tofu (the alphabet letters T-O-F-U made of
boards and angle iron) and on aspirin
(originally is made of compressed white
powder, and realized in molded plaster).
Tautology is a simple but very convincing
rhetoric in that it only presents all-too-obvi-
ous content. Furthermore, because it has no
other content except for the repetition of the
same statement, its appropriateness/inappro-
priateness or validity/invalidity is not imme-
diately self-evident. It is possibly due to these
advantages that N&GM use this literary
device.

What is more important than this point,
however, is that the artists do not damage or
distort the individuality or the heterogeneity
of a great number of objects/thoughts/places/
times in the world in the name of the inter-
nal and external completeness of an artwork.
On the contrary, they try to make all the
various states of their existence and differ-
ence converge on the “present time” of their
works, with no injury. To put it another way,
they never superficially suture the inappro-
priate parts (chasms/gaps/discontinuities)

TOFU Shelves, 2007

Handsome Tofu (duo show), 2007
Artspace DeFKa, Assen, Holland
Photos: Gregory Maass
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occurring in the relationship between A and
B for the purpose of obtaining an illusory
harmony or aesthetic completeness. This is
evident even from the fundamentals of their
work (materials, concepts, venues, etc.),
which are selected carefully based on the
artists’ unique thinking and sensibility.

In fact, almost all the sources of their art
used to exist somewhere else with some other
purpose, usage, or shape. The examples
could be as wide ranging as the name of a
1980s American screen star (David
Hasselhoff), old but worthy pieces of furni-
ture (wardrobes, mirrors, drawers, etc.)
collected in a depressed region of France,
and the cultural customs in Chinese restau-
rants (such as the habits of wiping one’s lips
using toilet paper, smoking immediately
after one has finished eating noodles, etc.).
The list is endless, partly because, more
significantly, the sources are not confined to
object/physical materials. It is true that most
of the sources are things that the artists
found around them; they are marked by their
deep and wide variety, ranging from kitsch/
well-worn items to precious cultural products
that would have disappeared into obscurity if
not found at a certain time or place by the
artists. However, they also cover invisible or
conceptual materials such as language,
knowledge, modes of behavior, ideology,
taste, and so on. Whether material or imma-
terial, however, the materials used by N&GM
are undoubtedly a collection of heterogene-
ous, exceptional, and unique items. This, of
course, neither means that the artists simply
take a ready-made object into the realm of
artistic status, like Marcel Duchamp, nor
that they are dedicated to the art of intellec-
tual play/criticism like Tino Sehgal, only
presenting concepts without material or
visible creation. On the contrary, spending a
lot of time and energy that are much more
intense than they seem, the two artists
reconstruct/re-visualize/recreate objects that
used to be part of indescribably diverse
contexts. Furthermore, in their art, the
immaterial and conceptual dimension does
not, in itself, constitute a work of art as a
final product, but is only added in the con-
ceptual stage as a catalyst for making a
transgression/transformation/alternative to
the established knowledge and convention.
As a result, it comes to play a role of stimu-
lating the viewer to move on to a new and
unfamiliar thought when he or she sees a
work of art that physically exists in a real
space and time.

In this sense, the materials and concepts
used in the art of the duo could be largely
summarized as having the following charac-
teristics: first, they are “things inappropri-
ate” for art in the traditional sense of the

Chinese Restaurant. 2010.
Clayarch Museum, Gimhae, Korea.
Photo: Insoo Lee
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Artsonje Center, Seou, Korea
Photo: Gregory Maass
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Mona Lisa Overdrive, 2008
Gyeonggi Museum of Modern Art, Ansan, Korea
Photo: Gyeonggi Museum of Modern Art

o3 714, 2008
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word; second, they are “things thrown away”
from the context in which they were believed
to be appropriate; and last, they are therefore
“floaters,” or “things free from the dogma-
tism of orthodoxy,” which not only constantly
form a relationship with other events—in the
sense of contingency and variability as
opposed to contextual solidarity and stabil-
ity—but also wander from place to place in
search of a new environment. These features
are also the strongest aspects of their art:
This practice realizes “works of art which
are not appropriate, do not stand on the
dogmatism as art, and are re-arrangeable in
any manner” through the very things that
are inappropriate, stray, and rootless. Once
again, I would like to emphasize that their
art is inappropriate, non-dogmatic, and
re-arrangeable. This implies that unlike
other artists, N&GM never pride themselves
on their artistic originality in producing
something appropriate for art through the
distortion of something inappropriate,
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reconfirming the authority of art by taking
advantage of something non-authoritative,
and sewing the fragments of reality together
by force.

For example, let us take a look their Mona
Lisa Overdrive, installed in front of the
former Seoul Station as a part of Seoul City
Gallery Platform Project in 2008. At first
glance, the work, comprising surfaces and
frames made out of wood, steel, sponge, and
plastic, looks like a 350 cm long huge
amorphous lump, or a mass of cars crushed
together into each other after being pressed
by a car-crushing machine in an auto-wreck-
ing yard. It looks to be far from the stereo-
typed beauty that we generally expect a
conventional urban sculpture to have or the
adulatory attitude toward the desire of the
site and its users. Rather, it seems to show
off its crude forms and colors. According to
the artists, however, this sculpture was
intended to present “a different viewpoint to
express the face and appearance of Seoul” in
consideration of “the physiology of the
productive city.” As can be inferred by this
comment, the purpose of this “monument” is
to reveal the true colors and telltale physiol-
ogy of Seoul, a global city of pastiche that
has changed at a dizzying speed. For an
accurate representation of the city, the artists
did not go with the art of conventional
harmonization or the pattern of featureless
urban sculptures. By choosing “disharmony”
or the “other side” of aesthetic harmony in
this way, Mona Lisa Overdrive affirms the
“site specificity” of Seoul and Seoul Station.

After the exhibition at Seoul Station, the
artists donated the sculpture to the Gyeonggi
Museum of Modern Art, Gyeonggi Province,
to be exhibited in the yard of the museum.
Thus, if it was moved from Seoul to
Gyeonggi Province, more specifically, from
the former Seoul Station to the Gyeonggi
Museum of Modern Art, how are we to
understand its site specificity? In relation to
this issue, I would like to look at a famous
case in art history. As is widely known,
Richard Serra’s public sculpture Tilted Arc
met with vehement opposition from the
public and government officials, who
demanded its immediate removal as soon as
it was erected in Federal Plaza in New York
in 1981. After eight years of highly contested
debate, the sculpture was eventually removed
not only from the plaza, by court order in
March 1989, but also from the world. Still,
this 120-foot Cor-Ten steel curve became
legendary in contemporary art history,
particularly in the critical discourses on
public art, as Tilted Arc was a common
refrain heard in discussions regarding the
“site specificity” of works of art. Serra
argued that the work, which was in danger
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of being demolished by the federal govern-
ment, was a site-specific sculpture “commis-
sioned and designed for one particular site:
Federal Plaza.” He further emphasized that
since a “site-specific work” was not meant to
be “relocated or site-adjusted,” it could
change the physical qualities of the site and
the behavior of the viewer. On this premise,
he made his argument against the “reloca-
tion” of his sculpture; however, it ultimately
disappeared from public places. Failing to
form a connection with a new environment, it
was never to be seen again. Here, we should
think about two things. First, “site specific-
ity,” currently the most fashionable term in
contemporary art, and in particular, in the
public art field, does not necessarily mean
the “appropriateness for the proposed site.” If
an artist intends to highlight certain prob-
lems with the site and bring change not only
to its qualities, but also to the behaviors of its
users in the way that he or she wants, he or
she may purposely take “inappropriate
site-specificity.” Second, while Tilted Arc was
destroyed due to the authoritative attitude of
the artist/artwork and the excessive insist-
ence on originality, some works can adapt
themselves to any surrounding and live a
new life.

This offers a unique position and insight,
affording a new view of Mona Lisa Overdrive:
This is an example of an artwork that
testifies that “site inappropriateness” could
also be included in the implication of site
specificity, and which demonstrates the
affirmative value of flexible and viable art
that does not work in only one specific
context.

BECOMING SENSITIVE TO THE

EMITTED SIGNS
Given the foregoing considerations, how have
the artists been able to create works out of
heterogeneous and inappropriate things
without failing to affirm their very heteroge-
neity and inappropriateness? The answer can
be found in the passage quoted at the begin-
ning of this paper, which can be seen as its
motto. In his Proust and Signs, Gilles
Deleuze argued that a substance/object/being
considered to emit its own individual signs
and to decipher and interpret them in time is
the process of learning. We should not define
a substance/object/being through abstract
knowledge or theory, but rather we should
experience something peculiar to each, and
thereby perceive, read, and interpret the
signs emitted by them. According to Deleuze,
Proust’s In Search of Lost Time is a literary
work which “from them it derives its unity
and also its astonishing pluralism.”2 The
same logic could be used to understand the
art of N&GM. This is because their work is
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not a repetition of an object/concept that is
uniformly abstracted and idealized, like a
dictionary definition, but rather represents
the artists’ own experiences of and responses
to what the object/concept originally pos-
sessed or what it was remolded or recreated
to be in our life (such as existence, value, and
form). For instance, it is true that the above-
mentioned work shaped like the letters
T-O-F-U is a tautology, but it is also an
expression of the signs representing the
linearity, softness, simplicity, and familiarity
of tofu square.

In this way, almost all of the duo’s works
are an artistic response to the signs emitted
by objects/thoughts/places/times. However, it
should be noted that the term “artistic” here
is somewhat estranged from the values of the
traditional visual art, such as eternity,
harmony, beauty, originality, completeness,
etc. Rather, N&GM’s works admit improvisa-
tion and contingency, recognize disharmony
and strangeness in established things, and
undermine authorship and long-accepted
standards of finish in art. Methodologically,
they create an installation by reorganizing
items previously used by someone else for
some other purpose, making a new land-
scape by referring to great masters and
masterpieces in art history. One example of
the former is Mirror Shades (2009), produced
in a city of northern France. In this place
“notorious for its sunless climate,” N&GM
took mirrors from furniture thrown away to
build a kind of “condenser,” which was
installed in the community vegetable garden.
As for the latter, we can take the following
two works for example: Cabbage (2010) and
Genius Destroyed (How Many Grapes Went
into the Wine? (2010). Cabbage is a plastic
cabbage on a glass box, created as “an Asian
answer” to Jeff Koons’ Total Equilibrium
Tank (1985); Genius Destroyed, a three-
dimensional representation of Cezanne’s
landscapes of Mt. Sainte-Victoire in Aix-en-
Provence, France, consists of old, worn-out
blankets and stuffed puppets stacked and
rearranged at the base of the actual
mountain.

Interestingly enough, although their
works may strike the viewer as somewhat
messy and crude when described in writing,
they have a quite unique presence and
compositional power in the situation or
circumstances in which they are actually
placed. Contrary to the expectation that they
will look out of keeping with the environ-
ment around them, and thus scattered and
chaotic, they successfully display unity and
plurality through the use of objects with
various colors and textures. In the art of
N&GM, the viewer is invited to witness the
formation of a unique order of sensation and

Mirror Shades, 2009
Jardin de Traverse, Roubaix, France
Photo: Cyprien Quairiat
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forms that does not follow the institutionally
stable order and goes forward with an almost
complete suspicion of aesthetic norms. If the
art must have a name, I would like call it
“non/institutional setting.” This is a form of
art that is not an artwork (although we have
conventionally used the term in connection
with N&GM) with an internally closed and
completed system; rather it is a process that
is composed, staged, and expressed experi-
mentally and flexibly in accordance with any
given situation and condition, regardless of
time and place.

Canadian-Argentine writer Alberto
Manguel wrote that the work of art is like “a
story whose beginning the viewer has
missed and whose ending the artist cannot
tell.” This would be the word for all forms of
art but, I think, far more accurately for
contemporary art and N&GM’s work. No
matter how close the viewer is to the artist
and no matter how much he or she knows
about the whole process of the artist’s crea-
tion, he or she can neither see into nor
directly experience the multilayered, multi-
quality dimensions in which a work of
contemporary art is born. In the same way,
although the artist has the right to claim
authorship of his or her work of art, he or
she can neither control nor determine the
process in which his or her work is received
and enjoyed by the viewer as a particular
individual. If to the viewer, an artwork is
something whose origin or pre-history is
unknown, it is to the artist something whose
final end or post-history he or she is unau-
thorized to estimate, even if he or she wants
to do so. The whole process (or the life of an
artwork) may be seen as a black box whose
interior is hidden except for its inputs and
outputs. However, N&GM affirm this very
context, flexibly and constantly drawing out
issues from the structure of art under this
context, and adjust materials to set the world
in their own way. The time and place set up
by the artists are temporary and limited, but
our stories about them have no end as long
as the fortune of “illumination” smiles on
their works.

1
Gilles Deleuze, Proust &
Signs: The Complete Text, tr.
Richard Howard
(Minneapolis: University of
Minnesota Press, 2000), p.4.

2
Ibid.
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NN

Busan
Snowman

2k AR

2010

Sanbokdoro Public Art Project (public art)
Open Space Bae, Busan, Korea

Photos: Gregory Maass

MdEEZE FIE Z2HE (FIVE)
SEXAHOIA W, FAE T

ARRL 2 e s
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AR NAY

An Island of
Boredom

Aeje) A

2011

What is art worth? (group show)

Former Commercial Bank, Daegu, Korea
Photos: Wooseup Whang, Gregory Maass
d&e] 7HA (FAH)

T 49ed, AT &=

ARZL: &AL e ate] vk
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N\W.

POWR
MASTRS:
Lounge Project

¢ mj AE X
poA] EAE

2011

POWR MASTRS: Lounge Project (duo show)
Artsonje Center, Seoul, Korea

Photos: Jongmyung Lee

o] mjAE 2 geA] Z2AE (]A)
FFEMAAE, A&, T

AR 0] 5

179






181






183






NAVL

The Abyss
Gazes also
AAE FAS
s AlskaL Tt

2012

The Science of Photography (group show)
Daegu Photo Biennale

Daegu Art Factory, Daegu, Korea
Photos: Young June Lee, Gregory Maass
AP B} (A A)

0T Abul g

g dedda, g, =

AR o]QdE, Y e whA
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NAVIL

Concepts
in Rehab

ML Q&=

2012

The Science of Photography (group show)
Daegu Photo Biennale

Daegu Art Factory, Daegu, Korea
Photos: Young June Lee, Gregory Maass
Apzle] Bt (kA1)

o7 Al E e

g dsedds, o, g

ARzl o] @ %, a7 g v
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NA\VIIL

There is no
beer in Hawaii

5} s} ool =
=57} gk

2012

There is no beer in Hawaii (duo show)
Artclub1563, Seoul, Korea

Photos: Myungrae Park, Gregory Maass
ahstolol = W7} flok ()

SFEZ 1563, A&, &=

AR abeE), e e vk
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NN\

The Spiral
of Events

AHERE

2011

Hit and Run (group show)

City Center, Seoul, Korea

Photos: Nayoungim, Gregory Maass
3l o " (EAA)

A, Mg, g

AR Ay, 28 8] vkA
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NN\

Omnium
Gatherum

HEA

2012

Playtime (group show)

Culture Station Seoul 284, Seoul, Korea
Photos: Yoonseuk Back, Gregory Maass
Edoletdd (2AA)

E39 A& 284, A&, F

AR Mg a9 g vha
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LISTOF
WORKS




I.

That’s Right, Brown!
2011.

Mixed media.
Dimensions variable.

g, vt ZA 2011,
Z3A 8.
JHAA A

Brown Snoopy on Skateboard.

2011. Acrystal, plastic, foam.
25 X 22 X 46 cm.

Installation view. 2011.

Installation view. 2011.

Brown Glasses. 2011.

Wood, ceramic, glass. Approx.

Installation view. 2011. 43 x 20 X 12 cm each.

That’s Right, Brown! Paintings.
2011. Acrylic on canvas.
72 x 61 cm, 72 X 61 cm and
89 x 78 cm.

Brown Hanger. 2011.
Wooden hanger, metal.
40 x 72 X 22 cm.

Brown Star Wars Figures. 2011.
Plastic, wood, foam.
Dimensions variable.

Brown Jars, 2011.
Painted glass.
Dimensions variable.

Il

The Early Worm Catches

the Bird. 2010.
Mixed media.
Dimensions variable.

4 dojute= A7 He =
et 2010.

EFZA=E.

7HEA =]

Installation view. 2010.

Installation view. 2010.

The Early Worm Catches
The Bird. 2010.
Calligraphy on paper.
86 x 89 cm.

The Early Worm’s Jaws. 2010.
Wood, fabric, crystal.
220 x 290 x 80 cm.

The Bird. 2010.
Plastic. 17 x 17 x 22 cm.

The Brass Dog. 2010.
Bronze, leather, chain.
38 x30x 18 cm.

The Brass Dog. 2010.
The Pillars. 2010.

The Radiator Case. 2010.

Football Player. 2010.
Bronze, aluminum.
120 x 64 X 98 cm.



Football Player. 2010.
Bronze, aluminum.
120 x 64 x 98 cm.

Football Player (detail). 2010.

Neiborhud. 2010.
Wood, plastic, paint.
41 x 32 X 22 cm.

Neiborhud (detail). 2010.

Hand about to throw a brick.

2010. Papier mache, fabric, paint.

20x 22 X 18 cm.

Palm Tree Ready-Made. 2010.
Plastic. 18 x 18 x 203 cm.

Postbox Lamp. 2010.
Plastic, wood, light bulbs.
220 x 72 x 55 cm.

Relationships Do Not Exist. 2010.

Painted plastic, stone.
11 x 10 X 16 cm.

Strong Background, 2010.
Corner angle, plastic.
Dimension variable.

Relationships Do Not Exist. 2010.

Painted plastic, stone.
11 x 10 X 14 cm.

Tiled Wall, 2010.
Wood, tiles, form board.
68 x 30 X 67 cm.

Tiled Wall. 2010.
Wood, tiles, form board.
68 x 30 X 67 cm.

Master Card Socks. 2010.
Plastic, wool socks, sequins.
108 x 72 X 62 cm.

I11.

Use Your Noodle.
2010-2011.

Glazed stoneware,
liquid gold. Approx.
36 x 39 x 24 cm each.

e S A 20102011,
FH EA1.
7} 36 x 39 x 24 cm A%,

Friedrich Nietzsche Noodles.

2010-2011. Celadon.

Chuck Norris Noodles.
2010-2011. Celadon.

Konrad Zuse & Chuck Norris

& Hulk Hogan & Friedrich

Nietzsche Noodles. 2010-2011.

Celadon.

Chuck Norris Noodles.
2010-2011. White porcelain.

Chuck Norris Noodles.
2010-2011. White porcelain.
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IV

What Happened to

My Sculpture?

1999 -2009.

Ink on hotel letter paper.
21.5x 28 cm, 21 x 29 cm.

U 272 Eo B ol
dolwk =712

1999-2009.
e JX A YT =2,

215 x 28 cm, 21 x 29 cm.

Oh Sorry My Leg,

Now That’s Better,
Where Was I? 2009.
Furniture, metal, plastic

toys, ceramic.
Dimensions variable.

&, W g7t ol RFT e,

W7k Bata A2 2009.
T 2%, Eepad, 247,

7HEAd A

Installation view. 2009.

Installation view. 2009.

Installation view. 2009.

Hotel Paper Drawings
(What happened to my sculp-
ture?). 1999-2009.

Ink on hotel letter paper.
Each 22 x 28 cm, 21 x 29 cm.

sd HAAA =2
W 2420 7 Ao
Aoyt =71?). 1999-20009.
e AX Al Y.
7} 22 x 28 cm, 21 X 29 cm

Western Houses. 2009.
Plastic toy houses. Approx.
15 x 12 x 14 cm each.

Astronauts. 2009.
Playmobil toys.
Approx. 11 x 9 x 4 cm each.

Astronauts, 2009.

Furniture, metal, playmobil toys.

Dimensions variable.

Tronc d’Arbre. 2009.
Furniture, metal, plastic toys,
Flow glazed ceramic.

78 x 62 x 25 cm.

Red Suit Workers. 2009.
Playmobil toys.
Approx.

9 X 6 X 4 cm each.

Rabbits. 2007.
Flow glazed ceramic, metal,
furniture.
66 x 22 x 38 cm.



Dog and People. 2009.
Terra-cotta, playmobil toys.
20x 13 x 17 cm,
Approx. 9 x 6 x 4 cm each.

Eiffel Tower. 2009.
Bronze. 12 x 12 x 14 cm.

Lambs. 2009.
Flow glazed ceramics,

mirror, plastic. 40 x 23 x 52 cm.

Teddy Bear. 2007.
Flow glazed ceramic, metal,
mirror, furniture.
31X 22x32cm

Parking Lot. 2009.
Furniture, mirror, plastic toys.
60 x 44 X 48 cm.

Unveiled Twinkling
Space. 2009.
Plastic, furniture,

household goods.
Dimensions variable.

Y Wl 3
2009.

o2y, AT A ET
Fhe ]

Installation view. 2009.

Installation view. 2009.

Detail with Kittens. 2009.
plastic.

Mini Mouse Embroidery. 2006.
Embroidered fabric.
27 x 26 cm.

VIL

The Purpose Of A
System Is What It Does
(POSWID). 2009.
Mixed media.
Dimensions variable.

rlo

AlsEle] BAL
3= 9. 20009.

Installation view. 2009.

Cake Refrigerator with Ready-

Made Bricks.
2009. Refrigerator, wallpaper,
painted terra-cotta bricks.
Dimensions variable.

Cake Refrigerator,

Put This House in Order &
Moon In The Mirror. 2009.
Refrigerator, wallpaper, painted
terra-cotta bricks, model house,
adhesive sheet, mirror.
Dimensions variable.

Mirrored Car & Snowman Robot.
2009. Metal, plastic,
resine, motor.

Snowman Robot. 2009.
Metal, plastic, resine, motor.
110 x 110 x 215 cm.

Wall Painting Flow Chart. 2009
Paint on wall.
Dimensions variable.

Wall Painting Man. 2009
Paint on wall.
Dimensions variable.

Mirrored Car. 2009.
Metal, plastic, tires.
380 x 290 x 140 cm.

The Purpose Of A System Is
What It Does. (POSWID) (sketch).
2009. Drawing. 29 x 42 cm.

Hypnotic Snowman (sketch).
2009. Drawing on paper.
21 x 29 cm.
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Hypnotic Snowman (sketch).
2009. Drawing on paper.
29 X 42 cm

Tiles Installation (sketch). 2009.

Drawing on paper.
29 x 42 cm.

Parked Car, Cake Fridge &
Snowmen. 2009.
Photo montage.

VI

Psychotic Mickey Mouse.
2007.

Wood, artificial fire place,
metal, plastic.

250 x 276 x 270 cm.

A2} \v)7] up9-A 2007,

Ui, 34, 2%, S8AH,
250 x 276 x 270 cm.

Installation view. 2011.

Installation view. 2011.

I\.

Survival of the Shitest.
2009.

Mixed media.
Dimensions variable.

EAAAE. 2009.
=z A8,
A ]

Installation view. 2009.

Installation view. 2009.

Only Space Remains Aka This Is

Punk. 2009. Papier mache, tiled
skid. 297 x 156 x 89 cm.

French Brick Ready-Made. 2009.
Painted terracotta.
Approx. 21 x 11 x 13 cm each.

The Tunnel with Eiffel Tower.
2009. Plaster, plastic, papier
mache. 80 x 36 x 36 cm.

Tron. 2009. Wood, plastic.
76 X 78 X 89 cm.

Nature Morte. 2009.
Painted papier mache. Approx.
34 x 34 x 24 cm each.

Opus Pistorum
(The Work of the Miller). 2009.
Wood, light, tiled skid.
87 x 65 x 110 cm.

La Chatelaine. 2009.
Papier mache, fabric, foam,
acrystal, plastic. 96 x 93 x 120 cm.

Put This House In Order. 2009.
Puppet house, light.
64 x 33 X 45 cm.




Hunter S. Thompson’s
Shooter Mirror Shades. 2009.
Foam board, pvc, papier mache,
mirrors, acrystal.

250 x 125 x 330 cm.

The Baker’s Pretzel Bike &
Diva On The Rocks. 2009.
Plaster, papier mache, wood.
35 x 90 X 48 cm.

The Baker’s Pretzel Bike &
Diva On The Rocks. 2009.
Plaster, papier mache, wood.
35 x 90 X 48 cm.

Indulge Me (In Mauve). 2009.
Plastic, acrystal.
40 x 40 x 22 cm.

Indulge Me (In Sapgreen). 2009.
Plastic, acrystal.
22 x 32 x 22 cm.

Arswipe Still Life. 2005.
Archival digital print on canvas.
120 x 100 cm.

Matching Matchbox.
2010-2011.
Matchbox vehicles,
aluminum, pve.
Dimensions variable

A G AT P I B o B
2010-2011.
"Y7h PVC, &1+,

Matching Matchbox. 2010-2011.
16 x 12 x 15 cm.

Matching Matchbox. 2010-2011.
13 x 11 x 8.8 cm.

Matching Matchbox. 2010-2011.
4.5x5.5x 8.5 cm.

Matching Matchbox. 2010-2011.

16.3 x 15.5 x 10 cm.

Matching Matchbox. 2010-2011.

22.5x4.5x 7.5 cm

Matching Matchbox. 2010-2011.

38x11x5.5¢cm

Matching Matchbox. 2010-2011.

57x8x 12 cm.

Matching Matchbox. 2010-2011.

22.5X6.7x 9.5 cm

Matching Matchbox. 2010-2011.
26.5x 15 x 8 cm.

Matching Matchbox. 2010-2011.
38.5x4.5x9cm.

Matching Matchbox. 2010-2011.
22.5x4.5X 7.5 cm.

Matching Matchbox. 2010-2011.
29.5x 17.5x 7.5 cm

Matching Matchbox. 2010-2011.

38 x 11 x 5.5 cm.

Matching Matchbox. 2010-2011.

31 x6.5x 11 cm.

Matching Matchbox. 2010-2011.

38.5x4.5x9cm.

Matching Matchbox. 2010-2011.
32 X 6.5x 13 cm.
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Genius Destroyed. 2010.
Wood, toys, fabric, steel,
stone, plastic.
Dimensions variable

39 AA. 2010.
G, B, we, 4, =,
7 A

How Many Grapes Went Into the

Wine? (drawing). 2010.
Ink on paper. 29 x 42 cm.

Installation view at Mont
Ste.-Victoire, South of France.
2010.

\IL

The Best Neighborhood.
2009.

Mixed media, hotel
furniture.

Dimensions variable.

739 o], 2009.
E2g¢A =, 59 77
7HEA =]

Eiffel Tower. 2010.

Cottage & Radio Station
(installation view). 2010.

V. 2010.
Black Snowman (installation
view—detail). 2010.
Wood, metal, paint. 12 x 11 x 17 cm
1. 2010.

Installation view. Bathroom.
2010. Adhesive sheet on glass.

Installation view. Bathroom.
2010. Adhesive sheet on glass.

Installation view.
Table. 2010.

Installation view. Window. 2010.
Adhesive sheet on glass.
110 x 100 cm.

Installation view.
Book cabinet. 2010.

Wonder Tree Silver. 2010.
Polyurethane, plastic.
36 x 24 X 43 cm.

Margot. 2010.
Embroidered fabric.
75 X 60 cm.



Alice in Wonderland. 2010.
Ceramic, plastic. 18 x 37 x 16 cm.

Basket. 2010.
Plastic. 24 x 24 x 19 cm.

Soy Sauce Bottle. 2010.
Plastic, paint. 21 x 21 x 24 cm.

Cabbage. 2010.
Glass, plastic. 32 x 20 x 7 cm.

Wonder Tree Big. 2010.
Polyurethane, plastic.
38 X 27 x 42 cm.

Wonder Tree Small. 2010.
Polyurethane, plastic.
38 X 27 X 46 cm.

The Good, The Bad
& The Weird. 2010.
Wood, plastic.
Approx. 8 x 8 x 17 cm each.

The Weird Cowboy. (detail) 2010.

The Good Cowboy. (detail) 2010.

The Bad Cowboy. (detail) 2010.

NI

Mental Melt Down. 2012.

Mixed media.
Dimensions variable.

Wy 2012,
3R =

7HAA A

Cray Computer Drawings and

Relationships Do Not Exist
(installation view). 2012.

Cray Computer Drawings and

Relationships Do Not Exist
(installation view). 2012.

Hotel Paper Drawings,

Relationships Do Not Exist and

YES (installation view). 2012.

Hotel Paper Drawings and
Relationships Do Not Exist
(installation view). 2012.

Cray Computer Drawings. 2002.
Ink on paper, framed.
Each 110 x 160 X 5 cm.

Cray Computer Drawing (detail).

2002. Ink on paper, framed.
110 x 160 X 5 cm.

Cray Computer Drawing (detail).
2002.

YES. 2012.
Acrylic on canvas. 38 x 44 cm.
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AN AN

Relationships Do Not
Exist. 2010-2011.
Painted plastic, stone.
Approx. 11 x 10 x 16 cm
each.

BAFA. 20102011,

iy, &

711 x10x 16 cm AXE.
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\ V.

Skids. 2009-2011.
Tiles, wood.

VL

You Got To Be Like Water.
2009.

Wood, mirror, plastic,
cardboard, newspaper
collage, humidifier.
Dimensions variable.

ZY E. 2009-2011.
B Y+

=% 20| fdste} 2009.
W g, gAY, nheA,
AEA e, ThE7)

PR A

Skid. 2009.
Tiles, wood.
80 x 121 X 16.5 cm.

Installation view. 2009.

Skid. 2009-2011.
Tiles, wood.
67 x 101.5 X 16.5 cm.

Panda. 2009.
Wood, mirror, humidifier.
420 x 322 x 178 cm.

Skid. 2011.
Tiles, wood.
48 x 82 X 16 cm.

Panda. 2009.

Panda (detail of steaming
nostrils). 2009.

Panda & Bamboo Ready-Made.
2009. Wood, plastic bamboo,
cardboard.

Panda Babys. 2009.
Cardboard. Approx.
15 x 12 x 11 cm each.

Panda Babys. 2009.
Cardboard. Approx.
15 x 12 x 11 cm each.

Be Invisible. 2009.
Newspaper collage, cardboard,

frame. Approx. 97 x 76 cm each.
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\VIIL

Acceptance. 2012
Courtesy of PLATEAU,

\VIL

Chinese Restaurant. 2010.
Ceramic sculptures.
270 x 200 x 80 cm.

Steel, strip lights.

za é}%. 2010, 680 x 820 x 180 cm

=47, S8 2012,
270 x 200 x 80 cm. EERE
680 x 820 x 180 cm

Installation view. 2010.

Installation view. 2012.

Use Your Noodle. 2010.
Liquid gold, ceramic.
46 x 51 x 18 cm.

Installation view. 2012.

Extremely Neutral Kleenex
Case. 2010. Ceramic, liquid gold.
29x 18 x 12 cm.

Extremely Neutral Toilet Paper
Case. 2010. Ceramic, liquid gold.
12 x 18 X 12 cm.

Installation view. 2012.

Cigarettes. 2010.
Stoneware, wallpaper. Approx.
16 x 16 x 30 — 160 cm each.

Installation view. 2012.

Samsung Museum of Art.

The Heart of Enterprise.
2009.

Mixed media.
Dimensions variable

At el A 2009.
M w54, FEAE,
T A7), =9,
7haA A

Installation view. 2009.



Role Models. 2008-2011
Small Sculptures.

A% 2008-2011.

e 2745

Kettle With Crash Landed

Snoopy With Tree Growing Out

Of Nose. 2009. Plastic, acrystal,
aluminum kettle. 37 x 20 x 16 cm.

Teddy Bear. 2007. Flow glazed
ceramic. 31 x 22 x 32 cm.

Snoopy Kettle. 2009.

Plastic, acrystal, aluminum kettle.

27x20x 17 cm.

Ok Company Embroidery. 1997.
Embroidered fabric. 16 x 12 cm.

Archeological Snoopy. 2009.
Terracotta, beton, plastic,
polyurethane. 17 x 40 x 18 cm.

Snoopy with Christmas Tree
a la Art Brut. 2009.
Plastic, foam, acrystal.
26 x 37 x 17 cm.

Rancho Relaxo. 2009.
Plastic. 31 x 17 x 35 cm.

Snoopy Hybrid. 2009.
Plaster, ceramic. 40 x 38 x 38 cm. Satellite. 2009. Paper, collage.

256 x21 x30cm

Hot Mill. 2011.
Steel, light, motor.
326 x 245 x 89 cm.

4y 2011,

=N
2H, 5%, £1%.

326 x 245 x 89 cm.

Super-white Snoopy Corner A.
2009. Plastic, acrystal, metal.
32 x 22 x 13 cm.

Installation view. 2011.

Super-white Snoopy Corner B.
2009. Plastic, acrystal, metal.
32 Xx 22 X 15 cm.

Architec ‘n’ Tonix.
2009. Celadon, marble.
22 X 20 X 34 cm.

Different Kinds of Light. 2009.
Plastic, polyurethane.
31 x14x 19 cm.
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N\\IL

It’s a Tough World in Here.

2011.
Mixed media.
Dimensions variable.

SE7E ALE o] AR A
2011.

E3A 5.

JHAA A

Installation view. 2011.

Installation view. 2011.

Giant Sneakers Ready-Made.
2011. Nike shoes, shelves,
tile sculpture, bell jars.
Dimensions variable.

Wooden Ball and Wooden Gun.
2011. Aluminum, wood, leather,
tripod. 175 x 160 x 65 cm.

Use Your Noodle, Friedrich
Nietzsche. 2011.
Glazed stoneware, liquid gold.

Silver Canvas. 2011.
Aluminum, fabric on frame.
66 x 64 x 1.5 cm.

Silver Canvas. 2011.
66 X 52 X 2 cm.

Silver Canvas. 2011.
61 x 58.5 x 1.5 cm.

Cigarette Holder with Table.
2011. Furniture, wood.
120 x 55 x 58 cm.

Cigarette Holder with Table
(detail). 2011.

Bunch of Keys. 2011.
Plastic, key holders, piercing.
50 X 52 X 44 cm.

Chandelier, Tripod, Canister,

and Straw. 2011. Chandelier,
tripod, plastic, aluminum.
103 x 99 x 98 cm.

Charlotte Rampling Furniture.

2011. Wood, photo, frame.
51 x 38 x 53 cm.

Henrik Ibsen’s Wooden Satellite.
2006. Wood. 120 x 78 x 89 cm.

Ceramic Cigarettes. 2011.
Stoneware, wallpaper.
16 x 16 X 65-120 cm each.

Giant Sneakers Ready-Made.
2011. Nike shoes, plate.
Dimensions variable.

Ash Tray! Ash Tray! 2011.
Mirror, light, ceramic cigar,
wood, hanger. 40 x 42 x 100 cm.

Swan Lady. 2011. Stoneware,
ceramic, liquid gold.
62 X 53 X 44 cm.



N\IIL

Busan Snowman. 2010.
Chromed steel.
230 x 320 x 240 cm.

AONAY

An Island of Boredom.
2011.

Corner angle, light,
ceramic, mixed media.
Dimensions variable.

FAF =AM 2010.
ag =4, 3.

230 x 320 x 240 cm. Al A 2011,

A =9, =AY, TFAE.
ZFRA ]

Installation view (full view with

Kindergarten). 2010. Installation view. 2011.

Swan Lady. 2011.
Stoneware, ceramic, liquid gold.
62 X 53 X 44 cm.

Installation view. 2010.

Shelf Installation with Still Life.
2011. Corner angle, plastic,
painted jars, lights.

210 x 90 X 45 cm.

Installation view. 2010.

Traveler’s Check. 2011.
Ball-point pen drawing on
offset print. 76 x 52 cm.

Beer Bottle. 2011. Wood, plastic
bottle. 255 x 120 x 33 cm.

Dog Face. 2011. Paint on
ceramic. 45 x 34 x 40 cm.

Tire, Found Object. 2011.
Dimensions variable.

Shelf Installation with Still Life.

2011. Corner angle, plastic,
painted jars, curtain, light.
210 x 90 x 45 cm.

Aspirin. 2011.
White ceramic. 21.5 x 21.5 X 6 cm.

Vegetative Ceramic,
Found Object. 2011.

Shitlady. 2011. -
— Ceramic. 47 x 43 x 55 cm.

Ball-point pen drawing on
offset print. 76 x 52 cm.

Milk Crate, Found Object. 2011.
Plastic. 33 x 33 x 26 cm.

The Onion Castle. 2011.
Papier maché, plastic, metal.
40 x 42 X 69 cm.
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N\ M\

Powr Mastrs: Lounge Project.

2011.

Wood, furniture,
corner angle.
Dimensions variable.

o9 iz g ex] ZaAE

2011,
U B I
7HAA A

Installation view. 2011.

Installation view. 2011.

Installation view. 2011.

Oh Yes Cool Great. 2011.

Corner angle. Dimensions

variable.

Oh Yes Cool Great. 2011.

Corner angle. Dimensions

variable.

Jaded Zombies From The
Stratosphere. 2006.
Painted wood.

140 x 140 x 55 cm,
140 x 110 x 55 cm,
145 x 135 x 55 cm,
145 x 140 X 55 cm,
165 x 150 x 55 cm
and 140 x 125 x 55 cm

NNV L

The Abyss Gazes Also.
2012.

Mixed media.
Dimensions variable.

AL FAals $A
2012,

EFA=.
ZhHA A

o

=

Installation view. 2012.

Installation view. 2012.

Red Shelves. 2012. Metal, photos.

98 x 77 x 79 cm.

Real Estate. 2012.
Model houses, plastic, wood
135 x 120 X 60 cm.

Real Estate. 2012.

Wood, plastic. 25 x 50 x 16 cm.

Real Estate (detail). 2012.
Molecular Sculpture.
Plastic. Approx. 17 x 15 x 12 cm.

You Figure It Out. 2012.
Ceramic, stoneware, plastic.
178 x 116 X 105 cm.

You Figure It Out. 2012.
Side view.

You Figure It Out (detail). 2012.
Volcanic Vase. Ceramic.
11 x 11 x 35 cm.

You Figure It Out (detail). 2012.
Plastic. 15 x 6 x 21 cm.



You Figure It Out (detail). 2012.
Miss Piggy. Painted ceramic.

9x8x 15 cm.

Color Field Sculpture. 2012.

Wood. 180 x 200 x 15 cm.

Buttoned Up. 2012.
Wooden table, buttons.
102 x 47 X 46 cm.

NN\VIL NNV

Concepts in Rehab. 2012. There is No Beer in
Banners, strip lights. Hawaii!l 2012.
Dimension variable. Mixed media.

Dimensions variable.

NEge AgZF. 2012,

A, I35 B sholol = WF7} gich!
7hAA A 2012,
==
7heAd ).
Installation view. 2012. Installation view. 2012.

Neon Waterfalls (installation
view). 2012. Bronze, light.

Water Fall A. 2012.
35 x 35 x 400 cm.
Installation view. 2012. Water Fall B. 2012.
80 x 80 x 420 cm.

Installation view. 2012.

Installation view. 2012.

Concepts in Rehab. 2012.
Strip lights on wall.
980 x 370 x 5 cm.

Morandi, Nature Morte. 2012.
Plastic table, painted jars.
120 x 110 X 62 cm.

Venus of Willendorf. 2012.
Resin, leather, wood, metal, light.
Body: 120 x 170 x 80 cm.
Head: 80 x 80 x 76 cm.

Fucktopia Painting. 2012.
Banners (detail). 2012. Acrylic on canvas. 97 x 146 cm.

After texts by Young June Lee.

Treasure Box. 2012.
Wood, pve. 30 x 40 x 25 cm.

Venus of Willendorf (detail).

Banners (detail). 2012. 2012.

After texts by Young June Lee.

Fruit Basket. 2012.
Iron cast, acrylic. 7 x 6 x 5.5 cm.
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Fucktopia Rainbow Painting.
2012. Oil and acrylic on canvas,
painted plastic seat.

43 x 38 x 12 cm.

Honking Man: Ink Nose
Bleeding Bust. 2012.
Terracotta, paint. 46 x 65 x 65 cm.

Neon Waterfall B.

The Global Warming of
Understanding. 2012.
Painted foam, furniture.
70 x 70 X 99 cm.

Palm Trees. 2012.
Plastic. Approx. 8 x 8 x 4 cm each.

Golf Bat Lamp. 2012.
Golf bats, glass, light, wood.
130 x 130 x 190 cm.

Fucktopia Painting. 2012.
Acrylic on canvas. 40 x 30 cm.

Bunch of Keys. 2012.
Metal, keys.
Approx. 90 x 40 x 70 cm.

Cane, Football Player, Stool.
2012. Wood, bronze casting.
40 x 34 x 100 cm.

Honking Man Hand. 2012.
Terra-cotta, paint.
22 x30x32cm

Bunch of Keys. 2012.
Metal, keys.
Approx. 90 x 40 x 70 cm.

Honking Man Painting. 2012.
Acrylic on canvas. 72 x 61 cm.

NN\

The Spiral of Events.
2011. Wood, light, boom
box, Tom Waits songs,
pants, mixed media.

220 x 70 x 89 cm.

AR7ie] A< 2011,
v, ks, 2, bR,
E o= o, EIAE.
220 x 70 x 89 cm.

TV Set with Morandi, Still Life.
2012. Canvas, furniture, painted
jars. 50 x 54 x 78 cm.

Wave Painting. 2012.
Acrylic on canvas. 65 x 53 cm.

Wave Painting. 2012.
Acrylic on canvas. 65 X 53 cm.

Wave Painting. 2012.
Acrylic on canvas. 60 x 40 cm.

The Spiral of Events (sketch).
2011. Ink on paper. 29 x 42 cm.

3D Glasses. 2012.
Wood, glass. 50 x 150 x 120 cm.

House. 2010.
Wood. 60 x 70 x 90 cm.

Nakwon-dong, Jongno, Seoul

Gun with Springs. 2011.
Bronze, stainless.
40 x 50 x 10 cm.

Nakwon-dong, Jongno, Seoul



Ulchiro-3-ga Subway Station,
Jung-gu, Seoul

Gwang-gyo, Jung-gu, Seoul

Ipjung-dong, Jung-gu, Seoul

Ipjung-dong, Jung-gu, Seoul

Ipjung-dong, Jung-gu, Seoul

Ipjung-dong, Jung-gu, Seoul

Hwanghak-dong, Jung-gu, Seoul

Soongin-dong, Jongno-gu,
Seoul

Joongang Market, Hwanghak-
dong, Jung-gu, Seoul

Yongshin-dong,
Dongdaemoon-gu, Seoul

Hwanghak-dong, Jung-gu, Seoul

Hwanghak-dong, Jung-gu, Seoul

Hwanghak-dong, Jung-gu, Seoul

Joongang Market, Hwanghak-
dong, Jung-gu, Seoul

Hwanghak-dong, Jung-gu, Seoul

Gwanghwamun Plaza,
Jongno-gu, Seoul

Gwanghwamun Plaza,
Jongno-gu, Seoul

Gwanghwamun Plaza,
Jongno-gu, Seoul

Gwanghwamun Subway Station,
Jongno-gu, Seoul

Gwanghwamun Subway Station,
Jongno-gu, Seoul
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Omnium Gatherum.
2012.

Mixed Media.
Dimensions variable.

AEAHY. 2012,
EPAE.
JHAA A

Piet Mondrian II. 2012.
Steel, paint. 167 x 105 x 3 cm.

Installation View. 2012. Steckenpferd (FAD). 2012.

Fabric, wood. 109 x 22 x 18 cm.

Derivative Crate. 2012.
Wood. 22 x 29 x 55 cm.

Two Sisters. 2012.
Aluminum, plastic, motor.
50 x 50 x 42 cm.

Yellow Window Castle. 2012.
Plastic, glass. 33 x 33 x 60 cm.

Palm Tree. 2012.

Venetian blind, coat hanger, pvc.

80 x 85 x 280 cm.

Installation View. 2012.

Lazarus Long. 2012.
Jean, boots, beton, glass.
45 x 40 x 160 cm

Mr. Potato Head. 2012.
Wood, plastic, steel, light,
jar, glasses. 40 x 38 x 155 cm.

Berlin Friedrichstrasse. 2012.
Resin, paper, aluminum,
ceramic. 140 x 140 x 50 cm.

Derivative Minimalism II (detail).
2012. Wood, glass, plastic stool.
180 x 200 x 80 cm.

Trans-Dimensional Fish. 2012.

Steel, nylon, aluminum.
80 x 50 x 180 cm.

Kim Kim Gallery Mall I. 2012.
Wood, plastic. 40 xO 60 x 20 cm.

Block House. 2012.
Wood, plastic. 14 x 15 x 20 cm.

Kim Kim Gallery Mall IT. 2012.
Plastic, wood. 33 x 33 x 26 cm.
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