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Beom-Soo Kim (Chairman of The Korean Society of Art and Media,
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Translating Krauss Mediated with Latour
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(Hongik University)

Aesthetics of Paradox and Resistance: Lee
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Nam In-Sook

(Dankook University)

Understanding the Meaning of Non-Sculpture
through Examples of Expanded Sculpture -
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An Inquiry on the Matter of Self-Identity and
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Abstract

Aesthetic Implications of Non-Sculptural Sculpture: Translating Krauss Mediated
with Latour

Kyung-Jin Cho
(Chung-ang University)

This review delves into how the history of modern sculpture itself is considered the
process of medium and alliance of sculpting and non-sculpting elements as well as how
the term “non-sculptural sculpture” was able to obtain a productive meaning today by
pointing out that the mediating process gave birth to a variety of sculptural beings,
despite the fact that it is impossible to sufficiently define sculpture as nature/essence. It
takes an in-depth look at Rosalind E. Krauss'ss theory of post-modern sculpture as a
precedent discussion on non-sculpture and translates it from the perspectives of Bruno
Latour's argument and the Actor-Network Theory (ANT). Against this backdrop, the review
concludes that sculpture is a network through the alliance of sculptural and non-sculptural
things even prior to the advent of the post-modernistic hybrid forms, the process of
purification to clearly differentiate one from the other ironically leads to the hybrid
mediating process of the two which brings about the expansion of the network itself, and
lastly a rapid expansion in hybrid forms points to the need to develop an alternative
model to reflect the voices of these beings. Such an alternative model is the concept of
art as a translation which refers to the ANT's notion of translation.

This review consists of the following arguments. In “Sculpture in the Expanded Field”,
Krauss lays out a precise diagram of the cultural framework and its structural and logical
expanded field in which objects that cannot be described as conventional sculptures can
be justified, which also provides a significant implication to dialogues on non-sculpture.
First, as sculpture continues to internally pursue a pure essence or seeks its unique nature



that is not contaminated by other arenas, the negative outline surrounding the empty
inside is all there is left. Second, new hybrid forms are created when sculpture empties
itself and turns to outside as a result of practicing the first argument. This happens in the
expanded field created by sculpture and non-sculpture. Accordingly, the purity of sculpture
and diversity of non-sculpture make a logical sense in each of their place in the expanded
field.

However, Krauss's discussion has a clear limit in describing the complex network created
by a multitude of rapidly increasing hybrid forms and images. Her theory is valid only if it
is limited to relatively simple clauses and network structures that are integrated and
expanded into one cultural field. In this context, Krauss's diagram is expanded to develop
alternative models. First, the expansion that Krauss mentions does not just apply to the
post-modernistic practices; rather, it is the nature of sculpture as a network and the basic
principle of existence and process of sculpture that have been evolved, at least, from
sculptures of the modern era. In other words, in this review, the sculpture is assumed to
be a heterogeneous network from the beginning. A couple of examples are presented to
describe the possibility of translating sculpture from the perspective of the network.

The concept of translation in an art model as a translation which is suggested as an
alternative in this review is line with the format translation proposed by David Joselit, but
theoretically more comprehensive. It is not an exaggeration to say that the concept of
translation decorates the beginning and the end of the ANT. It is a process for two (or
more) disparate stakeholders to create a new network through circumvention, mobilization
and registration with an aim to establish a merged goal, close to the notion of mediation
between actors participating in establishing the network. Under this model, not only
sculptures but also acts of art and artworks can be understood as the process of building
a single heterogeneous network. The translation model treats acts of art, forms, mediums,
objects, technology, audience, system and other elements as equally participating actors,
enabling art activities to encompass all of them. Therefore, art becomes a process of
building a hybrid network where all non-human objects share a joint responsibility instead
of one genius artist. In this context, the existence and role of both human and
non-human actors are carefully identified and described. Sculptures as part of the network

are not an exception.
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1) Rosalind E. Krauss, A Voyage on the North Sea: Art in the Age of the Post-Medium Condition,
Thames & Hudson, 1999, p. 10.

2) Rosalind E. Krauss, Under Blue Cup, The Mit Press, 2011, p. 16.

3) 7] M, pp. 16-17. F2tRAes 7HEC| QEOEIT /HgS HZ5H ZE G2 =2 A, Xpilol oAl
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4) Rosalind E. Krauss, “Sculpture in the Expanded Field,” October, vol. 8 (spring, 1979), p. 42.
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Question 1
Henrik Strémberg
(Changwon Sculpture Biennale2020 Participating Artist)

| work as a gatherer, the artist as a gatherer and medium in which materials go through,
a transformation a process, metamorphosis

Non-Sculpture:

Dag Hammarskjold wrote: “You are the lens in the beam. you can only receive give, and
possess the light as the lens does. If you seek vyourself, you rob the lens of its
transparency. You will know life and be acknowledged by it according to your degree of
transparency, your capacity, that is, to vanish as an end, and remain purely as a means”.
The gatherer is different than the collector.

Flexible as in focusing on the process rather than the result:

the process becomes the concept and the concept becomes the process where volume
and form take shape and find place only to disperse in a dance of temporary entropy
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second life

A result of a creative process an investigation about form and content, volume and
concept, multiplication and refraction of meaning.

Living and recovered materials such as wood paper, glass, crystals, cut, and cut up paper
and images and pigments contribute to the creation of works that allow the viewer to
immerse in a landscape organised as a self-sufficient ecosystem that, by suggesting new
forms, creates new contents. Where every element becomes part of a whole.

"Something now leaves me; something goes from me to meet that figure who is coming".
(Virginia Woolf)

imagine an earthquake where all the objects in a museum are destroyed. Reconstruct
rebuild from the scattered pieces chards and dust new objects without history and
meaning.. Process and form, metamorphosis of meaning and form

second life - first place,

Light as in: 'anti' large sculptures like monuments and ‘anti’ hard and rigid
sculpture..

Assembling parts, pieces to create new systems of references relating to the meanings and
aesthetics they originally had, now enriched with additional semantics, while, at the same
time, reflect the complexity of the creative gesture.

Ultimately, the matter is shaped and transferred through different media, all the elements
are commuting back and forth regularly concurring, and eventually, overlaying meanings.
Nothing can be isolated, everything mutate as when volcanic magma erupts.

The process is compost, the layering of meaning and material
Jens Soneryd writes in “the compost manifesto 2020":

The compost is hungry. It doesn't care about edges, disinformation or the mind-body
problem. It just wants to make new beginnings.

Our job is to nurture the compost. We feed it with haircap moss, obsolete technologies,
rocks (lava stone, marble and lIstrian stone), user friendly and useless design, leaves, pine
cones, entangled woodbine twigs, souvenirs, grass clippings, straight lines, and other things
we've collected.
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The compost is not: A line structure or a grid (it's not based on differences and therefore

has no hierarchy); a brand (it has no strategy); a concept (it smells); a museum (it doesn't
preserve identities); utopic (it's based on waste).

Why do we need the compost: Because we think we know what we do. We don't.
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Abstract

The Photo Object — a legacy of operations between photograph and sculpture

Magnus Bértas
(Stockholm University)

In the beginning of the 1980:s there was a turn in contemporary art where photography
as a genre was not any longer considered separate from the wider contemporary art
scene (painting, sculpture, installation, performance, video). This transition period gave birth
to certain hybrid forms, merging photography and sculpture/object. The creation of photo
objects for the art market was connected to the technical development of new methods of
printing and mounting (with the Dusseldorf school as the most emblematic example), and
included light boxes, objects, constructions and elaborate frames that enhanced the
materiality of the photo object as well as played with references to both advertisement,
painting and sculpture. The photo object challenged the idea of the photography as
window to the world, and instead emphasized the surface, the opaque, and the very
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materiality. The advent of the photo object also renewed the interest for conceptual
photography, the social use of photography, the found image, as well as early
performance documentation. This shift developed practices at odds with ethics and codes
in documentary photography and functioned as a critique of the photographer as an
auteur. The photography was integrated in installations, as an object among other objects,
as well as appearing as a sculptural objects in its own right.

This talk will highlight this particular history in art, and discuss the implications for the
development of photographic, sculptural and conceptual practice in art.
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The Photo Object -
a legacy of operations between photograph and sculpture

Magnus Bartas
(Stockholm University)

In 1970:s and 80:s different strategies among artists highlighted the objecthood of the
photography. These operations created certain hybrid forms, merging photography with
sculpture/object. | call these hybrid forms photo objects, a term that points to a historical
situation where artist started to “corrupt” one medium with another, as Douglas Crimp
called it in his essay “Pictures”, from 1977. Here Crimp pointed out the obsoleteness of the
claims of integrity of modernist paining and sculpture. Crimp’s critique was directed to
Michael Fried’'s attack on minimalism for its “theatricality” in his famous essay “Art and
Objecthood,” from 1967 — an essay that inspired many counter perspectives as well as
agreement.22) As Crimp points out, Fried was not only disturbed by minimalism’s "impure"
location between painting and sculpture, but also by the very temporality in minimulism;
"its preoccupation with time - more precisely with the duration of experience."?3)

Crimp discussed methods of “re-presentation” - appropriating commercial images,
re-photographing photographs, i.e. different forms of intertextual practices, or “structures of
signification”, as Crimps writes: “underneath the picture there is always another picture”.24)
“The Pictures Generation” survived as a term for a group of artists, where the works of
Louise Lawler was probably seen as the most emblematic of them all (although she was
not included in the “Pictures’-show). The focus on “re-presentation” and the American art
scene may have shadowed other similar practices and methods in other parts of the
world. In the European context, for instance Christian Boltanski's installations with photo
objects, gave important contributions to a new generation of artists who were interested in
anonymous photography and the social use of the image. During the same period of time
Alfredo Jaar's installations reflected on political aspects of viewing and perception/reception.
With a background as architect Jaar created sculptural installations where spatial elements
as well as light became crucial for reading of photographs. And even earlier, in the
Yugoslavian conceptual scene, an artist like Sanja Ivecovic, probably precede Cindy
Sherman, with her staged photographs of games of identity and feminist perspective on
gazes, power and the image. Opposed to the situation in Yugoslavia, the emerge of the
photo-object in the European and American context was also connected to the technical
development of new methods of printing and mounting (with the Dusseldorf school as the

22) Martha Rosler, for instance, responded ironically to Fried's criticism of “theatricality” in art with an
exclamation of "Bingo! That's it!" (see Paul Wood, Conceptual Art, Tate Publishing 2002, p. 71).
23) Douglas Crimp, "Pictures”, Written for an exhibition with the title "Pictures”, with works by Troy

Brauntuch, Jack Goldstein, Sherrie Levine, Robert Longo and Philip Smith (Artist Space, New York
1977).
24) Ibid.
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most elaborate example), and included light boxes and elaborate frames that enhanced the
materiality of the photo object.? This materialistic aspect of the birth of the photo object
shouldnt be denied. The introduction of vernacular photography to the art scene (think
about the works by Richard Prince) created a sort of confusion, where a series of methods
to enhance the materiality of the photograph and its physical presentation were utilized.
These where often methods to demarcate “art photography” from mainstream vernacular
photo practice, and place the works in a mode of production in terms with the art world:
a certain materiality, the label of “original” or limited editions, signatures, etc.

It is difficult to find an intercessor of the purist ambitions Michael Fried expressed in "Art
and Objecthood” today. Most artists move freely between medias and genres, and the
photo object and the act of “re-presentation” does not any longer implicate radicality of
form (as they were in by the time of Crimp’s essay/exhibition). But still conceptual and
material methods and experiments with photo objects are raising interesting questions, and
in later years a new interest in the photo object has been discern. In 2017 Museum of
Modern art presented a larger restropective exhibition of Louise Lawlers work (“Why
Pictures Now"). In November 2019 MUMOK in Vienna opened “Objects Recognized in
Flashes”, with works that in some ways (playfully) operate in the legacy of "The Pictures
Generation”.26) My interest in, and reflections on, photo objects come from my own
practice; my experiments with hybrid forms which combine objects, photography and texts.
In this talk | will bring present one example from my own body of work, together with
two examples of works by colleagues in the Nordic context. But before that | will mention
a few historical strands of the development of the photo object, although some of them
might seem evident.

The photo object often challenges the idea of the photograph as window to the
world, and instead emphazises the surface, the opaque, the very materiality and/or
the “sociality” of the image. Simultaneously the photographic representation and its
indexicality — its trace, or document — based on light and beaming, undermines
both the physical appearance of accompanying objects, as well as brings past time
in to a space. In that sense the photo object actualizes the notion of
non-sculpture; a rupture of the experience of direct presence that is supposed to
emanate from an object in a space.

The advent of the photo object in the 1970's also renewed the interest for the found
image/object, as well as early performance documentation. This shift belonged to a turn in
contemporary art where photography as a genre was not any longer considered separate
from the contemporary art scene (painting, sculpture, installation, performance, video).2”) It
developed practices at odds with ethics and aesthetical codes in documentary photography

25) Frame maker Frank Terhardt's exquisite work in his huge work shop in the outskirts of
Dusseldorf has been tremendously important for artists like Thomas Ruff and Andreas Gursky.

26) With works by Michele Abeles, Annette Kelm, Josephine Pryde, and Eileen Quinlan.

27) Fluxus art, with its interest in everyday objects and pop art with its embracement of the
reproduced image had already opened up for this turn.
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and functioned as a critique of the photographer as an auteur. The photograph (often a
found image) was integrated in installations, as an object among other objects, as well as
appearing as a sculptural object in its own right. This coincided with a renewed interest in
the collage and the assemblage, especially within surrealism and Soviet constructivist art.28)
The shift also belonged to a wider theoretical discussion about photography, with
questions about viewing, visuality, representation, scopic regimes and the archive, with their
political implications.29 An important contribution to the discussion of the photograph as
an object was Susan Sontag’s essay “In Plato’s Cave” (in On Photography). Here she
speaks about “the talismanic uses of photography”. She reminds us about photographs as
magical objects of social connections and dreams of relations: “The lover's hidden
photograph in the married woman'’s wallet, the poster photograph of a rock star tacked
up over an adolescent’s bed, the campaign-button image of a politician’s face pinned on
a voter's coat, the snapshot of a cabdriver's children clipped to the visor.” These
photographs are not just representations of family, relations and idols, they are objects

"

with magical use — “attempts to contract or lay claim to another reality “, as Sontag
writes. But they are even more, they are proofs of our status as human beings. Perhaps
the time is already over when the physical appearance of these photos is needed, but in
the film Bladerunner from1982 the so called replicants (artificial humans) way of proofing
that that they are humans when they are interrogated is to point at their (fake) family

photos. A person who carries family photos has a life.

In the mid 1980's Swedish artist Peter Hagdahl started to experiment with “attaching” black
and white photographic images on different materials in his paintings and sculptural works,
by using photo emulsion. In the beginning of the 1990's he created a serious of
installations where these integrated images were combined with drawings, paintings,
computer generated images, moving images, and objects of all kinds, as well as living
animals. In the installation Sustained (1992) he referred to Georg Bush’s visit to Japan 1992,
how the American president became nauseated and lost his lunch during a state banquet:

When President George Bush publicly lost control of his digestive system during
his state visit to Japan, the North American continent's shame almost immediately
spread to the world economic system, with falling stock prices as a result

Conditions of leakage, chain reactions and visual contamination that occur and fade away
in the most unpredictable ways were staged in this installation, as in his following work:

28) The works of Barbara Kruger, for instance, had a direct aesthetic relation to the works of
Alexander Rodchenko and Varvara Stepanova (but probably very little in common with
constructivist ideas and ideology).

29) With contributions by Martin Jay, Griselda Pollock, Jonathan Crary, Abigail Solomon-Godeau, and
Alan Sekula, to mention a few.
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Intoxicated by your love (1993). A spatial assemblage was here created that in many ways
reflected a perceptive condition in contemporary society; an elastic reality of images, inner
and outer life conditions in a crisis. The work's polarity stretched between poisoning and
purification, reaction and counter-reaction, norm and distortion, perhaps also between life
and death. The whole construction rested on chlorine bottles, on the principle of poisoning
purification. Small cans of psychotropic drugs (Hibernal, which is also a chlorine compound
and reduces the incidence of delirium) were lined up next to each other. Various
computer-manipulated photographs lay in a pile, two live rats ran around in a cage, next
to the cage a few packets of rat poison. Texts, stories about when purification turned into
poisoning and vice versa were scattered; the young caretaker who poisoned the old
people in the retirement home with the intention of giving them peace, a chlorine leak in
a bath house that was close to poisoning the bathers, a general in Bosnia who threatens
to poison the whole of Europe with chlorine gas ... Effects on the bodily as well as the
mental state are implicated. Love can come as an unwanted injection, as a remission of
consciousness, the lover cannot opt out of fixation. In this, and several of Hagdahl's other
installations, the material is arranged on and around a horizontal axis. In Intoxicated by
your love, this axis consisted of an MDF board covered like a skin of photographic
images, applied with photo emulsion. In other installations, a massive iron beam is used,
which served both as a cohesive construction and as a semantic play — the biblical beam
in the eye, and the beam of sight, light and photography.

A later interesting photo object-project in the Nordic context is “Object Purview” by South
Korean-born artist Hyun-Jin Kwak. In her regular practice she does not use vernacular
photography or anonymous media images, as Hagdahl, but crafted, often staged,
photography with high technical finish. With a background as sculpture student (she
graduated from Hongik University), she has been merging sculpture- and photo-practices.
For Scopic Field (which is a part of “Object Purview") she has been photographing classical
ceiling paintings — which according to her share some of the qualities of staged
photography. The ceilings were found in different palaces in northern ltaly, and are here
used in an experiment with scale, the position of the viewer, and notions of perception.
Ceiling-paintings are predominately connected to the periods of renaissance, rococo and
baroque. With these paintings made in situ one strived to create a sensation of
three-dimensionality and to visually open up a larger, indefinite space within the interior
architecture. By employing different illusionist tricks, as manipulations of perspectives and
trompel'oeil-techniques, one managed create illusions of heavens in habited by angels;
imagined halls with pillars; or abstract spaces with emblematic or mythological figures and
symbols. Ceiling paintings evoked fantasies, created dramatic narratives, had didactic
functions or formed viewing spots for contemplation. By using small prints, in one of her
series — with the details enhanced by magnifying glass, mounted in certaine laborated
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deep circular frames — she transformed the viewer to agianst looking into a "viewing
instrument”, or peephole, into anotherr world of marvels. This work is connected with the
earlier experiments with photography by the end of 19:th century — a period when
photography mainly existed in a terrain in between technology / science and
entertainment. Experiment with scopic technology was common, which resulted in different
“viewing machines”, optical instruments and photographic tools, as for instance the
stereoscope and the Kaiserpanorama.

For two other works (History of Mythologisation and Seven Ages of Man) belonging to
“Object Purview” Kwak photographed painted ceilings of two Italian theatres with the
intention to “transplant” these sites into her photo objects that are made for a viewing
position from below. In the white massive wooden frames of both these works we find
text contours with quotations. In History of Mythologisation the frescos in the cupola of
the eighteens century Ariosto Theatre in Reggio Emilia tell a visual narrative in Art Noveau
style. The narrative consists of a few episodes from “Orlando Furioso” (painted in the
1920's by Anselmo Govi). The quotation from the poem warns about “the Moors”, a
reminder about the fear of the other, embedded in the beautiful sceneries, that has
travelled through history.

Seven Ages of Man is representing a ceiling painting found in an abandoned hospital in
Lido, Venice, once a progressive institution specialized in treating tuberculosis. Ospedale al
Mare (‘Hospital by the Sea') admitted patients during a time period of 70 year, mostly
children, until 2003. Patients were offered alternative treatment methods such as
hydrotherapy, light therapy and clay treatments. Culture was central to the treatment, in
the theatre the children enjoyed concerts, theater performances and film screenings. In the
painting by Giuseppe Cherubini, in the now dilapidated building, the white-bearded
Neptune is surrounded by cherubs that haul nets, blow into shells and help with the
trident. Here the quoted text is the beginning of a monologue from William Shakespeare’s
comedy As you like it (spoken by Jaques in Act Il Scene VII):

All the world's a stage,

And all the men and women merely players,
They have their exits and their entrances,
And one man in his time plays many parts,
His acts being seven ages.

The theatricality that Michael Fried once warned for in “Art and Objecthood” is here in full
bloom.

In the 1980 and 90's | experimented with a repro camera (a common tool for graphic
designers at the time) as well as hand coloring of photographs. | learned these techniques
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as an illustrator for a daily newspaper in Stockholm, and wanted to investigate question
around the opaque and the transparent image, and the photo as an object. An “archival
impulse”, evoked by spending time in the photo archive of the newspaper, made me start
to collect certain photos from the printed papers. Growing up in Sweden in the 1960's
and 70's | was learned that Sweden was the healthiest, wealthiest, and most secure
country in the world. This image was strongly internalized in my generation and often
enhanced by the outside world, whenever we on travels met people who confirmed this
view. With this national self-image as a foundation — an image that has cracked
considerably since then — | wanted to make a sort of amateur investigation of what kind
of obstacles and problems individuals would encounter in such a paradise. The media
images | collected all depicted disappointed and offended people (which became the title
of my work). Between 1994 and 2006 | collected 1137 photos of the faces of disappointed
and offended people together with the stories — | wrote down each case in one
condensed sentence. The images were reproduced by me, utilizing a very simple technique
often used by children. The melting wax of a candle was dripped onto the portraits in the
newspapers. After the wax had dried and become hard, it was carefully removed, and had
an imprint of the face on it.

In the installations, the faces and stories of complaining people were inscribed in
something between an archive or a wailing wall. They were hanged in a manner where all
the "accusing gazes” were directed at a central position — the supposed position of the
viewer. According to my list — which was presented as a text document — some of them
consider themselves to be subjected to conspiracies, others complain about unfair
treatment and offensive behavior by doctors, landlords, neighbors, and the tax authorities
and all seek redress in different ways. The unjustness, the mishaps, accidents and distresses
of everyday life may seem to emanate from chance and unfortunate circumstances, from
the absence of the political. In this sense, this “collection” may document a change in
Swedish society, and maybe a change into an individualized and atomized society, where
motivation for social change is turned into the notion of the offence of private interests
and rights.

An important part of the work is the physical appearance of the images. The half
transparency of the candle wax that resemblance skin, the possibility to view the faces as
small masks, the smell of the candle wax. The pieces are mounted with a thread to a
needle and are hanging with a distance to the wall, which creates cloud formed shadows
at the wall and make the images move by a slight wind, even caused by a viewer's
movement. The fragility of the material is meant to clash with the mundane stories of
everyday life.
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Question 2
Miyoung Yi
(Gyeongnam Art Museum)

You talked about the use of photography and its merger with other mediums in the 1970s
and 80s. Your paper notes that there was a shift in contemporary art in the early 1980s
where photography was no longer a separate genre but became part of paintings,
sculpture, installations, performances and videos. It also discusses the advent of hybrid
forms merging photography with sculpture/object and how photography was integrated in
installations, as an object among other objects, as well as appearing as a sculptural object
in its own right. Several works of artists, including your own, are cited to support these
observations.

The paper highlights the changing role of photography by examining Louise Lawler's
(1947-) synthesis of objects, photography and texts, Peter Hagdahl's (1956-) use of
photography in installations, and Hyun-Jin Kwak's (1974-) staged photography — interaction
with spectators. | find your analysis on the use of the photography medium in
contemporary art quite interesting.

The invention of photography was a turning point in the history of painting that
encouraged contemplation on different aspects of the issue of reproduction in painting. In
other words, photography is a technology that replaces, in part, painting as a form of
documentation, but with the emergence of conceptual art in the late 1960s, it was
increasingly recognized as a self-sufficient material, instead of a tool for painting or the
object of reference. Cases in point would be the photographic works of Bernd and Hilla
Becher (1931- and 1934-), the founders of the Dusseldorf School, which you mentioned; the
photography of Laurenz Berges (1966-), who studied under the couple, known for a
horizontal angle and the documentation of space of absence; the renewed definition of
domains through blurred boundaries by Karin Geiger (1966-) and; the works of Matthias
Koch (1966-) covering the history of a specific area. The works of the pioneers of New
Color Photography including William Eggleston (1939-), Joel Meyerowitz (1938-) and
Stephen Shore (1947-) and those of other photographers known as ‘staged photography’
or ‘constructed photography’ have photographic, sculptural and conceptual elements in and
of themselves. This is a dramatic departure from the limited use of photography as an
image.

Your paper, by citing the works of many artists, explores the sculptural, aesthetic and
conceptual implications of photography itself, while touching upon its use and integration
into contemporary art as an object and as a medium. In the context of the correlation
between these two ideas, | would like to ask how you view the aesthetic position of
photography, and how photography’s sculptural (and non-sculptural) possibilities can be
realized.
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Abstract

Non-Sculpture Theory - Japanese artists who utilize non-traditional materails and
the influential thinker and philosophers

Maiko Yamauchi
(Independent Curator, Art Critic)

The purpose of this study is to introduce a group of exceptional Japanese artists and
investigate how they are utilizing non-traditional materials to explore the three-dimensional
form. Before modern times, most three-dimensional artworks, such as a statue of a deity
or historical figure, were commissioned by religious or political authorities to symbolize the
figure's permanency and monumentality. The materiality of these works, usually stone,
metal or wood, reflected this permanency. By the second half of the nineteenth century,
especially in Europe, sculptors became interested in personal, rather than public themes.
Auguste Rodin most represents this shift and is therefore considered to be a pioneer of
modern sculpture. While this change in theme was significant for art history, the materials
and techniques for creating these artworks did not evolve as dramatically. It was during
the first quarter of the twentieth century when one of the most significant shifts in
materials and techniques was provided by Marcel Duchamp in the form of the
Readymade. This new form was not limited to everyday objects, but also included
reproductions of well known images like the Mona Lisa. From this point on, the range of
material and techniques used to create artworks began to expand rapidly and continues in
the present with seemingly limitless possibilities. For most artists, the “unlimitedness” of
materials and techniques is a double-edged sword. However, with careful research, we can
discover remarkable artists who are succeeding at creating three-dimensional forms which
beautifully merge concepts and visuals with non-traditional materials.

For this presentation, | will introduce six such artists along with the thinkers and
philosophers who have had an impact on them and their works.

(1) ARAKI Yukari adopts various mass-produced goods as her primary materials. While it
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may be easy to regard her works as Readymade, they go beyond that as her technique
utilizes complex and thoughtful combinations more akin to modeling and synthesis.(2)
HISAMURA Taku focuses on the embroidered “trademark” from well-known fashion brands
like Polo or lzod. The artist likens these trademarks to real statues, adding a pedestal
and scenery with his stitching and then framing the scene to transform the shirt into an
artwork. (3) IWATANI Yukiko creates her work from delicate dried weeds. In many cases,
she finds material from areas surrounding the exhibition site. This is an act that creates a
specimen from a particular area and time. but even more interesting, these works
sometime metamorphose through the energy within the plants themselves. In this way,
artificiality and vitality work against and with each other to co-exist in lwatani's artworks.
(4) YAMAMOTO Naoki utilizes sugar in his critique of politics, social problems, and
everyday life. Because sugar is an integral part of our daily lives, he says “the works will
disappear after the exhibition, but viewers who appreciate the works will remember his
message whenever they see sugar”. (5) TAKASHIMA Hideo studied Japanese style painting,
ceramics, and sculpture and merged aspects from all three techniques to develop a unique
method for creation. He is interested in exploring the relationship between interior vs.
exterior, especially the balance and imbalance between the two. He expresses this
through the depiction of animal or human-like forms as open vessels. (6) Yuka Otani
creates gold transparent Buddha forms with modeling candy. Her installations with
multiples of the Buddha form are sublime. For religious art, it is important that the idol
remains unchanging. However, discerning viewers will notice Otani's works releasing a
sweet scent as they slowly melt and lose their revered form. Buddhism teaches the
"transience of all things" over a long time so Yuka Otani actualizes this spirit by

circumventing conventional practices of making.
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Japanese artists who utilize non-traditional materials and the influential thinkers
and philosophers

Maiko Yamauchi

(Independent curator, Art Critic)
1. Introduction
The purpose of this study is to introduce a group of exceptional Japanese artists and
investigate how they are utilizing non-traditional materials to explore the three-dimensional
form. Before modern times, most three-dimensional artworks, such as statues of a deity or
historical figure, were commissioned by religious or political authorities to symbolize the
figure’s permanency and monumentality. The materiality of these works, usually stone,
metal or wood, reflected this permanency. By the second half of the nineteenth century,
especially in Europe, sculptors became interested in personal, rather than public themes.
Auguste Rodin most represents this shift and is therefore considered to be a pioneer of
modern sculpture. While this change in theme was significant for art history, the materials
and techniques for creating these artworks did not evolve as dramatically.
It was during the first quarter of the twentieth century when one of the most significant
shifts in materials and techniques was provided by Marcel Duchamp in the form of the
Readymade. From this point on, the range of material and techniques used to create
artworks began to expand rapidly and continues in the present with seemingly limitless
possibilities.  For most artists, the “unlimitedness” of materials and techniques is a
double-edged sword. However, with careful research, we can discover remarkable artists
who are succeeding at creating three-dimensional forms which beautifully merge concepts
and visuals with non-traditional materials.

2. The six Japanese artists and the influential thinkers and philosophers.
For this presentation, | would like to introduce six Japanese artists who utilize
non-traditional materials and the influential thinkers and philosophers in their works.

(1) ARAKI Yukari (0.1983) - Shinto religion and NISHIDA Kitaro
Araki adopts various mass-produced goods as her primary materials. While it may be easy
to regard her works as Readymade, they go beyond that as her technique utilizes complex
and thoughtful combinations more akin to modeling and synthesis. She has been making
her works by combining various objects in three dimensions. The basic physical method of
her working process is Assemblage. Assemblage was adopted by many artists from the
Dada, Neo-Dada and Nouveau Réalisme movements. But, in comparison with them, there
are three distinguishing features of Araki's works.

(@) Many of each component in her works is small and not heavy, she can hold

each with one or both hands, regardless of the whole size of the work.

(b) In some cases, a part of the individual components reminds me of
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"Femininity”, such as a high-heeled shoe or sewing set.
() Unlike the works of the Nouveau Réalisme movement, the components of her
works are not destroyed or metamorphosed.

From here, | bring your attention to the ideological background of her works. Araki has
an interest in some religious and philosophical thought. Among them, | would like to
focus on Shinto religion and the modern Japanese thinker, NISHIDA Kitaro.  Her interest
in Shinto religion draws from its relationship with her hometown. She was born in Mie
prefecture. This prefecture is known for one of the most famous Shinto shrines, “lse
Shrine.” Shinto is an animistic and polytheistic religion which originated in Japan. A
common notion in Shinto is “The gods dwell in all things.” Araki states, "I have been
influenced by this notion” and has visited the shrine every year since she was a child. This
influence is seen in (c) especially as the non-destructive nature of her practice shows her
reverence for each item. With regards to Nishida, Araki states that she was struck by his
statement, "To be creative is not to be separated from the world, but to be a working
component within the creative world.” Features (a) and (b) in Araki's work relate to this
statement, as those reveal a physical and conceptual affinity between her and her works.
Finally, when separated from the original context, | sometimes find myself creating
unexpected association of ideas with her components. For example, the bobbin reminds
me of the symbol for radiation hazard.

(2) HISAMURA Taku (b.1977) - YANAGI Soetsu, founder of the Mingei Movement

Hisamura focuses on the embroidered “trademark” from well-known fashion brands like
Polo or Izod. They serve as the starting point of his practice. He likens these trademarks
to real statues. The artist changes the mass-produced clothing into artwork through two
methods. The first is the addition of a pedestal motif through stitching. This process
transforms the trademark into a “public sculpture” or "museum work.” The other process
uses a frame and references traditional two-dimensional artworks. Because trademarks are
recognized worldwide and public sculptures or museum pieces are cultural properties for
all citizens, both are “something shared by the public”. This emphasizes the connection
between the before and after stages of Hisamura’s hand. In this way, he skillfully
incorporates several concepts within his work. On the other hand, Hisamura shows his
interest in the sensory element with the following statement, I received an education with
an emphasis on conceptualism, but | could not abandon my intuitive nature.” Regarding
this point, Hisamura mentions the Japanese thinker YANAGI Soetsu. Yanagi was a founder
of the Mingei movement. Mingei means “folk art” and the movement finds beauty in
handcrafted goods created by ordinary people. | draw your attention to several features in
Hisamura's work that reflect this way of thinking. The first is the use of free-hand stitch.
The second is the method of display which is a non-orderly arrangement connecting his
work with our daily life.
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(3) IWATANI Yukiko (0.1958) - Laozi (#¥)'s "Wu-Wei and Ziran(fE24 [14X)"

liwatani creates her works from delicate dried weeds. In many cases, she finds material
from areas surrounding the exhibition site. Even more intriguing, some of these works
metamorphose from the energy within the plants themselves. In this way, artificiality and
vitality work against and with each other to co-exist in Iwatani's artworks. In her statement
on her website, she says the following, “Plants, insects, animals, soil, water, and human
beings are just elements of this world. Don't forget that in fact we are alive because of
many things and we cannot control everything.”
(https://iwayuki249.wixsite.com/yukiko-iwatani)

Unlike animals, the boundary between life and death of plants is gradual. For example, the
seed of certain kind of plants can sleep for thousands of years before waking up.
Therefore, it is difficult to define the length of lifespan for plants. This fact reminds me
that not all creatures live on the same timescale.

lwatani states that her way of thinking is influenced by various traditional Asian schools of
thought. Among then, | am interested in exploring the influence of Laozi ‘s (&7)
"Wu-Wei and Ziran ({25 H#X)" which means “attitude of non-action and entrusting of the
laws of nature”. Within Iwatani's works, materials are combined without changing their
physical characteristics. Sometimes, the form and color are transformed by the light,
temperature, or the energy within. In addition, | want to remark on the relationship
between her works and location. In a number of her works, she collects plants from areas
surrounding the exhibition site. Through this action, the work contains the memory of a
particular area and season. Through three simple actions - collecting, combining, and
displaying, Iwatani creates an ephemeral meeting place between the material, environment
and viewer for thinking about life and the laws of nature.

(4) YAMAMOTO Naoki (b.1963) - Jiddu Krishnamurti, Indian philosopher

The themes of his work are “sense, society, and memory.” He frequently makes expressions
about urban landscape and political leaders. In some cases, he also plays with words of
topicality like “missile.” His message is relatively ironic and sensational. On the other hand,
he adopts unexpected materials for his works compared with his themes, like something
sweet - sugar. For example, at the first installation | saw, he drew some critical terms and
figures, including Donald Trump, using sugar on the walls, and constructed a miniature
Tokyo with 30,000 sugar cubes on the floor. In other works, he has drawn the image of a
person with fruit juice and visualized it by heating it. In a recent interview
(http://syuumatunoart.com/), he describes his mental state when creating work, "By erasing
myself and hearing surrounding voices, | can create my works smoothly. The condition is
similar to a kind of shaman”. In the same interview, he states his wish as follows, “In the
future, | would like to visit some areas of conflict and grasp the situation there. Then | will
make works using sugar and local sweets to taste the works and present moment with
local people”

When | asked him about thinkers that interested him, he mentioned several figures. | will
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focus on is the Indian philosopher Jiddu Krishnamurti who lived in Europe from 1911 to
1921 because his career has some points in common with avant-garde artists in the same
time period. In particular, he was known as a theosophist who strongly denied traditional
sense of values in this particular field, an attitude in common with some Dadaists of the
same generation like André Breton. In addition, Krishnamurti parted ways with religious
society in his mid-thirties, a similar age when Marcel Duchamp separated from the art
world.

An important aspect of Krishnamurti's theory is how to overcome an attachment to
oneself. After his secession from the religious community, he traveled all over the world
and had numerous conversations with people during over half of centuryln these
conversations, he treated these people with respect, as equals, and as friends. This
equivalence between self and others is also seen in Yamamoto's shamanism. By using
something sweet and ephemeral like sugar, the artist says, “the works will disappear after
the exhibition, but viewers who appreciate the works will remember my message whenever
they see sugar.” It reflects his hope of sharing the memory with the viewers beyond the
actual exhibition.

(5) TAKASHIMA Hideo (b.1981) - YAMAGUCHI Masao, Japanese anthropologist

Takashima studied Japanese style painting, ceramics, and sculpture and merged aspects
from all three techniques to develop a unique method for creation. He is interested in
exploring the relationship between interior vs. exterior, especially the balance and
imbalance between the two. He expresses this through the depiction of animal or
human-like forms as open vessels. Takashima's works have a very impressive appearance.
The viewer, at first, recognizes an animal or human-like form, but then they may feel a
kind of discomfort when looking closer at the form of the head. Instead of a face, there is
a hole which is humorous, but may also cause fear. This unique structure reflects his
strong interest in the “relationship and boundaries between contrasting things” such as
interior and exterior and holy and unholy. Unlike most sculptures, the inside and outside
of his sculptures are connected to each other via the edge of a hole. While a student,
Takashima became interested in the book “culture and duality” by Japanese anthropologist
Masao Yamaguchi. This researcher was known for his studies of hermaphroditism and the
trickster. These themes have much in common with Takashima's interests.

What | pay attention to is Takashima's way of modeling. Normally, when artists make
three-dimensional work, they focus on shaping the outside of the works. But in the case
of Takashima, he focuses equally on shaping the sculpture from the inside. Because his
structures are similar to a vessel, he can treat the inside surface much like a potter would.
| also mention his approach to painting which focuses both on outside and inside as well.
These decorative patterns guide the eyes and consciousness towards the inside.
Takashima's works ask the viewer to not only be concerned about outside but also the
inside of the works, reinforcing the character of duality by unifying the two sides.
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(6) Yukaotani (b. n.d.) - Kamo no Chomei (f51£W])'s “Hojoki (Ji5at)

Yukaotani creates gold transparent Buddha forms with hard candy. Her installations with
multiples of the Buddha form are sublime. For religious art, it is important that the idol
remains unchanged. However, discerning viewers will notice Yukaotani's works releasing a
sweet scent as they slowly melt and lose their revered form. Buddhism teaches the
“transience of all things" over a long time so Yukaotani actualizes this spirit by
circumventing conventional practices of making.

She trained in glass technique in Japan and the United States. Since her training, she has
adopted various transparent materials, not just glass but also candy, water, and light. One
of her representative series "ANICCA" is composed of multiple gold transparent Buddhas.
Once installed, the figures melt over time and finally disappear. Witnessing their fragility, |
remember one of essential concepts of Buddhism “impermanence.”(F&1T &)

Yukaotani states that "Hojoki (J7sLi. The Ten Foot Square Hut)” by Kamo no Chomei (i
££W]) is an important guidepost for her continued work as an artist. The writer Kamo no
Chomei acted as poet and essayist from 12th to 13th century. During his lifetime, the
Japanese governmental system changed and the administrative capital city also moved. The
Hojoki was published in 1212 and it is one of three major essays about Japan. A
well-known feature of the essay is the description about frequent catastrophes during that
time serving as an important historical document as well. During those turbulent times, the
writer built a small hermitage and lived there to keep his distance from society. The essay
is famous for the idea of "how to survive,” but also speaks to the denial of attachment
including love. This way of thinking is influenced by the Buddhist philosophy of
“impermanence.” In short, presupposing the existence of “force majeure,” the writer
explains his opinion for living better. Yukaotani creates her work knowing that it will
disappear, but never compromises making perfect beauty in its first appearance. The
contrast between completeness and disappearance strengthens the concept of
“impermanence”

3. Conclusion

In summary, through careful research we can discover remarkable artists who are
succeeding at creating three-dimensional works with non-traditional materials. At the same
time, they are not only exploring how to make unique forms but are also reflecting the
influences of various thinkers in their concepts.

This young generation of artists | have introduced could have chosen a variety of digital
or virtual techniques but they have continued to search the possibilities of tangible
materials and techniques by hand. The physical nature of their work backed by each of
their unique concepts will continue to attract more and more interest and viewers as their
careers develop in the future.
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Question 3
SunWang Qwon
(Hongik University)

There is a growing emphasis on expandability (scalability) in every genre in the 21%
century. The same is especially true in the world of sculptures as nontraditional materials
are frequently used in recent years. In fact, contemporary artists such as Araki Yukari,
HISAMURA Taku, IWATANI Yukiko, YAMAMOTO Naoki, TAKASHIMA Hideo, and Yuka
Otani have introduced everyday objects or nonart materials to their sculptural works
without going overboard.

HISAMURA Taku seems to adopt cultural or social elements from fashion. In this context,
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his attempts may be interpreted as a comprehensive form of collage or ready made or
even the rebirth of Dadaism of the early 20" century, but with a stronger social message.
Why is the artist focusing on the elements of fashion in his works?

IWATANI Yukiko uses haystacks or other natural objects found from the surrounding
environment as materials for her art. From the ecological point of view, changes to plants
and other natural organisms have an impact on the global environment. Therefore, plants
collected from a certain region may have an impact on its natural environment.
Nevertheless, we see numerous works made of genetically modified organisms on display
at biennales or art exhibitions. What's your take on environmental and ecological issues or
any risks associated with plant collecting in a certain location?

It is fascinating that the notion of immateriality in sculptures sheds a different light on the
idea of permanency in the digital environment compared to the environment to which the
modern sculptures in the 20" century belonged. Materials such as sugar used by
YAMAMOTO Naoki or candy employed by Yuka Otani go beyond the concept of
preceptual materials as they are understood as visual-perceptual elements in sculptures.
How would these materials interact with the audience in the period of non-contact
exhibition during the pandemic?
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Abstract

Non-Sculpture Theory: Review on Greenberg’s Self-Negation and Krauss's
Self-Contradiction
Hyun-Ju Yu
(Hannam University)

What happened to contemporary sculpture in this age of hybrid media where
online and offline, digital and analog platforms converge with each other? Is
sculpture as a medium on the verge of collapse or under threat to its existence
with the convergence and expansion of media? These questions explored in
Rosalind Krauss's essay, “Sculpture in the Expanded Field”, point to the discussion
on the sculpture in the expanded sphere, introducing the expanded concept of
media. One can explain the emergence of new forms of sculpture medium which
is inexplicable by medium-specific sculpture in the post-modernistic age by
referring to Krauss's diagram which embraces conventional sculptures and
non-sculptures including sculptures similar to land art and sculptures akin to
architecture or landscape as part of modern sculpture. Strictly speaking, Krauss's
sculpture in the expanded field is at the opposite of the notion of medium
specificity introduced by Clement Greenberg.

To Greenberg whose theory of modernism dominated the Post-World War I art
scene in the U.S. the medium of art can attain purity and self-sufficiency in so far
as it cannot be transferred to other fields through self-negation or self-criticism
due to medium specificity. In this context, paintings obtain their flatness while
sculptures evolve into abstract figures, supporting the concept of historicism.
However, his argument excludes the land art, Mi Jinnimal sculptures, and
architectural structures of conceptual art that emerged in the late 1960s from the
range of sculptures. Against Greenberg's notion of medium based on materiality,
Krauss pointed out the need to redefine the meaning of medium in the concept
of medium specificity proposed by Greenberg, resulting in the artworks that were
not logically considered modernism at the time becoming part of art in the
context of post-modernism.

After introducing the idea of sculpture in the expanded field which overcame the
limited concept of medium-specific sculpture in the context of modernism, Krauss
opened up a dialogue on post-medium by transforming the notion of medium
specificity into technical support in “A Voyage on the North Sea: Art in the Age
of the Post-Medium Condition”. In other words, Krauss borrowed Greenberg’s idea
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of medium specificity and used it as a tool to facilitate discussions on medium in
the era of new media. Although the context differs, the notion of post-medium
condition which had breathed a new life to medium specificity resulted in Krauss's
self-contradiction.

Against this backdrop, the following questions may be raised on sculpture-media
based on Krauss's theory of medium opposite to Greenberg's concept. Are
sculptures returning to Greenberg’'s modernism style in this post-medium landscape
suggested by Krauss?

Are new media installations in the age of digital technology considered new
sculptures as a medium that is absorbed into the expanded field in the
post-modernistic context? Is creation of a new medium the only solution to cover
all fields of contemporary media suggested by Krauss? This review investigates
critiques on the sculpture by Greenberg and Krauss based on these questions and
reflects on how one can approach contemporary sculptures with the following
keywords: sculpture, non-sculpture, medium specificity and post-medium.
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Question 4

James Towillis
(Changwon Sculpture Biennale2020 Participating Artist)

If not true to your self you lie to all.

To be led by the belief in progress through science, research, experience and discovery in
the pursuit of an egalitarian society is a noble and felicitous act. To move beyond “the
inertia resulting from a century of modernist ideological naivety and the cynical insincerity
of its antonymous bastard child” is critical. (Luke Turner- The Metamodernist Manifesto)

Rather than the question of sculpture returning to Greenburg's modernism perhaps we
should ask if it aspires to the metamodern, the post-postmodern?

Can aesthetic purity as Greenburg extolled be as potent and as relevant as the aesthetic

that captures a theme, as Krauss veered toward — do they engender faith, trust, dialogue
and sincerity to transcend post-modern irony?
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Abstract
Curating Reflection: Non-Sculpture in the
58MofVeniceBiennale, LithuanianPavilionandFrenchPavilion
Mi Jin Kim

(Hongik University)

The Lithuanian Pavilion, Sun & Sea the winner of the 2019 Golden Lion at the Venice
Biennale is a prime example of how curator Okwui Enwezor defined the Biennale as a
place for ideas and suggestions. It implicitly displays the trends in the post-contextual
exhibition curating scenes and biennales, moving away from international formalism. This
idea is in line with Rosalind Krauss's theory of post-medium, Terry Smith’s notion of
contemporaneity/contemporariness, and Nicolas Bourriaud's concept of post-production.
Biennales are a large-scale event that instantly displays these three notions of
contemporaneity. Planners curate such an event by carefully examining the process of
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non-sculpture and non-materiality while playing with the idea of globalization and diaspora.
Sun & Sea is an opera set on an artificial indoor beach created on the first floor of a
two-story building. Around 20 performers enjoy their day on the beach by walking on the
sand or lounging on towels while singing about the impacts of climate change to the
operatic downbeat tunes. The message of the opera seems more relevant these days as
people ponder about whether happiness in everyday life and vacations would continue
during the global pandemic. At this international sculpture festival, we will have a
discussion on contemporary and instantaneous trends in curating non-sculpture and

non-materiality at recent biennales.
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Question 5
Baptiste Debombourg
(Changwon Sculpture Biennale2020 Participating Artist)

From my point of view the disappearance of materials in the works of art, in sculpture /
installation, is a mirror of our decadent times, the era of abundance and overproduction
and mass consumption since the 60s on, in fact. Today it is a flood of waste. So even if
during the years 90s-2000s this proliferation of matter and materials was a paradise for
artists (Jason Rhodes), very quickly we found ourselves in a world of waste.
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Waste is only part of the consequences of this mass consumption by babybommers, the
biggest being the impact on the climate and the loss of ecosystems. Artists are catalysts
for these consequences and re-invent an imagination based on these consequences. But
even tinged with colors, light and fantasy, | personally find a certain disturbing
disappearance of the materiality of the work in favor of an image, it is frustrating *.

| have the feeling to see more and more sculptures or a type of installations transforming
into an illusion of matter ** because in reality it remains waste, certainly revisited and
colored, but a waste, empty of fertile substance. The resulting post-catastrophic landscape
worries me because | believe | can read through this production a certain complacent
pessimism. However, the environmental and societal situation of our time needs an artist
bringing a positive energy to this inventory. Obviously we never ask artists to have
optimistic or positivist works but this form of disillusion or the materiality of the work is
erased in favor of an image, a decor, itscares me because it seems to take pleasure in a
grandiose nihilsime.**

* French Pavillon by Laure Prouvost 58e Venice Biennale : "Deep See Blue Surrounding
You "
** Daiga Grantina, « what eats around itself » New Museum, NY-USA - 2020-10-06

Lavtvian Pavilion Venize Biennale - 2019
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Abstract

Non-Sculpture in Public Art Projects - Some Matters of Public Arts and Sculptures,
Munster Sculpture Project

Changhee Choi

(Director of Lab: Le Sensible)

The same applies to the concept of public art. Early public artworks introduced by the Art
in Architecture Program (GSA, U.S. 1963) or 1% for Arts (France) quickly expanded into the
Art in Public Places Program, broadening the concept of materiality of sculpture as space.
At the moment, public art is further evolving into art in a community where non-sculptural
public artworks encompass the idea of place and time, transcending the conventional
meaning of art.

The Sculpture Projects in Munster (Skulptur Projekte Munster), one of the most well-known
public art projects, marked its fifth anniversary in 2017 after its launch in 1977. Since its
inception, the Sculpture Projects in Munster held every 10 years has upheld a variety of
values and meanings with reverberating implications especially in 2017 as it clearly
emphasized the meaning of sculpture in urban spaces or the significance when sculpture
and art are installed in a certain place. The 2017 Sculpture Projects in Minster shed light
on the concepts of body, time and place while focusing on the speed of communication
and resulting globalization under the theme of “Out of Body, Out of Time, Out of Place”
which was far from what the environment was like in 1977. The artworks on display under
such themes were non-sculptural sculptures carrying the meaning of formativeness and
materiality that went beyond the notion of materiality.

In appearance, Lara Favaretto’'s Momentary Monument - The Stone is a modern sculpture.
lts significance lying beneath its appearance is that the stone was destined to be
destroyed and eliminated after the exhibition. Furthermore, a value of continuation was
created through destruction since it collected and donated funds to a charity to help
deported refugees during the exhibition. In this context, the sculpture creates a sense of
continuation through destruction. Continuation and destruction are key concepts of the
2017 Sculpture Projects in Munster, which makes one contemplate the notion of sculpture
and furthermore the notion of public art. They repeatedly appear in several artworks
including After Alife Ahead by Pierre Huyghe where a disused ice link seems to portray a
scene from doomsday and “Provisional Studies: Workshop #7 How to Live Together and
Sharing the Unknown”, a 9-day workshop by Koki Tanaka who named the workshop from
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the title from Roland Barthes' book, "How to Live Together’. Among others, Alexandra
Pirici's public sculpture titled Leaking Territories grabs the attention as it connects art with
Munster's notion of history and places. The public artworks installed across the city raise
issues about the history and place, people and community, and destruction and
continuation along with Pirici's work which links religious and territorial disputes of the past
to the refugee issues of today.

Such meaning is also discovered in how the Sculpture Projects in Munster was originally
introduced and developed. The meaning is established during the process in Henry
Moore's work which was donated in 1970 and George Rickey's sculpture which created
controversy in its purchase in 1973. It is difficult to grasp the meaning of these modern
artworks simply by looking at its appearance. Their true meaning can be captured only
when one investigates the entire process of the artworks from donation to installation and
controversy. Questions about art such as ‘What does art mean in the city ruined by World
War 1I?” were what initiated and motivated the Sculpture Projects in  Mdinster.
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Question 6

Anka Lesniak

(Changwon Sculpture Biennale2020 Participating Artist)

Choi Chang-hee refers to the realisations presented during the Munster Sculpture Projects

2017 and compares that year's edition to the history of this event. It's a great coincidence
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also visited Munster in 2017, where the projects very close to my artistic concepts had
been presented.

The projects such as Ayse Erkmen On Water (not mentioned in the text, but one of
those that really impressed me), Lara Favaretto’'s Momentary Monument - The Stone and
Alexandra Pirici's Leaking Territories, we can define as participatory and interactive art. All
of these projects represent also inclusive ways of thinking. And what is also worth to
mention, all have been created by women. Ayse Erkmen work became visible only when
people entered the jetty installed a few centimeters under the water. They looked as if
they walked on the surface of water. Through this action, they both revealed and erased
the border between industrial and bustling sites of the city, divided by the regulated river.
The visitors of the event became the participants who experienced art, not the viewers
who contemplated it. Lara Favoretto's work seemed to look as a “real” sculpture, abstract,
but still made of stone — the classical sculpture material and rather designed for
contemplation than inviting to any action. However, this sculpture was also functional, it
served as a big money box, where passers-by could drop money for charity into it
through a slot. The main sense of existence of this work revealed only when it was
destroyed and money was given to the refugees and asyluum seekers. Thus, the sculpture
as an object disappears, but the social sculpture close to Joseph Beuyes's ideas emerges.
Alexanda Pirici works with a context of a given space and its history and draw our
attention to the question of power and traditional hierarchy which is reflected in historical
European architecture. To the se stable and noble spaces, she invites people who with the
use of elements of dance and voice challenge the character of such spaces and redefine
them.

Referring to the notion of non-sculpture and the public space, | would include to this field
also my interventions on the facades on abandoned buildings in Poland and accompanying
them performance pieces with local communities. Through the use of abandoned houses, |
reminded the stories of women erased from the history, but important from the
perspective of contemporary discourses. My interventions intended as another layer of the
facade treated as palimpsest, were designed to slow disappearing. Not only installations on
the facades were important but also the local context, people who participated in the
events and symbolical revitalisation of the place and made relationships. All elements
together created 'social interstices' defined by Bourriaud as spaces that facilitate human
social interaction.
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Abstract

QUESTIONING OF THE MATERIAL

Idrissa Diallo
(Changwon Sculpture Biennale2020 Commissioner)

African sculpture is no longer simply achievements on metal or generally in wood. In
contemporary African art today we are witnessing realizations also linked to the concept of
non sculpture with a system of appropriation of materials from the immediate
environment. emptiness and adopts transparency and movement. These metallic materials,
textiles, plastics, wood in the same way as the void (which has become a material), sculpt
the surrounding space. Thus the approach of non sculpture in contemporary African art
brings into play other aspects acting as materials apart from those cited in the dictionary:
malleable and workable without being palpable to the touch but made visually perceptible.
It is also about emptiness (air), movement and time.

This is the origin of the birth of contemporary African sculptors reacting within a universal
framework and whose works are intended for the wider world and are not limited to local
consumption. These sculptors, whose works are part of the world heritage because they
achieve the right aesthetics, not for one locality but for everyone. The great contemporary
plastic preoccupations of African plastic artists such as harmony, balance and rhythm also
please people living in other parts of the world. They advocate an open approach. And
this approach, as lba Ndiaye points out, "must above all be synonymous with enriching
the experience and aesthetic culture of the artist in contact with creators from other
continents," because creativity is neither white nor black, but the daughter of patient
learning and constant rigour. It requires a consensual, personal discipline on the part of
the artist, in order to then leave this discipline and try to fly away; the discipline is only a
springboard that allows one to extract oneself from oneself.

The African artists that | am proposing for this biennial, Momar SECK (Senegal), which
emphasizes the notion of plural unity towards singular diversity, which translates into
several pieces of wood grouped together to form a single element (the bundle). This is
how the artist approaches the theme of unity in diversity, a theme that fits well with the
work of Christian DJOMANI (Cameroon), who is developing a creative and convivial bench
project whose aim is to enable the reunification of individuals and families.

Paulin Momine (lvory Coast), who also works with salvaged materials. We can note that
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around the 80's, 90's, periods of dazzling creation for contemporary art in Africa. Certainly,
a purely plastic will guided this choice of working with salvaged objects, but let us point
out the context of the country which we must take into account. The countries were in a
period of essentially economic difficulties. A new economy, called the "economy of
resourcefulness" appeared. Its starting point was the reuse of objects from the so-called
consumer society. It is an economy that is both popular and rudimentary. In the midst of
these material and economic difficulties, the art of recuperation was also born in its most
notable degree, given the difficulties in supplying consumable goods

What these artists have in common is the fact of immersing the spectator in cultural
realities that evoke memories and traces of life. And beyond this appearance and a
reflection on reality, "the work poses a debate on contemporary creation, at the antipodes
of the uncomfortable cult of identity cultivated here and there. Space, time,
interdisciplinary, pluridisciplinary, the object, the public, the novelty of the authors' gesture,
everything is evoked".
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QUESTIONING OF THE MATERIAL

Idrissa Diallo
(Changwon Sculpture Biennale2020 Commissioner)

| would first of all like to thank Dr KIM for his generous invitation, with whom | worked
on two exhibitions in Dakar, one of which was during the 13th edition of the Dakar
Biennale.

My proposal by three sculptors of contemporary African art is intended to be a crossroads
of African cultural expression, who should not be forgotten is an area where the
excellence of his creativity has been noticed very early on, since at least the 19th century;
a privileged moment of confrontation and blossoming of the most current expressions of
African creative diversity. It brings together sculptors to better fit the theme of the
Biennale la “non sculpture.”

It is a marvelous opportunity to be able to open up and enrich oneself, thanks to the
contacts and viewpoints of these creators and professionals from Africa and the African
Diaspora. We will confront the community with multiple questions about African art, which
are thus organized around the meaning of the future of creation, its originality, its
borrowings and appropriation in the face of a globalized world and the very advanced
evolution of the plastic arts in the world. It is not a question of comparing African art in
general, to these other artistic expressions from elsewhere in the world, but of conceiving
the specificity of an art in its local development and its diaspora, its capacity to resist the
deleterious effects of globalization, without however being reluctant to confront other
visions of artistic expression from wherever they come from. These visual artists also
perceive links between man and nature, between man, spirit and materials, and weave a
contemporary African practice which they like to claim as their own. It is the concretization
of a thought according to which there is indeed a relationship between the visible and the
invisible, an alliance between the beauty of the materials and the magic of the rhythms
that ensure the balance of the works.

They naturally attest to the idea of existing fully in this life at the service of their arts, and
not without borrowing. The distance from the land of origin is not without impact on the
psychological, intellectual and artistic complexion. This is why | like to make my own this
aphorism of the Portuguese poet and writer Miguel Torga, who defined home "as the
place from which | am leaving": a way of living as a kind of strategy to compensate for a
desire and to fill a void created by exile. The plastic work of exile therefore seems to
determine in the artist a certain type of organization and personal functioning that seems
to have a relative and transitory character. Here the fundamental notion of hindsight, a
significant and unavoidable factor in creative work, comes into play. It is more judiciously
necessary to take a step to the side, to have a slight demarcation of one's social realities,
sometimes becoming a spectator in order to draw from them elements that support one's
own creation. In a word, not to have one's forehead glued to the showcase of social
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realities, in order to be able to study them head-on. Hindsight is in no way incompatible
with rooting oneself in the specific culture of origin, i.e. in one's terroir.

Hindsight is also an important factor for the spectator who receives the creation. As the
writer Nancy Huston rightly says: "One of the strengths of art is its ability to shake our
virulent and reassuring certainties, to shake up our easy identities and identifications, to
add nuances to our black and white analyses, to allow us to see the world (including
ourselves) from other points of view. And Miguel Torga adds, "the universal is the local,
minus the walls". Of course, the work fundamentally aggregates basic cultural notions, but
it also reacts to the culture freshly adopted in exile. European, and particularly Swiss,
influences are evident. They are edifying examples of authenticity and synthetic dialogue,
but above all of the overcoming of their own civilization and that of other countries and
cultures.

They practice their art in a postcolonial climate and situation and thus confront the
assumed ambiguity of an original art against an imported one. They have quite simply
built a bridge between Africa and the West. These visual artists refused to build walls that
would lock them up in cultural ghettos and thus build bridges in order to walk freely
between here and there, between there and elsewhere. The other aspect that strongly
connects these artists is the questioning of the material, the sign, the colour, the materials
that organize their artistic practice. Thus this distributed sharing of artistic practices and
convictions which naturally leads to contemporary African art. They confront us with the
evidence of the richness and vitality inherent to our artistic practice and its
contemporaneity. And if individual initiatives are multiplying on the front of the artistic
scene, they are nonetheless claiming a substratum for commonly shared reflections without
constituting a school. Christiane Falgayrette -Leveau, at the exhibition of Senegalese art at
the Musée Dapper, says of these reflections: "They constantly question the environment,
society and its transformations. They look at the urban world, Dakar and the daily life of
many other African countries that have shared the same difficulties and expectations".
What these artists have in common is the fact of immersing the spectator in cultural
realities that evoke memories and traces of life. And beyond this appearance and a
reflection on reality, "the work poses a debate on contemporary creation, at the antipodes
of the uncomfortable cult of identity cultivated here and there. Space, time,
inter-disciplinarity, the object, the public, the novelty of the authors' gesture, everything is
evoked".
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Question 7

Hansu Lee

(Incheon Catholic University)

In contemporary African art today, we are witnessing realizations also linked to the
concept of non-sculpture with a system of appropriation of materials from the imeediate
environment. Emptiness and adopts transparency add movement. These metallic materials,
textiles, plastics, wood in the same way as the void (which has become a material), sculpt
the surrounding space.

| feel like it is going with the global trend in the material aspect of modern art. | wonder
what strategies can be read for expressing African identity in terms of this format and
material.

What these artists have in common is the fact of immersing the spectator in cultural
realities that evoke memories and traces of life. And beyond this appearance and a
reflection on reality, "the work poses a debate on contemporary creation, at the antipodes
of the uncomfortable cult of identity cultivated here and there. Space, time,
interdisciplinary, pluridisciplinary, the object, the public, the novelty of the authors' gesture,
everything is evoked." The phrase "following an uncomfortable identity" sounds important,
so please let me hear a little more explanation about it.
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Abstract

Aesthetics of Paradox and Resistance: Lee Seung-Taek, 'Non-Sculpture'

Yisoon Kim
(Hongik University)

Seung-taek Lee is well-known for his avant-garde commitment to breaking away from the
conventional concept of sculpture. In 1958, he worked with barbed wires — a highly
unlikely sculpture material at the time — for History and Time his graduation project for
art university. In the 1950s, he presented everyday objects such as stone warp weights as
a sculpture. In the 1960s, his experiment with immaterial elements including water, fire,
wind and smoke began, which he described as “non-sculpture.”8> Lee's avant-garde and
experimental works caught the attention of many critics86), and have been the subject of
numerous studies. As he himself noted, “It's not an understatement to say modern art is
an experiment with materials. My non-sculpture is also an experiment with materials8”),”
this presentation will focus on Lee's non-sculptural experiments. In doing so, it intends to
follow his lifetime pursuit of non-sculptural creation, accompanied by fundamental
questions about sculpture. Lee’s exploration of unconventional sculpture materials draws a
parallel with Arte Povera of the West. He is unique and interesting in that he makes use
of non-traditional materials to build a sculpture in resistance to the traditional concept of
sculpting, yet tenaciously seeks to incorporate traditional Korean elements into his works.
This presentation sheds light on the correlation between Lee's works and Arte Povera
works and questions whether the former was intended to examine materials from a
philosophical perspective or link life and death and raw energy with cultural changes in
nature and mankind, with an aim to define the meaning of Lee's non-sculptural works

against the backdrop of the Korean and global history of sculpture.

85) Wu-hak Yun, /Interview with Seung-tack Lee the Sculptor of Counter-Concept and
Non-Sculpture, Space, July 1998, p.53.

86) Gwang-su Oh described that Lee's works “transformed the concept of sculpture from form to
status (Solo Exhibition Catalogue, National Public Relations Agency, 1971) No page number. Il
Lee, About Seung-taek Lee’s Non-Sculpture or Formless Sculpture, Solo Exhibition Catalogue
(Kwanhoon Gallery, 1988).

87) Il Lee, About Seung-taek Lee’s Non-Sculpture or Formless Sculpture, Solo Exhibition Catalogue
(Kwanhoon Gallery, 1988)
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Question 8

Saint Machine
(Changwon Sculpture Biennale2020 Participating Artist)

What's really cool about Seung-taek Lee's works is this feeling you get that he just loves
to play with materials and paradoxically this gives you a sense of the immaterial!

The way | see it, he is bending the properties of matter, using materials for their
transformative potential, and this reveals the dynamic processes that forms are part of. He
seems to zoom out and place those solid, stagnant properties of matter on a larger time
scale where things get dynamic, because you have a wider, more comprehensive
perception of things.

| would say that his work with transient materials like wind, smoke or fire is not as much
about dematerialisation but about using the dynamics of matter, a way to look at form as
an instance of a larger process. | think he is eventually capturing processes not forms.
Even his practice to incorporate already existent objects or structures in his works takes
me to the same idea of process. He shows the potential of transformation of those
objects, questioning the existing form and showing the progression of an idea.
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Abstract

Understanding the Meaning of Non-Sculpture through Examples of Expanded
Sculpture - Sculpture, its existence as 'Negativity'
In-sook Nam
(Dankook University)

Today's world is faced with a paradigm shift in perception, driven by changing
environments and advances in technology. Against this backdrop, many artists are
experimenting with different environments, space time and materials and offering new
interpretations. Rosalind Krauss noted as early as in the 1970s that the traditional concept
of sculpture cannot reflect ever-changing times and discussed how the changes can be
represented in the framework of “Sculpture in the Expanded Field.” As Krauss argues, this
is an overarching trend in post-modern practices, and therefore the new idea of “Sculpture
in the Expanded Field” can be understood as a summary of features found in sculpture
after modernism.The key concept of “non-sculpture” at the Changwon Sculpture
Biennale2020, too, relies on Krauss'ss perspective to question “sculpture” and
“non-sculpture” (see the official Biennale website). This study aims to provide one of the
answers by shedding light on Kohei Nawa's sculptures that defy gravity and embrace new
mediums as a formative element. In particular, it examines how far Nawa's works deviate
from the nature of a medium, seeks the meaning of such expansion and presents similar
trends with a view to delving deeper into the characteristics of the contemporary
imagination. Nawa continues with his experiment of blurring the boundary between reality
and fantasy in a surreal manner. He incorporates a modern digital culture into his work to
ensure subtle changes in perception are felt. Born in Osaka, Japan, Nawa studied at the
Kyoto City University of Arts and the Royal College of Art in London, where he brought a
different style to his work. He uses a range of modern synthetic chemicals such as silicon
oil, silicon carbide dust, polyurethane foam and epoxy resin to place his work somewhere
between the natural and the artificial. Influenced by the advent of pixels, the PixCell series
(2002 — present) enlarges or distorts the surface of an object to create a visually pixelated
effect. The circular, fractal-like patterns where the structure of an individual unit becomes
the structure of the whole affect spectators’ perception, dismantling or expanding the
contour of the sculpture.

Among Nawa's works, this study intends to focus on those made with highly viscous
liquids. Installations such as Force (2015) and Biomatrix (2018) rely on electric controls and
gravity to have spectators’ perception intervene in tensions created by resistance of highly
viscous liquids. The relationship between liquids and power such as gravity is also explored
in two-dimensional works such as the Direction series (2012). The study also introduces
and analyzes the works of his contemporaries that veer from the nature of a medium or
fully embrace new mediums or experimental formative languages.
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Question 9

Yuta Sugihara
(Changwon Sculpture Biennale2020 Participating Artist)

We're living in an era where artists are required to share their expressions that are
relevant in today's society in one way or the other, instead of expressing their own
individual world.

| read Kohei Nawa's interview where he mentioned that “modes of expression are found
by experimenting with materials and ways to fabricate them. When a new theme or form
emerges and connects with society in the artist's viewpoint, it constitutes an artwork.” He
was talking about an era where materials, fabrication methods or technology dictates a
work of art, rather than a message or a theme. This paradigm shift is accompanied by
changes in the concept of ethics or morals. With the Sustainable Development goals being
pursued in the international community, | believe environmental or ethical considerations
will increasingly be taken into account in the field of art. | think going forward, we will be
seeing a conflict between the concept of ‘rights and permissions to use specific material or
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technology’ and the sculptor’'s desire to express themselves. For example, there may come
a day when we will be permitted to use the human body (in parts or corpses) as
materials, just as stuffed specimens are used.

| would like to ask your opinion on how this shift in ethics and morals could impact the
field of sculpture.
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Abstract

An Inquiry on the Matter of Self-Identity and Dispossession in the case of Louis
Bourgeois
Sukyung Chung
(Cha University)

This presentation focuses on the semiotic indeterminacy and ambivalence found in the
works of Louis Bourgeois within the broader framework of non-sculpture, the theme of this
year's conference. It also seeks to attribute the two features to the formation of the artist's
self-identity and examine such formative and thematic characterization under the concept
of dispossession and theory of self-sufficiency by Judith Butler.

Bourgeois is well-known for her lifelong obsession with gender identity, which stemmed
from childhood traumas related to her father's infidelities happening under a family’'s roof
and her mother's helpless inaction. While the artist's fixation remained unchanged for
decades until her death at the age of 100, her works took on different styles, following
her changing thoughts on the same theme over the course of time. A closer look at the
changes in Bourgeois's works, therefore, reveals how she shaped her identity as a woman,
wife and mother in the face of the traumatic past. Maman (1999) is the culmination of this
identity formation process.

Her most iconic work does not seem like a typical non-sculpture, at least in its form. But
it is the result of years-long non-sculptural formative experiments and contemplations and
ironically an inevitable formative feature of her non-sculpture. As artists such as Anthony
Caro and David Smith expanded the horizon of modern sculpture by challenging the
principle of oneness - the implicit rule in traditional sculpture - single mass sculptures now
appear somewhat archaic. In the 1960s and 1970s Bourgeois, too, engaged in
non-sculptural works that dismantled oneness. But she later returned to single-form
sculpture-like Maman. On what grounds then can it be defined as non-sculptural?

The answer lies in the semiotic dismantlement of the traditional looking sculpture, a
process it undergoes as it is being experienced. As the linguistic signifier of a title and the
sensuous signifier of a form collide, the production of the signified is subject to
inconsistency, division, delay and sliding. This semiotic utterance internally breaks the
seemingly single-mass sculpture into pieces, destroying its oneness under the surface of
oneness and resulting in a semiotic non-sculpture. It is important that this process takes
place under the surface of oneness, for it resembles the status of our self-identity
including Bourgeois's. As Judith Butler, a philosopher of self-sufficiency, argues, we may
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look normal on the outside, but we all suffer deprivations and disruptions on the inside.

Butler noted the double sidedness of dispossession as the core process of identity
formation — the result of being passively deprived and that of actively choosing not to
possess. She strongly advocated the latter concept of non-possession in the formation of
gender identity in women. Maman demonstrates Bourgeois's successful attempt at
transforming her traumatic childhood experiences from deprivation to non-possession, a
process that inevitably involves the collision and sliding as well as the indeterminacy and

ambivalence of the signifiers.
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Question 10
Esther Stocker
(Changwon Sculpture Biennale2020 Participating Artist)

As professor Su-kyung Chung writes about the theme of non-sculpture in reference to the
artistic work of Louis Bourgeois, her obsession and research with gender identity, | want to
add that | think identity is anyhow the strongest subject to artists in general. All identity
of signs and forms are in the end related to individuals and only fascinating because we
are part of them and we can question them.

Identity is also a theme that often shows paradoxes as a form, as we cannot easily
describe clear boundaries of that concept without a more complex understanding. | can
strongly refer myself to the dismantling of the principle of one-ness. In traditional sculpture
we often have the impression that there is the one thing that holds the truth or at least
meaning. | guess that we can no longer accept that there is one thing holding the truth. |
think the concept of identity has much more become a structural or even fluid moment. |
think this is because we as individuals only make sense in relation to others.

| would like to refer to the term non-sculpture in a sense that forms revolt themselves
and that our minds have a need to escape the fact of gravity. Yes, the forms are
revolting themselves! These sculptures that | made, come from the expression of my
frustration, my anger, my despair, my revolt. They should show that there is an aesthetic
quality expressing this.

| like the scientific side of human kind, the analytical research, but | truly believe that we
cannot control everything. | am also very interested in existential thoughts, in abstraction,
in human experience. | try to combine these different ways of thinking, to show the limits
of the “perfect systems” that we create. | am convinced that we need to escape those
strict systems to be someone and to develop the essential parts of our individualities.

That is why | am interested in relations and forms. As only with negotiating them we can
suceed in our freedom and dignity as individuals. You could call it the “geometry of
existence”.

| have always tried to show order and disorder at the same time in my work. | was
working on this idea, building collages and models of spaces. | was looking at how the
rigid structure of the space interacted with anarchic or free open forms. | was struggling
with it, | wanted to look at it from a completely new angle but was not satisfied with the
results so | threw away some material and — as it is often the case — the crumbled piece
that | threw in the garbage looked better than the model | had made! That's why |
expressed: These sculptures come from the expression of my frustration, my anger.... There
is beauty in the process and in the destruction. | use a very strict pattern in these
sculptures  to have have a full contrast between the rigidity of the pattern and the
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crumbled shapes created by hand. Anyway, now | am somehow planning out my
sculptures, but the nice thing is that | can actually never completely control the outcome. |
can only assume it is going to look like what | have in mind. It is one of this cases in art
where we create situations that are at the same time precise and uncontrolled.
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