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IS A MAP

| am pleased to welcome everyone to the 12th
Seoul Mediacity Biennale THIS TOO, IS A MAP.
This year's edition reflects on the inherent
identity of the Biennale, which centers around
contemplating Seoul at a particular moment
in time through “media,” as experienced at six
different exhibition venues—Seoul Museum of
Art, Seoul Museum of History, SeMA Bunker,
space mm, Sogong Space, and Seoullo Media
Canvas—and fourteen Collaborating Spaces.
The diverse media assembled by the 12th
Seoul Mediacity Biennale (SMB12) transforms
into images, texts, people, encounters, stories,
and time dispersed across the city in the
process of creating a new kind of “map.”
Beginning in 2000 under the title
media_city seoul, the Biennale has consis-
tently showcased the contemporary and
experimental aspects of art against the back-
drop of changes taking place in Seoul and

FOREWORD
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its media environment during the past two
decades. Prior to this, three SEOUL in MEDIA
exhibitions held in 1996, 1998, and 1999 were
oriented toward representing the relationship
between the identity of the Biennale and that
of Seoul. | am proud to say that SEOUL in
MEDIA, which proposed the rapidly-changing
city as an art material and medium unto itself,
pioneered a new path in contemporary art
exhibitions by fostering artistic exchanges that
go beyond galleries, networks in the city, and
their exchanges.

The Seoul Mediacity Biennale has been
organized by Seoul Museum of Art since the
inauguration of its Seosomun Main Branch
in 2002, with each successive edition of
the Biennale providing a unique platform
for art creation that reflects diverse ideas
and activities which resonate with Seoul,
media, and time. The 12th Seoul Mediacity
Biennale looks back on the relationships and
explorations that the Biennale has realized
thus far and reestablishes a new vision of our
time by facilitating further experimentation.

I would like to express my sincere
gratitude to all the artists and contributors who
have shared their extensive creative inquiries
and conceptual processes. Thanks to Galerie
Gisela Capitain KoIn, Gordon Robichaux
New York, Greene Naftali New York, Lisson
Gallery New York, Misa Shin Gallery Tokyo,
Mendes Wood DM Séo Paulo, EAl New York,
and private collectors Andréa and José
Olympio Pereira for loaning artworks to the
Biennale. SMB12’s exhibitions and events are
made possible by our sponsors and partners,
and | appreciate the support from our long-
time corporate sponsors Hana Financial
Group and Hermes Korea, as well as our new
patron, Hanwha Life. | am also grateful to the
Seoul Museum of History, Kiaf, Frieze Seoul,
and Korea Tourism Organization for hosting
exhibitions and pre-Biennale events and
providing superb support with publicity.

Many of the artworks newly produced
in this Biennale wouldn’t be possible without
support from the British Council, Instituto
Guimaraes Rosa, and Embassy of Brazil in
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Seoul. We also owe a gratitude to our sponsors
LOTTE DEPARTMENT STORE, Embassy

of Italy in Seoul, EUGENE INVESTMENT

& SECURITIES, and Samsung Electronics

for enhancing the quality of the project. | would
also like to acknowledge The International
Coalition of Cultural Workers in Solidarity with
Ukraine (AWC), the 20th Experimental
Film&Video Festival in Seoul, Hyundammungo
Foundation in Seoul, 2023 KOREA ART WEEK,
and Norwegian art collective Tenthaus for
their cultural collaborations in producing
various publications and events to which the
Biennale team gave special attention. Lastly,

| want to congratulate Artistic Director Rachael
Rakes, Associate Curator Sofia Dourron,

and the 12th Seoul Mediacity Biennale team
who devoted the past twelve months to
drawing this map.

Eunju Choi

General Director
Seoul Museum of Art

FOREWORD
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About
SMB12

A9H

THIS TOOQ, IS A MAP, the 12th Seoul Mediacity
Biennale, is organized around ideas and
applications of non-territorial mapping. The
works on view seek to assemble realistic
versions of the borders, systems, and identities
guiding life today—from ongoing physical and
cultural displacements (and re-placements)
taking place worldwide, to seemingly invisible
infrastructures and media, to multisituated
alliances. SMB12 focuses on alternative
concepts of mediating and relating through
diaspora and migration, as well as the social
ecologies that are situated apart from drawn
territories. These practices can be connected
to the global relations that are conducted with-
in Seoul and the positions and references of
those willingly and unwillingly displaced, often
multiple times over, whether inside or outside
of the city and state. The Biennale proposes

ABOUT SMB12
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a reconsideration of how today’s social and
material networks operate amid a dynamic in
which so much of what controls daily life takes
place outside of territorialization. It looks at
systems imposed by or created despite nation-
al borders, including transnational solidarities,
underground extractions, and coded mappings
of data and infrastructure, as well as systems
of artistic and political communication. It
opposes the sense of rational clarity ostensi-
bly offered by Western cartography and looks
to the necessity of abstractions and hidden

or obscured language. It sees the current

and future world within these complicated,
necessarily unclear, multiple, and speculative
experiences.

THIS TOO, IS A MAP approaches media
as mediation rather than material. Accompa-
nying this proposition is a deliberate display
of all artistic forms and formats—be they
high tech, lo-tech, or no tech—that speak from
many different times and places. An emphasis
is also placed on mixing these forms and fos-
tering exchanges among them. In a moment
where digital and quantified life has become
ubiquitous and unavoidable, it seems especial-
ly critical to take up all possible technologies
at hand, even those that may seem arcane
by today’s standards. Tools and technologies
develop vis-a-vis all forms of communication
and entanglement—while there is no going
back to a supposed “simpler time,” that which
belongs to the past remains in the present.

SMB12’s main exhibition presents over 60
works by 40 artists and collectives. Along with
these exhibiting artists, dozens of practitioners
including artists, writers, scholars, musicians,
and performers contribute to live programs
that happen in person and online, in addition to
multiple publication projects. Expanding on the
Seoul Mediacity Biennale’s history of creating,
nurturing, and challenging networks, THIS
TOO, IS A MAP takes place across several
venues throughout Seoul, each of which pres-
ents objects and concepts that respond to the
Biennale and react to specific local and spatial
characteristics. SMB12 includes numerous new
commissions and performances alongside key

ABOUT SMB12

-
x
»

TR xR R >
R B WS =2
m oMo

2ol 2jo|3 A&
H128| M20|C{o{AE[H| A

SMB12 27

lor oz
b
M

-

M m o 1r >

>
N ooz

T =
>
=

R ]

ne Ju o o

s}

10

)

X

-}

o

Mo r™ r J

k1
gl
S

=

|, 22|13 YES 38t
RIAl3t0] HGE el X
€10/ AolLICh 22 TAl B4

i 372 SMB129} EM ‘|

r

IUIO

N
_

Jm

ol
=

[ rir

m
fujn

n

I

rlo

0

ol
ba

2

o
S

r =

]

o
o

IS A MAP 13

artworks from the past several decades,
which are configured to examine non-terri-
torial mapping through forms of abstraction,
extraction, displacement, and networked eco-
systems and social systems. The Biennale’s
venues are joined by an array of collaborating
spaces and partners that comprise waypoints
for navigating the Biennale and the city. On
equal footing with the works on view, these are
oriented toward connecting ideas to multiple
publics and aimed to reverberate within territo-
rial limits and beyond.

Rachael Rakes

Artistic Director
The 12th Seoul Mediacity Biennale

ABOUT SMB12
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Honoring Seoul Mediacity Biennale’s tradition
of creating new and alternative networks,
THIS TOOQO, IS A MAP spreads across multiple
venues throughout Seoul. Each distinct
location embraces objects and concepts that
respond to the Biennale and reflect unique
local and spatial characteristics. These venues
include SeMA Seosomun Main Branch,

the neighboring Seoul Museum of History,

the outdoor Seoullo Media Canvas, and several
underground spaces dispersed around

the city such as space mm and Sogong
Space—located in an underground shopping
center—and SeMA Bunker. Augmenting these
venues are a series of collaborating spaces
that share programs, postcards, guidebooks,
newsletters, and maps to offer additional
means of navigating the Biennale and the city.

THIS TOO,
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The largest manifestation of SMB12’s exhi-
bition and programs takes place at SeMA
Seosomun Main Branch. Spanning installation,
time-based media, painting, sculpture, drawing,
textile, wallpaper, and sound, the exhibition
explores the global aesthetics of the non-terri-
torial from physical and cultural displacements
and replacements, to “unseen” infrastructures
and media, to multisituated alliances. Each
gallery explores a different approach to
non-territorial aesthetics, including artworks
that make alternative maps, abstract history
and identity, re-present displacement and
migration paths, and communicate through
cybernetic and indigenous positions. Along
with the museum’s gallery spaces, its lobby,
courtyard, hallways, rooftop, Project Gallery,
and Crystal Gallery also present new and
commissioned works as well as special events.

SEOUL MUSEUM OF ART




18 o|A Al = THIS TOO, IS A MAP 19
1= First Floor S1  opuigIR=EE, <gEh ST ofLt et 70|, 71% A= 1)
ikkibawiKrrr, Earth Monument Anna Bella Geiger, Mapas
2023 elementares no.1
@ == @ oHlbA3 SeMA 7+ 1976
Artworks Information SeMA Cafe+ S2 0|xHo|, <of2|=L} 71E0|(as part of
Far West, So Close)> S12 OfL} '#E} 710]7, <7| % X| = 2¥)
£4 Jaye Rhee, Arizona Cowboy (as part Anna Bella Geiger, Mapas
Nursing Room of Far West, So Close) elementares no.2
2023 1976
S3 EIM Cio|&, <Lh= 1 7{2[of AKEICH3, S13 O} 2} 710]7, <71= x| = 3D
(&le] 24)> Anna Bella Geiger, Mapas
Torkwase Dyson, I Belong to elementares no.3
the Distance 3, (Force Multiplier) 1976
2023
S14 &2t AL hL|A, (OlET|o} HE)
S4 HY2 L= O 720 A&EC 3, Nolan Oswald Dennis, Atopia Field
(&2l Z4)> 2021
Kwon Lyoneun, | Belong to
the Distance 3, (Force Multiplier) S15 H§M, o] M2 Hox =l
2023 Hyunsun Jeon, Cross My Borderline
2023
S5 OFfAE|LL REHIOIE, <HIA| X1, 2012
<ANIA X2, 2023 S16 Z0fLL oL OfE, <OlOF7|9t =2HE)
Agustina Woodgate, Jumana Emil Abboud, Tales and
The Times Atlas of the World, 2012 their Fragments
The New Times Atlas of the World, 2023 2009-2017
S6 0| OfL|E, 2X| (<22 EH>SIM) S17 O Z2| =HAE|R], (2| 7|5]3=2] HESE
Guido Yannitto, Untitled (from the series Animali Domestici, Bangkok Opportunistic
Water Grammar) Ecologies
2023 2019
S7 0|k OLIE, 2| KE2 EH)S0IM) S18 OfL|Y2| TH|AE|X], <Hi4=7 Of2H=:
Guido Yannitto, Untitled (from the series & F 0l0F7>
Water Grammar) Animali Domestici, Down the Drain:
2022 Tales of Reptile Coordination
2023
S8 0|k OfLIE, (REH (B2 2EHSuIM)
Guido Yannitto, Yuchan (from the series S19 EI9A| Clol&, <RXIXIZ2I0HAISE AHIEls}7]))
Water Grammar) Torkwase Dyson, Kujichagulia
2023 (Planning Freedom)
2023
S9 HAH 127
Soyoung Chung, Drawing an Island S20 AR} 2|ERIFHIHIL] HEOL, (ZAELE)
2020 Sasha Litvintseva & Beny Wagner,
Constant
S10 HAY, <29.5¢> 2022
Soyoung Chung, 29.5 Days
2021
SEOUL MUSEUM OF ART | = FLOOR PLAN
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ikkibawiKrrr
Earth Monument, 2023

Soil. Dimensions variable

“Ground” Sound: Taehyun Choi
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

The audio track “Ground,” and drawings made for
Earth Monument are installed at the 3F Project Gallery.
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ikkibawiKrrr (Gyeol Ko, Jungwon Kim,

and Jieun Cho) develops visual research stem-
ming from their long-term engagement with
conditions of migration. The collective’s artistic
practice began in the late 1990s, focusing

on collaborations with migrant workers and
communities in South Korea, and has since
extended into explorations of the movements
of plants caused by industrial development and
the entanglements between plant and human
diasporas, industrial civilization, and natural
phenomena. In the Korean language, ikkibawi
means “moss-rock” and Krrr is an onomato-
poeic expression. Moss is a plant species that
adapts to diverse environments, including those
that appear otherwise uninhabitable such as
rocky ledges on mountainsides. It is exception-
ally resilient and able to survive under extreme
conditions, since it does not have roots and
thus easily reproduces, even when uprooted
from its place of origin.

A new iteration of Earth Monument commis-
sioned for SMB12 brings together ikkibawiKrrr's
past and present investigations. Three groups
of soil monoliths stand in the museum’s court-
yard, evoking a small town or newly developed
city, composed of a mixture of soil, debris, and
trash collected from the outskirts of Seoul's
satellite cities. Formerly home to industrial
complexes, these cities were also home to the
migrant communities that used to work in the
factories, which are now being replaced by
apartment blocks. As redevelopment has led
to the displacement of migrant workers and
dissolution of their communities, large plots
of trees—some of which are a hundred years
old—have also been uprooted, cut down, or
displaced. The transfer of soil that used to
connect communities and trees alike to the city
center speaks to the movement of human
and non-human individuals and communities
across the country, as well as corresponding
realities of migration and the bureaucratic
boundaries of life.

%] = FLOOR PLAN p.18
Mol INDEX p.202, 216
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O|xHo] Jaye Rhee

(O}2|=L} 7} HO0| Arizona Cowboy

(as part of Far West, (as part of Far West,
So Close)), 2023 So Close), 2023

Performance and Sound installation.
Approx. 10 min (performance); 8 min (sound)
Original song: “Arizona Cowboy” (1955,
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Q13 of2| ELt FtREO|'(1955, ML =t composed by Oh-Seung Jeon, lyrics
Zists) ZhA), B ol HE: 202, by Bhu-Hae Kim). Arrangement: BOHEME
CHAILE Bl ASIE} ofl Fejo], ZeT Performf-:‘rs: BOHEME, Drobotenko
HEOA Z2E A ALK Anastasiya, Estela Santana, Idertsog
HmRA B2 8 _%;' Dashnyam, JOO YOUNGGYU, Ye Won Kim
() Performance Producer: Jinyoung Shin
HEGA UFE o] 2] HAF HE0IA HolsH 4 9o, :.upporltec(i: by the 12tfhtﬁeoult'l\/:edla0|ty
252 TjY O 11A| 30EEE 95 1ATIX| O3 OiHoA iennale. Courtesy of the artis O|XHO|= H|C|Q, AFRl, HEMA So| Ij|E Manipulating physical and virtual perceptions
LA 4 ABLICH The performance schedule may be found in the Events E3f| UAto| ZHAO||M 227} QlAlsH= 22|F0|1 of everyday places, Jaye Rhee’s videos, pho-
section of this book. The sound ref;ording wil play JHAMOl oIX| HEAlS xEHst 1 AlXfje} UEFO|Bt= tographs, and performances explore and chal-
between 11:30-13:00 daily on SeMA's outdoor speakers. = = = ’ Ienge distinctions between concepts of reality
JHEo| AAHE EFRSICE, AlF| 27t A2 aojx T .
Heel 2AS e rpo i, - ;4_} 1 olaiz, and illusion. Her works combine elements of
o| 27} 2t O AE At .
2|0 Azte] S8t 22 248 S0 the body, space, sound, image, and the flow of
YYE HES2 7| 2y Moo Zt5E time to reveal gaps in memory, and fantasy and
CELia, ¢lofet A4t J2|0 HE 2t ot explore language and imagination, and seeing
AP 49| MIA|S EraBiCH and knowing.
S0 &= .
%ggf (Ol2|EL} 7}2E0](as part of Far West, In her performance Arlzona? Cowboy (as
s‘@ 22 I3 Z0| oixto ° part of Far West, So Close), which corresponds
Xon So Close)>= il 28 F¢l oizfo| o=z ; ) .
Ss% chel = ; ol ol to a larger ongoing work, a choir of foreign
A} IO & St 710l = = - . ,
pfglb,-l"é HiEE o2 i st gl el=elS0l singers residing in Korea performs the work’s
2 R2E of2| =Lt 0 BE HEMAO|C, eponymous song. Originally released in Korea
9% s S HM 215901 1955H0)| EE L2l ‘O2|Z=Lt  in 1955 following the devastation of the Korean
53 2 o= M2 2oto| sk "te 512 7tz War, it became the first Western-influenced
233 I'El _i |ooE|:|_|_£'|' =
E,%i ooz =2 gslo| zIshe o] AT Ala|0]C}. Korean pop song to enter the country’s cultural
§§§ JHAFS ‘DA MEO st 22IM2 MAE ma‘:nstream. I.ts lyrics re’!y on cllt::hed fa.ntaS|es
Zho SHat0f 7IcHo] o0, oS HE st Zxfste of “the American West,” reflecting the influ-
§§ 2 x= 25 aTul AT ance of the lingering U.S. military presence in
& OjZof JEFS BHABICt O le2flis SOHE + 8lE  postwar South Korea. The song also speaks to
S O|&stEl IpH%t Q2 X Q0lo=2 o|FE ZAEst the desire of several generations of Koreans to
. = ‘JgFg dast= st=20l E Q| Zato|| return “home,” a sentiment provoked by forced
ate Z7 9ic. displacement and longing for an impossible
return to an idealized past.
%] = FLOOR PLAN p.18
oixiol JAYE RHEE Aol INDEX p.203,216
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Torkwase Dyson
| Belong to the Distance 3,
(Force Multiplier), 2023

Plywood, metal, acrylic. Dimensions variable
Architectural assistant: Anoushae Eirabie.
On-site Production: Jo Jaehong, Yeom
Chulho, Jung Jinwook

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Kwon Lyoneun

| Belong to the Distance 3,

(Force Multiplier), 2023

Performance. 20 min

Concept and Choreography: Kwon Lyoneun
Research and Assistant: Kwon Yejin
Performers: Jun Bo Ram, Jung Ji Hye, Lee
Hye Sang, Lee Jae Rin, Song Myung Gyu
Sound design: Sert Jimmy. Photograph

and video: GLIMWORKERS

Supported by the 12th Seoul Mediacity Biennale.

Torkwase Dyson
Kujichagulia (Planning
Freedom), 2023

Wood, graphite on paper, plexi, ink on paper,
acrylic. Dimensions variable

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

TORKWASE DYSON, KWON LYONEUN
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Torkwase Dyson’s work is informed by the large
and small ways freedom is expressed and new
worlds are imagined in opposition to the tangled
violences of environmental exploitation and
systems of oppression.

Questions of movement and scale are
present across her work employing sculp-
ture, drawing, architectural planning, painting,
performance, animation, and writing. In Dyson’s
practice the poetics of improvisation and acts
of embodied refusals are expressed through
lines and geometries indelibly tied to space
and perception.

Dyson focuses especially on the history of
Black spatial liberation strategies in the context
of American life. Her seemingly abstract works
question form and space from the perspective
of the experiences of black and brown bodies.

In a new installation work, Dyson has
conducted a research process that continues
her long-running, large-scale formal architec-
tural series. | Belong to the Distance 3, (Force
Multiplier) merges these enquiries with an
investigation of Korean “post”-colonial and
intergenerational infrastructural and environ-
mental violence. Along with a human-scaled
sculpture referencing joined spatial forms of
these traumas, turning the shape language of
colonization into abstractions to be embodied,
Dyson has collaborated with Seoul-based
choreographer Kwon Lyoneun to create a new
series of performances bridging the histories of
Black and Korean environmentsal life.

Complementing and witnessing the work,
research, and formal attributes of the new
sculpture, Dyson has assembled an installation
consisting of drawing, writing, and objects that
have been made in part in the artist’s studio
in Beacon, New York, and part in-process while
in Seoul. Kujichagulia (Planning Freedom) comes
together as a mental map of a broad range of
research, of the act of sketching and drawing
from long study and immediate impression.
They are deconstructions of the components of
Dyson’s large sculptural work here, and elabo-
rations of its connected readings, observations,
writing, and formal experiments, as well as the
process of her practice as a whole.
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S @ O} AE|L} REHO|EQ| 01|$’51 482 X2zt MX|,  Through sculpture, installation, public interven-
TE WY, AFEH A SEHE, Hl0|E{ Q| Tt Jtas tions, social interactions, and data development
= o = A and manipulation, Agustina Woodgate’s
o : £of 2uel 4= T o1z}, 3 714, 2 '
OI':rLﬁEl L-l' —|—E7'I| olE Agust|na WOOdgate A Zho] B H1§}: cajuym ’_":ﬁf" o170} practice foregrounds research and processes
+ 2= L H5yoorm &2 i
H that reveal and seek to change the relation-
q 2 =709
<k”7:" xIE>, 2012 The TImeS AtIaS Of 2HY0) 7|2HS S Sln. ships between infrastructure, information
202 ML5t 550%2] X|E. 46 x 63 the World, 2012 MEH MEO0IE CHAA X =) %7t technologies, and the power systems that
o o == O] =
== B2 cm 20124 & (7 X|E)E SLHOZ Mol K| configure daily life.
A7t R R0l = 20t0l2| A HEZ MG 850-page hand sanded Atlas. 46 x 63 cm a2|7|9t 7]20| Bt M2 AHARIS HOIEC} The New Times Atlas of the World takes
Courtesy of the artist and Barro, Buenos Aires QIxte K|} Aol TO|X|2 AtEE 22X 27}, the artist’s 2012 work The Times Atlas of the
- World as its point of departure to reimagine
4 = Shxi
<A|—|k”7:" IIE>! 2023 The NeW TlmeS Atlas =8, BAH AL, F2 A=03 S K|==H notions of mapping and technology. The origi-
MHE 2 550% F&el X=HOIC Hte nal work comprises a 550-page atlas in which
ZSRE XS Ho|x| B2, A%, SR ABIX|R x| Ee| Kool 2= EAEo|T & b pad
;M A T ’ ' Of the WOI‘/d, 2023 HAURH Kol Kelxel FAIS FHO0|L E the maps and indexes have been sanded down,
MMAARL M 37] . . Hl A|ZtEto 2 Mehst0], M71o| X|E5to 2 2 E] thereby erasing their cartographic represen-
Al A3ZEQ} 0|0|X| 4 AJAE JHE: HOtF|O| Custtom autom?hc pagie fl|pl:§).er, scannef, o Ersla 2 W(okstm, ChOFEQl X|=27|o| W& m tations of nation-states and borders, political
FETAF| 3D PYUD FHEIA; 20t pgyx,  CUSIOM generalive system. Limensions variable 152 Z7IAl7ICH markers, and landmarks. By reshaping the arbi-
o|Me, M7| C|xtel: 7ide| et 27|o} Al Resear.ch and Gem.aratlve Systgm Develop- Ol HALtZo M S ME| "HZo trary demarcations of colonial mappings into
ment: Btazej Kotowski. 3D Modelling and [ oM AHEA 2ME ZHEQ : !
1235 A 20|C|0{A|E|H|AL|, Eoj|.AOL0|H A . o S o C an abstract and muted visual field, Woodgate
= » THSE— —  Robotics: German Pérez, Sungeun Lee Mx|0le X =ME K52 HAHFE= 7| &Rt roposes an unlearning of Western geoaranh
HtZ 3! OfE O|=7|0j|H| = 23t ®IZ X2 Electronic design: Gabriela Munguia SUKFO| AR X OICH R4S ATHSIE KEE AFNL- prop 9 geography
N N N - : o A0l AE H OiL} S AWSHE KF AATE  that facilitates alternative mapping experienc-
A7E % F0l=20t0lE| BE R Supported by the 12th Seoul Mediacity F7tEIQICE ol} 22 AlS s E72 At es and explorations.
Biennale, Barro, Buenos Aires, and Adam SHAVSHS TTL0|X} Dj7H7} Sl X| 9 SAICH New additions of a mechanical page
Mickiewicz Institute. Courtesy of the artist ~ i d . |
) 7|20| od5te ZbEsIC) X7 X|£o| o|Ojx|2 ipper and automated scanner continuously
and Barro, Buenos Aires o scan the book from cover to cover through-
AMBH, AT ET} EASIE|TA 0[0|X|S ok from ¢ Brithon
MASH AlZiOrO] AHX] Zo D SxtE| X out the exhibition period, further highlighting
o= = =1 _I_E
= °‘_’h— i °':| 4T So= HYE 7E8 the role of maps as tools and contemporary
siiAISCt Z2ISt CIOJE Ao B 2{do= YyE technologies as agents in the distribution and
ST S22 ATZUE 25l AlLsHA HE =, imagination of the landscape. As an image
0|2t Ze NHe A= AtEZ 2R E S2|H of an erased map is scanned, a script activates
X|=0f HHet2 22 71Ale| 2SS RAlsID tc.) interpret its structure, extending into a
gnzso B AIBHCE O|2i3t HsI= S 2ajxiol X|2|ato| hidden layer of the neural network respon-
;g":ﬁ% OML|2t Z7F 2ot Sa|of 25+ O17ko] O[37IX] sible for image creation. This hidden layer,
0“ f‘;%ﬁ% e= e = e s e molded through deep learning on an extensive
< = A =
EIH; pl Qg5 0|RO{TICt 2012\ AtRte] 202 BHE dataset, is continuously transformed by the
$EPR H|Z grAlS odsisto] MAIEl o] ZHES O 04 script, in a way that echoes the sanding of
rE AloiZ=o| dizko| C{A0| Ol & 4= U= K22t the physical map, eroding and reshaping the
eSS ZAE JE 0| ool Afo|2 97|.I— Ol AbAbT} virtual represc.antations. These changes reflect
% %—53’2— AZat sHa 0| ZBHIEA MO ZEt MES not only phy'/su:al geography but 6..|SO human
<5 55 ol0|X|2 HoiEL understanding of space, boundaries, and
6z g 58 = = divisions. This system reverse-engineers the
®©° 8
3 0% operation done by hand in 2012. It renders a
e i %§ new image of the world that is no longer an
3o
%ﬁ § object of colonial expansion, but a combination
ER 3 of artistic imagination and neural net learning,
a an interplay between tangible geography and
the territory of abstract concepts.
%] = FLOOR PLAN p.18
Ol AE|L SEH|O|E AGUSTINA WOODGATE Aol INDEX p.200, 211
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Guido Yannitto
Untitled (from the series
Water Grammar), 2023

Sheep's wool tapestry. 200 x 126 cm
Weaver: Eduardo Casimiro (Community of
La Sala, Luracatao Valley, Salta, Argentina)
Supported by the 12th Seoul Mediacity Bien-
nale. Courtesy of the artist

Guido Yannitto
Untitled (from the series
Water Grammar), 2022

Sheep's wool tapestry. 255 x 245 cm
Weaver: Fernando Rueda (Salta
Capital, Argentina)

Courtesy of the artist

Guido Yannitto
Yuchan (from the series
Water Grammar), 2023

Sheep’s wool tapestry. 250 x 202 cm
Weaver: Fernando Rueda (Salta
Capital, Argentina)

Courtesy of the artist
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Guido Yannitto, Untitled

(from the series Water Grammar), 2023.
Photo: Cecilia Lutufyan and Ivana Salfity.
Courtesy of the artist
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Guido Yannitto explores tapestry as a medium
and a technology. Through collaborative work
with individuals and communities, he considers
the material, conceptual, and affective possibil-
ities of weaving as he experiments with notions
of tradition and history, genealogy and identity,
and transmission and translation. By combin-
ing collaborations with weavers from Salta,
Argentina and industrial techniques, he works
through the entanglements between hard and
soft technologies as well as between ancestral
and contemporary histories and languages. As
a result, collisions between human misunder-
standings and digital glitches are central to his
pieces, which serve as unique expressions of
bodily and machine memories in a particular
time and space.

In his Water Grammar series, Yannitto
traces water landscapes and hydric maps of
Salta in collaboration with three local weavers.
Between cartographic representations, individ-
ual imaginations, and digital distortions, these
works become abstract signifiers of historical
struggles for land and resources. The artist
and the weavers tap into local myths such as
that of Yuchan, the origin of all the rivers of
the region and keeper of its waters and fishes,
while also delving into communal conversations
around territorial conflicts. In Yannitto’s works,
colonial representations of the American ter-
ritory are re-imagined through a convergence
of contemporary and ancestral abstractions,
using a language that expresses claims for
territorial justice and the poetic inheritance of
the Argentine North.

H{X|%= FLOOR PLAN p.18
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Soyoung Chung
Drawing an Island, 2020

Single channel video on plinth. 5 min 33 sec
(video, loop); 50 x 122 x 79 cm (wooden box)
Courtesy of the artist
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Soyoung Chung’s practice carefully studies
the minor and discarded remnants of life
forms—objects, crumbs, traces, strata, and
peelings—that she encounters and collects
amid her day-to-day routine. Stemming

from her focus on organic materials, geology,
the cosmos, and geopolitics, Chung produces
research-based installations, sculptures,

and videos that observe the forms of these
phenomena on spatial and ontological levels.
Her works explore formations of placeness
and boundaries by considering the ways

in which these notions unfold in ecological
and civic life, thereby shaping our approach to
navigating the world.

The video installation Drawing an Island
assumes a bird’s eye perspective of a ship con-
stantly turning clockwise while dragging a rope
behind it, which causes the ocean’s white foam
to appear and disappear. The video invokes the
geopolitical and mythical status of leoh Island,
a submerged rock located in Korea’s Southern
Sea that is also claimed by China as a part of
its Exclusive Economic Zone (EEZ). Thinking
between the political complexity of space and
its portrayal as a mythical utopia, the work
explores the intrinsic tensions that suffuse real
and imagined notions of place, as well as the
impossibility of their resolution.
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S {29.5Y)>2 X| 712t E AlO|0f| M tHSlsH= 0] 29.5 Days is a project that thematizes tides—
w2t Shafx|= si4me| =0 - OrEQ} ZHERO0| oceanic changes in water level generated by
x| AOf SO oun Chun 245t THZO|CH EHHs 7hE 0 74 =S Jh 9 the f':uctuat':ng grawtaCtLonal for|<|:e bet\-NeT;: the
S-S ) g g So| Bxi0] AT o] 27t HEHE Sa|2 ea:t -T;c:t e mofon. t ufng co :ct: t|:a att
ol ElEm OalEn _ = soil with traces of water from which she casts
<295 E>s 2021 295 DayS’ 2021 FHAota RE[YEHS ChAl AISAIZ 23 glass shapes that are later cast into a mix
23| Asiot HHOA TS KIS OfZA| Glass, mud from the west coast, epoxy, UKo HHAYSH0], Gt HITE AO|2] AlZte] of tidal flat soil hardened with epoxy. These
T: ) I 2 = T aluminum. Dimensions variable A7} X1 FEOX|= BHS Mut = objects are displayed on shelves in between
or= L H: . .
2=0lE. 7Hd 37| Supported by the 12th Seoul Mediacity It 20|15 2o 7P4 1 Ho{X|= AlzZte aluminum plates at intervals that refer to
H123] M20|C|{AE[H| AL = x| Biennale. NRHAS BHICH o Sxbste OHFSS space-time coordinates, creating a landscape
ZIH N2 Courtesy of the artist sfoh X|oint ZAS HMSHE X7, o 20| where the boundaries of time between land
Aad HEISHe Al 21T A7k =79 Zte and sea are blurred and reversed. In Chung’s
AS3HM Hatots G, J2|n AlZh F7|9f 22 treatment of these objects, they become
Aol MEIE +Est 7|'Este Hte| olEX conglomerates of her practice of collecting
S UZo| ‘HEHM'EM BO{ELCL and commemorating time and its cycles, as
well as the shifting states of the earth, moon,
and water that constantly shape coastal
territories and landscapes.
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Anna Bella Geiger
Mapas elementares
no.1,1976

Video (black and white, sound). 3 min
Courtesy of the artist and Mendes Wood DM,
Séo Paulo

Mapas elementares
no.2,1976

Video (black and white, sound). 4 min 16 sec
Courtesy of the artist and Mendes Wood DM,
Séo Paulo

Mapas elementares
no.3,1976

Video (black and white, sound). 3 min
Courtesy of the artist and Mendes Wood DM,
Séo Paulo
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Anna Bella Geiger is one of the most prominent
artists working in Brazil today and a pioneer
of conceptual and video art in South America.
Throughout her career, she has worked in a
diverse range of mediums including painting,
printmaking, drawing, sculpture, photog-
raphy, photomontage, photocopies, video,
and pedagogic practices. Through multiple
languages and materials, she has affirmed her
commitment to critical rhetoric and a feminist
exploration of the world, beginning with infor-
mal abstraction in the early 1950s and evolving
to engage with representations of the body
and the self, as well as Brazil’s history, cultural
identity, and political struggles.

Since the 1970s, maps and geographies
have occupied Geiger’s work. Informed by
her experiences as a migrant and a subject to
state violence, Geiger developed an interest in
subverting the descriptive meanings of maps
and transforming them into ideological prop-
ositions. In the series Mapas elementares 1, 2,
and 3, the artist’s naked torso can be seen as
she draws maps of Brazil, appearing alongside
other recurring elements such as geometric
grids, distorted planispheres, and anamorphic
outlines of South America that become a
crutch, an amulet, and a woman. These works
are a testament to Geiger’s critical reflection
on social, political, ideological, and cultural
realities, sustaining her long-standing quest to
rewrite an inherited world order by transform-
ing the meaning of territory itself.
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Nolan Oswald Dennis
Atopia Field, 2021

Floor diagram. 500 x 750 cm

Carpet Production: Yann Carpet, Seoul.
Commissioned by Palais De Tokyo and
supported by the 12th Seoul Mediacity
Biennale

Courtesy of the artist

Nolan Oswald Dennis explores the material,
metaphysical, political, economic, geographic,
and geologic conditions of African decoloni-
zation and black liberation, or what they call a
“black consciousness of space.” These ideas
materialize in diagrams, drawings, and models
that use scientific and technical languages
to reveal and obscure the hidden structures
behind the alleged rationality of Western
knowledge and its means of circulation. Dennis’s
diagrams negate notions of rationality by
reconfiguring meanings and relationships that
spark new political and spatial imaginations.

In Atopia Field, Dennis uses the diagram as
a tool to trace imaginary geographies of colo-
nial space. They map imagined or propositional
territories, nations, and cities drawn from the
histories of Pan-African liberation and diaspora,
which are situated in the format of a legible yet
ambiguous diagram. By displaying the work
on the floor and allowing people to walk or
lay on it, Dennis imbues imaginary space with
physicality. In so doing, they aim to create a tool
to remap via African socio-political imaginaries
and assert other possible territories for collec-
tive habitation.

NOLAN OSWALD DENNIS
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S @ HaMo| glst= X|Hi= QI Aof, He|, A7t Hyunsun Jeon’s paintings convey a synthesis
A5t Lol JHE S 2 &5k 5H7LY, of the linguistic and non-linguistic by exploring
= T7H0] 9 2E N|7|5He B2 HIAIS EFl5}0] the ways such categorizations are blurred,
IO* _'3\ = CTTr o= o& i . - . .
|_-I |_:I |_-I HyU nsun Jeon of0{={ol 74T} H|olojxol ZHo| A Morstc and guestioning notions of authority implied by
H - dominant language, definition, or border-
M2 L O 2H0FE TR ZHH AL CEIE AR S e a ’ '
<0| |_-I = IZIO-IE EH>, CrOSS My Borderllne’ DtctOl= BT A2 AN AEE met line. Populating her panoramic canvases are
= = ol -
2023 2023 o2 Yetel ZYOIL e 2QEX|Z 0|R0T fragmented scenes that adopt contrasting
2HE 2Zo= MAN QICt Chst w9l perspectives and juxtapose various geometric
HEH AOf o, LER =, 220]5 AEE Wate_rcolor on canvas, wooden frame, AHEMOD HEHE A2 QAES EXN ZHO|L} shapes and everyday objects. Although such
337 % 728 om (2 112 x 1455 om) auminum stands. 337 728 om Rio1 B4R/ ErUEt SHAJ0 BOIR| 947, F4ym  elements rendered in multiple color spectrums

HE AZYR ME: WAM

H128| M 20[C|0{A|E[H| A HZf X|

It M3

(112 x 145.5 cm each)

Stand production: WAM

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Oft HjQli2floll A MEA M0l =3t

may suggest particular landscapes or natural
phenomena, they do so via a language of ab-
straction that intentionally evades any singular
point of reference and instead delicately taps
into several overlapping ones. The resulting
works attempt to recover memories from frag-

M| ZEZ (0] MS HO|E )= 7|5FeHA AT} ments that point to the fractured and non-linear
§$E HSH 2 Ho2 0IT0fT] ofe| WA A7t 204 natulfg:ohsiztl\cjlr; ggfdlziaf;i/ivt:ejlon‘s new instal-
mjo = =. = ’
g% OH_I'Q_l o OIDIXE_ Tt 2zl ?_H_H-I_éé lation at SMB12, recurring motifs of geometric
;Q Ol FYS M2 ZXMX|HLt 0L HiX|5H04 green and brown shapes are scattered across
%g A LR SO (IAES HalSi o|et 22 multiple canvases that constitute a single
’ S M| AZtH 15 gl Z Ao 25t Q2fE large-scale image, each positioned such that
; g §°.§I 5|519t TISHALE Hi Ao 1, 223 X|E2| JHEe they overlap and divide as a means of invoking
MiE eitio, A=l naz am g e
%%g 2 Ol 20t SHOI= K7IKIZ shAIC, scientific history of landscapes as backdrops
gi or static entities, Jeon’s paintings embody an
2 § outlook that interprets territory as an animate

and mutable organism which exceedss rational
imperatives, anchoring them in time and space
through a combination of painting and mapping.
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Aol INDEX p.203, 215
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Z0OiL} offH ofR = Jumana Emil Abboud

{0|0}7|9t =ZHE), Tales and their

2009-2017 Fragments, 2009-2017
10 drawings. 45 x 45 cm; 53 x 61cm;

EE2Y108. 45 x 45 cm; 53 x 61cm; 36 x 51 cm each (4 pieces); 34.5 x 50 cm;

2} 36 x 51 cm(47); 34.5 x 50 cm; 116 x 69.5 cm; 30 x 41.5 cm; 45 x 29.5 cm

116 X 69.5 cm; 30 X 41.5 cm; 45 X 29.5 cm
Single channel video and 3 drawings.
'.:_H‘H'é H“:'QQI‘ EE%' 37& S-E(qug, E.LPEXH*QH); 8 min (video, |00p); 75 x 105 cm; 80 x 120 cm;

75 x 105 cm; 80 X 120 cm; 56 X 76 cm 56 x 76 cm

5 olive wood sculptures. 46 x 30 x 20 cm;
S2H LI =2} 58. 46 x 30 X 20 cm; 16 x 17 x 6 cm each (2 pieces); 18 x 10 x 6 cm
2t 16 x 17 x 6 cm(2F); 2t 18 x 10 x 6 cm (2&); each (2 pieces); 24 x 10 x 5 cm; 26 x 16 x 6 cm
24 x10X5cm; 26 Xx16 X 6 cm

Collection of Seoul Museum of Art. Courtesy
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Jumana Emil Abboud creates works that dwell
in individual and collective narratives of dispos-
session, loss, and resilience rooted in the Pal-
estinian territory. She weaves together folklore
and contemporary accounts to create draw-
ings, videos, performances, objects, and texts
exploring sentiments of longing, belonging, and
separation that emerge from connections and
disconnections to the landscape. Rather than
relying on nostalgia to manifest these ideas,
she proposes a reimagining of the landscape in

the context of human and non-human relations,
thereby illuminating the deep connections

’ between land and memory.
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a The works presented by Abboud at SMB12
E7H= S| AEFRIQ| 012 X[ 25 A|2t §=i50] include drawings, sculptures, and a video
ot o MARZR 2XOZ 0J AR K| M[&lo] 520 produced between 2009 and 2017. During that
AME|T QXL X|YZ 20| FA0 Ee[md-’ she wo:lked Wlth- co:ﬁr:ugltles.acrois
251 0|0F7| 2 AFIBI0IC) SHAEl THES B alestine to collect stories linked to sites o
- sacred waters that have been lost, forgotten,
719, AE2|EY, ddo ST e, or erased over time. The resulting works
X|=sto| $HA1E F s, Eal|AErR! Ha| collectively unveil a depiction of Palestinian
HYEX X|=& =2{HCt lands that invoke a space of memory, storytell-

ing, and imagination.
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Animali Domestici
Bangkok Opportunistic
Ecologies, 2019

Print on acrylic fabric with embroideries

300 x 300 cm

Collaborators: Dew Tikumporn Panichakan,
Matteo Marabelli, Pinn Phunnara Prachuabmoh
Realized with the support of NTU Centre for
Contemporary Art (CCA), Singapore. Courtesy
of the artist

Animali Domestici
Down the Drain:

Tales of Reptile Coordi-
nation, 2023

Print on acrylic fabric. 125 x 400 cm
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist
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Animali Domestici (Alicia Lazzaroni and Antonio
Bernacchi) is an art and design duo whose
projects traverse distinctions between the
quotidian, and abnormal, and the dichotomies
of the human and non-human through an
experimental and speculative process. They
explore ecology from perspectives of systems
theories, design, anthropology, and craft. Their
resulting crafted works are often situated in
the ecological and relational process of users
and materials coming together in alternate and
inclusive manners.

Bangkok Opportunistic Ecologies is a tex-
tile piece that reproduces Bangkok’s urbanity
from a python’s perspective. The dominant
visual language in the work is based on the
research on the painting techniques, major
color schemes, or spatial designs in traditional
Thai murals. The project also portrays diverse
ecospecies other than the python, as well as
relations with and around it—the switch of
perspective urges against anthropocentric
strategies and human exceptionalism.

A continuation of previous work, Down
the Drain: Tales of Reptile Coordination is a
reflection on the role and potential of anecdotal
and analytical mapping, focusing on environ-
mental relationships through a methodology of
fieldwork based on direct observation. Bangkok
urban pythons are again the leading figures to
disentangle and defamiliarize a context made
of failing infrastructure, logistics of displace-
ment, agile feral ecologies, intertwined human
and non-human stories, and popular beliefs.

As a consequence, the mapping makes use of
transcalar methods, multi-temporal awareness,
and plural perspectives to come together in the
constructed space of a visual document.

H{X|%= FLOOR PLAN p.18
A0l INDEX p.201, 211



[y} OfL| 2| EHIAE|X|, (4=2| Animali Domestici, Bangkok

0 713132 MEelsh, 2019. Opportunistic Ecologies, 2019.

=L HS Courtesy of the artist
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Sasha Litvintseva
& Beny Wagner
Constant, 2022

Video installation. 40 min

Produced by Sasha Litvintseva & Beny Wagner

and Guillaume Cailleau. Installation produced

in collaboration with Isabel Ogden and Matteo

Mastrandrea (OBSCENE)

Supported by Medienboard Berlin Branden-
burg and Beauftragter der Bundesregierung
flr Kultur und Medien. Courtesy of the artist
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Since 2018, artists Sasha Litvintseva and Beny
Wagner have worked collaboratively to produce
videos and installations that investigates the
body and its surroundings, study knowledge
regimes and power, and apprehend modes of
organizing and perceiving the natural world.
Constant explores social and political
histories of measurement. The film deals with
three shifts in the history of measurement stan-
dardization, from the land surveying that drove
Early Modern European land privatization, to
the French Revolution that drove the Metric
Revolution, to the conceptual dematerialization
of measurement in the contemporary era of
Big Science. Each chapter traces the relation-
ship of measurement standardization to ideas
of egalitarianism, agency, justice, and power.
Much like maps, measurement systems
produce abstract models of the world. By sub-
stituting qualitative experience with quantitative
data, they propose and reinforce the ideolog-
ical promise of accurately capturing the real,
only by neutralizing other modes of knowing
and being in the world. The film engages with
measurement systems at their edges, where
their logic falters and turns into something at
once absurd, violent, tragic, and comic. Using
a variety of image making tools, from photo-
grammetry to 360 degree cameras, live action
footage, and diagrams, the film shows that
images themselves are measurement systems,
while simultaneously revealing the ubiquitous
presence of experience beyond measurement.
For the exhibition at SMB12, the artists
explore themes from the film in a new
multimedia installation composed of three
main features. On entering, viewers encounter
4 LED light bars that divide the space, with
the two in the middle marking the standard
meter. Facing the light beams is a reproduction
of a comic Little Sammy Sneeze by illustrator
and animator Winsor McCay from 1905.
A large vinyl cutout crosses the entire floor,
referencing one of Zeno’s Paradoxes, an
ancient thought experiment on the infinite
subdivision of a distance by halves.

H{X|%= FLOOR PLAN p.18
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S21 A2 02, Sanou Oumar
<6/15/20)
2021
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Elena Damiani, Brighter than the Moon
2016
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Channa Horwitz, Orange Grid
2013-2023

S24 xIstd, (oM 22D
Theresa Hak Kyung Cha, Mouth to Mouth
1975
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Steffani Jemison, Untitled (Rough
Projection)

2023
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Shen Xin, " ﬂq ‘Vg'N3Y3| [The Earth
Turned Green]
2022
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S$28 Atke2 202, Sanou Oumar
1/7/21>, {11/20/21>, <12/3/21>, <12/14/21),
A2/15/213, <12/21/21>, <12/22/21),
{12/25/21),<1/3/21),£3/3/22),{5/28/21),
{6/30/21>,{03/01/2022),
2021-2022

S29 52t QALE H|L|A, <O|AJH|HIL])
Nolan Oswald Dennis, Isivivane
2023

S30 J2IAE SRS HEY, (EBlo| EH(FESN)
Christine Howard Sandoval,
Surface of Emergence (diptych)
2023

S31 ot} of2|o} Oto|&2| e, {Série Indicios
[EHM %]
Anna Maria Maiolino, Série Indicios
[Indexes series]
2000/2003

S32 "Xl EXT (45t E)
Tenzin Phuntsog, Pure Land
2022
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S @ AR 202 A MElst= FAT}F AMAo| In his drawing practice, Sanou Oumar uses
XEE 1a2|7| 9ls LAA 21 & £ Q= readily available materials such as paper,
AI‘h; o of |_ = S =29l Zo|, ®, a7, J2|1 =Ho| 7|2 Q49 pens, and mark?rs as'well a§ thc'e foundational
T T -l— anou Oumar X M oS AlZSICH 0| K=o Satste elements of art including point, line, and plane
e s = to produce abstract and imaginary mappings
<6 / 15/ 2O>1 2021 6/15/20’ 2021 Y, Bk, Fe, YA 2 A REEE of fhe world. Recurring motifi of cﬁrculzfity,g
By M|, 74 27| Wall covering. Dimensions variable gtHoz ?7 tel 1'3@'*15—1‘/—‘7"3: if‘z-r—J:gI'-} E._% répfatition, c.ombination, and ejxp.ansion re.flect
} Supported by the 12th Seoul Mediacity Biennale JHEol 2tst BAE Hdeta, CIE stHo R his interest in geometry, continuity, and dimen-
M123| ME0|C|oAlEH| 2] JI= x| Courtesy of Maharam Digital Projects SN A2t 2Fo| aEtotas Hotle sion while evoking a Buddhist mandala, which
Ofsie CIXE Z2HE NS aiCiElE ofApA|ZIC) serves as a model of the heavenly world and all
wiX| SIS b} C2ole BEMES xHlo| creations in the universe.

_ _ _ L The transposition of his drawings into wall-
7Iotermel e, A, Bhs, Aol MA= Zohptct paper invites viewers to enter the artist’s world
9| S5 A Aol Dlsae| Hol2hs BHYE o geometric shapes, colors, repetition, and
SIS HoLt Z7te| LHO| o[5St AlSZt, circularity. Expanding to the museum’s walls,
LIOf7t FAHE 0|1 RSoE H0o{o| EF LT} LYK EI the artist’s inner understanding of space and
2ciel—2a| Alnl QAo| ZEIEl X|E5F Okl A time as well as the ways in which he inhabits

xX|olo| 7S A S K0} HO|E XX Moz the world coalesce into an embodied paradigm

that explores abstract and obscure languages,
navigating displacement while locating possibil-
ities of movement within the rigid cartographies
of our colonial inheritance.
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Elena Damiani
Brighter than the Moon,

2016

Single channel video projection with sound
8 min 16 sec. Courtesy of the artist
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ELENA DAMIANI
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E4g Folsich X|FstH gmet AZte| 37|18
Etste SE2 aliyo| ofst ma 4|, Ztztof|
o5t Q14| HkA| Sof 2hst X|uiF ol S0 o2 S
H|7|5H, A2tz FAo| mXtE sl 02 W
HMo| ZEE 7H5H S AlAbsiCt

IS A MAP 61

Elena Damiani’s practice traces routes to

the social and spatial present by critically en-
gaging with scientific archives related to fields
of knowledge such as geology, archaeology,
and cartography. Damiani reworks found
materials including books, photographs, video
footage, and public records, as well as

a variety of stones and minerals. These mate-
rials are extracted from their original contexts,
transformed, and presented in new configu-
rations—collages, prints, videos, installations,
and sculptures—that posit fixed notions of
time, space, history, territory and knowledge
as psychological constructs, unfolding

new memory paths and non-linear narratives
of planetary history.

The 8-minute video Brighter than the
Moon is composed of found footage of
near-earth objects sourced from ESA and
NASA, which are cross-spliced with micro-
photographs of meteorite samples found on
Earth. Images of asteroids, meteorites, and
comets are only partially shown in this work,
comprising a multi-scalar collage that includes
large surfaces as well as microscopic details
from outer space, thereby merging both into
an undefined mineral landscape. By exploring
the magnitude of geological scale and time,
Brighter than the Moon questions dominant un-
derstandings of planetary dynamics, represen-
tations, and modes of sensing, and proposes
a multiplicity of parallel realities of intersecting
times and places.

B X|%= FLOOR PLAN p.56
Mol INDEX p.202, 214
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(QaEIX| J2|5),
2013-2023

S} HEEH AX|, 24X} 25| #X|Q 242 =X
Ct2}8d. 373.3 x 1831 x 549.3 cm
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Channa Horwitz
Orange Grid, 2013-2023

Wall and floor installation, vinyl and black
wooden polygons. 373.3 x 1831 x 549.3 cm
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of Lisson Gallery, London,
New York, LA, Shanghai, and Beijing
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CHANNA HORWITZ
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The notational and formal tendencies of
Channa Horwitz’s practice stem from her
earliest drawings on graph paper, which she
later developed into a system called “Sonakina-
tography,” which derives from the words “sona”
(sound) and “kina” (movement). Using this
system, Horwitz produced drawings, paintings,
and installations based on standardized grids
and deployed a vocabulary formulated using a
set of prescribed lines, shapes, and colors.
This visual language is based on the numbers
one through eight, to which she assigned
different colors in order to express notations
of time, movement, sound, and rhythm.

Such self-imposed scarcity of resources and
options yielded a distinctive exploration of
language without the limitations of meaning
and connotation, opening up space for chance
and imperfection.

The immense installation Orange Grid
follows the precepts of Horwitz’'s Sonakinatog-
raphy series and extends the planar presence
of graph paper into three-dimensional space.
The grid subsumes the floors and walls of
the exhibition space, with the work’s black ink
squares becoming portable polygons that view-
ers are invited to manipulate and thus reshape
the space-time conditions created by the artist.
By distilling language and gestures into minimal
elements, the installation explores the concep-
tual gap between the rigidly rational space of
the grid and its inverse of human friction that
intervenes to alter this fixed condition.

i X|%= FLOOR PLAN p.56
Aol INDEX p.205, 213



Theresa Hak Kyung Cha

X=

Mouth to Mouth,

1975

Single channel video, black and white, sound. 8 min
Collection of the University of California,
Berkeley Art Museum and Pacific Film Archive
Gift of the Theresa Hak Kyung Cha Memorial
Foundation. Copyright: Regents of the University
of California. Courtesy of the Electronic Arts
Intermix (EAI), New York
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Theresa Hak Kyung Cha'’s oeuvre is united

by a prevailing focus on displacement, be

it cultural, geographical, or social. Throughout
her performances, artist books, concrete
poetry, film, video, sculpture, mail art, audio,
and slide projections, Cha contends with the
physical and emotional in-betweenness

of migration by addressing and blurring fixed
systems of nationality, religion, family, and
syntax—and therefore the self. The visual and
sonic shifts and juxtapositions in language
and time that she creates invoke liminal spac-
es which redraw maps for the indeterminate
identities of the displaced.

In her video Mouth to Mouth, the word
“mouth” appears on screen in English, followed
by a series of Korean vowel graphemes and
a mouth that silently forms these vowels. With
its images blurred and sound muffled, this work
renders the physical act of speaking difficult
and incomplete, echoing experiences of coloni-
zation and displacement. The Korean language
thus serves as a mother tongue that links
the affective experience of home and the feeling
of national belonging, both of which have long
been silenced by imperialism, war, and exile.

%= FLOOR PLAN p.56
Mol INDEX p.205, 222
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S @ H|l:|9 C2Q 3|8l HEMA F|U|E =2, Working across mediums of video, drawing,
M| 5 0:|a1 Oj%|2 YLtE = AT HOj2e  painting, performance, kinetic sculpture,
:gol 2xlol Ext AL }5-_ } | oﬂ.ol and writing, Steffani Jemison considers the

AH||otL] ®oj& Steffani Jemison =
2H|(72 £41),2023  Untitled (Rough o e

byproducts that arise from the confluence
of drawing, movement, gesture, and vernacular
culture. Her works illustrate the limits and ap-

. . AbAbSlT1 ©10]Q| F QEE"%Q%AP§=D, . . . ..
ez | oAz HQIE, ZEH| Pro_leCtlon), 2023 :?°L'-s 0f2| 572t g ;E1 eI ] plications of language by imagining coc.jed and
’ ZE = 2|7 XL kst 2hEol 0{g] £9I9t  formal modes of representation, revealing the
2} 37.5 % 26.4 x 0.6 cm(5%) Silvered glass, acrylic paint, lacquer 1 otof| LYXE! 2IEHS EaqLhHC}, intrinsic tensions that suffuse layers of improvi-
A7t el 78 a2l L=Ee| A3 37.5 x 264 x 0.6 cm each (5 pieces) Ot HIQILtOIA XS ATHBHS AIXH sation, repetition, and ideas of progression.
Courtesy of the artist and Greene Naftali, o (712l EAHE K77t wzist °E| of ’“7f7f Jemison’s new Untitled (Rough Projection)
New York _'_ cTeen se= I works are made from found glass that has

been hand-silvered in her studio. The silver is

5to] iAW Ofg, &0t Ro= Qé’ REE %’5 then selectively removed through scratching
HYE|QICE RE2 MU 45 XH8510f OFX| and etching, and embellished with marks made

Codml Ze slntol| &l 2XIE £ 0 22 292 OzfLj= by hand and brush. The. works are insp')ired by

29802 (=] = = ‘ AL S L -

w;"‘%;ﬁ 33:?:'}? 10k EHE01 Acha 2t f -?-lil :AQ'_Z:I- ~  interact with igneous rock to form marks that
f'fF_;;-:E E2IZELIOF AOlI2PUIHCE Leap S5 2ty I resemble white glyphs on a black chalkboard.
" AS0lIM ZAEICD ST Chinese writing stone is found in the Sierra

7t 7%l Mukg &hof, 0|4 AZMSHCHS,  Nevada mountains of California and in the
gééﬁg 2 ME0|A ofF 2 0|0|X|E MMst= o|0|F Yangtze River Valley of Hunan Province, China.

g;‘%% ATZEQ|0{0f LIRS ZHEESH Al EF1E AL 510] Jemison obtained rough stone slabs,

i:ﬁ'% é M 2XIE 2alsieint ZIHs <= oloj 2 Bp sc.anne.d them, and isoléte.d in(flividtfal glyphs

§§§i OIM 2 4 9l Q@] DL|7} HhEE|s SR SIANTH using simple Al tools built into imaging soft-

zgns M= =T o= e ware to create very large images using a small
§<§5 g EO QT B, o E2Q M O He sample. In the case of Chinese writing stone,

*g TYEHE EYUNMoZ M S}, AEER2 X1t these patterns resemble repeated glyphs,

S E0|A 32 X2, 20 2Xte] >, 7, /, L, 1, \et which are a starting point for the drawing com-
g QAL HANS 2 ZEZT s HOojZ=C}, positions in these five works. They emphasize
a OR|(HE EAHS TARL} X|£0]7| HCH= a set of mark.s Jemison found frequently in
olzo| Afo| Z42te Bt Clojojam 2T the stone, which resemble these roman glyphs:
° ) > 7,/,L\
Ol HES2 FHQ Yeliet SZ0 AFE Adojet Rather than transcribe or map, the
CZ2Qo| o2 LI 50, 22 AS2| ofE 9| Untitled (Rough Projection) works share with
SEE P =5IC} diagrams a sense of in-between-ness.

By tracing the margins of language and drawing
as they relate to abstract forms and landscapes,
the works forge new forms of communication.

%= FLOOR PLAN p.56
At Hjoj& STEFFANI JEMISON Aol INDEX p.200, 221
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Shen Xin
G 8qag=y [The Earth
Turned Green], 2022

3 channel video, sound. 38 min 39 sec
Tibetan Translator: §yy=a&s=| [Skyi Trazomsa]
Voices: §ﬁ'ﬁx’q\€&l&] [Skyi Trazomsal, Shen Xin
Theatre Light Technician: Kyle Gavell
Colorist: Jason R. Moffat. Sound Mix: Jochen
Jezussek. Korean Translator: Won Moon
Supported by Swiss Institute in New York,
the Next Step Fund by the McKnight Founda-
tion, the Sister Dennis Frandrup Artists in
Residence Program in Minnesota, Times
Museum in Guangdong, and Madeln Gallery
in Shanghai. Courtesy of the artist
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Shen Xin practices languages of returning,
where one imagines, articulates, and creates
unhurt spaces of belonging through songs and
stories. 89§84 ag= [The Earth Turned
Green] presents conversations between the
artist and their Tibetan language teacher

§5 5= [Skyi Trazomsa] from their classes
in which they verbalize the movement of light
and color of the four seasons in the process
of teaching and learning Tibetan. Shen wrote
directions for lighting technician Kyle Gavell

to develop a performance for stage lights that
would represent a day within each of the four
seasons. Shen then transcribed in Mandarin
what they saw in the recording of the lights on
the stage, which was translated into Tibetan
by Skyi Trazomsa, and served as the materials
and learning tools for their conversations in
Mandarin and Tibetan.

Shen began learning the Tibetan
language after discovering their family history,
particularly of their father Shen Daohong, who
practiced Chinese ink paintings and portrayed
Tibetan and Indian figures. Having learnt of
the father’s Tibetan and Indian heritage, Shen
reflected on the potential of kinship for Shen
Daohong, and further journeyed to study
and to understand the ecological culture of
Tibetan language, led by the path of retaining
the sustainable in what has been forgotten.

i X|%= FLOOR PLAN p.56
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A, g [X17E EF2UHDD,
FAEH[H 7I2HI5 A HA| TF, 2023
AFEl: kunstdokumentation.com.

A7t 9 H|lLE RAEHH JISHISI2A AIZ

Shen Xin, 59§3%3g= [The Earth Turned
Green]. Exhibition view at the KUNSTVEREIN
GARTENHAUS, 2023. Photo:
kunstdokumentation.com. Courtesy of the artist
and KUNSTVEREIN GARTENHAUS, Vienna
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Elena Damiani
The Erratic Marbles V,
2022

Inkjet print on cotton paper and
alpha-cellulose paper. 44.2 x 35.2 x 3.5 cm
each (18 pieces)

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

The Erratic Marbles V, part of an ongoing
series, comprises eighteen collages featuring
colorful marbled endpapers sourced from

late eighteenth and early nineteenth-century
travelogues, atlases, and other manuscripts, in
combination with photographs of erratic boul-
ders from assorted geological image banks.
Erratic boulders appear unrelated to their
environmental surroundings and are believed to
originate from vast distances away, having been
transported by glacial action. Damiani’s juxtapo-
sition of these images sheds light on arbitrary
perceptions of nature, territory, and landscape
as fixed concepts, as well as non-human forces
at play in movements that become obscured

by the act of mapping. This work suggests that
the irregular patterns of wandering bodies, both
human and non-human, cannot be traced by
cartographic and geographic techniques alone.
The Erratic Marbles V foregrounds the ways in
which mapping inherently leaves behind an
incomplete and fragmented history, arguing that
such enigmatic topographic displacements
belonging to a geological past must also con-
tain the future of the planet.

ELENA DAMIANI

THIS

Az} Cojop,
(STl o2y v), 2022,
otHZ

Elena Damiani,
The Erratic Marbles V, 2022.
Courtesy of the artist
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Sanou Oumar
11/7/21, 11/20/21,
12/3/21, 12/14/21,
12/15/21, 12/21/21,
12/22/21,12/25/21,
1/3/22, 3/3/22,
5/28/21, 6/30/21,
03/01/2022,
2021-2022

Pen and marker on paper and paper board.
60.96 x 48.26 cm each (10 pieces);

101.60 x 81.28 cm each (2 pieces);

81.28 x 101.60 cm (1 piece)

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist, Gordon
Robichaux, New York and Herald St, London

Oumar’s abstract shapes and colors operate
as personal cartograms and visually woven
renderings of memory, trauma, and culture.
Some drawings reflect his own biography—
memories of growing up in Burkina Faso,

the physical and emotional displacement of
his exile to the United States, and the intense
colors and patterns derived from Vlisco

(a characteristic African fabric) and Islamic
tilework. Meanwhile, afterimages of such recol-
lections and traditions become integrated with
the artist’s daily objects, such as a vinyl record
or an iPod case, which he uses to draw lines.
Each drawing is undertaken as a part of his
focused practice of producing one drawing per
day, each containing his feelings in the present
and attachments to the past, and giving rise

to a momentary mental cartography of time
and space.
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Nolan Oswald Dennis
Isivivane, 2023

3D printers, 3D printed rocks (from geology
museums in South Africa). Dimensions variable
Supported by the 12th Seoul Mediacity
Biennale, INSITE, and Javett Art Centre-UP
Courtesy of the artist
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Isivivane draws on Dennis’s long-term collab-
oration with South African institutions and
professionals in the field of geology. The artist
and institutions have collaboratively undertaken
a process of scanning and reproducing rock
collections in order to make them available

to those without access to geologic archives
and museums. In this new and durational
manifestation of the work, the rock archive is
reconstituted live in the gallery, with 3D printed
objects piled into cairns that signal through
plastic the absence of the actual stones.

Nolan Oswald Dennis, Superspositions/

isivivane (research station), 2022.

Photo: Anthea Pokroy. Courtesy of the artist

and Javett Art Centre-UP
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Christine Howard
Sandoval

Surface of Emergence
(diptych), 2023

Adobe mud and graphite on paper

152.4 x 48768 cm (152.4 x 243.84 cm each)
On-site Assistant: Gyuri Kim

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist
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Christine Howard Sandoval,

ELES- =gl Mound- Angle of Integration,
(HOO|-S8 255, 2020. 2020. Photo: Rachel Topham.
ALZEL 20| ¥ B, EIt M Courtesy of the artist

I
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Christine Howard Sandoval creates videos,
objects, installations, and large-scale drawings
that resist the constraints of representation,
access, and habitation. Her works draw from
her own culture and heritage, as well as her
experiences of entropic landscapes and their
transformations through the act of mapping,
invoking what is physically present and the
memory of what is no longer there.

The new works created for SMB12 are
the latest in Howard Sandoval’s series
of tactile drawings that thematize the typology
of Spanish mission architecture and propose
the mission itself as a living archive and a site
of Indigenous futurism. To this end, she
frequently employs adobe (a live material
made from clay, sand, and soil traditionally used
to build structures in desert environments)
as a medium linking land and forms of inhabita-
tion, with its brittle materiality challenging the
colonial narratives of her ancestral homeland in
Alta California. After collecting soil samples
in SeMA Naniji Art Residency in Seoul, she
incorporated them into her drawings, amplifying
their unique formal properties and acknowl-
edging Korea'’s vibrant micro-ecologies of clay
and related ceramic practices. Touching on
various employments of the arcade form, iconic
to the mission and also 20th Century Modern
architectures, the artist links this passageway
through multiple moments in time, the
mid-eighteenth century in the Americas, the
mid-nineteenth century in France, and today
with the unmooring of colonial monuments from
their place in public spaces.
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Anna Maria Maiolino
Série Indicios [Indexes
series], 2000/2003

Drawing (Black thread sewn to paper between
plexiglass). 34 x 24 cm each (11 pieces)
Collection and courtesy of Andréa and José
Olympio Pereira

Anna Maria Maiolino’s work investigates the
politics of location through identity, language,
and the body. Maiolino immigrated from Italy
to Brazil in the early 1960s, where she devel-
oped her practice in response to constantly-
changing social subjects amid the violence and
censorship of Brazil's twenty-year-long military
dictatorship.

Indicios, a series of works that Maiolino
produced between 2000 and 2003, are
embroideries on paper that are sandwiched
between plexiglass panels to allow for
double-sided viewing, which adds complexity
to the movements, paths, and trails that
the threads create. As in many of her works,
the curves of these threads resemble a map
filled with ridges of hills and valleys that
can be seen from an aerial perspective. They
may also be interpreted as surgical scars
or tangled hairs, activating their agency as
fluid and transmutable symbols with multilay-
ered meanings.

Through such mapping processes,
Maiolino’s series frequently traverses conflict-
ing notions of space such as navigational
familiarity and unfamiliarity, interior and exterior,
presence and absence, and surface and depth.
Her work thus becomes politically charged
by revealing temporary identities that persist
on the “peripheries” as well as destabilizing
existing boundaries and values.

ANNA MARIA MAIOLINO

THIS

ot} ofz2|of 0to| 22| x, (Séries Indicios
[EHM 213115, 2000/2003.
otegjjofet M| 22T Hzfol2t xS

TOO, IS A MAP

Anna Maria Maiolino, Séries Indicios
[Indexes series], 2000/2003.
Courtesy of Andréa and

José Olympio Pereira
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BIZlI Zx1 Tenzin Phuntsog
(&5t 2022 Pure Land, 2022

Single channel 4K video (35mm film transfer

35mm ZES CIX|HE Wakst thAl'd 4K H|C| 2,
_ to digital), sound. 15 min 17 sec
ARE. 1B 17E . .
_ Courtesy of the artist and Microscope Gallery,
7t Y 52 Djo|3 22T Haf2| HiB New York
EIFl Z2x0= Y35} MX| HEMAO HAMS E5) In his films, installations, and performances,
E|HIEQIo| O|AH 2¥e 0|, 2|1 Eat ¢y Tenzin Phuntsog considers issues related to
AtO|o| GIZAT} ZHe BXSS DAFSICH Ex 19| the Tibetan diaspora, exile and displacement,
XES EMES WDt ASo} HuE| S| as well as the entanglemen.ts betwelzen land and
olom M XpEE 28 10| Lyl language. He draws from his own biography
E [n] T =1 = . . ..
EIHIEA DI=Qlo2 N XRHH B, 7150| Lal= as a Tibetan-American whose attempts to visit
228, 3S0| ZHsks 7122l FEl, J2|1 MHO  Tibet have been forestalled and captures the
LiX5H= D8k 27150t sleljst= 4Lt 2 longings of his family, the forms of their mem-
AMAIZEO|| CHA{SH= HEAl SOf|A SYtsiC} ories, and the strategies they adopt to deal T
. o opmr
(st ol M E7b= ClofAZE} ZBI0M with absence as a means of reconciling the II#!‘B :é;!
= . - impossibility of Tibetan bodies inhabiting their SRH
20| 2= YATo|D 23Kl ojnjo WS P Y 9 Ban
QHALH 0| ofate mxlo| Take At own homeland. (¢
== Sh= EX|9] =1 2= oh= I ya o
RLEC 0] Yotz 2RI DS MY In Pure Land, Phuntsog focuses on the %Kova
s H7| 28 0= 2t BESS 26t E affective and cultural significance of the land- o
Ete| =g J2|1 Ck Z7t= ZHE0M QIEE  scape in diasporic experience. The film depicts 2937
Zto| ChslE cojuim, ZHo|Lt YEe| 12 1{{Z2  ason's efforts to capture remote landscapes in 3; g %1‘1
. . . 3
oloj9 ZHE A5t 7|2iTt Abataio) st Jie  the United States in search of a displaced rec- %%g
. . N . =3
E}TIBIC}, SiX| SEALIZO| &3t SaHn|E BE reation of the scen?ry of his mother’s Tibetan g §,‘E
MZSo| wol A Eolsl o] HES & Ko 2l homeland. In revealing the exchanges between &3
==l e =ov= HlhEs T == these figures, Phuntsog explores notions of %5
| = Q
AL A kel AME LEHOR AYRE  memory and imagination in the construction of ga
languages and landscapes beyond distinctions g §
® N

of borders or territories. This work was filmed
on ancestral lands of the Blackfeet Tribe in
Montana, implicitly acknowledging hundreds of
years of Native genocide and resistance.
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T2 A Seoul
The Reference Seoul

SEOUL MUSEUM OF ART

THIS TOO,

S33 ¢4, <QIH|Z|of 24
Bo Wang, Fountain of Interiors
2022-2023

S 34 of2xL} str|, <0jZ] 3}0|E ol M= REIL
ESICEH
Archana Hande, All is Fair in Magic White
2008-2009

S35 O|AIZ=0]| 07|z}, <AHZEl Hoi2)
Akira lkezoe, Let's Take a Picture
2010

S36 O[AIZ=0l OF7|2}, <BLIX| 2t HiE]>
Akira lkezoe, The Never Ending Party
2010

S 37 oJ3I=0j| ot7|2}, FH|
Akira Ikezoe, Untitled
2010

S38 HEAMcA otAEZ|0|E} <B9-=147} XILIZH:
FIEtE|L}, HELIR, AEA 2] of2] Yol XIAMH)
Mercedes Azpilicueta, The Lieutenant-Nun
Is Passing: An Autobiography of Katalina,
Antonio, Alonso and More
2021

S39 HEM|A otA=Z|S0l|EL <CHA Mo| =23t
Ll sk 1 )KCH we| =23t Leaff 8t 1),
(CHH we| =23t e 5H5 WD, <CHAY o] =2}
el sk Iv), <CHA Mol =23t e 85 V)
Mercedes Azpilicueta, Five Spells &
A Song |, Five Spells & A Song Il, Five Spells
& A Song lll, Five Spells & A Song 1V,
Five Spells & A Song V
2023

S40 HIZEM|E|A ofAEZ|FLof|E,
{Una canci6n coreana [&= 2l|]>
Mercedes Azpilicueta,
Una cancion coreana [A Korean Song]
2023

S41 #&,<0130] 7h= Z_Al 23), <0130 7h=
2t M)
Yun Choi, Where the Heart Goes_Poetry
Collection, Where the Heart Goes_Night Walk
2022-2023

x| =

IS A MAP

S42 2|2, <TE|M(F0I2t HIE)), CTIE|M(UE)),
CHLE|M (WHX]) <TIE|M (E7HH] E2)), (TE|M
(X1=7} obd x| )>
Yun Choi, Glass Partition (Bends and
Slopes), Glass Partition (a Stain), Glass
Partition (a Map That is Not a Map), Glass
Partition (Dokkaebi Road), Glass Partition
(Starry Worlds)

2023

S43 2|2, Azt SEH))
Yun Choi, Bulletin Board (Rice and Pond)
2018-2020

S44 0|2 YH[2|x}, <FE
Miko Revereza, FOLDS
2023

S 45 0|3 g|#|IxL, <82] 93-96>
Miko Revereza, Disintegration 93-96
2017
S46 HE zh (2L HMM)
Kent Chan, Warm Fronts
2021

S47 ZElE, Mt
Taeyoon Choi, Return to Sender
2023

S48 Z=A9} e H, (F0| H=)
Francois Knoetze, Core Dump
2018-2019

S49 s|uLt 712| £ 2|7t (=R E ST F(2|=x2| HEl):
AGC 2= tejlo| B &)
Ximena Garrido-Lecca, Protomorphisms:
AGC Rope Driver Module
2022

S50 |z, Chan Sook Choi
{THE TUMBLE>
2023

S51 1to|ojE o}, Fyerool Darma
{I¥ndsc_P€S$s (poienxcinoti) featuring
rawanxberdenyut, Aleezon, Lee Khee San,
Lé Luhur from NUS Museum's South and
Southeast Asia Collection and Autaspace,
CC1, Dahlia, Alawiyah and X1)>
2023
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Bo Wang
Fountain of Interiors,
2022-2023

Rebars, LED lights, plastic plants, mirror,
wall paper, sound. 400 x 450 cm
On-site Reproduction: Design Borne
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Bo Wang’s work critically examines contempo-
rary social structures derived from capitalist
expansion and globalisms, often with a focus
on trade, ideology, labor, and material histories
in East Asia. Weaving between video and
installation, his artworks reimagine physical
spaces of modernity and their appointed
cultural identities.

Initially commissioned by the Singapore
Art Museum in 2022, Fountain of Interiors visu-
alizes an imaginary waterfall that interweaves
Singapore’s tropical nature, its ubiquitous
man-made system of climate control, and
the fluorescent lights of its immigrant workers’
dormitories. The lightness and darkness of
modernization, especially in its Asian context,
have always gone closely hand-in-hand. This
new iteration of the work retells the stories
of lighting and interior decoration industries,
both of which were leading forces in Korea’s
industrialization during the 1970s, satirizing and
portraying the ironies of modern and urban life
under the guise of industrial landscapes and
artificial forms of life. The plastic flowers and
fluorescent lights that constitute Wang’s foun-
tain were purchased at Seoul's Namdaemun
Market and Euljiro lighting street.

BO WANG

THIS

IS A MAP

87

“¥& lolzlkis) BR

2l Bly# o SFIcR ek
2202 ‘2R YR Bly® Slo ==IcR

'220T ‘wnasniy Wy

wnasn|y Wy aiodebuig pue
1sie ay} jo Asepno)
alodebuig ay) 18 MaIA uoniqIyx3

*sJoLi9)ul Jo urejuno ‘Guep, og

%] FLOOR PLAN p.84
Mol INDEX p.202, 213



S@

OFZ XL} B

<= 8}0|E QoM
QET} REEICD,
2008-2009

HICIS. 102 (= A4)

}3: ClHtE OfCt3, A|EFEE OfCH3,
OFA|E X}AZHEE|. 28 A A Ef2t3 ChA
FHL|AIZE 27HEF Y &M H|Z:

A4 HE: OfH|0| ZEL & OFEXIL} §HH|

Lt Zolet 2|2 & e Folof Matnt
Sut Q1. 35 X 627 cmy;

Sut QIAfof| XM, 2k 76 x 104 cm(147H);
Sut Q2. 2t 30 x 30cm(19%);

ChxY

sg

NN

AF2E C|XtQl: HiH| Z. OfL|H|OE]: AfZLE LIOE=

A HE| BH|. SHI0| OFEE|A
7t 9 ol EItE} AAH2[HE, NRE
DYAZE ZC M2

A L

Archana Hande
All is Fair in Magic
White, 2008-2009

Lithograph and block print on Nepali paper

& elephant dung fiber paper. 35 x 627 cmy;
Painted block prints. 76 x 104 cm each

(14 pieces); Block prints. 30 x 30 cm each

(19 pieces); Single channel video. 10 min (loop)
Block Cutters: Deenbandhu Adak, Sitaram
Adak, Asit Chakraborty. Block Printer:

Tarak Das. Produced at Kanishka's Kolkata
Workshop; Film Editor: Abeer Gupta & Archana
Hande. Sound Design: Boby John

Animator: Sarat Nayak. Video editing facilities:
Maijlis, Bombay

Courtesy of the artist, Experimenter, Kolkata,
and Chemould Prescott Road, India
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Archana Hande’s multimedia practice explores
aspects of Indian society in which local and
familial traditions overlap with the milieu of
globalism. Her works bring together practices
of drawing, storytelling, book making, and
video to align oral tales and the narratives of
global realities within the same frame.

In All is Fair in Magic White, traditional
woodblock prints comprise a storyboard for
characters and landscapes to reflect the
politics, aesthetics, and topography of Mumbai
as it aspires to become a global megalopolis
of the future. The work’s narrative unfolds
in Dharavi, one of the world’s largest slums,
revealing contrasts between the growing city’s
densely populated streets and its history of
deeply-rooted race and class divisions and
hierarchies. She expands this satirical narra-
tion contending with modernity’s shortcomings
in a city struggling with its colonial past in
a second series of prints and a scroll, raising
questions about power and the roots of cultural
and economic inequality in a globalized context.

Hande continues to explore these ideas
in a stop-motion film that animates her prints
and delves into notions of femininity and beauty
associated with fair skin. In the film, three
upper-class Indian women enjoy extravagant
lives in Mumbai until they learn about Dharavi,
whereupon they decide to initiate a project
to support the region—a protein capsule called
“Magic White.” This medication reflects
their aspirations of resolving racial issues
linked to class by embodying light-skinned-
centric thinking and strengthening their
femininity. In turn, the video encapsulates
contradictions in Indian culture wherein multi-
ple social boundaries and internal colonization
continue to coexist.
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Akira lkezoe
The Never Ending Party,
2010

Watercolor on paper mounted on panel

46 x 182.5cm

Courtesy of the artist and Misa Shin Gallery,
Tokyo
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Akira lkezoe
Untitled, 2010

Oil on canvas. 50 x 63.5 cm
Courtesy of the artist and Misa Shin Gallery,
Tokyo

The drawings and paintings by New York-
based Japanese artist Akira Ikezoe depict
metaphysical environments that blur distinc-
tions between the human and the non-human,
giving rise to surreal landscapes and figures.
He produces images that invoke sources

of ancestral knowledge as well as futuristic
technologies of Japan, while revealing the
precarious balance in which ecosystems and
humans coexist.

The three paintings he presents at SMB12
were produced in 2010, the same year that
Ikezoe emigrated to New York, and are marked
by a sense of national displacement. They
operate in response to his understanding of
the body as a metaphorical site of encounter
between nature and culture, as well as notions
regarding borders (material and otherwise)
that separate inside and outside—the body,
the house, the nation. In his paintings, delin-
eations of human and non-human grow hazy,
thereby destabilizing the binaries and catego-
ries through which Western culture perceives
the world. lkezoe’s works thus manifest the
interconnectedness of interior and exterior, of
individual bodies to one another, and of nature,
reimagining the ways in which contemporary
people experience and visualize the world.

AKIRA IKEZOE

/1

THIS

s AMAP

97

:::sr-:’i:t'.(‘j‘g{
™
v’v’/
O
> - \
he

Ik [2kaR

v ivlo 5 % {ciz '0L02

‘I “f=ledo llolkelo

ofxjoy ‘Asjjen uys esin
pue isiie ayj Jo Asepno)
‘0LOZ ‘PaIHIUN ‘©0Z3Y| BINY

i X|= FLOOR PLAN p.84
A0l INDEX p.203, 211



S
| = M|ci| A OrAHE|FL0{[EL
(El-=E7t X|LE7:
FHEE|LL HELR, HEA
2| 0{2] 2| XtMED,
2021

X7tE Bijo| AEEZ|(HZ]| L &, W, F2A)

160 X 400 cm

EHI|AER| H|Z: P25 HAE|AY, LIR Ff
HE: gES, =AE, %
U JtAA 71014 3 H[123] ME0|TI0{AE|
Bl H=H X

It HS

ox
[l
Ho

HI2MJcl|A opA 2| Rof|E}

oA XE

Mercedes Azpilicueta
The Lieutenant-Nun
Is Passing:

An Autobiography

of Katalina, Antonio,
Alonso and More,
2021

Jacquard Tapestry (merino wool, cotton,
lurex). 160 x 400 cm

Tapestry Production: Textiel Lab, Tilburg.
Wooden Plinth Production: Jo Jaehong,
Yeom Chulho, Jung Jinwook
Commissioned by Gasworks, London,
supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist
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Mercedes Azpilicueta researches characters
and stories that have been obscured or
forgotten in order to address fixed historical
narratives and collective memories. Through
speculative association and fiction, she builds
counter-narratives that challenge patriarchal
and colonial accounts of history to include
dissident voices, languages, and practices.
Her soft sculptures, textiles, installations,
and performances combine multiple fields
of knowledge and mix craft and industrial
production techniques, creating loose
and affective entanglements that allow for
expansive, pluralistic narratives to coexist.
The Lieutenant-Nun Is Passing: An Auto-
biography of Katalina, Antonio, Alonso and
More recounts the story of Catalina de Euraso,
also known as the Lieutenant Nun, who fled
to the Americas from the Basque Country
in the early 1600s to escape the patriarchal
hold of convent life in Europe. In embarking
upon this physical journey and exploring new
territories, de Euraso assumed multiple male
identities and ultimately became a ruthless
conquistador in the service of the Spanish
Empire, even obtaining the Pope’s blessing to
pursue life as a man. Azpilicueta’s four meter-
long jacquard tapestry maps a speculative
geography of colonial histories in the context
of the surreal tensions and contradictions of
de Euraso’s gender and identity.
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Mercedes Azpilicueta
Five Spells & A Song |,
Five Spells & A Song Il
Five Spells & A Song I,
Five Spells & A Song IV,
Five Spells & A Song V,
2023

Quilt & Patchwork made from recycled and
special materials: Argentinean produced
apparel from the Korean community in Buenos
Aires, upcycled garments from the artist

and from Amsterdam, scraps of fabrics from
the artist’s studio (cotton, velvet, lurex a.o.),
layer of batting (100% bamboo) and cotton
350 x 240 cm; 340 x 220 cm; 350 x 210 cm;
330 x 210 cm; 340 x 210 cm

Made in collaboration with Mika Perimutter,
Hsin-Yu Huang, and Darsha Golova. Research
and Assistance: Antonia Fratini
Commissioned by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Mercedes Azpilicueta
Una cancion coreana
[A Korean Song], 2023

Soundscape. Approx. 7 min

Soundscape in collaboration with Toni Brell
Research and Assistance: Antonia Fratini
Commissioned by the 12th Seoul Mediacity
Biennale. Courtesy of the artist
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Azpilicueta’s newly commissioned work Five
Spells & A Song looks at migratory movement
and the establishment of Korean communities
in Buenos Aires, focusing on their significant
role in the emergence of the local textile indus-
try beginning in the late 1960s. Such histories
of migration and the construction of commu-
nities and displaced identities manifest in

a series of soft sculptures, composed of gar-
ments produced by Korean family businesses
in Buenos Aires’ Koreatown, Koreatown,

and in the newly commissioned sound piece
Una cancion coreana [A Korean Song]. Amid
this dreamlike atmosphere, textures and colors
unite territories, languages, and personal
narratives that speak to the fluidity of boundaries
and identities in opposition to fixed notions

of nationality and territory.
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Yun Choi
Where the Heart Goes_
Poetry Collection, 2022

Single channel video, sound. 17 min
Commissioned by the Museum of Modern

and Contemporary Art Korea, supported by
the 12th Seoul Mediacity Biennale and Doosan
Art Center. Courtesy of the artist
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Yun Choi
Where the Heart Goes_
Night Walk, 2023

Single channel video. 5 min

Commissioned by the Museum of Modern

and Contemporary Art Korea, supported by
the 12th Seoul Mediacity Biennale and Doosan
Art Center. Courtesy of the artist
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Yun Choi

Glass Partition (Bends
and Slopes), Glass
Partition (a Stain), Glass
Partition (a Map That

is Not a Map), Glass
Partition (Dokkaebi
Road), Glass Partition
(Starry Worlds), 2023

Qil paint on glass, aluminum. 180 x 100 cm
each (5 pieces)

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Yun Choi
Bulletin Board (Rice
and Pond), 2018-2020

Cotton flannel, aluminum-framed bulletin
board, acrylic sign, rice plant, pin, tracing
paper, epoxy, key, key chain, twine, artificial rat,
clay mixed with oil. 150 x 90 cm; 120 x 80 cmy;
100 x 100 cm each (2 pieces)

Courtesy of the artist
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At the core of Yun Choi’s artistic practice
lies an array of everyday images and
mass-produced objects from Korean popular
culture that coalesce into an urban landscape
of repetition and uniformity. In her works,
the blue-sky images that appear in Korean
convenience stores, subway passages, lunch
restaurants, and on street carts, gray office
partitions, domestic cherry moldings, fluo-
rescent lights, and flower-patterned blankets
become the characters of surreal—and some-
times nightmarish—installations and films.
This new iteration of Where the Heart
Goes, a two-channel maze-like video installa-
tion, is inspired by the artist’s experience of
the pandemic and her encounters with online
and offline images and narratives—posts
—in Korea and their ominous speculations
about the future. Choi explores the interac-
tions between the film’'s characters and banal
objects trapped in the office maze, posing
poetic questions about collective futures and
the objects of our desires.
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A re-imagined fragment of Choi’s original
2020 installation Where the Heart Goes,
Bulletin Board (Rice and Pond) developed in
reaction to a random online post soliciting
advice for cultivating rice and the multiple
interpretations that this simple question
prompted by other forum users. The collages
and wall installation triggered by this online
discussion take shape in a series of reflections
about rice and its role in performing Korean
identity both online and offline, as well as

in multiple forms of diaspora and migration.
In Choi’s speculative universe, rice is capable
of traversing time and space, becoming

a symbol of rooted sociopolitical phenomena
and the spatial fluidity of cultural traditions as
they transition to a digitized and virtual realm.
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0|3 Y [IRE <FE> AH,2023.  Miko Revereza, FOLDS still, 2023.

S =7t Courtesy of the artist

0|3 24|H[2{X} Miko Revereza
(FB,2023 FOLDS, 2023

Single channel video, HD. 26 min
Courtesy of the artist
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Miko Revereza
Disintegration 93-96,
2017

Single channel video, HD. 5 min 25 sec
Courtesy of the artist
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Artist and filmmaker Miko Revereza creates
works that contend with themes of diaspora,
colonialism, and Western hegemony from

the perspective of the stateless. Strongly
influenced by his experience of living as an
undocumented immigrant in the United States
throughout his childhood and adolescence, he
visually renders the conditions of institutional
exclusion and discrimination. For Revereza, ex-
perimental film operates as a means of defiance
against the restrictions imposed upon migrants
by the bureaucratic red tape of immigration
policy and customs enforcement.

In the film Disintegration 93-96, Revere-
za focuses on his childhood memories as an
undocumented immigrant. He turns the camera
toward himself in footage that places himin
different landscapes, echoing the format of old
family homevideos. An intimate first-person
narration reveals his inward-looking approach to
the everyday struggles of migration and posits
a more complex and conflicting exploration of
discourses related to the American dream and
official narratives of migration.

Revereza also focuses on personal expe-
riences in FOLDS, which documents everyday
long-distance exchanges with family members.
A superimposition of different types of footage
encompassing travel, architecture, and visual
abstraction allows for “distances to be folded to
touch the other side like a folded map,” he says.
“In making these folds, reaching across borders
from which | am living in exile.” This silent film
reifies the challenges faced by undocumented
families with conciliating identities who must
traverse physical and affective borders to keep
their vital ties and solidarities afloat.

i X|= FLOOR PLAN p.84
Mol INDEX p.198, 219



12 EA]

S

ZIE Xt

I_—I_

(2t FM), 2021

4319 H|C|, 7{E EA|Z2tA0| H3IATE 4H,
g EYAIZEtA 48 612 145(HIEI9);

2} 59.4 x 841 cm(E3A|Z2t2)

H123] MS0|C|o{AE[H| AL 2 A7t=E

o= ®z x|

7L HS

HE F (2L M), 2021, Kent Chan, Warm Fronts, 2021.
ARzl Z2kX g2 #0|E. Image by Franz Mueller Schmidt.
LB Courtesy of the artist

[~-)
Im

oA XE

Kent Chan
Warm Fronts, 2021

4 channel video, 4 mirrored plexiglass with
silkscreen print, 4 mirrored plexiglass. 61 min
14 sec (video); 59.4 x 84.1 cm each (plexiglass)
Supported by the 12th Seoul Mediacity
Biennale and National Arts Council Singapore
Courtesy of the artist
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Kent Chan’s work engages tropical repre-
sentations and imaginaries dating from the
(colonial) past. Originally from Singapore, Chan
investigates how historical and contemporary
aesthetics of tropicality can be activated
to render future tropical realities, beyond our
current climates and geographies. Audiovisual
materials are remixed in his videos, sonic
works, and installations wherein the tropics
become possible cartographies of the future.
The four-channel video installation Warm
Fronts presents musical sets by four DJs
each from a different region of the tropics.
Chan's videos and plexiglass posters propose
a fictional global tropics in which past and
present overlap, evoking images of solar con-
nections while tapping into electronic music’s
associations as forms of futurist statements.
At SMB12, Warm Fronts turns the unique
vertical space of SeMA’s Crystal Gallery into
a territory for listening, dancing, imagining
radical tropical futures, and connecting to an
alliance of heat that bridges climate borders.
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Taeyoon Choi
Return to Sender, 2023

Acrylic on wall. Dimensions variable
On-site assistants: Lee Cheaun, Jeon Hyesoo
Courtesy of the artist
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Taeyoon Choi’s practice is grounded in multiple
formats, which include drawings that appeal to
the compelling nature of cuteness to address
issues of social injustice, as well as installa-
tions, collective methodologies, programming
and coding, painting, writing, and participatory
workshops. In keeping with his long standing
concerns surrounding diversity and accessibili-
ty in the technological world, his works explore
convergences of technology, society, human
relationships, and the environment, underscor-
ing the possibilities of solidarity within such
interactions.

Return to Sender is part of a new series of
works in which Choi turns his attention to the
environmental implications of new technolo-
gies, which he interrogates through research
on the social, territorial, and environmental
injustices produced by capitalist neo-extractiv-
ist practices that accompany industrial and
eco-friendly technology. The wall painting maps
the colonial roads of rare earth minerals that
have been extracted from the Global South for
use in the production of electronics. Although
such products are predominantly produced
for markets in the Global North, the discarded
e-waste is often sent back to the Global South
for disposal. The resulting exploitation of land
and bodies threatens multiple ecologies and
the reproduction of life, revealing the remnants
of colonial structures that continue to inform
the contemporary world order.
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Francois Knoetze
Core Dump, 2018-2019

4 channel video and e-waste installation.

46 min (video, loop); Dimensions variable
(installation) Camera: Anton Scholtz, Cléophée
Moses. Featuring: Bamba Diagne, Darly Mbudi,
Chen Qiheng, and Amita Ye Feng. Sound
Design: Caydon van Eck

A video series supported by the Digital Earth
Fellowship, Hivos, SIDA, The British Council,
and the TURN fund of the German Federal
Cultural Foundation. Produced in cooperation
with Kér Thiossane (Dakar); Wits Art Museum
(Johannesburg); and ZKM

Installation supported by the 12th Seoul
Mediacity Biennale. Courtesy of the artist
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AEL 2018, AZL: B YE|AE Fot=, Kinshasa still, 2018.

It HZ Production still: Jean-Baptiste Joire.

Courtesy of the artist

IS A MAP 17

Working in sculpture, video, and performance,
Francois Knoetze explores the life cycles

of discarded objects and the historical inter-
sections between materials and societies.
Referring to himself as a “scavenger,” Knoetze
collects and reassembles e-waste to make
contaminated and concealed subjects

that blur social, technological, extractive, and
waste spaces.

Core Dump is a series of videos set in
Kinshasa, Shenzhen, New York, and Dakar—
four cities intertwined in a complex web of
fiber-optic cables, migratory patterns, conflict-
ing histories, river systems, and trade routes.
Originating from a project that traverses
continents, the work explores the ecology of
global information technology, including places
of material origin, production, consumption,
and distribution as well as disposal treatment,
aiming to reveal the digital virtuality of capital-
ism. This journey surveys the possibilities
of inverting the colonial culture of extraction
by documenting it in the form of a fictional
geopolitical map. Knoetze’s four videos incorpo-
rate a mixture of found footage, performance
documentation, and interview transcripts that
collectively portrays a digital nervous system
on the brink of collapse amid a collision of
uncertainty and unsustainability. In this work,
video and audio forge a distinct sense of time
and space while foregrounding notions of
digital technology, cybernetics, colonialism,
and the Non-Aligned Movement, thereby
underlining human connection and the signifi-
cance of narrative.
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Ximena Garrido-Lecca
Protomorphismes:

AGC Rope Driver
Module, 2022

Steel structure, copper plates, steel plates,
terracotta, rubber, alpaca wool, sheep wool,
cotton. 223 x 310 x 60 cm

Courtesy of the artist and Galerie Gisela
Capitain, Cologne
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Ximena Garrido-Lecca analyzes the unequal
power systems created by different human
groups, divided by social, cultural, and geo-
graphical borders, who exploit and rule over
natural resources and how they shape

the world. Protomorphisms: AGC Rope Driver
Module is based on the history that data
storage devices and computer industries
originated in weaving practices, a long-time
craft technique. AGC in the title refers to the
Apollo Guidance Computer, the early computer
system that made possible the 1969 crewed
expedition to the moon. The structure is based
on a circuit testing board originally used for
the Apollo. Garrido-Lecca collaborated with

an electronic engineer, utilizing the Apollo
Guidance Computer’s blueprints to reproduce
writing that was originally used in the computer.
She uses natural fibers such as alpaca fleece,
cotton, and wool to substitute for computers’
copper wires.

The “rope memory,” referring to
a data storage device in early computers,
was hand-woven wire ropes. The women
who played pivotal roles in the weaving
process were called rope mothers. The artist
sees overlaps between the rope mothers
and female guardians of pre-Hispanic cultures,
such as Mama Killa of the Inca civilization,
Coyolxauhqui of the Aztecs, and Ixchel
the goddess of moon and textiles of the
Mayan civilization.

The artist connects the contemporary
culture of technology and global universality,
constructed through western and patriarchal
industrialization, with old knowledge systems,
including women’s manual labor and protectors
of human civilization, encouraging a new way
of thinking. The piece also underlines that
weavings, primitive human technologies, were
a cornerstone of science and the development
of western civilization.
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Chan Sook Choi
THE TUMBLE, 2023

2 channel video installation (4K, color, sound),
Single channel video installation (Full HD, color,
sound), Archives. 12 min (2 channel video,
loop); 9 min (single channel video); Dimensions
variable (installation)

Commissioned by the 12th Seoul Mediacity
Biennale and pre-production supported by
Arts Council Korea. Courtesy of the artist
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Z|2H;, <THE TUMBLE> Chan Sook Choi, THE TUMBLE still,
AR 2023, &I A 2023. Courtesy of the artist
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Chan Sook Choi’s artistic practice investigates
the multiple complex relationships between
land and body through vectors of movement,
migration, and community. Her works combine
performance, installation, video, and photog-
raphy in poetic and often abstract evocations
of spatiality that yield a sense of place in
which affect and environment are intertwined.
Through the images and sounds of these
affective, epistemological, and geographical
topographies, Choi recalls the bodies of those
who are intentionally or unintentionally margin-
alized, and those pushed or “leaked out” from
systems, communities, and territories alike, as
well as the material and immaterial traces they
leave behind.

Choi’s new work THE TUMBLE, com-
missioned by SMB12, is an outgrowth of her
recent interest in deserts and the social and
natural ecologies that they breed. The artist
visited Arizona for the production of the
commissioned work. After a long time trying
to capture the lively figures of tumbleweed-
scattering seeds by riding on the wind, she
could not find the tumbling tumbleweed.

She instead collected a database and various
information about the area where the tumble-
weed appears. Based on her research, the
artist conducted interviews with scientists in
various fields, and learned about the biological
singularity of a species that is formed by the
wind, and travels away from where it grew

up. Through the bodies of other species, she
explores the gestures of the deformed body
and the layers that constitute it.
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NUS Museum’s

South and Southeast
Asia Collection and
Autaspace, CC1, Dahlia,

Alawiyah and X1)>, 2023
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Fyerool Darma
|®ndsc_PE$s
(poienxcinoti) featuring
rawanxberdenyut,
Aleezon, Lee Khee
San, Lé Luhur from
NUS Museum’s

South and Southeast
Asia Collection and
Autaspace, CC1, Dahlia,
Alawiyah and X]), 2023

Polymethyl metacrylate (Plexiglas Tiger),
epoxy resin (Samurai 2K) on synthetic polymer
paint (Golden), chameleon carbon fiber
polyvinyl chloride and polyacrylate adhesive
(Wvivid XPO) on anodized aluminum alloy,
honeycomb retroreflective tape (GripOn),

non metalized reflective tape (Steve & Leif)

on polyvinyl chloride on wood on polymethl
metacrylate, varied textiles salvaged and
woven with polyester thread, xylene on
polyvinyl chloride. 413 x 1730 cm
Commissioned by the 12th Seoul Mediacity
Biennale and National Arts Council Singapore.
Courtesy of the artist

1}o|0{E o}, <lvndsc Fyerool Darma, I¥ndsc_P€$s,

_PE$s), »H EbEat 2t Exhibition view at the Tabula
Zzj2| HA| MY, 2022. Rasa Gallery, London, 2022.
It HEZ Courtesy of the artist
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A painter by training, artist Fyerool Darma
integrates sound, video, new media, sculpture,
and craft practices into his recent installation
works, which juxtapose the aesthetics and ide-
ology of modernism alongside Southeast Asian
cultures, histories, aesthetics, and politics.
He has gradually developed a complex visual
vocabulary that draws from sources including
tangible and intangible Malay heritage, the
Internet, literature, popular culture, the history
of craft, visual arts, manufacturing, and manual
labor. He also repurposes salvaged textiles,
e-waste, found images, paintings, and other
materials as part of a collaborative process
with other artists and producers that blurs the
boundaries of authorship in his works.

Darma’s ongoing research into modernist
forms and Southeast Asian vocabularies
is encapsulated in /¥ndsc_P€$s (poienxcino-
ti) featuring rawanxberdenyut, Aleezon, Lee
Khee San, Lé Luhur from NUS Museum's
South and Southeast Asia Collection and
Autaspace, CC1, Dahlia, Alawiyah and /), a
new commission by SMB12. This wall installa-
tion features patterns from online accessible
archives, stock images, as well as polymeric
paintings, drawings, and upcycled banners of
Singapore's national campaigns to collectively
evoke the complex history of colonialism,
postwar techno-military-industrialization, and
contemporary climate crisis, all of which are
situated amid a tropical post-apocalyptic and
post-Internet landscape.
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Al, language for new moons is a survey
exhibition of Jesse Chun, whose immersive
poetics in moving image, drawing, installation,
and sculpture invoke delicate questions about
language and power. Chun was born in Korea
and subsequently lived in Korea, Hong Kong,
Canada, and the United States, where she
observed the marginalization of non-English
languages, particularly non-Western narratives
and histories. Drawing from sustained connec-
tions to her own matrilineal history, Korean
folk literature, and the country of her birth, Chun
uncovers the “other side” of language, map-
ping its various cosmologies. By deconstructing
languages into fragments of phonemes,
characters, images, and constellations, Chun
embraces linguistic abstractions that fracture
its social and semiotic structures. In presenting
these works at Seoul Museum of History, she
extends to visitors an inimitable opportunity

to summon new languages, hybrid memories
of culture, time, meaning, and the experience
of beginning anew—from her grandmother’s
shamanic dance to the act of translating
cross-territorial becomings. In the context of
the museum, Chun’s works unfold new ways of
seeing the histories and poetics that perco-
late through Seoul, arising from preservation,
complexity, devotion, and reinvention.
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H1 HA| H, Jesse Chun
(Al seay
2022

H2 HA| H, Jesse Chun
{AJ: concrete poem>
2023

H3 HA H,(HAE)
Jesse Chun, O dust
2023

H4 HA| A, Jesse Chun
{And verse(ZXtZe| ¢lof 2|1
cosmos) Il
2023

H5 HA| ®, <Etelojste| ot (MXIZ 22|12 2F))
Jesse Chun, Score for unlanguaging
(#*]2 and cosmos)

2023

X =

H6 HAl M, Jesse Chun
(&2 SULLAE>
2020

H7 HAl H, <gholosto] oty
Jesse Chun, Score for unlanguaging
2021-2023

H8 HAl M, KME2 S0l st .ES(a reader);
=2 =0l & HO|X| ghi=C}; Lie| EojL|
0|SM, o Hzkslio] L EF; oiAfo] Chgt Cf2
HEE - 20| 2370l HsiA ->
Jesse Chun, notes on new moons/oak/sun
(new moons are often invisible to the
naked eye; notes by my grandmother Lee
Oak Sun-buddhist name Jeong Gak Haeng;
other notes on history; my offerings-on
speaking together)
2023
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Jesse Chun
Al: sea, 2022

Single channel projection on a free standing
white painted MDF structure, 2 mirrors, rocks
2 min 10 sec (video); Dimensions variable
(installation)

On-site Production: Jo Jaehong,

Yeom Chulho, Jung Jinwook

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Al: sea is a moving image poem that employs
many of Chun’s operating objects, including
mirrors, rocks, research notes on mistrans-
lation and other textual ephemera, in a brief
introduction to the artists overall work on
language’s “other sides.” These dwell on how
language powers flow through hegemonic
ideas of legibility and abstraction, while experi-
enced life is conducted in fragments.
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{Al: concrete poem>,
2023

B, £02 X2 6HX|, LIF =3
158.75 x 91.44 x 6.35 cm(3H)
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Jesse Chun

Al: concrete poem,
2023

Graphite, hand cut Hanji (Korean mulberry
paper), wood frame

158.75 x 91.44 x 6.35 cm each (3 pieces)
Special thanks: Lee Chang Wook
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Chun’s large-format hand cut paper works
propose meditations on language and materi-
ality, inquiring into what it means to speak

and enunciate through gaps, holes, and time.
In a laborious and deliberate process, Chun
draws graphite lines on Hanji (Korean mulberry
paper), then hand cuts her own asemic writing
with a scalpel blade into the paper. Chun’s
language features abstracted shapes that

are derived from Korean and English graph-
emes (suchas O, o, I, L, |, 1, }),and the
untranslatable spaces in between. This paper
cutting technigue was taught to Chun by a
local Korean shaman, who uses it to make
traditional talismans for protection, ceremony,
and blessing as well as to communicate across
time and place. Chun reinterprets this tech-
nique to create her own cryptography. Situated
somewhere between the legible and illegible,
Chun’s concrete poems reflect on diasporic,
existential, and cosmic conditions of language.
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H @ (RQEAEYE 23} Q0| 26t @3 ZAH ¥4nt O dust uncovers intimate reflections on
oIAIMd e Z=Hislsiny, olof, AL RE25IE language, heritage, and the intangible, while
= TR H|=0 E8Ul ZZo|ch Z2A m}2|o| decentering the Eurocentric translation and
X1|A| x|_-I JeSSG Chun 0|: 0|_-||I:| EAHAM ;013} RITO Eoib A historiography of cultural inheritance. Filmed
CAE O dust 2023 ;; T '_Ei ul 5o : ;;:: :A:T_' g at the UNESCO headquarters in Paris (FR),
<9 -l——>’ 2023 ’ S%471, 01013, & 8l 2lold, f2stR4017t0] O dust looks through the institutional appara-

o ) ) = ®IEslEl oksly| XM 2 Bl LB 2 Soiche . \
334 HIC|Q Mx| 37he] 7S 3 channel video installation, 3 mirrors S X=stel Lo IXIE So H2E SOICREEL s of speech, such as the interpreter’s booths,
o Ei bl = A - |:- 1A 3 7 min 6 sec (video), with sound; Dimensions HIMEH JEE 717 222 2H0|0|X|-A], 0121 machines, microphones, empty conference
7E 62(HIE2), A2, 7H 271(2X) variable (installation) Ql0= ZHEH AlAfo| MM 2|7 st2o| HE rooms, and the Intangible Cultural Heritage
5 Xt s oINS =) ) . ; ; - ;
51| Tﬂ—.. e, GBS, s On-site Production: Jo Jaehong, Digaoix|at oIAIBHE|X| R5IT A2 AMS Ozbst arch.lves.. The non-linear f.llm o.scnlates f.rgm
H128| M20|C|oA|E|H|AlE=| HIZt x| Yeom Chulho, Jung Jinwook Xi7ho| SHO{LIOI7| EILf= HX| AOjojM TlRay — Moving image poetry, an imaginary multilin-
7L EIS Supported by the 12th Seoul Mediacity SxjoIct UNS| TEtA0| ECiAte} Ki7te| Moz gual folklore, to an abstract letter to Chun’s
Biennale. Courtesy of the artist E: = ._. - :E°: _4;; - :H':' = late grandmother, who was an un-historicized
TEEE (R HAE)E= HZH0| 1, elojHo|ny, Korean folk dancer, and later a Buddhist monk.
'3 AZHQI mESE MHEM 22Xl MALS 8i0jLt  Aurally narrated by a French translator from
§r§ SrSEICt Z7H= M| 7He| CHE 2XIE 2l X, X8, the UN and the artist herself, it speaks through
8 N )
'%I% ZH510{ 27| O BHED, EEt £ Y= layers of sonic, linguistic, and visual ruptures
3] ) ) . Ve,
. o ZUHZIOIL} TS T3] 2 SAIE 0l olo]o| that evade the bureaucratic narrative. Chun

manipulates texts in three different languag-

95 it %;% A0 =S %2 BSE Tt es, turning and overlapping them, so that
g i LEE 0|22 AZZHt &, Faot AZHE HER they become difficult to read, and inserting
SE AL HSEl= W2 ME Oi7istn ULt indecipherable murmurs and hums to fracture
§§ the presumption of Eurocentric linguistic
;:.- a_: hierarchies and cultural hegemony, and insist
-f,' on an imperative of the untranslatable. O dust
53.> meditates on the afterlife of inherited lyrics;

and what continues to get carried across
tongues, place, and time.
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Jesse Chun

And verse (EXt29f
010{ 12/ cosmos) Il
2022

Single channel video installation, 4 UV printed
acrylic panels, rocks, silence. 1 min 59 sec
(video); Dimensions variable (installation)
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

And verse (EXt22| 210] J2/1 cosmos) Il is

a non-linear moving image poem that pairs

a floor projection with rocks, fragments of
index pages, and texts on transparent acrylic
panels. The projected moving images feature
a pond, a score, and a cryptic set of docu-
ments that reflect the autonomy and inconsis-
tency of languages and translations, as well

as the circumnavigations of celestial bodies
that repeatedly rise and fall. Clouds, smoke,
annotations, and broken letters compose

a vocabulary and grammar that collectively
builds a new fractured poetics. Chun’s practice
thus inhabits and transcends the sociopolitical
contexts of language to reveal the untrans-
latable inner self and the audible silences of
translation and migration.

JESSE CHUN
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£, ot2, WEX|, &, 20Xt Lol X[,
2712| Ofe|AE mef|l. 2 381 x 27.94 cm(27)
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(erotofstel of),
2021-2023

59, otg, BEX|, &, 20pRt s, X[27Y.
2t 33.02 x 26.67 cm(8H)
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Jesse Chun
Score for unlanguaging
(MX|2 and cosmos),

2023

Graphite, pigment, vellum paper, pins,
roman alphabets, eraser, 2 artist frames.
381 x 27.94 cm each (2 pieces)
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Jesse Chun
Score for unlanguaging,
2021-2023

Graphite, pigment, vellum paper, pins,
roman alphabets, eraser.

33.02 x 26.67 cm each (8 pieces)
Supported by the 12th Seoul Mediacity
Biennale, and the Museum of Contemporary
Art Toronto, Canada. Courtesy of the artist
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HAIH, (gfelofste] ottty Jesse Chun, Score for unlanguaging,
2021. %7t HIB 2021. Courtesy of the artist

HAlH

oA XE

r
e,
/
‘,"r
\
L} L]
\ ./
¥
\
_ B
1
i“'\

7”@

JESSE CHUN

-
o
o

e
rlo

ic)
flo
o 4

il

[H]
ro rx

u rlo
2

bas)

0z
re
]
o
n
(7]

_l:'_l
n
rn
N
fol
Ui
-
[56)
e
oA
ik}
|0
Hu

HL

0x
N
1]
ol
2
mn
4o
_I'E
[==]
=)
[u
N

e o ne Ay
tn

(i

o

-

Ral

x

o=

m|
-
m

;

44 gy o
mo r=2

i
N
rir
|>
11kl

ol
2
=
Hu
r
njo
0z
0z
ol
=

=
o og

for 00 o0x U Kl
O

N> 4
ol
0>
B OH
|0
fijo
41
0x
_O'I_I
rr

To
El
2
rlo
N
s}
02
ek

it}
Ml
o
rx
[0
r= rr
ra
10
S

HL

=OII=I
L)
i
o |

- o
|>
Hu

715 MZICE =77

s

fol
rin

g
ol
-

0z Kl

rr
}:]

ujn
b

mer rE o

ox 12

oii

T~

[
i

IS A MAP 139

Score for unlanguaging is Chun’s ongoing
series of tactile drawings that are semi-“read-
able” and semi-abstract, taking shape amid
disjointed symbols from the Roman alphabet
that are subject to redactions—markings used
to conceal sensitive information—which are
then repeated, layered, and partially erased.
Using an alphabet stencil, Chun abstracts
semiotic shapes and meanings in order to con-
sider new textual trajectories and cosmologies.
The score’s patterned paper is custom-made
by Chun, who incorporates various bureaucratic
watermarks into her own “score” of non-linear
composition lines. In so doing, she imbues

the score with nuanced and circular passages
of language, meaning, and legibility. The
process of “unlanguaging” that Chun proposes
becomes more concrete as the project
progresses further into the artist’s diasporic
experience and the philosophy of oral traditions
in Asia. From a Korean perspective, traditional
sounds are based on the rhythms of life that
produce breaths such as speaking, singing,
and telling stories. The scores are also acti-
vated through performance and collaborations
with other artists, who are invited by Chun to
“translate” them in their own interpretations.
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Jesse Chun
=eff SULLAE, 2020

Single channel video. 6 min 25 sec
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

In 2020 there was an extreme rise of racist
rhetoric and hate crimes against Asians in

the USA, where Chun was living, particularly
wielded against Asian women. Alongside

the rise of the global pandemic and conse-
quent weaponized language and violence, the
US space force furthered their plan to colonize
celestial bodies such as Mars and the Moon.
Chun looked to the Moon as a conceptual site
for this film, as a site for new poetics during

a difficult time.

In 22 SULLAE, Chun draws from her
childhood cultural memory of ganggangsullae,
using the Korean women’s moon dance as
a decolonial metaphor and solace. Chun also
considers the way in which this dance was
historically used as a means for women to
collectively unleash silenced anger. It provided
relief through song, bellowing, yelling, and
circling under the Moon. In this video, the
English language is fragmented into pho-
nemes and voiceless and voiced consonants.
The work focuses in different moments on
the sonic, visual, and semiotic; undoing the
English language, its embodied violence
and dominance through abstraction and
mistranslation—a process the artist describes
as unlanguaging. Through it, Chun reflects on
language, its effect on the collective body as
well as on one’s interiority.
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Jesse Chun

notes on new moons/
oak/sun (new moons
are often invisible

to the naked eye; notes
by my grandmother Lee
Oak Sun-buddhist name
Jeong Gak Haeng; oth-
er notes on history; my
offerings—on speaking
together), 2023

Handwritten diary, letter pages, photographs,
acrylic panels, clips, rocks, and other materials.
Dimensions variable

On-site production: 5 music stands, handwritten
diary, letter pages, photographs, acrylic panels,
clips, rocks, and other materials on 5 music
stands. Dimensions variable

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist
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IS A MAP 143

Several musical stands punctuate the exhibi-
tion space, each containing handwritten pages
and the backs of photographs from Chun’s
late grandmother, Lee Oak Sun. As a Korean
folk dancer who later became a Buddhist nun,
Lee was left out of her own family records

as well as those of Korean folk art history due
to the tumult of the Japanese colonial and
post-colonial periods. As such, she serves

as a spiritual influence in Chun’s approach

to thinking about historiography and its gaps.
The vintage music stands create assemblages
of various book pages, Korean silk, images of
clouds and smoke on mirror, dried lavender, and
other offerings that Chun places in response

to Lee’s writings. Speaking together across
space and time, these sculptures question the
structures of institutional and historical narra-
tives, highlighting inherited lyrics, the forgotten,
and the impermanent, as well as their afterlives.

H{X|%= FLOOR PLAN p.127
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MEAE0|a2 22 SeMA Y= 1970y
A HA AEO|| HSO0{E H|LX[SHEHE
to|
X0

2017'A5E O|&2o| MA| S22 AFSE|D JUCt
HO|X| b=, PAMHo|m, HX|=o| 1, 230l
FZ1t HQlo| IXE FHsHe 0| H|KL 2=
SeMA H7{0l|A 21zt 7|&3t =2 o| st
270l #sto] Erste REES AvNstict 0] X|5t
HAME X2 M2, & g HA k@l S

ST S2UH XI5} HEfA|o| 0jES A=EiCt

SeMA #H7{

A b 1

Prior to opening to the public in 2017 as a sat-
ellite branch of SeMA, the underground gallery
of SeMA Bunker is believed to have been built
as a secret shelter during the military regime
in the 1970s. Just as THIS TOOQO, IS A MAP
engages with underground, historical, political,
and cultural infrastructures of extraction and
displacement, the works on view at SeMA
Bunker investigate the links between human,
technological, and mineral displacement. This
presentation focuses on the mapping of physi-
cal underground ecologies through histories
of extraction, pollution, and natural resources.

SeMA BUNKER

THIS

TOO,

O® &
Artworks
Az2|uo]E]
Elevator

B1

B2

B3

B4

H3| sl|2{Sap, (L galo]
Hx| 25t A 2Lp

Femke Herregraven, | See What
You Don’t See

2019

" sl set, <X 2aE ool MER)
Femke Herregraven, A Prelude to:
When The Dust Unsettles

2022-2023

B.g= 2EdER|(Zaaet A,

ojojo] 2o]2 g&), <x|8f EX of7jo| =)
Lo-Def Film Factory (Francois
Knoetze and Amy Louise Wilson),
Subterranean Imprint Archive
2021-2023

ARAF 2| EMIX|HI 2] Q) QHEIE,
(OAHAEA (MT))

Sasha Litvintseva & Graeme Arnfield,
Asbestos

2016
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B @ B 5|2 SEHH WP ZAIE 7|80 2 AR|E Jk|, Femke Herregraven’s research-driven
MENA|, Xt7] =& A| A Ja|70 X|&stA 2oty practice explores the relationships between
— - - o| A2 ElTsl= SHES D=0 9F economic value, ecosystems, self-organization
'lé!;'l 6'” E'I §E—I'I|:I_-| Fem ke Herreg raven :tg::l "Zﬂu Hli:%;;;_ ;;0:“:'2;“2 systems, and geological instability. Drawing
(L= B4l0] x| 3= | See What You Don't = 35163 I ST s e
H=2 EEI.> 2019 See, 2019 R2is, X, :E_lgué E'l_% *'ﬁ_@ﬂ 91'*}%_ which we currently experience and relate
AE ’ o= o= EfRSCL ZZ oM YMEl= 25EOl  to the world, Herregraven orients her artistic
ErR HITID, 27H0] o4y THY Singl_e channel v_ideo, 2 panels with prints S S Mi MBE T AH2EE|= 23| Ato| inq%Ji.ry toward histories ?f gquraphy, geo-
292 16EHIEI) 49 min 16 sec (video); QEHS CafUICt R7Ls 20| HlO[ES A7 politics, and the global financial system. The
= 16= ; 118 x 162 cm each (panels) $a| SA5101, ZAIEOl HHE A|2tatshe complex relations that she formulates also
2} 118 x 162 cm(TH'E) Courtesy of the artist =IO, TETE = A8t . reveal the effects of an extractive and finan-
NS CHOPXQl F2 A4S JHESI0] QEH, =2, S8 cialized conception of life, which she
2 HIC|R Zx|of 22 YElo AES S8 UBBIl  gupstantiates in the form of objects, sculp-
(Lt ghilo] BX| Rete Ag 2tbe tures, sound, and video installations created
2g|Mo2 we |X|X| &t1 K| EHO|A X5 through intensive data collection, processing,
xtelo| 7IR|Z AFESE7| 95l 28 AIRHO| AFREt= and analysis, as well as developing alternative

approaches to visualizing abstract information.
| See What You Don’t See explores
technologies used by financial markets to
g4 U= MO extract value from the earth’s surface without
q=toll 225t1, physically breaking ground. Shot in South

A2 0|2 ZHSIE QI5t EX| 25| E £XIA|F|=,  Africa from a hot-air balloon, the film scans
olzeo|Mo| &oist X|7 0|O|X| Aloje] ZH2E the topography of the landscape as a means
o Cliri s e Sefdict. 50l SHsHs Alsiel ojnixige gge| O ONveYing the scale of human vision that
2019. 27t HZ Courtesy of the artist 0|22 S st 17 0|23 o|2e contrasts with telc?scoplc images of Earth
= ’ captured by satellites that are used to produce
Fsts 28 A2Bnte #AS BMst 22AFIE maps and indexes of materials, which then
Fag|e| =2l 2|50 W5 HE=of ULCE precipitate profit-driven exploitation of the land.

The film’s poetic images are set to the slow
rhythm of a human voice that lists materials,
both obscuring and disassociating them from
the financial systems they typically serve.

H{X|%= FLOOR PLAN p147
7| slz{sepd FEMKE HERREGRAVEN Aol INDEX p.207, 214
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Femke Herregraven
A Prelude to: When
The Dust Unsettles,
2022-2023

Single channel video installation. 15 min 15 sec
On-site Production: Jo Jeahong,

Yeom Chulho, Jung Jinwook

Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

In a continuation of Herregraven’s research

into “optical mining,” Prelude to: When the Dust

Unsettles expands upon the concept of the
“digital twin.” In the language of extractivism,
the latter term denotes a virtual representation
of the physical world that simulates mining
infrastructure prior to actually working on-site
in order to secure financial support as well as
optimize efficiency and profits. In short, it is

a method of mapping what cannot be seen.
This video installation depicts the digital twin
of Manono, a town in the Democratic Republic
of Congo where international companies are
developing lithium mega-mines, juxtaposing
the virtual hyper-clean renderings of digital
simulations and the physicality of the actual
spaces they represent. The built landscape

of Manono thus clashes with the reality of

the mining industry’s toxic impact on the

local population and the natural environment
vis-a-vis the exploitation of workers and land,
which are unabashedly concealed by the
abstract language of the global economy.

FEMKE HERREGRAVEN
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Lo-Def Film Factory
(Francois Knoetze and
Amy Louise Wilson)
The Subterranean
Imprint Archive,
2021-2023

VR Video Installation, wall painting.

15 min (VR video); Dimensions variable

(wall painting)

Wall painting collaboration: Joe-Yves
Salankang Sa-Ngol, Kaelo Molefe
Commissioned by Oulimata Gueye for

Le Lieu Unique, supported by the 12th Seoul
Mediacity Biennale. Courtesy of the artist

LO-DEF FILM FACTORY
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Lo-Def Film Factory is an art-making com-
munity initiative founded in 2019 by Francois
Knoetze and Amy Louise Wilson in South
Africa. Their projects explore local narratives
through low-budget productions that place
an emphasis on the transmission of ideas and
experience rather than high production value,
deploying methodologies such as archival
research, dramaturgy, and visual strategies
that are associated with mediums of video, col-
lage, sculptural installation, and virtual reality.
Representing a collaboration between
researchers, artists, and thinkers from
various African countries, the VR work The
Subterranean Imprint Archive proposes
a counter-archive that traces the legacy of
technopolitics in Central and Southern Africa
and thematizes the toll of a progress-driven
world-system across the continent. Beginning
in the Shinkolobwe mine in the Democratic
Republic of Congo, where uranium was
extracted for use in the Manhattan Project
during World War I, the work engages
with the history of mapping for the purpose
of resource extraction dating back to the
nineteenth century, the exploitation of the
African continent to facilitate the nuclear bomb-
ing of Hiroshima in 1945, and the largely hidden
consequences of such enterprises on African
territories, ecosystems, and populations.
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AFAE EIE?'_'ﬂIHf Sasha Litvintseva

& Graeme Arnfield
Asbestos, 2016

Single channel video installation. 20 min
(video); Dimensions variable (installation)
Courtesy of the artist
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Asbestos, a collaboration between Sasha
Litvintseva and Graeme Arnfield, traces

the toxic legacies of material extraction.
Historically, asbestos was mined and pro-
cessed for installation in massive industrial
construction projects and homes around the
world. However, modern developments in
science and technology through the creation
of the electron microscope have revealed the
substance’s toxicity, resulting in the revision
of its reputation from the fireproof magic
mineral to a catastrophe in waiting. Airborne
and invisible to human eyes, asbestos enters
human bodies through the respiratory system
and its effects can be lethal. While the world’s
largest asbestos mine in Asbestos, Quebec,
Canada closed in 2012, the asbestos industry
has far from left us with extraction from

the soil transforming to extraction from our
walls. We are now faced with two options:

to remove this hazardous material from our
homes and start anew, or to build upon its
residue. Often costly to remove, new industries
of abatement have emerged, where the mate-
rial is covered in plastic tarping to limit its
potential spread.

In Asbestos, the camera cuts between
embodied first-person found footage of asbes-
tos abatement workers navigating toxic interi-
ors and static locational images of the town of
Asbestos (as of 2020 Valdes Sources) and its
decommissioned asbestos mine. Such stories
inevitably lead to questions about the recipro-
cal existence of asbestos and human beings,
the vulnerability of the human body, the legacy
of industrial mining, and social responsibility.
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space mm

MEA| £ X2 12 AE|AEIE ME415

XISk AlEY (154, 254)

HA M22F

AHO]Amm

Sae-teuk 4-1ho, Citistar Mall, 12,
Eulji-ro, Jung-gu, Seoul

Weekdays & Weekends 12PM-6PM
Closed on Mondays

Subway City Hall (Line 1, 2)
Bus Seoul Square

1

space mm

THIS TOO,

IS A MAP 157

&S AL|0|A

Sogong Space

XISHE AIEY (154, 254)

HA N2, B4

23 AHo]A

B 6-1, Sogong Underground Shopping Center,
102, Sogong-ro, Jung-gu, Seoul

Weekdays & Weekends 12PM-6PM
Closed on Mondays

Subway City Hall (Line 1, 2)
Bus Seosomun, Deoksugung

SOGONG SPACE
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ME X|stE 2| AIFYat SX|=e

°t B : AS AASI= The u.nderground paf;sageV\{ays connecting ﬁl_l'” 0 | ﬁmm & _JI\__S_ ﬁﬁ‘" 0 | A 7E|;;c<|-7 |
EZ= ZaXt s AZK|5HAIE GIAEIC) the City Hall and Euljiro stations of the Seoul
Ol X[5t BZH0l= BEHE i3t 7@E, Zrja)  Metropolitan Subway, located between the Way to space mm & Sogong Space
24| o|ZL} HO|E AES TOjsHs 03] ALHO| Plaza Hotel and the Myeongdong Underground

Shopping Center, are home to a sea of com-

[=]
ol 1 Alolof| O] =7t AHO|A Az K K
23, 3 Afojof 0j& ST AH0lAmmat 23 mercial spaces that sell souvenirs, street food,

A 0|AT} QUCE H|ALR| = O] RN 331t clothes, and K-pop merchandise. Among these

APR BZEo| |, LA & T ARljo] HAIE vendors are space mm and Sogong Space,

JI2X|20 o7 |E|= x| Aot ZIZo)| 25t where SMB12 presents artworks by Hyunsun AHO|AMmM

Mo Mat et ol ZZES AJNSHICE Jeon and Bo Wang, artists who engage with @ space mm
the politics and tensions that emerge from the

blurred boundaries between public and private
spaces, and between the virtual and real
territories of everyday life.

©)

A& AHO[A

Sogong Space
MEAIZ0|s
Seoul Museum of Art
X5tz Ul H3M, C0lE gl Mo
Hyunsun Jeon, Into the Unnamed Mountain
Underground Path 2;23
A
‘ gz U2 o (e Wl 2o
Ground Path Bo Wang, The Revolution Will Not Be Air-conditioned
2022
2H0]Amm space mm A3 AdjojA SOGONG SPACE




H3} 267 x 1130 cm(LHH);
267 x 670 cm(R2[4)
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Hyunsun Jeon
Into the Unnamed
Mountain, 2023

Mural. 267 x 1130 cm (wall);

267 x 670 cm (glass wall)

Commissioned by the 12th Seoul Mediacity
Biennale. Courtesy of the artist

Into the Unnamed Mountain is a mural and
installation commissioned by SMB12 that
transforms one corner of an underground
shopping complex into an imaginary site where
nature and culture collapse into a unified field.
Along a pedestrian route mainly traveled by
office workers, Jeon presents her distinctive
mode of landscape-abstraction painting on
the walls as well as the windows and floor.
This expansive scene projects itself onto the
outside and inside of the storefront exhibition
space, incorporating both zones into an immer-
sive experience that precipitates a modified
experience of contemporary sightseeing

and hiking. Combining languages of abstrac-
tion and nature, Jeon’s work posits a diver-
gence from everyday life.

HYUNSUN JEON
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IS A MAP
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U @ =2 IEL S39| ASA MEe 2511, 01710|2,  The Revolution Will Not Be Air-conditioned
S 25}, A, AM 0|C|o S Ciekst A20M integrates images and sounds taken from
= - ks o L various sources such as historical archives
9t Mata 230 B7H0) Bat A V|2 TR ves,
= = BO Wang O|0IX[9} AFSCE 3iLte] WAto = Rix3iC} popular cuI'Fur? newfs reports, ?nd §()tC|aI media
=i0{ o LHHIEI A OF . . ] o in an examination of spaces of resistance
(Bl LHHbEl 4 ofr}y The Revolution Will Not 21 BICIQR PAE SHES 18518 IR BHIM o onfinement, with a partioular emphasis
H i JHE|E orzEiEbs| 19M|7] CHA® A OtA|OL2] f " i iuxta-
2022 Be Alr_Condltloned’ Hz|E 2= .=.9<;I 19_" |I= U 1130" | OFAOF |o on Hon.g Kong. This two ’channel wdeto.jfjxta
o|Z2Hl SMES £EYUSI| 2o DotE E22|8, poses images of London’s Great Exhibition
2022 20M|7| 2H|7|Ye| 5 91 WKL H|C|Q, of 1851, nineteenth-century terrariums designed

2x1d H|C|Q. 272 . ) : -
for importing and exporting exotic animals

=L A (Z2IAEIRE "I =Yy = HIC= cist 2 channel video. 27 min ojgo| Jhiglo| ANEECZ HAFT BT Al . . L .
FL| H, (E2AEXME YLtE), 52 HiE st Commissioned by Junni Chen for Lustrous ;vg ol0JX|, AlH|2} SAHS ZZH0IA O}Z0{K| and plants from Asia to Britain, training videos
5| Mojas oM. =7t N3 = P ST TS o o= for employees in twentieth-century global

Like Plastic, Hessel Museum of Art, olxl AE| 7ol Xt E2 px|2 HO0jZ=C},
CCS Bard College, New York xt

—_

enterprises, anonymous smartphone footage

Courtesy of the artist B WS (Y2 ddE + glthE 82 documenting a protest in Hong Kong, and a
QIA2F710|HA HOi&2I0|EQl & AR &[22 first-person shooter game that unfolds within
I (MY TVE 95| X| &2 Zo|Chy (1971)2  arealistic three-dimensional space.
xt2510] OHSO{ XL} Hro0|ab chof7} The work’s title is partly borrowed from
“wHupo @ R|SHE|H Z3 HUS ‘ALET Ze the song The Revolu?lon WlII.I\.Iot Be Tc-?lewsed
KM= O|Z0fE & Six|at Ha|7t Eols|oie (1971) b.y Bla(?k American activist and singer-
o= = imrlE T e TIEME songwriter Gil Scott-Heron. Here, the word
mf grets Ao £ QU= RUst SUY £ Arh:s “televised” is replaced by “air-conditioned,”
Kt=Ho|X|ot ZHAYA Ul HME LHEQICL  reflecting a self-deprecating yet cautiously
oAt Opx|otol 2014H 29| ‘RArsind’nt hopeful sentiment—even if there is no
20199 £20| 25 HiC| A|Q = Zlotxoz room for protest in the private-public space

of a shopping mall, it may be one of the only

HOJZELL ALE0 ES K2R, 33 3UE MR . .
AFRIS S Oji{e ATHS TS AC oIX|at places left for insurrection when the streets
= A HAE 2lNE = ; i
== = sHimes T A are under siege. The last segment of the video
EE2 22T G| ALl FYES H2IC)

invokes Hong Kong’s 2014 Umbrella Movement
and 2019 extradition bill protests. Although

the efforts of those who occupied, and set
ablaze retail and public spaces may have failed
in the short-term, this work initiates a rupture
in familiar revolutionary histories.

e, Y2 WwE ~ glth A8, Bo Wang, The Revolution Will Not Be
2022, &7t HIZ Air-conditioned still, 2022.
Courtesy of the artist

L BO WANG Mol INDEX p.202, 213
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Seoullo Media Canvas is a giant 29 by 7.7 meter
media screen that is visible from Seoul’s
elevated pedestrian walkway Seoullo 7017
and Malli-dong Square, destinations that
attract individuals from surrounding residential
communities into the city center. This venue
frequently screens works by young and emerg-
ing artists on topics relevant to the future

of the city. Every evening, SMB12 presents a
brief hourly program of new and recent works
by celebrated artists that connect with the
themes of the Biennale.

Screening Time

2023.9.20-12.19, 18:00-23:00
Starting on time at every hour for 20 min

SEOULLO MEDIA CANVAS
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YOUR COMPANY
NAME (Clara Balaguer,
Cengiz Menglic)
WORKING Title Title
HERE, 2023

Single channel video, sound. 4 min 35 sec
Supported by the 12th Seoul Mediacity
Biennale. Courtesy of the artist
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YOUR COMPANY NAME is an intermittent
collaboration between graphic designers

and cultural practitioners Clara Balaguer and
Cengiz Mengli¢. As a duo, they make use of
casual fieldwork methodologies to amass
qualitative data in the forms of long walks
documented by smartphone, WhatsApp image
dumps, and takeaway-fueled conversations
logged on Etherpad to create videos, graphics,
and PowerPoint-style presentations. Their
ongoing research into vernacular design and
diasporic languages and identities, as con-
structed and manifested in the visual culture of
Rotterdam’s streets and architecture, engages
with tools and templates of popular access.
This refusal of high-cost exclusionary tools
creates a space for both critical experimen-
tation and the decolonization of cultural
production.

The short video WORKING Title Title
HERE explores expressive visual languages
found in multicultural storefronts, promotional
leaflets, and other forms of everyday commu-
nication, adopting the perspective of outsiders
unfamiliar with Northern European environs.
Aesthetically built on the idea of recovering
what is already at hand, even to the point of
being banal, the work explores Rotterdam’s ur-
ban landscape and the ways in which different
communities claim their own spaces amid the
social, economic, and cultural fabric of the city.

Mol INDEX p.202, 223
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Natasha Tontey
Children of the Stones
Number Two,

2023

Single channel video, sound. 4 min

Supporting team: DDDBandidos Animation
Studio. Editor: Arief Budiman. Music Director:
WAHONOY/Divisi 62. Sound Mastering:

Studio Oposisi

Supported by the 12th Seoul Mediacity Biennale,
transmediale, and Other Futures. Courtesy of
the artist

Drawing inspiration from her own ancestral
culture, Natasha Tontey creates digital anima-
tions, performances, and installations that
rely upon speculative fiction to explore
Indonesia’s historical narratives, local myths
and traditions, and contemporary cultures

of fear. Her works reimagine animistic cos-
mologies as queer alternatives to modern and
anthropocentric politics by positing divergent
future perspectives that evade the predeter-
mined outcomes of a colonial world order,
instead prioritizing the struggles of outcast
entities and beings.

Children of the Stones Number Two
combines Tontey’s previous works into a short
video that foregrounds the religious and spiri-
tual practices of Indonesia’s North Sulawesi
province and focuses on the distinctive worl-
dview of the Minahasa tribe, which is defined
by its relation to and communication with
the geo entity stone. Adopting the format
of maximalist digital visual elements, the
work speculates on the potential of Minahasan
culture to imagine an alternative society based
on the principle of reciprocity that unites
animate and inanimate realms.

NATASHA TONTEY
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Raya Martin
Ars Colonia, 2011

Single channel video (Analog video

& hand-painted 35mm). 1 min 12 sec
Commissioned by the Hubert Bals Fund of
the International Film Festival Rotterdam
Courtesy of the artist
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Raya Martin’s early experimental indepen-
dent films pose questions about postcolonial
identity as well as the broader ramifications of
Filipino colonial history. He often reimagines
scenes from the Philippine Revolution, which
was fought against Spanish colonial rule

in the 1890s, as well as the country’s American
occupation during the early twentieth century
by using early cinema editing techniques

and hand-painted backdrops to evoke the
prevailing modes of filmmaking contempora-
neous with those eras.

In Ars Colonia, a one-minute short com-
missioned by the International Film Festival
Rotterdam, Martin replicates the hand-colored
style of early silent films to restage the tran-
sient moment of a conquistador fixing his gaze
upon an island that he is about to invade. The
work’s handheld camera perspective proposes
a surreal scenario in which sixteenth-century
conquistadors had actually used camera tech-
nology in order to document their initial encoun-
ters with the lands which they would violently
reshape into their own European image.

Aol INDEX p.197, 219
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Comprising long-standing friends of the
Seoul Mediacity Biennale as well as newly
added-members of its expanded community,
Collaborating Spaces include cultural spaces,
book stores, cafes, and public spaces that
disseminate ideas and ephemera related to
SMB12. Each space distributes selections of
postcards, which showcase original contri-
butions from participating artists, writers,
Biennale team members, and SeMA staff, as
well as guidebooks, newsletters, and maps. As
a set, these printed materials express various
interpretations of non-territorial aesthetics
and collectively operate as a conceptual and
material map of the Biennale. In collaboration
with Seoul Community Radio, SMB12 also
activates the air waves, exploring the potential
of sound and music to move beyond borders
and transcend the politics of territorialization.
As such, Collaborating Spaces compose a
fragmented collective mapping of the city and
manifest the different forms of spatial social
life that arise therein.

The Reference Seoul

The Book Society

Dongsu Store x Monthly Bookstore
Roundnd

Raw Tea Bar

Louis Collections

Seoul Metropolitan Archives
SeMA Art Archive

Buk-Seoul Museum of Art
Seoul Community Radio (SCR)
object Seokyo

OEAT

Colorado Project

SeMA Cafe+

% The opening hours of collaborating spaces
are subject to change.

COLLABORATING SPACES
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The Reference Seoul The Book Society

F2 Hef|HZA SeMA The Reference SeMA Fa NE2A| Z23 XSHERZ 192 25, X|51 15 B1, 25, Jahamun-ro 19-gil, Jongno-gu,
Address M2AIE0js2 MARER 35 3F, Seoul Museum of Art Seosomun Address Seoul
G2 A Seoul The Reference Seoul 2GR F5 - FL 1PM-7PM Weekdays & Weekends 1PM-7PM
MEA| Z27 ASHEE 242 44 44 Jahamun-ro 24-gil, Jongno-gu, Seoul Opening Hours 22U #% Closed on Mondays
S =3 - =2 HAM-7PM Weekdays & Weekends 11AM-7PM ety @tbs_book_society
Opening Hours 2lgol 52 Closed on Mondays Contact thebooksociety.org
i @the_reference_seoul L SAAMO[O{E|= EEE MEOR 5= M2 7|82 The Book Society is a Seoul based collective
Contact The-refkr Z{BE|HC} 2010 E| O|C|ojH{ARH= 0|222  working in publishing since 2010. They
%‘Eh_ll‘ r."jﬂ% xn_'|7|'|§ﬁ:|—, EMQI_ EEE’E% 7|§_!3H have published and edited books under the
[EF=F-1 HBA 2 of|&1 . -
2018 22 A C{3HHA Seoul2 ‘o=t The Reference Seoul, started in 2018 as a ITH LI AAJO|O{E[RIS 0|20 MH Z maxe  ame medla.lb.u.s' and have f:urated
FA7L Q= MA'E RER Xl EXIs M=t bookstore embracing art and exhibition, is cur- _ L various exhibitions and projects. Through
- = ] . ] AH|0|AE 2o, #cH 0|1} CIxtol 2t : :
MeAZiojaatoM 2951 QICt o0 akst rently running a multi-cultural space in Seochon, - e o their bookshop and project space,
DS HS AESICPE E2 J1E CHHAS Seoul as well as at the Seoul Museum of Art EME FLh<lof Zolsta S8t The Book Society sells and distributes books
sEETmE e A= e (SeMA). The Reference-whose name stands related to contemporary art and design.

for a space where one can “refer to everything
about art’-functions as an alternative space
StHist= HRLIE| 7t 2 oghs 6t lct curating art books and artist books as well as an
art related community space where art profes-
sionals—such as artists, designers, editors, and
researchers—can come together.
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Dongsu Store x Monthly Bookstore

F2 MEA| B3 SX|2 12, A-X|5HA7t, Citystar Mall Sae-teuk 4-2ho,
Address AE|AELE ME4-25 B 12 Eulji-ro, Jung-gu, Seoul
A Z=% 1PM-7PM Weekdays 1PM-7PM
Opening Hours Fa. 35U 52 Closed on Weekends and

Public Holidays

SIOICH STEAL 8 X2 Dongsu Store x Monthly Bookstore selects
2 FMA|5tn mHolfshs and presents a publisher bimonthly to display
MAEo|c}. and sell its books.
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Roundnd

Fi MEA| &1 Y5235 35, Jeongdong-gil, Jung-gu, Seoul
Address
At 5 - =% 8AM-10PM Weekdays & Weekends 8AM-10PM

Opening Hours

LEe| @roundnd.jeongdong

Contact

SIRCHE = MSA|20/&2t} 28] M2 Roundnd is a cafe and bakery in Jeongdong-
ol2of 9|x|8t 7tm|0|X} H|o|Hz|o|Ct HEZS gil near the Seoul Museum of Art and the

IR 5L BERHSOf| | ZIE RAEIS A/} Jeongdong National Theater. It serves roasted
a2 ol CIXES THHEHD QUC) coffee, baked goods, and desserts.
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Raw Tea Bar

Fa MEA| 2 duE52 815 Ground floor, 8, Yeoksam-ro 5-gil,
Address Gangnam-gu, Seoul
A 3 10.30AM-12AM Weekdays 10.30AM-12AM
Opening Hours ZF2 3PM-12AM Weekends 3PM-12AM

deA {2 Closed on Sundays
o2ty @raw_tea_bar
Contact
2] S stAst S50] IRIst 2E[HH= Located in a quiet alley behind the Gangnam
TZ2RM MH|7} =H|E O|C|o] ZISHA Z7to|C}, Station, Raw Tea Bar, a media-friendly space,
Aol AJcHe| Q&|X| HIE|X| 7}7L2 0|=204Zl furnished with original vintage furniture
27ke Wao| 7tEle} B2 SEX|aH O|c|o] OfE from the Industrial Agg, not only operatc.as as
] I A e g a cafe but also opens its doors for media art
‘_-Al’ B AR, A2 2, 24T DY S 28 exhibitions, screening events, small group
280 w2t Chstr 0|8 7hsstet. 02N = lectures, and gatherings. Raw Tea Bar presents
29Ut =Y Satelst Fu|et xf, ZHH|Y S CH¥Fst  a variety of drinks, such as self-blended coffee,
S8 &2 4 Q\CL tea, and cocktails with different experiences.
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Louis Collections

FL MEA| B3 HAMZ 172133 3F, 172-1,Cheonggyecheon-ro, Jung-gu,
Address Seoul
2 =3 - =% 12PM-8PM Weekdays & Weekends 12PM-8PM
Opening Hours e =0 Closed on Mondays
o2ty @louis_collections
Contact
F0|AL| ABE2 SXIZ0|| 2IX[St 7HH|O| KL, Louis Collections is a cafe, shop, and exhibition
AZAM MA|ZZIOZ BZHEe Z:7tClaE ol space in Euljiro. This space is occupied with
20| A gho| HCOM 2D QS mEE] SxYIHK| objgcts <_:o||ected by its d.irf-:tctor, Louis Park,
A3 AFREE Fe T7Ho|2ts || FpFICH during his stay abroad. Visitors f:an choose

_ what glasses and plates to use in the space.
wEHse HIXE B HAIS 22t g=et
CIMES F25i, 5 12 128 AlgE 4 9t
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Seoul Metropolitan Archives SeMA Art Archive

Fa MEA| 287 SYU=R 622 7 7, Tongil-ro 62-gil, Eunpyeong-gu, Seoul Fa MNEA| 27 222 101 101, Pyeongchangmunhwa-ro,

Address Address Jongno-gu, Seoul

At F3 - FZ 10AM-5PM Weekdays & Weekends 10AM-5PM A %% 10AM-8PM Weekdays 10AM-8PM

Opening Hours Ao - =M A Fat Closed on Mondays & Chuseok Opening Hours ZF2. 352 10AM-7PM Weekends & Holidays 10AM-7PM

Aoy st Closed on Mondays

oi2hx] archives.seoul.go.kr O{E Ofx|at = 22 {0AM-10PM Last Wednesday of each month

Contact 10AM-10PM

ME7|212 st=0|M XM S0 T x| The Seoul Metropolitan Archives, which i semaaa.seoul.gokr

17|22 302|729 2 2019 742 o[22 opened in 2019 as the first institution for Contact

MSEHA| AIH7|20 MSA|Dlo| 7|21t 7|22 local permanent records in Korea, is a public

~zlsto] HEHOZ BE |5 LA avlilive e ealliseis 1l manages the Seoul MBAIE OIZO010|9= 7|53 00| BHSH:  The Art Archives, Seoul Museum of Art, is

S|E R AMHAS HED AT o RZOPo|Rs Metropollta.n Governmen.t.s municipal records O|&2Ho|Ct, 0|&0t7t0|E < 03] i1} chi| 7k where art records and artworks coexist. The
-c —= e M °; - and memories of Seoul citizens. As a cultural Ltz 513 SiCHO|2 0| HHRtE 2 Zof Ate 7|21} Art Archives selects, collects, preserves, and

FH|ofl StA TYE TR E{E0] CHfet AR institution, the archive operates various public - - studies numerous records and materials from

A2 s +HstD, BE6ID, AABiCh, w3t

_ _ contemporary Korean art. The Art Archives
Ol7t0|=S i Bt EES S8l Cherst AtEAtS
]

aims to create relationships with diverse
2AE Yo, M2 ofj=2| ES OpASHCH groups of users through a wide range of
programs utilizing the archives as a resource
as well as to develop new cultural frameworks.

T2 M3 7|8 25t At programs including exhibitions.
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Buk-Seoul Museum of Art

F2 MEA| =27 SUZ 1238 1238, Dongil-ro, Nowon-gu, Seoul
Address

2t Z3 10AM-8PM Weekdays 10AM-8PM

Opening Hours =Y. 35Y Weekends & Holidays

32-10& 10AM-7PM
11&-23 10AM-6PM

o9 Fat

OHEF OFX| 2 5= =294 10AM-10PM

Mar-Oct 10AM-7PM

Nov-Feb 10AM-6PM

Closed on Mondays

Last Wednesday of each month

10AM-10PM

o2y sema.seoul.go.kr/kr/visit/bukseoul
Contact
SM20/s22 XY ISt AMlst= O|=2t0|ct.  The Buk-Seoul Museum of Art coexists with
Zirlf oIco| M H|R3H X|HS At2l Lolq0)| 9x|5+  its local community. Located in Nowon-gu—an
SAS0|23S Dol Az} 0|2 Selns area whose name is derived from the nearby
1745t JHrE AZO|C). OFQ| K2t FIAIS HIZ5 “F.tee.d Hill”’—the museum is an open structure

_ with its entrance connected to a park. In
OI2YoR HAIE WY, OtE2to|=2]2], 7H, addition to outdoor sculpture exhibitions, it
CH== 20llM 01X8 F2 5= 7HE Bl 220l offers maze-like galleries, an art library, a cafe,
ZZ 4= Q= C¥et T2 20| RAEICE and a multipurpose hall. These spaces host
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a variety of programs for families, which make
up the majority of visitors to this museum.
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Seoul Community Radio (SCR)

Fa MEA| 843 SAMHO240LEZE 22 15 1F, 22, Noksapyeong-daero 40na-gil,
Address Yongsan-gu, Seoul

2 299 2099 5PM-2AM Thursday-Sunday 5PM-2AM
Opening Hours eo-soo =50 Closed on Monday-Wednesday
kx| @scr_radio

Contact

2016'd0]| MEE M2 HFLIE| 2ICI(SCR)=
OfA|OFe] HXt Zof R LIE|| S Xl WRIHO|
&= 22fel 59 W& S2HE0|CE SCRE SLH2(e|
MED olEHQl Mso| U= DJ, 22|10 H|X5t

| HIEQ|3E SHSIC.
2 st 37t Studio Two
S O[Ef 20l P, O] ROf|A &AL 2l0|2 &S
JHzlstOy, 2H0|E & Eel O[HIE, 2|34 S Saf
M| Ciefst 3o HRLIEIS| 25 MEZE A
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Established in 2016, Seoul Community Radio
(SCR) is an online music broadcasting platform
and a dynamic node of Asia’s electronic music
community. The station aims to nurture new
DJ and artistic talent from home and abroad.

It also incubates a network of like-minded
radio stations. SCR recently opened Studio
Two, a radio and bar concept space in ltaewon.
Studio Two holds events, live broadcasts, and
serves as a culture center for Seoul’s diverse
music communities, hosting live shows, pop up
events, workshops, and more.
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QHHEE MW Qal
object seokyo OEAT

Fa MEA| OfEZ T 242352 13 13, Wausan-ro 35-gil, Mapo-gu, Seoul Fa MEA| 843 MER 95 95, Sinheung-ro, Yongsan-gu, Seoul
Address Address

At F3 - % 12PM-9PM Weekdays & Weekends 12PM-9PM At 5 - F% 12PM-10PM Weekdays & Weekends 12PM-10PM
Opening Hours Opening Hours

olzhx @insideobject olzkxy @oeat.seoul

Contact insideobject.com Contact

QHHME L UM A AIRSH= AHE S KSHAS object is a distribution platform that Q9l2 sfidr=0| ¢|x|st 72 S =EHS E8H510] OEAT is a four storey cafe located in
AH|XISo| SI=0)| =t #3512 0|ZoJL TX} 5H= reinterprets everyday use objects with the Z 47| Z202 0|20{H Q\C}. 1Z2| QAN = Haebangchon, including a rooftop space.
SE Zai=o|c} 25009 7He| LK C|xtel =y Purpose of ef‘fecting change in people's. lives. sazoC|XE O2|1 ololg THjstn Qlond, of The desk on the_ first floor serves drinks,
Hxts 0|2 Mate s -_rl-.?.-, NE E2 Sofstn It holds clothing, household goods, st.atlonefry, =nic} oj= 242to| olE2]of CixfelS Metolc}. des.serts, a.nd V\.nne, an.d each floor presents
TR o] 4o of x4 ot and books, produced by 250 domestic design . o a different interior design. On the rooftop,
SO, H Dol 1'— B 803l MAZ X s, About 80 exhibitions per year take FOEN G2AS2 HUEIS HIRE Y E visitors can enjoy the view of the Namsan
ot @EHE MuHS ZolM 7 z2|of 2|X|sH place at each branch nationwide. object UCHE HIZHEO AlZES E2 £ ATt Tower and other areas of Haebangchon.
QHHEQS| BEHOR X|SHES E&5t0 & 47| Seogyo located in a four storey building

=0 Xl2|&hn k. on the Gyeongui Line Book Street is

the headquarter.
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S28tE T2NHE SeMA 7|+
Colorado Project SeMA Cafe+

FX MEA| Ot=Z R LHE2209H 20 15 Ground floor, 20, Dagheung-ro 20an-gil, FL MEAIZ0|E2t MAZREHS Ground floor, Seoul Museum of Art
Address Mapo-gu, Seoul Address Seosomun
2YAIZ F=Z 11AM-7PM Weekdays 11AM-7PM 2gAIZH =% - =2 11.30AM-6PM Weekdays & Weekends 11.30AM-6PM
Opening Hours ZF2 12PM-7PM Weekends 12PM-7PM Opening Hours e s Closed on Mondays
g g3 Closed on Mondays
- : SeMA 7HHl+= MEAE0|E2 MAZ 2, SeMA Cafe+ is located in different branches
Hakx| @colorado_project | o - e o
Contact coloradoproject.kr SMSAROIE2, 0j=0t710| 20 ™) U= © ) ? SR @ (i STl LN
9"-‘_1‘"0|E-|' SeMA |'””+ 0'||ki'— ;I_u” | '11‘.3_1 BU|Id|ng, Buk-Seoul Museum of Al’t, and Art
_ . Archives. SeMA Cafe+ also introduces artists’
- — L . CEL H| 27HS B3 AE Z2HEIEES E3
S22 Z2HEE S IHRHE 755 The Colorado Project is a characterized o _F:f T: GRS » E_ o i ‘:H projects installed on the walls and vacant
7|21l 7tm|o| X} OFEZO|Ct ZZtH L “Hef cafe and art shop. The name implies 7t S B HAS0| XALEA =S 2 places of the cafe space so the visitors can
2} cho7} ZatEl KW x12510], O] L a direction toward a rough, independent, and = UES BiC). enjoy the exhibition while visiting the cafe.

| art-friendly experience in Western America.

X0 HE D ARFELH o= Zst=l S L :

ol = K|Skl BISEAS o e Through collaboration with artists in various
Hol7|E X|skst= HiSkM S LY SH ) ) .
=22|7|E K|gkot= ek S LIZ=SHTE ARl =0, fields, such as photography, ceramics, design,
AZE|Rtl, s MEIXLl, FHBC|XER! S 2 20k faghion, and jewelry, this space is operated
OlE|AEQte| HAUS Sal| A&Xo|1 xHoft to produce experimental and interesting
ZAIES TS| D, ZUte| X|&F ol AEtEiE S results and to support artists in their contin-
X5t X} OFE LS 29151 QIC} uous creative activities.
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Consecutive Interpretation

IS A MAP

SAIS%
Simultaneous Interpretation
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09.21 13:00-14:50
MEAEoss g4

SeMA Rooftop

®®G

E3
Talk

<2H2E H|0|=: CHE X0| E|= 0|RE

Round table: Heres as Elsewheres

7} 70| = OfL|E, DIZAM|H| A otAZIZ|Z0f|EL, 2k, OO,
O|7|HIRIR2E, MA| &, MM, HAH, HE £t

ZIg8x} 20| & 2flo]2 A

Artists Bo Wang, Guido Yannitto, Hyunsun Jeon,
ikkibawiKrrr, Jaye Rhee, Jesse Chun, Kent Chun,
Mercedes Azpilicueta, Soyoung Chung

Moderator Rachael Rakes

15:00-16:40
MEAEDE S

SeMA Rooftop

®E&G

E3
Talk

<2H2E H|O|=: B7{2| FXM2IZ>

Round table: Past Futurisms

7t =2 QAYE H|L|A, ORAE[LL REAOIE, 2|2, &&=

uo|0| S Hof, =4t L&, 3|HLt 712 =-2i|7t
TRt 2mjop £2

Artists Agustina Woodgate, Chansook Choi,

Francois Knoetze, Fyerool Darma, Nolan Osward Dennis,

Ximena Garrido-Lecca, Yun Choi
Moderator Sofia Dourron

A
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09.21 17:00-17:05 HEHA
MEAZI0|E2 35 TAIE Performance
SeMA 3F
{Ot2|Z=Lt 7t EO0| (as part of Far West, So Close)>
Arizona Cowboy (as part of Far West, So Close)
7} olxHo]
HEM 20]2), SEAIE, B, AR} oftll, Zelo], FHF
Artist Jaye Rhee
Performers BOHEME, Drobotenko Anastasiya,
Estela Santana, Idertsog Dashnyam, JOO YOUNGGYU,
Ye Won Kim, and Zhang Wei
17:30-19:30 2lo| = At
MEAE0=E S Live Event
SeMA Rooftop
(Qrf| Fatss 2| )
@ @ Frequency Tropics (FT) Radio
X7t AHE £ M2FHFLEIZIC|R § e, DJ Karlll, Ejo, NET CALA,
Yuzo, ZHIFHFLIEI2IC|Q 2Kt 0P FLIE|2IC|Q, QEAEILC|Q
Artist Kent Chan in collaboration with Seoul Community
Radio, DJs Karllll, Ejo, Net Gala, Yuzo, Radio Partners Manila
Community Radio, and Oroko Radio
09.22 16:00-18:00 E3
MEAAHEIEEH 1S SheA Talk
Seoul Museum of History
1F Learning Room {A|, language for new moons»
@ @ 7 FAl A
ZIghx} 2|0 20|32 A
Artist Jesse Chun
Moderator Rachael Rakes
09.23 15:00 HEHA
MEAZ0|s2 35 MAIE Performance

SeMA 3F

<CHA ol =Rt L2l 5t

Five Spells & A Song

7t HE2 M| A otAZZ2|ROjEL 0]53] Y
Artist Mercedes Azpilicueta in collaboration
with Lee Seung-hee

r
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09.23 16:00-17:30 2lo|= AL A32|d, Chst
MEA|Z0j&3 3F Live Event Screening & Conversation
Z2NEN2|
SeMA 3F CHI2E 01>
Project Gallery Demilitarized Goddesses
DIS) 372 HoIR ST, T, A4, HAKt
T xt S5
Artists and speakers Youngjoo Cho, Yang Suk Seo,
and Seonja Jeon
Moderator Ong Jo-Lene
09.24 14:00-15:30 2lo| AL AS2|Y Chst
MEAR0E 35 Live Event Screening & Conversation
DZ=HE Az|2|
SeMA 3F I K& 2FAF & OFAR
Project Gallery Domestic Resistance: Rasa & Asa
&7t R #oxt 2720| 2t2}, LtAZ|FL I L|A|of 0|
HAH =S XIS (PERTIMIG)
Tzt S=2l
Artists and speakers Okui Lala, Nasrikah, and PERTIMIG
Moderator Ong Jo-Lene
16:00-17:00 2tojt AL A2, st
MEAIZDIE2 35 Live Event Screening & Conversation
Z2HE Hz{2|
SeMA 3F It Xk Nohdong/== Nongkrong)
Project Gallery Domestic Resistance: Nohdong/’=& Nongkrong
@ @ 7t U Eojxt 230 2t} LiAz|Fh A#HE, SHR0{ YL SXtS|,
HRI7PgEE(ARS
TExt S5
Artists and speakers Okui Lala, Nasrikah, Aletheia Shin,
Korean Women Workers Association, and National House
Managers Cooperative South Korea
Moderator Ong Jo-Lene
A EVENTS
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09.26 17:00 mEHA
MEAE0j=2 24| Performance
SeMA Lobby
L O 7{2|0 AKEICES, (812 E4))
| Belong to the Distance 3, (Force Multiplier)
7} A2
HEH £H7, o[l o5&k, MEZ HX|5
Artist Kwon Lyoneun
Performers Jun Bo Ram, Jung Ji Hye, Lee
Hye Sang, Lee Jae Rin, Song Myung Gyu
10.07 16:00-18:00 Z7tete| chst
MEAEI0=2 35 Artist talk
Z2NEAZ|
SeMA 3F 2REMS EZ: WEX|2|5tn A 521
Project Gallery Native is a Metaphor: Biogeography and Belonging
IS a2
CHERL i =
ZIx} Anjor 2
Artist Chan Sook Choi
Speaker Matthew Chew
Moderator Sofia Dourron
10.08 14:00-16:00 3L =23 A L E 2|MX|
MEAIZi0l&2 35 Workshop Introduction and open research
Z2NENZ|
SeMA 3F K|ESHN H|3: GOl HER &S5
Project Gallery Geologic Techno: Dance with the Earth Beat
A7} ofclA, AE3IEA DR, XTSI AR
Artists Andeath, Street dancer Juhye Ko,
and Geologist Seongjun Park
10.14 15:00 mEHA
17:00 Performance
MEAEI0E2 35
HAIE {Ot2|Z=Lt 7t HO0| (as part of Far West, So Close)>
SeMA 3F Arizona Cowboy (as part of Far West, So Close)
7t o|xHol
Artist Jaye Rhee
AL EVENTS
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1014 16:00-18:00 e
MEAZ0jsa 35 Workshop
Z2HENE|
SeMA 3F (EEA3S
Project Gallery Earth Monument Workshop
Mt oplieinaz
Artist ikkibawiKrrr
Oct-Nov 220! 22}l A} IHAE
Online Online Event Podcast
& M} UE B HEHBLERI HY
Artist Kent Chan in collaboration
with Seoul Community Radio
10.15 14:00-17:00 3L SEU/HA 95 S
MEAE0jE2 35 Workshop Movement/dance workshop
Z=HEMeZ|
SeMA 3F KIESHH EH|ALk: Bo| HERZ &3Fa2h
Project Gallery Geologic Techno: Dance with the Earth Beat
32} oo, AESIEH DTS
Artist Andeath, Street dancer Juhye Ko
10.21 16:00-18:00 L
ME2AlR0jsa 35 Workshop
Z2HEMaZ|
SeMA 3F (HEF R3S
Project Gallery Earth Monument Workshop
ot oplteiRaz
Artist ikkibawiKrrr
A EVENTS
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18:00 22jol #a} 22101 2to| =2
2zl Online Event Online Live
Online
<0|0F7| HA| X|=: BHH| sOFRF 2He =~ Qli= 0|0F7[>
@ @ A map is a story too; a story we can only tell,
if we tell it together
7t 21| H[2|, H]OtER|A 222, OfL|CH 0 22|, AM 22,
EMIZI(AL2E B 0] 30| E), =Y
7} oL XKrl 2
Artist Anida Yoeu Ali, Sara Sejin Chang (Sara van der Heide),
Yong Sun Gullach, Beatrice Glow, Mooni Perry, and
Youngsook Choi
Moderator Annie Jael Kwon
10.22 14:00-17:00 3L 2SEU/HA 23S
MEAEI0=2 35 Workshop Movement/dance workshop
ZZHEM2|
SeMA 3F K|ESHN H|3 L G| HER E5a2hH
Project Gallery Geologic Techno: Dance with the Earth Beat
7} ot A, AEEITHA D5
Artist Andeath, Street dancer Juhye Ko
10.27 19:00-21:00 3s
EE R Workshop
live meeting on Zoom
(AOEE DL O|Hst7])
Breaking up with a Smartphone
X7} zlelj2, Zelof
Artists Taeyoon Choi, Mina Kim
10.28 13:00-16:00 f3s
MEAIZi0j&2t 35 Workshop
Z2NENZ|
SeMA 3F (AOEEDL O|Hst7|>
Project Gallery Breaking up with a Smartphone
3} 2k, 200}
Artists Mina Kim
AL EVENTS
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10.29 14:00-17:00 3L STU/HA 955
M2A|20jss 35 Workshop Movement/dance workshop
Z2HENE|
SeMA 3F KIZSHA EH|3 Lk Bl HERZ &3Fa2h
Project Gallery Geologic Techno: Dance with the Earth Beat
7} ot A, AEESIEHA D75
Artist Andeath, Street dancer Juhye Ko
11.05 14:00-17:00 f3s
MEAE0E2 35 Live Event
Z2HENZ|
SeMA 3F (K|ZEH B3 G| HER &3
Project Gallery Geologic Techno: Dance with the Earth Beat
347} oteiA, AE3IELA TFS], Dds Xanexx, ZEEMEN
Artist Andeath, Street dancer Juhye Ko, DJs Xanexx
and ZEEMEN
A EVENTS
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Agustina Woodgate

| b.1981

Agustina Woodgate’s practice focuses
on the politics of landscapes and infra-
structure as a conceptual and public
geography. Her work comes about
through a logical process of discovery,
utilizing displacement as a strategy,
and the objects that structure our
access to land, time, and resources as
raw materials. Woodgates'’s approach
is speculative, practical, and site and
context-responsive, presenting critical
possibilities to concepts on social
orders, resource management and
information distribution bringing clarity,
scale, and accessibility. Her work

has been included in BIENALSUR,
Buenos Aires (2021); Whitney Biennial,
Whitney Museum of American Art,
New York (2019); IX Berlin Biennale,
Berlin (2016); IV Istanbul Design
Biennial, Istanbul (2018); Bienal

de las Américas, Denver (2015);
PlayPublik, Krakow (2014); Peabody
Essex Museum, Salem (2018);

DC Commission on the Arts and
Humanities, Washington D.C. (2014);
The Bass Museum of Art, Miami
(2013); Art in Public Places, Miami; and
KW Institute for Contemporary Art,
Berlin (2012); among others.

Agustina Woodgate, The Times Atlas
of the World, 2012,

550-page hand sanded Atlas.

46 x 63 cm

Courtesy of the artist and Barro,
Buenos Aires

— Seoul Museum of Art 1F S5

— p.28

Agustina Woodgate, The New Times
Atlas of the World, 2023

Custom automatic page flipper,
scanner, custom generative system.
Dimensions variable

Al Script and Generative System
Development: Btazej Kotowski.

3D Modelling and Robotics:

German Pérez and Sungeun Lee.
Electronic design: Gabriela Munguia
Supported by the 12th Seoul Mediacity
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Biennale, Barro, Buenos Aires, and
Adam Mickiewicz Institute. Courtesy of
the artist and Barro, Buenos Aires

— Seoul Museum of Art 1F S5

— p.28

Akira lkezoe | b.1979

Akira Ikezoe is a New York-based
artist born in Kochi, Japan. lkezoe
creates works in diverse disciplines,
including drawing, painting, video,
and performance, in relation to the
balance between the forces we think
of as outside or before ourselves,
and the "civilizing" of ourselves. In
Ikezoe's works, the human figures are
often presented in a chain of absurd
actions that keep looping and woven
into a metaphysical and mytholog-
ical context that depicts a timeless
melting point between human and
natural boundaries.

His solo exhibitions include
Sometimes You Must Go Down to Go
Up, Proyectos Ultravioleta, Guatemala
(2019); Coconut Heads, Brennan &
Griffin, New York (2018); If 6 was 9
by Proyectos Ultravioleta at NADA
NY, New York (2016); El fin del este
coincide con el fin del sur, Proyectos
Ultravioleta, Guatemala (2015);
Drawing, Ise Cultural Foundation,
New York (2010); Repeater, SANAGI
FINE ARTS, Tokyo (2009); and
Ephemeral Garden, ESSO Gallery,
New York (2008). In 2016 he received
the Pollock-Krasner grant and an
open-ended studio grant from the
Elizabeth Foundation for the Arts.

Akira lkezoe, Let’s Take a Picture,
2010

Watercolor on paper mounted on
panel. 46 x 182.5 cm

Courtesy of the artist and Misa Shin
Gallery, Tokyo

— Seoul Museum of Art 3F S35

— p.92

Akira Ikezoe, The Never Ending Party,
2010

Watercolor on paper mounted on
panel. 46 x 182.5 cm

Courtesy of the artist and Misa Shin
Gallery, Tokyo

— Seoul Museum of Art 3F S36

— p94
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Akira lkezoe, Untitled, 2010

Qil on canvas. 50 x 63.5 cm
Courtesy of the artist and Misa Shin
Gallery, Tokyo

— Seoul Museum of Art 3F S37

— p.96

Animali Domestici | .2017
Animali Domestici is a design
practice based in Aarhus, Denmark,
founded in Bangkok in 2017 by Alicia
Lazzaroni and Antonio Bernacchi.
Animali Domestici is focused on the
development of speculative design
projects, products, and processes at
the intersection between ecological
and economic systems. With an active
interest in ecology in its wider sense,
it has been investigating alternative
inclusive assemblages of actors and
materialities, proposing more-than-
human explorations with an empirical
and hands-on approach.

Alicia and Antonio are Assistant
Professors at Aarhus Architecture
School in Denmark. After practicing
for several years in Singapore, they
worked as adjunct professors and
co-coordinators of INDA (International
Program in Design and Architecture)
of Chulalongkorn University in
Bangkok, Thailand.

Animali Domestici, Bangkok
Opportunistic Ecologies, 2019
Print on acrylic fabric with
embroideries. 300 x 300 cm
Collaborators: Dew Tikumporn
Panichakan, Matteo Marabelli, Pinn
Phunnara Prachuabmoh. Realized
with the support of NTU Centre for
Contemporary Art (CCA), Singapore.
Courtesy of the artist

— Seoul Museum of Art 1F S17

— p.50

Animali Domestici, Down the Drain:
Tales of Reptile Coordination, 2023
Print on acrylic fabric. 125 x 400 cm
Supported by the 12th Seoul
Mediacity Biennale.

Courtesy of the artist

— Seoul Museum of Art 1F S18

— p.50
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Anna Bella Geiger | b.1933
Anna Bella Geiger is widely acknowl-
edged as one of the most important
artists working in Brazil today. A
pioneer of video art in the country,
she was also one the great exponents
of first generation Latin-American
conceptual artists. She began her
artistic studies in the 1950s at the
studio of Fayga Ostrower (1920-
2001). Between 1953 and 1955, she
lived in New York, where she attended
art history classes with Hanna Levy
at The Metropolitan Museum of Art,
and studied at the New School for
Social Research. She returned to
Brazil the following year. Her work is
marked by a diverse poetic where she
uses the exploration of new materials
and supports. In the 1970s, she began
to use photogravure, xerox, Super-8,
video, and returned to painting.

Her most recent solo exhibitions
include Native Brazil/Alien Brazil, Frans
Hals Museum, Haarlem (2022) and
S.M.A K, Ghent (2021); Brasil nativo/
Brasil alienigena, MASP, Séo Paulo
(2019); Maps under the sky of Rio
de Janeiro, Zacheta National Gallery
of Art, Warsaw (2018); Anna Bella
Geiger: Here is the Center, Wallach
Art Gallery, Columbia University, New
York (2018); and Geografia Fisica y
Humana, MUNTREF, Buenos Aires
(2018) and La Casa Encendida, Madrid
(2017). Additionally, her work has
been included in institutional group
exhibitions such as Radical Women,
Latin American Art, The Brooklyn
Museum, New York (2018); América
Latina 1960-2013, Fondation Cartier
pour l'art contemporain, Paris (2013);
Vidéo Vintage, Centre Pompidou,

Paris (2012); Modern Women Single
Channel 5 Artists, MoMA PS1, New
York (2011); among others. She
considers experimentation as the
only way for the artist to act.

Anna Bella Geiger, Mapas
elementares no. 1,1976

Video (black and white, sound).

3 min

Courtesy of the artist and Mendes
Wood DM, Sao Paulo

— Seoul Museum of Art 1F S11

— p.38
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Anna Bella Geiger, Mapas
elementares no. 2,1976

Video (black and white, sound).

4 min 16 sec

Courtesy of the artist and Mendes
Wood DM, Sao Paulo

— Seoul Museum of Art 1F S12

— p.38

Anna Bella Geiger, Mapas
elementares no. 3, 1976

Video (black and white, sound). 3 min
Courtesy of the artist and Mendes
Wood DM, Sao Paulo

— Seoul Museum of Art 1F S13

— p.38

Anna Maria Maiolino

| b.1942

Anna Maria Maiolino is one of the
most significant artists working in
Brazil today. Born in 1942 in Italy,
Maiolino’s practice expresses a
concern with creative and destruc-
tive processes. Working across

a wide range of disciplines and
mediums—spanning drawing, print-
making, poetry, film, performance,
installation, and sculpture—Maiolino
relentlessly explores notions of
subjectivity and self. In 2005, the
Pinacoteca do Estado de Séao Paulo
held the artist's first retrospective
exhibition in Brazil, and in recent
years she has had several major
retrospectives, including at Instituto
Tomie Ohtake, Sao Paulo (2022);
MALBA, Buenos Aires (2022); SCAD
Museum of Art, Savannah (2020);
and Whitechapel Gallery, London
(2019). In 2022, the artist was
awarded an Honorary Doctorate by
the University of London. Maiolino's
work integrates several important
public and private collections around
the world, including the National
Gallery of Modern Art, Rome;
Pinacoteca do Estado de Séo Paulo;
Museo Nacional Centro de Arte
Reina Sofia, Madrid; and Museum of
Modern Art, New York.

Anna Maria Maiolino, Série Indicios
[Indexes series], 2000/2003

Drawing (Black thread sewn to paper
between plexiglass). 34 x 24 cm each
(11 pieces)

1

Collection and courtesy of Andréa
and José Olympio Pereira

— Seoul Museum of Art 2F S31
— p.80

Archana Hande | b.1970
Archana Hande reflects on the
nuances of growing up in the shadow
of colonialism in India and the
reproduction of power through indus-
trialisation. Her solo shows include

I am a Landscape Painter (2015); All
is Fair in Magic White (2009, 2010);
www.arrangeurownmarriage.com
(2008-2012); and Relics of Grey
(2007), among others. She recently
participated in Sharjah Biennial 15
(2023) and Kochi-Muziris Biennale
(2022-23). She co-curated Project
Cinema City (2012) and curated the
Students Biennale (2020-2021).

She has been awarded the Charles
Wallace India Trust Arts Awards and
participated in the Glasgow School
of Arts Residency (2000-2001);
Research Residency, Pro Helvetia,
Switzerland (2010); reciprocal
exchange program Spaced 2: future
recall with Spaced in IAS, Perth, and
Asialink, Melbourne (2013-2014),

as aresult of this research project
she held an exhibition at the Western
Australian Museum (2015).

Archana Hande, All is Fair in Magic
White, 2008-2009

Lithograph and block print on Nepali
paper and elephant dung fiber paper.
35 x 627 cm

Block Cutters: Deenbandhu Adak,
Sitaram Adak, Asit Chakraborty.
Block Printer: Tarak Das. Produced at
Kanishka’s Kolkata Workshop
Courtesy of the artist, Experimenter,
Kolkata, and Chemould Prescott
Road, India

— Seoul Museum of Art 3F S34-1

— p.88

Archana Hande, All is Fair

in Magic White, 2008-2009
Painted block prints. 76 x 104 cm
each (14 pieces)

Block Cutters: Deenbandhu Adak,
Sitaram Adak, Asit Chakraborty.
Block Printer: Tarak Das. Produced
at Kanishka's Kolkata Workshop
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Courtesy of the artist, Experimenter,
Kolkata, and Chemould Prescott
Road, India

— Seoul Museum of Art 3F S34-2
— p.88

Archana Hande, All is Fair in Magic
White, 2008-2009

Single channel video. 10 min (loop)
Film Editor: Abeer Gupta & Archana
Hande. Sound Design: Boby John.
Animator: Sarat Nayak. Video editing
facilities: Majlis, Bombay

Courtesy of the artist, Experimenter,
Kolkata, and Chemould Prescott
Road, India

— Seoul Museum of Art 3F S34-3
— p.88

Archana Hande, All is Fair in Magic
White, 2008-2009

Block prints. 30 x 30 cm each

(19 pieces)

Block Cutters: Deenbandhu Adak,
Sitaram Adak, Asit Chakraborty.
Block Printer: Tarak Das. Produced at
Kanishka’s Kolkata Workshop
Courtesy of the artist, Experimenter,
Kolkata, and Chemould Prescott
Road, India

— Seoul Museum of Art 3F S34-4
— p.88

Bo Wang | b.1982

Bo Wang is an artist, filmmaker, and
researcher based in Amsterdam.

His works have been exhibited
internationally, including venues like
Guggenheim Museum and Museum of
Modern Art, New York (2017); Garage
Museum, Moscow (2017); International
Film Festival Rotterdam (2020);
Image Forum Festival, Tokyo (2018,
2022); CPH:DOX, Copenhagen (2013,
2023); Times Museum, Guangzhou
(2010, 2019); and Para Site, Hong
Kong (2020); among others. He
received a fellowship from the Robert
Flaherty Film Seminar in 2013, and
was an artist-in-residency at ACC-
Rijksakademie from 2017 to 2018 as
well as at NTU CCA in 2016. His film
An Asian Ghost Story (2023) won the
New:Vision award at CPH:DOX 2023.

Bo Wang, The Revolution Will Not

Be Air-conditioned, 2022
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2 channel video. 27 min
Commissioned by Junni Chen for
Lustrous Like Plastic, Hessel Museum
of Art, CCS Bard College, New York.
Courtesy of the artist

— Sogong Space U2

— pl162

Bo Wang, Fountain of Interiors,
2022-2023

Rebars, LED lights, plastic plants,
mirror, wall paper, sound.

400 x 450 cm

On-site Reproduction: Design Borne
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of Art 3F S33
— p.86

Channa Horwitz | 1932-2013
Over her five-decade career, Channa
Horwitz was recognized for the logi-
cally derived compositions created in
visually complex, systematic works.
Most recently Horwitz was
exhibited in solo exhibitions at the
Museo de Arte Contemporaneo de
Castillay Leon, Ledn (2019), and the
Contemporary Art Gallery, Vancouver
(2018). Her work was included in
Thinking Machines: Art and Design in
the Computer Age, 1959-1989, at The
Museum of Modern Art, New York
(2018), and in 2016, The Museum of
Modern Art, New York organized a
solo presentation of acquired works,
as part of the museum’s ongoing
series titled “Inbox”. Prior to this,
Horwitz's work was the subject
of solo exhibitions at Raven Row,
London, UK (2016); Kunst-Werke
Institute for Contemporary art, Berlin,
Germany (2015); Brandenburgischer
Kunstverein, Potsdam, Germany
(2009); among others. Her work has
been included in group exhibitions at
major institutions.

Channa Horwitz, Orange Grid,
2013-2023

Wall and floor installation, vinyl and
black wooden polygons.

373.3 x 1831 x 549.3 cm
Supported by the 12th Seoul
Mediacity Biennale. Collection and
Courtesy of Lisson Gallery, London,
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New York, LA, Shanghai, and Beijing
— Seoul Museum of Art 2F S23
— p.62

Chan Sook Choi | b.1977

In the work of Chan Sook Choi,
experiments with narratology that
relate to physical and spiritual
migration are represented in
multidisciplinary forms including
exhibitions, lectures, performances,
and publications. Choi confronts and
assembles the different fragments
that arise through migration, creating
new locality and fluid topographies
rather than fixed realities. She has
held solo exhibitions at Art Sonje
Center, Seoul (2017); and the Taipei
Digital Art Center (2010). Her work has
been presented at events including

a National Theater of Korea national
brand performance in Seoul and the
festival Ars Electronica, and in settings
such as the Kunstmuseum Wolfsburg.
She has also earned selection to

the Seoul Museum of Art's emerging
artist support program (2017), and
avisual art support prize from
Germany'’s Stiftung Kunstfond (2021).
In 2021, she received the Korea Artist
Prize, awarded by the MMCA and the
SBS Culture Foundation.

Chan Sook Choi, THE TUMBLE, 2023
2 channel video installation (4K,
color, sound), Single channel video
installation (Full HD, color, sound),
Archives. 12 min (2 channel video,
loop); 9 min (single channel video);
Dimensions variable (installation)
Commissioned by the 12th Seoul
Mediacity Biennale and pre-produc-
tion supported by Arts Council Korea.
Courtesy of the artist

— Seoul Museum of Art 3F S50

— p120

Christine Howard Sandoval
|b.1975

Christine Howard Sandoval was

born in the unceded territories of

the Squamish, Tsleil-Waututh, and
Musgueam First Nations and is an
enrolled member of the Chalon Nation
in Bakersfield, CA. She is Assistant
Professor of Interdisciplinary Praxis in
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the Audain Faculty of Art at Emily Carr
University, Vancouver, BC. Howard
Sandoval's work has been exhibited
nationally and internationally including
at Museu de Arte Contemporanea

da Universidade de Sao Paulo, Sao
Paulo (2022); Contemporary Art
Gallery, Vancouver (2021); Oregon
Contemporary, Portland (2021);
Museum of Capitalism, Oakland
(2017); and El Museo del Barrio, New
York (2013); among others. Howard
Sandoval's work has been the subject
of solo museum exhibitions at the
ICA San Diego entitled Coming Home
(2021) and Channel at the Colorado
Springs Fine Arts Center at Colorado
College (2019), during which time she
was the Mellon Artist in Residence at
Colorado College. Howard Sandoval’s
work is part of the permanent col-
lection of the Hammer Museum, Los
Angeles and MCASD, San Diego.

Christine Howard Sandoval, Surface
of Emergence (diptych), 2023
Adobe mud and graphite on paper.
152.4 x 487.68 cm

(152.4 x 243.84 cm each)

On-site Assistant: Gyuri Kim
Supported by the 12th Seoul
Mediacity Biennale. Courtesy

of the artist

— Seoul Museum of Art 2F S30
— p.78

Elena Damiani | b.1979

Born 1979. Elena Damiani lives

and works in Lima, Peru. Her work
considers the conceptual significance
of archives and the persistence

of memory in a society fearful of
forgetting. This has influenced her
practice and research where she
transforms found material into collag-
es, sculptures, video, and installations.
Damiani has participated in multiple
international biennals, including

the Bienal de Cuenca (2018, 2016);
Gwangju Biennale (2016); Venice
Biennale, Vienna Biennale and IV
Poly/Graphic Triennial (2015); Bienal
de la Imagen y Movimiento, Buenos
Aires (2014); Bienal do Mercosul
(2013). Solo exhibitions include
Museo de Arte Contemporaneo,
Lima (2022); Chrysler Museum
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of Art, Norfolk, VA (2017); Museo
Amparo, Puebla (2016); MUAC Museo
Universitario Arte Contemporaneo,
Mexico City (2015). She was awarded
the Grants & Commissions Program,
CIFO Art Foundation (2016) and the
commission for the David Rockefeller
Atrium, Americas Society, New York
(2014).

Elena Damiani, The Erratic Marbles V,
2022

Inkjet print on cotton paper and
alpha-cellulose paper.

44.2 x 35.2 x 3.5 cm each (18 pieces)
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of

the artist

— Seoul Museum of Art 2F S27

— p72

Elena Damiani, Brighter than

the Moon, 2016

Single channel video projection with
sound. 8 min 16 sec

Courtesy of the artist

— Seoul Museum of Art 2F S22

— p.60

Femke Herregraven | b.1982
Femke Herregraven investigates
which material base, geographies,
and value systems are carved

out by financial technologies and
infrastructures. Her work focuses on
the effects of abstract value systems
on historiography and individual lives.
This research is the basis for the
conception of new characters, sto-
ries, objects, sculptures, sound, and
mixed-media installations. Her current
work focuses on the financialization
of the future as a “catastrophe” and
uses language, the voice, and the
respiratory system to examine these
monetized speculative catastrophes
within our social, biological, and
technological ecosystems.

She is an alumnus of the
Rijksakademie van beeldende kunsten
in Amsterdam (2017-2018). In 2016,
she collaborated with Dutch investiga-
tive journalists on the Panama Papers.
In 2019, she was nominated for the
Prix de Rome. She is part of On-Trade-
Off: a transnational artist-led project
on the new energy mythology around

1

lithium. She is a Creator Doctus
(practice-based PhD) candidate at
Sandberg Instituut (2020-2024).
Selected solo exhibitions include:
Corrupted Air, KCUA, Kyoto (2023)
and Future Gallery, Berlin (2019);
and A Reversal is What is Expected,
Westfélischer Kunstverein, Miinster
(2018). Group exhibitions include
7th Lubumbashi Biennale (2022),
14 Bienal de La Habana (2022), 13th
Gwangju Biennale (2021), 12th Taipei
Biennale (2020), and 6th Guangzhou
Triennial (2018).

Femke Herregraven, | See

What You Don’t See, 2019

Single channel video, 2 panels with
prints. 49 min 16 sec (video);

118 x 162 cm each (panels)
Courtesy of the artist

— SeMA Bunker B1

— pl48

Femke Herregraven, A Prelude to:
When The Dust Unsettles, 2022-2023
Single channel video installation. 15
min 15 sec

On-site Production: Jo Jeahong,
Yeom Chulho, Jung Jinwook
Courtesy of the artist

— SeMA Bunker B2

— pi150

Francois Knoetze | b.1989
Francois Knoetze is a South African
interdisciplinary artist whose

work explores themes of waste,
consumption, and material culture.
Knoetze received his Bachelor of
Fine Arts degree from Rhodes
University in 2012 and his master

of Fine Arts degree from Michaelis
School of Fine Art at the University
of Cape Town in 2015. Knoetze’s
work has been exhibited in numerous
exhibitions and festivals around

the world, including the Dakar
Biennale, Het Nieuwe Instituut
(Rotterdam), Centre Pompidou Paris;
ZKM: Center for Art and Media
Karlsruhe and the Lubumbashi
Biennale. He has also been the
recipient of several awards and
residencies, including the Digital
Earth Fellowship and the Mozilla
Creative Media Award.
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Francois Knoetze, Core Dump,
2018-2019

4 channel video and e-waste
installation. 46 min (video, loop);
Dimensions variable (installation)
Camera: Anton Scholtz, Cléophée
Moses. Featuring: Bamba Diagne, Darly
Mbudi, Chen Qiheng, and Amita Ye
Feng. Sound Design: Caydon van Eck
A video series supported by the
Digital Earth Fellowship, Hivos, SIDA,
The British Council, and the TURN
fund of the German Federal Cultural
Foundation. Produced in cooperation
with Kér Thiossane (Dakar); Wits Art
Museum (Johannesburg); and ZKM
Installation supported by the 12th
Seoul Mediacity Biennale. Courtesy
of the artist

— Seoul Museum of Art 3F S48

— pl16

Fyerool Darma | b.1987
Fyerool Darma lives and works in
Singapore. He draws on an extensive
visual vocabulary from popular
culture, archival material, literary
references, the Internet, and the
artist’s lived experiences. Engaging
actively with object and material
experimentations, Fyerool often
incorporates elements of textile,
photography, sculpture, and digital
media in his installations. Recent solo
presentations include L4ND$C4PE$
4R3 L4NDF33LZ & 4N $C34N FVLL
WF D4+4 WASTESS$ZZ, at the
inaugural Frieze Seoul, presented with
Yeo Workshop (2022). Recent group
presentations include the permanent
exhibition Radio Malaya: Abridged
Conversations About Art, National
University of Singapore (NUS)
Museum (2023) and Living Pictures:
Photography in Southeast Asia,
National Gallery Singapore
(2022-23). He conducted After
Ballads between 2017-2018 as

part of the NUS Museum’s prep-room
project and later between October
2019 to April 2020 was an Artist-in-
Residence at NTU - Centre

of Contemporary Art Singapore
where he presented Vivarium

(wii flow w/ 14if but t4k£ o

forms, ® at the Centre’s Vitrine.
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Fyerool Darma, </¥ndsc_P€$s
(poienxcinoti) featuring rawanx-
berdenyut, Aleezon, Lee Khee San,
Lé Luhur from NUS Museum’s South
and Southeast Asia Collection and
Autaspace, CC1, Dahlia, Alawiyah and
M), 2023

Polymethyl metacrylate (Plexiglas
Tiger), epoxy resin (Samurai 2K) on
synthetic polymer paint (Golden),
chameleon carbon fibre polyvinyl
chloride and polyacrylate adhesive
(Vvivid XPO) on anodized aluminum
alloy, honeycomb retroreflective
tape (GripOn), non metalized
reflective tape (Steve & Leif) on poly-
vinyl chloride on wood on polymethl
metacrylate, varied textiles salvaged
and woven with polyester thread,
xylene on polyvinyl chloride,

413 x 1730 cm

Commissioned by the 12th Seoul
Mediacity Biennale and National
Arts Council Singapore. Courtesy of
the artist

— Seoul Museum of Art 3F S51

— pl22

Guido Yannitto | b.1981
Guido Yannitto lives and works in
Salta, Argentina. His major interest is
exploring popular cultures. He works
with tapestries and other techniques,
exploring what they have to offer,
and thinking about the sculptural
aspects of this planimetric technique.
He is also interested in what he sees
as major characteristics within this
representational system, aspects of
communication and translation. Ideas
of identity, oral transmission, transla-
tion, genealogy, subjectivity, and col-
lective work are conceptual axes for
his exchanges with weavers. Together
with curator Andrei Fernandez, he
collaborates with the collective Thafi/
Viene del monte, accompanying the
process of a group of wichi weavers,
indigenous women from Salta, in the
north of Argentina.

In 2016 he completed the
Escuela Flora program at Flora
Arts and Nature, a twelve months
residency program in the city of
Bogota, Colombia, and in 2017 he
was selected for the Jan Van Eyck
Academie residency and scholarship
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in Maastricht, The Netherlands. He
has also participated in numerous
residencies in Mexico, Brazil,

and lItaly. His work is held in the
collection of University of Maastricht;
Banco Itau, Buenos Aires; Museo
Castagnino+Macro, Rosario; Museo
Caraffa, Cérdoba; and Museo de Arte
Contemporaneo de Salta, Argentina.

Guido Yannitto, Untitled (from

the series Water Grammar), 2023
Sheep's wool tapestry. 200 x 126 cm
Weaver: Eduardo Casimiro
(Community of La Sala, Luracatao
Valley, Salta, Argentina)
Supported by the 12th Seoul
Mediacity Biennale

Courtesy of the artist

— Seoul Museum of Art 1F S6

— p.30

Guido Yannitto, Untitled (from

the series Water Grammar), 2022
Sheep's wool tapestry. 255 x 245 cm
Weaver: Fernando Rueda (Salta
Capital, Argentina)

Courtesy of the artist

— Seoul Museum of Art 1F S7

— p.30

Guido Yannitto, Yuchan (from

the series Water Grammar), 2023
Sheep's wool tapestry. 250 x 180 cm
Weaver: Fernando Rueda (Salta Capital,
Argentina)

Courtesy of the artist

— Seoul Museum of Art 1F S8

— p.30

Hyunsun Jeon | b.1989
Hyunsun Jeon lives and works in
Seoul, Korea. She approaches her
practice as an exploration of the
exceptional elements present in
each situation, gathering the small
and tangible details, envisioning the
holistic perspective they collectively
compose, rather than prioritizing a
solely overarching view. Her recent
solo shows include Meet Me in the
Middle, Gallery2, Seoul (2022); From
Fig to Cone, Gallery2, Seoul (2020);
Red Green Corners, P21, Seoul
(2019); and Parallel Paths, Alternative
Space LOOP, Seoul (2018). She

has participated in group shows
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such as Denotation and Profundity,
Incheon Art Platform, Incheon

(2023); ARTSPECTRUM2022, Leeum
Museum of Art, Seoul (2022); Another
Asian Artist, The Shophouse, Hong
Kong (2022); and The Adventures of
Korean Painting: | Will Go Away All by
Myself, MMCA Cheongju (2019). In
2020 she received the SongEun Art
Award Excellence Prize.

Hyunsun Jeon, Cross My Borderline,
2023

Watercolor on canvas, wooden frame,
aluminum stands. 337 x 728 cm

(112 x 145.5 cm each)

Stand production: WAM

Supported by the 12th Seoul
Mediacity Biennale.

Courtesy of the artist

— Seoul Museum of Art 1F S15

— p42

Hyunsun Jeon, Into the Unnamed
Mountain, 2023

Mural. 267 x 1130 cm (wall);

267 x 670 cm (glass wall)
Commissioned by the 12th Seoul
Mediacity Biennale.

Courtesy of the artist

— space mm U1

— p160

ikkibawiKrrr | f.2021
ikkibawikrrr is a visual research
band composed of Ko Gyeol, Kim
Jungwon, and Cho Jieun. The band's
primary focus lies in exploring the
connections between plants, natural
phenomena, humanity, and ecology.
They conduct research in tropical
regions and delve into the study of
seaweeds, while actively engaging in
collaborative activities with farmers.
For the band, the concept of move-
ment, which extends the boundaries
one occupies and becomes an inte-
gral part of the very essence of their
survival, holds profound significance.
ikkibawiKrrr has participated in
international exhibitions including 14th
Gwangju Biennale, Gwangju (2023);
documenta 15 Lumbung, Kassel
(2022); Michikusa: Walks with the
Unknown, Contemporary Art Gallery,
Art Tower Mito, Mito City (2020);
Korea Artist Prize exhibition, MMCA,
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Seoul (2016); Cosmopolis #1:
Collective Intelligence, Centre
Pompidou, Paris (2017); Sharjah
Biennale 12: The Past, the Present, the
Possible, Sharjah (2015); nnncl&mix-
rice, Atelier Hermes, Seoul (2013); 7th
Asia Pacific Triennial of Contemporary
Art, Gallery of Modern Art, South
Brisbane (2012), among others.

ikkibawiKrrr, Earth Monument, 2023
Soil. Dimensions variable

“Ground” Sound: Taehyun Choi
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of Art 1F
Courtyard S1

— p.20

Jaye Rhee | b.1973

Jaye Rhee revels in the space
between the ironic and the poignant
with work that simultaneously
incorporates video, photography,
and performance. Rhee’s work has
been exhibited at venues, including
High Museum of Art, Atlanta (2018);
Norton Museum of Art, Florida
(2021); MCA Denver, Colorado
(2023); Buffalo AKG Art Museum,
New York (2011); Queens Museum,
New York (2009); Bronx Museum
of the Arts, New York (2005); Mori
Art Museum, Tokyo (2012); Kobe
Biennale (2007); Leeum Museum of
Art, Seoul; Seoul Museum of Art
(2019, 2018); Center for Art &
Architecture Affairs, Guimaraes
(2014); and La Triennale di Milano
(2016). Her works are included in the
public collections of Los Angeles
County Museum of Art, Asian

Art Museum San Francisco, High
Museum of Art, Norton Museum

of Art, Buffalo AKG Art Museum,
Seoul Museum of Art, Gyeonggi
Museum of Art, Koo House Museum
of Art & Design, SongEun Art and
Cultural Foundation, and Leeum
Museum of Art.

Jaye Rhee, Arizona Cowboy

(as part of Far West, So Close), 2023
Sound installation. 8 min

Original song: Arizona Cowboy

in 1955 composed by Oh-Seung Jeon,

1

lyrics by Bhu-Hae Kim.

Arranged by BOHEME.

Performers: BOHEME, Drobotenko
Anastasiya, Estela Santana, Idertsog
Dashnyam, JOO YOUNGGYU, Ye Won
Kim, and Zhang Wei. Performance
Producer: Jinyoung Shin

Supported by the 12th Seoul
Mediacity Biennale. Courtesy of

the artist

— Seoul Museum of Art Courtyard S2
— p22

Jaye Rhee

Arizona Cowboy (as part of Far West,
So Close), 2023

Performance. Approx. 8 min
Performers: BOHEME, Idertsog
Dashnyam, Drobotenko Anastasiya,
Estela Santana, Idertsog Dashnyam,
JOO YOUNG GYU, Ye Won Kim and
Zhang Wei. Performance Producer:
Jinyoung Shin. Arranger: BOHEME
Supported by the 12th Seoul
Mediacity Biennale.

Courtesy of the artist

— Seoul Museum of Art 3F

Jesse Chun | b.1984

Jesse Chun's video poems, short
films, drawings, sculptures, and
installations have been exhibited
internationally at the Museum of
Contemporary Art Toronto (2020,
2021); the Nam June Paik Art Center,
Yongin (2020); Sculpture Center,
New York (2020); Queens Museum,
New York (2018); The Drawing
Center, New York (2019); Brooklyn
Academy of Music, New York

(2018); the Vera List Center for Art
and Politics, New York (2020); and
Whitechapel Gallery, London (2023);
among others. Selected awards
include the Joan Mitchell Foundation
Painters & Sculptors Grant, US; Art
by Translation, Paris; and the NEA fel-
lowship at ISCP, New York. Selected
public collections include the Museum
of Modern Art Library, New York; the
Smithsonian Institution, Washington,
DC; the Metropolitan Museum of

Art Library, New York; and KADIST,
France/US.

Jesse Chun, A|: sea, 2022
Single channel projection on a free
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standing white painted MDF structure,
2 mirrors, rocks. 2 min 10 sec (video);
Dimensions variable (installation)
On-site Production: Jo Jaehong,
Yeom Chulho, Jung Jinwook
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of

the artist

— Seoul Museum of History
Exhibition Hall B H1

— pl28

Jesse Chun, Af: concrete poem, 2023
Graphite, hand cut Hanji (Korean
mulberry paper), wood frame.
158.75 x 9144 x 6.35 cm each

(3 pieces)

Special thanks: Lee Chang Wook
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of History
Exhibition Hall B H2

— p130

Jesse Chun, O dust, 2022

3 channel video installation,

3 mirrors. 7 min 6 sec (video),
with sound; Dimensions variable
(installation)

On-site Production: Jo Jaehong,
Yeom Chulho, Jung Jinwook
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of History
Exhibition Hall B H3

— p132

Jesse Chun, And verse (EXH22)
910 72|11 cosmos) Il, 2022
Single channel video installation,
4 UV printed acrylic panels, rocks,
silence. 1 min 59 sec (video);
Dimensions variable (installation)
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of History
Exhibition Hall B H4

— pi134

Jesse Chun, Score for unlanguaging
(HX|2 and cosmos), 2023

Graphite, pigment, vellum paper,
pins, roman alphabets, eraser,

2 artist frames. 381 x 27.94 cm
each (2 pieces)
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Supported by the 12th Seoul
Mediacity Biennale and the Museum
of Contemporary Art Toronto,
Canada. Courtesy of the artist

— Seoul Museum of History
Exhibition Hall B H5

— pi36

Jesse Chun, 2 SULLAE, 2020
Single channel video. 6 min 25 sec
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of History
Exhibition Hall B H6

— pl40

Jesse Chun, Score for unlanguaging,
2021-2023

Graphite, pigment, vellum paper, pins,
roman alphabets, eraser.

38.02 x 26.67 cm each (8 pieces)
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of

the artist

— Seoul Museum of History
Exhibition Hall B H7

— pi136

Jesse Chun, notes on new moons

/ oak / sun (new moons are often
invisible to the naked eye; notes by my
grandmother Lee Oak Sun—buddhist
name Jeong Gak Haeng; other notes
on history; my offerings—on speaking
together), 2023

Handwritten diary, letter pages,
photographs, acrylic panels, clips,
rocks, and other materials on

5 music stands. Dimensions variable
Supported by the 12th Seoul
Mediacity Biennale. Courtesy

of the artist

— Seoul Museum of History
Exhibition Hall B H8

— pi142

Jumana Emil Abboud

| b.1971

Jumana Emil Abboud is a Palestinian
artist based between Jerusalem and
London and is currently pursuing a
practice-led PhD at Slade School of
Fine Art, University College London.
Over the last two decades, she

has presented her work at Seoul
Museum of Art, Casco Art Institute:
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Working for the Commons, Temporary
Gallery Cologne, BMW Tate Live,

and at biennials in Lyon, Sharjah,
Venice, Istanbul, and Sydney; with
solo exhibitions at BALTIC Centre

for Contemporary Art, Bildmuseum
Umea, Khalil Sakakini Cultural Centre,
Ramallah, Darat al Funun, Amman,
and Locus Athens. More recently, she
exhibited at Documenta 15, Kassel,
and Jameel Arts Centre, Dubai. Her
art practice is guided by memory,

folk tale, endangered heritage, and
land-water dispossessions. Abboud
works in drawing, performance,

and story-making workshops and
collaborations, embracing folklore
and re-spiriting sites of water through
collective processes and story
constellations.

Jumana Emil Abboud, Tales and their
Fragments, 2009-2017

10 drawings. 45 x 45 cm; 53 x 61cm;
36 x 51 cm each (4 pieces);

34.5 x 50 cm; 116 x 69.5 cmy;

30 x 415 cm; 45 x 29.5 cm
Collection of Seoul Museum of Art.
Courtesy of the artist and SeMA

— Seoul Museum of Art 1F S16-1

— p.46

Jumana Emil Abboud, Tales and their
Fragments, 2009-2017

Single channel video and 3 drawings.
8 min (video, loop); 75 x 105 cm;

80 x 120 cm; 56 x 76 cm

Collection of Seoul Museum of Art.
Courtesy of the artist and SeMA

— Seoul Museum of Art 1F S16-2

— p.46

Jumana Emil Abboud, Tales and their
Fragments, 2009-2017

5 olive wood sculptures.

46 x 30 x 20 cm; 16 x 17 x 6 cm each
(2 pieces); 18 x 10 x 6 cm each

(2 pieces); 24 x 10 x 5 cm;

26 x16 x 6 cm

Collection of Seoul Museum of Art.
Courtesy of the artist and SeMA

— Seoul Museum of Art 1F S16-3

— p.46
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Kent Chan | b.1984
Kent Chan is an artist, curator, and
filmmaker based in the Netherlands
and Singapore. His practice revolves
around our encounters with art,
fiction, and cinema that form a triumvi-
rate of practices porous in form, con-
tent, and context. He holds particular
interest in the tropical imaginary, the
past and future relationships between
heat and art, and contestations to the
legacies of modernity as the episte-
mology par excellence. The works
and practices of others often form the
locus of his works, which have taken
the form of film, text, conversations,
and exhibitions.

He was a resident at Medialab
Matadero and a former resident
at Gasworks (2022); Jan van Eyck
Academie (2019-2020); NTU Centre
for Contemporary Art Singapore
(2017-2018); and Rupert’s Residency
Program (2015). He has held solo
and two-person presentations at
Kunstinstituut Melly, Rotterdam;
Bonnefanten Museum, Rotterdam;
National University Singapore Museum;
de Appel, Amsterdam; and SCCA-
Ljubljana, Centre for Contemporary
Arts, Slovenia. His works and films
have been exhibited in venues and
festivals including International Film
Festival Rotterdam; Times Museum,
Guangzhou; EYE Film Museum,
Amsterdam; Stedelijk Museum Bureau
Amsterdam; Onassis Stegi, Athens;
BIENALSUR, Buenos Aires; Haus
der Kulturen der Welt, Berlin; Busan
Biennale; and Drodesera Festival
of Performing Arts. He is the 2021
winner of the Foundwork Artist Prize
and his works are collected by the
Kadist Foundation, France/US; the
Rijkscollectie, Netherlands; and
Bonnefanten Museum, Netherlands.

Kent Chan, Warm Fronts, 2021

4 channel video, 4 mirrored plexiglass
with silkscreen print, 4 mirrored
plexiglass. 61 min 14 sec (video); 59.4
x 841 cm each (plexiglass)
Supported by the 12th Seoul
Mediacity Biennale and National

Arts Council Singapore. Courtesy

of the artist

— Seoul Museum of Art 3F S46

— pi12
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Lo-Def Film Factory
(Francois Knoetze and Amy
Louise Wilson) | c. 2019

The Lo-Def Film Factory is a partici-
patory community art-making initiative
created by Francois Knoetze and Amy
Louise Wilson. Based in South Africa,
their work involves archival research,
dramaturgy, and visual strategies
associated with video art, collage,
sculptural installation, virtual reality,
and emerging media. Employing an
experimental praxis which emphasizes
co-creation and mistake-making,

it aims to create space for video and
new media storytelling. The initiative
places value on the transmission of
ideas and experience over high
production value.

Lo-Def Film Factory (Francois
Knoetze and Amy Louise Wilson)
The Subterranean Imprint Archive,
2021-2023

VR Video Installation, wall painting.
15 min (VR video); Dimensions
variable (wall painting)

Wall painting collaboration: Joe-Yves
Salankang Sa-Ngol, Kaelo Molefe
Commissioned by Oulimata Gueye
for Le Lieu Unique, supported by
the 12th Seoul Mediacity Biennale.
Courtesy of the artist

— SeMA Bunker B3

— p152

Mercedes Azpilicueta

|1 b.1981

Mercedes Azpilicueta studied

in Buenos Aires, Arnhem, and
Amsterdam. Since 2021 she

has been head of TXT (Textile)
Department of the Gerrit Rietveld
Academie in Amsterdam. Azpilicueta
has been nominated for the
prestigious Prix de Rome (2021)

and the Frieze Art Award (2018).
She was awarded the VIIl Marta
Garcia-Fajardo International Art Prize
(2021) and the ARCO Prize for Young
Artists (2019), among others. Her
works have been shown interna-
tionally in solo exhibitions, including
at Philara Collection, Dusseldorf
(2022); Kunstmuseum Liechtenstein,
Vaduz (2022); Stedelijk Museum,
Amsterdam (2021); CAC Brétigny,

1

Brétigny-sur-Orge (2021); Gasworks,
London (2021); the Museum of
Modern and Contemporary Art of
Bolzano (2020); Van Abbemuseum,
Eindhoven (2019); CentroCentro,
Madrid (2019); and Museo de Arte
Moderno de Buenos Aires (2018).

Mercedes Azpilicueta, Five Spells
& A Song, 2023

Performance. 30 mins
Performance in collaboration with
Lee Seung-hee. Research and
Assistance: Antonia Fratini
Commissioned by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoul Museum of Art 3F

Mercedes Azpilicueta, The Lieutenant-
Nun Is Passing: An Autobiography

of Katalina, Antonio, Alonso and More,
2021

Jacquard Tapestry (merino wool,
cotton, lurex). 160 x 400 cm
Tapestry Production: Textiel Lab,
Tilburg. Wooden Plinth Production:
Jo Jaehong, Yeom Chulho,

Jung Jinwook

Commissioned by Gasworks,
London, supported by the 12th Seoul
Mediacity Biennale. Courtesy of

the artist

— Seoul Museum of Art 3F S38

— p.98

Mercedes Azpilicueta, Five Spells
& A Song |, Five Spells & A Song Il
Five Spells & A Song lll, Five Spells
& A Song IV, Five Spells & A Song
V, 2023

Quilt & Patchwork made from
recycled and special materials:
Argentinean produced apparel from
the Korean community in Buenos
Aires, upcycled garments from the
artist and from Amsterdam, scraps
of fabrics from the artist's studio
(cotton, velvet, lurex a.0.), layer of
batting (100% bamboo) and cotton.
350 x 240 cm; 340 x 220 cm;

350 x 210 cm; 330 x 210 cm;

340 x 210 cm

Made in collaboration with Mika
Perimutter, Hsin-Yu Huang, and
Darsha Golova. Research and assis-
tance: Antonia Fratini
Commissioned by the 12th Seoul
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Mediacity Biennale.

Courtesy of the artist

— Seoul Museum of Art 3F S39
— p100

Mercedes Azpilicueta, Una cancion
coreana [A Korean song], 2023
Soundscape. Approx. 7 min
Soundscape in collaboration with
Toni Brell. Research and assistance:
Antonia Fratini

Commissioned by the 12th Seoul
Mediacity Biennale.

Courtesy of the artist

— Seoul Museum of Art 3F S40
— p100

Miko Revereza | b.1988

Miko Revereza is a filmmaker living

in Oaxaca. His upbringing as an
undocumented immigrant and current
exile from the United States informs a
relationship towards moving images.
Reverezass titles include Nowhere
Near (2021); El Lado Quieto (2021);
Distancing (2019); No Data Plan
(2018); Disintegration 93-96 (2017);
and DROGA! (2014). Revereza is
recipient of the 2021 Vilcek Prize in
Filmmaking, 2019 Flaherty Seminar
featured filmmaker, and is listed as
Filmmaker Magazine’s 2018 25 New
Faces of Independent Cinema.

Miko Revereza, FOLDS, 2023
Single channel video, HD. 26 min
Courtesy of the artist

— Seoul Museum of Art 3F S44
— p.108

Miko Revereza, Disintegration
93-96, 2017

Single channel video, HD.

5 min 25 sec

Courtesy of the artist

— Seoul Museum of Art 3F S45
— pio

Natasha Tontey | b.1989
Natasha Tontey is an interdisciplinary
artist based between Jakarta and
Yogyakarta, Indonesia. Her artistic
practice predominantly explores the
fictional accounts of the history and
myths surrounding “manufactured
fear.” She observes any possibilities
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of other futures that are projected
from the struggles of outcasted
entities and beings.

Her recent solo shows include
Garden Amidst the Flame, Auto
Italia, London (2022) and Pest to
Power, K4 Galleri, Kebenhavngata,
Oslo (2020). Selected group shows
include Singapore Biennale (2022);
De Stroom Den Haag (2022);
GHOST;2565, Bangkok, Thailand
(2022); Protozone8 Queer Trust,
Zurich, Switzerland (2022); Arko Art
Council, Seoul, Korea (2022), Leeum
Museum of Art, Seoul, Korea (2022);
Hamburger Bahnhof, Museum fiir
Gegenwart, Berlin (2021); transme-
diale, Berlin (2021); Performance
Space 2021, Sydney; Other Futures,
Amsterdam (2021); Singapore
International Film Festival (2021).

In 2020, she received the HASH
Award from the ZKM: Center for Art
and Media Karlsruhe and Akademie
Schloss-Solitude. She is a fellow
for Human Machine of the Junge
Akademie at Akademie der Kiinste
Berlin 2021-2023.

Natasha Tontey, Children of the
Stones Number Two, 2023

Single channel video, sound. 4 min
Supporting team: DDDBandidos
Animation Studio. Editor: Arief
Budiman. Music Director: WAHONO/
Divisi 62. Sound Mastering:

Studio Oposisi

Supported by the 12th Seoul
Mediacity Biennale, transmediale, and
Other Futures. Courtesy of the artist
— Seoullo Media Canvas M2

— p168

Nolan Oswald Dennis
| b.1988
Nolan Oswald Dennis is a para-disci-
plinary artist. Their practice explores
“a black consciousness of space”
—the material and metaphysical
conditions of decolonisation—ques-
tioning histories of space and time
through system-specific, rather than
site-specific interventions.

Their work has been featured
in exhibitions at the Liverpool
Biennial (2023); FRONT triennial,
Cleveland (2022); CAN, Neuchatel
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(2022); Palais de Tokyo, Paris (2021);
Goodman Gallery, Johannesburg,
Cape Town, London (2021, 2019
etc.); the Young Congo Biennale,
Kinshasa (2019); MACBA, Barcelona
(2018); among others. They are

a founding member of the artist
group NTU, a research associate

at the VIAD research center at

the University of Johannesburg,

and a member of the Index Literacy
Program.

Nolan Oswald Dennis, Atopia Field,
2021

Floor diagram. 500 x 750 cm

Carpet Production: Yann Carpet Seoul
Commissioned by Palais De Tokyo,
supported by the 12th Seoul
Mediacity Biennale. Courtesy of

the artist

— Seoul Museum of Art 1F S14

— p40

Nolan Oswald Dennis, Isivivane, 2023
3D printers, 3D printed rocks

(from geology museums in South
Africa). Dimensions variable
Supported by the 12th Seoul
Mediacity Biennale, INSITE,

and Javett Art Centre-UP.

Courtesy of the artist

— Seoul Museum of Art 2F S29

— p.76

Raya Martin | b.1984
Raya Martin has directed several
features and short films—fictions,
documentaries, installations, and
performances. His breakthrough
feature Independencia (supported
by the Berlinale World Cinema Fund)
premiered at the Un Certain Regard
Competition, he also co-directed the
urban noir Manila, which screened
Out of Competition in the same year.
Martin's most recent films include
the crime drama Smaller and Smaller
Circles, based on the best-selling
Filipino crime novel by F.H. Batacan.
His works have also been
exhibited in the Museum of Modern
Art, New York (2017); documenta 13,
Kassel (2012); the Museum of Moving
Image (2012); Korean Film Archive
(2012); and the Asian Film Archive
Centre Pompidou, Paris (2009).
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He was a resident of the Cannes
Cinéfondation and the Berlinale
Residency programs. Raya Martin is
a recipient of the prestigious Thirteen
Artists Awards in the Philippines.

Raya Martin, Ars Colonia, 2011

Single channel video (Analog video

& hand-painted 35mm). 1 min 12 sec
Commissioned by the Hubert Bals
Fund of the International Film Festival
Rotterdam. Courtesy of the artist

— Seoullo Media Canvas M3

— pi70

Sanou Oumar | b.1986
Sanou Oumar lives in the Bronx and
works in Harlem, New York. In 2015,
Oumar moved to the United States to
seek asylum. Oumar’s work is held in
the collection of The Studio Museum
in Harlem, New York; the RISD
Museum, Providence, Rhode Island;
and the Minneapolis Institute of Art,
Minnesota.

Sanou Oumar, 6/15/20, 2021

Wall covering. Dimensions variable
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
Maharam Digital Projects

— Seoul Museum of Art 2F S21
— p.58

Sanou Oumar, 11/7/21, 11/20/21,
12/3/21, 12/14/21, 12/15/21, 12/21/21,
12/22/21,12/25/21, 1/3/22, 3/3/22,
5/28/21, 6/30/21, 03/01/2022,
2021-2022

Pen and marker on paper and paper
board. 60.96 x 48.26 cm each (10
pieces); 101.60 x 81.28 cm each (2
pieces); 81.28 x 101.60 cm (1 piece)
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of the
artist, Gordon Robichaux, New York,
and Herald St. London

— Seoul Museum of Art 2F S28

— p74

Sasha Litvintseva & Beny
Wagner | b.1989/b.1985
Sasha Litvintseva and Beny Wagner
are artists, filmmakers, and writers.
They’ve been working collaboratively
in moving image, installation, text,
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and lectures since 2018. Focusing

on moving image as a tool for the
active production of new worlds, their
practice has been driven by questions
about the thresholds between the
body and its surroundings, knowledge
regimes and power, modes of
organizing and perceiving the natural
world. Their collaborative work has
been presented globally, including at
the Berlinale; Rotterdam; CPH:DOX;
Courtisane Film Festival; CAC Vilnius;
Los Angeles Filmforum; Museum of
the Moving Image, New York; trans-
mediale; Sonic Acts; Berlin Atonal and
Impakt Festivals; Wroclaw Media Art
Biennale; and the Baltic Triennial.

Sasha Litvintseva & Beny Wagner,
Constant, 2022

Video installation. 40 min
Produced by Sasha Litvintseva &
Beny Wagner and Guillaume Cailleau.
Installation produced in collabora-
tion with Isabel Ogden and Matteo
Mastrandrea (OBSCENE)
Supported by Medienboard Berlin
Brandenburg and Beauftragter der
Bundesregierung fur Kultur und
Medien. Courtesy of the artist

— Seoul Museum of Art 1F S20

— p.54

Sasha Litvintseva

& Graeme Arnfield
1b.1989/b.1991

Sasha Litvintseva is an artist,
filmmaker, and writer, whose work is
situated on the uncertain thresholds of
the perceptible and the communica-
ble, organism and environment, and
knowledge regimes and power, at the
intersection of media, ecology, and the
history of science. Her work has been
exhibited and screened worldwide
including at the Berlinale (2020, 2017);
Rotterdam (2022, 2017); CPH:DOX
(2022); Courtisane (2022, 2017);
Cinema Du Reel (2018, 2016); Punto
de Vista film festivals (2021); the Baltic
Triennial (2021); Venice Architecture
Biennale (2020); Museum of the
Moving Image New York (2020); ICA
London (2018); LA Filmforum (2021);
Berlinische Galerie (2018); Museum

of Contemporary Art Chicago (2019);
transmediale (2022); Videobrasil
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(2017); Berlin Atonal (2019, 2018);
and Criterion Channel, among many
others. Her films have won numerous
awards internationally, including the
Sylvestre Award for Best Short Film
at IndieLisboa (2022) and Best Short
Documentary at Guanajuato Film
Festival (2022).

Graeme Arnfield is an artist, film-
maker, and composer living in London,
UK. Producing sensory essay films
from networked imagery his films use
methods of investigative storytelling
to explore issues of technology,
ecology, and history. Research topics
have included: the politics of digital
networks, the distribution of ecological
matter such as peat and asbestos, and
the adaptive circulation of global and
local histories. His work has been pre-
sented worldwide including Berlinale
(2020); International Film Festival
Rotterdam (2017); Courtisane Festival
(2021, 2020); Open City Documentary
Festival (2021); Berwick Film & Media
Arts Festival (2023, 2016); Sonic Arts
Festival (2017); European Media Arts
Festival (2020, 2019); transmediale
(2023, 2019); IMPAKT Festival (2018);
Kasseler Dokfest (2021, 2018);

Plastik Festival (2017); International
Kurzfilmtage Winterthur (2016); LUX
(2018); Institute of Contemporary
Arts (2017, 2016); Berlinische
Galllerie (2018); Signal Gallery (2016);
Whitechapel Gallery (2018); and on
e-flux (2020) and Vdrome (2015). His
work is distributed by LUX, Arsenal,
and Square Eyes.

Sasha Litvintseva & Graeme Arnfield,
Asbestos, 2016

Single channel video installation.

20 min (video); Dimensions variable
(installation)

Courtesy of the artist

— SeMA Bunker B4

— pi154

Shen Xin | b.1990

Shen Xin is an artist who practices
empowering alternative histories,
relations, and potentials between
individuals and nation-states. Their
interests lie in understanding culture
on its own terms. Seeing it as an
active commitment to the learning,
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teaching, and engaging with places
as land through moving image, video
installation, public events, and col-
lective processes. Shen Xin imagines
and creates affirmative spaces of
belonging that embrace polyphonic
narratives and identities. Their selected
solo exhibitions, performances, and
screenings include N'ﬂ@\%’q'ﬁ‘mgﬂ
(The Earth Turned Green), Swiss
Institute, New York (2022); Brine Lake
(A New Body), Walker Art Center,
Minneapolis (2021); Double Feature,
Schirn Kunsthalle Frankfurt (2019),
Synthetic Types, Stedelijk Museum,
Amsterdam (2019); To Satiate, Madeln
Gallery, Shanghai (2019); Warm Spell,
ICA, London (2018); Sliced Units,
Centre for Chinese Contemporary
Art, Manchester (2018); half-sung,
half-spoken, Serpentine Galleries,
London (2017); and At Home, Surplus
Space, Wuhan (2016).

Shen Xin, V3 S =g

(The Earth Turned Green), 2022

3 channel video, sound. 38 min 39 sec
Tibetan Translator: §55xEa|

[Skyi Trazomsa]. Voices: %ﬁ‘ﬁ;‘qﬁ&l\q
[Skyi Trazomsa], Shen Xin. Theatre
Light Technician: Kyle Gavell.

Colorist: Jason R. Moffat.

Sound Mix: Jochen Jezussek.

Korean Translator: Won Moon
Supported by Swiss Institute in New
York, the Next Step Fund by the
McKnight Foundation, the Sister
Dennis Frandrup Artists in Residence
Program in Minnesota, Times Museum
in Guangdong, and Madeln Gallery in
Shanghai. Courtesy of the artist

— Seoul Museum of Art 2F S26

— p.68

Soyoung Chung | b.1979
Soyoung Chung lives and works in
Seoul. Her work pushes the boundar-
ies of sculpture through experi-
mentation with various mediums,
including installation, sculpture, video,
and public art interventions. Rooted
in a geological perspective, she
explores the layers of temporality that
encompass the various dimensions of
time present in places and materials.
Her works trace complex interplays
and boundaries between histories,
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time, and spaces, connecting them to
the concept of societal uncertainty.
Chung has held solo exhibitions at
several institutions and galleries
including ONE AND J. Gallery, Seoul
(2021); Art Sonje Center, Seoul (2016);
D Project Space, Seoul (2013); and
OCI Museum, Seoul (2011). She
participated in group exhibitions

in Korea and abroad in institutions
such as the Royal Academy of Arts,
London (2020); Nottingham New

Art Exchange, Nottingham (2017);
SongEun Art Space, Seoul (2016);
Amore Pacific Museum, Seoul (2016);
Seoul Museum of Art (2015); and limin
Museum of Art, Seoul (2012). She
participated in residency programs
including MMCA Changdong (2021),
Delfina Foundation Residency
Program (2017), Berlin ZK/U (2017),
and SeMA Nanji Residency (2012). In
2016, she was awarded the SongEun
Art Award Excellence Prize.

Soyoung Chung, Drawing

an Island, 2020

Single channel video on plinth.
5 min 33 sec (video, loop);

50 x 122 x 79 cm (wooden box)
Courtesy of the artist

— Seoul Museum of Art 1F S9
— p.34

Soyoung Chung, 29.5 Days, 2021
Glass, mud from the west coast,
epoxy, aluminum. Dimensions variable
Supported by the 12th Seoul
Mediacity Biennale. Courtesy of the
artist

— Seoul Museum of Art 1F S10

— p.36

Steffani Jemison | b.1981
Steffani Jemison lives and works

in New York. Solo exhibitions,
screenings, and performances
include Greene Naftali, New York
(forthcoming 2024, 2021); JOAN,
Los Angeles (2022); Annet Gelink
Gallery, Amsterdam (2022, 2020);
Galeria Madragoa, Lisbon (2021);
Contemporary Art Center, Cincinnati
(2021); Kai Matsumiya, New York
(2019); Stedelijk Museum, Amsterdam
(2019); Lincoln Center, New York
(2018); Jeu de Paume, Paris (2017);
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CAPC Bordeaux (2017); MASS MoCA,
North Adams, Massachusetts (2017);
Nottingham Contemporary (2017);
RISD Museum, Providence, Rhode
Island (2015); and The Museum

of Modern Art, New York (2015).
Notable group exhibitions include
Counterpublic, St. Louis (2023);

A Movement in Every Direction:
Legacies of the Great Migration,
organized by the Mississippi Museum
of Art and Baltimore Museum of Art
(2022-24); Greater New York, MoMA
PS1, Long Island City, New York
(2021); Black Refractions: Highlights
from The Studio Museum in Harlem,
organized by The Studio Museum in
Harlem and The American Federation
for Arts (2019-21); Whitney Biennial,
Whitney Museum of American

Art, New York (2019). Jemison is
Associate Professor of Art & Design
at Rutgers University; her first novel, A
Rock, A River, A Street, was published
by Primary Information in 2022.

Her work is in the collections of
the Art Institute of Chicago; Baltimore
Museum of Art; Brooklyn Museum,
New York; Buffalo AKG Art Museum,
New York; Hirshhorn Museum and
Sculpture Garden, Washington,

DC; The Museum of Modern Art,

New York; Solomon R. Guggenheim
Museum, New York; Stedelijk
Museum, Amsterdam; The Studio
Museum in Harlem, New York; and the
Whitney Museum of American Art,
New York, among others.

Steffani Jemison, Untitled

(Rough Projection), 2023

Silvered glass, acrylic paint, lacquer.
37.5 x 26.4 x 0.6 cm each (5 pieces)
Courtesy of the artist and Greene
Naftali, New York

— Seoul Museum of Art 2F S25

— p.66

Teayoon Choi | b.1982
Taeyoon Choi is an artist, writer, and
computer programmer, who explores
the intersections of poetry, technolo-
gy, society, and human relations. He is
the organizer behind Distributed Web
of Care, an initiative that focuses on
building community responsibility for
the future of the internet, one that is

INDEX



222

more sensitive to marginalized people
and the environment. He’s currently
researching the relationship between
colonialism and climate change,
focusing on resource extraction,
waste management and decolonial
futures. He also co-founded the
School for Poetic Computation in
2013, a unique New York-based
hybrid of a school, residency, and
research group that focuses on
exploring the intersections of coding
and art. He currently teaches at the
Department of Sociology at Yonsei
University in Seoul. Taeyoon has
presented his projects at esteemed
institutions and biennals such as

the Whitney Museum of American
Art, Los Angeles County Museum of
Art, the Smithsonian Asian Pacific
American Center, Washington, DC;
and Shanghai Biennale.

Taeyoon Choi, Return to Sender, 2023
Acrylic on wall. Dimensions variable
On-site assistants: Lee Cheaun,

Jeon Hyesoo

Courtesy of the artist

— Seoul Museum of Art 3F S47

— pii4

Tenzin Phuntsog | b.1982
Tenzin Phuntsog is a Tibetan-
American artist working with

the mediums of film, installation,
multi-media, photography, and
performance. His works have
appeared at The Rubin Museum, New
York; Anthology Film Archives, New
York; Tang Teaching Museum and Art
Gallery, Sarasota Springs, New York;
The Eye Film Museum, Amsterdam;
Galeria Vermelho, Séo Paulo; Video
Brazil, Sdo Paulo; Rotterdam Film
Festival (IFFR), Rotterdam; and at
silent green for the Berlinale, Berlin.
Awards include an Edith-Russ-Haus
for Media Art Fellowship & Residency
(2023), Marble House residency
(2022), NARS Residency (2021), and
a Flaherty Fellowship (2019).

Tenzin Phuntsog, Pure Land, 2022
Single channel 4K video (35mm film
transfer to digital), sound.

15 min 17 sec

Courtesy of the artist and Microscope
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Gallery, New York
— Seoul Museum of Art 2F S32
— p.82

Theresa Hak Kyung Cha
11951-1982
From the mid-1970s until her death
at age 31in 1982, Korean-born artist
Theresa Hak Kyung Cha created
arich body of conceptual art that
explored displacement and loss. Her
works included artist books, mail art,
performance, audio, video, film, and
installation. Although grounded in
French psychoanalytic film theory,
her art is also informed by far-ranging
cultural and symbolic references, from
shamanism to Confucianism
and Catholicism.

Her work has been shown at
the Berkeley Art Museum, Berkeley,
CA,; Artists Space, New York; Whitney
Museum of American Art, New York,
and the Bronx Museum of Art, New
York, among other venues. A major
retrospective exhibition of her work,
entitled The Dream of the Audience:
Theresa Hak Kyung Cha (1951-1982)
was organized by University of
California, Berkeley Art Museum
and Pacific Film Archive in 2001,
and traveled to five cities, including
Seoul, Korea.

Theresa Hak Kyung Cha, Mouth

to Mouth, 1975

Single channel video, black and white,
sound. 8 min

Collection of the University of
California, Berkeley Art Museum

and Pacific Film Archive. Gift of the
Theresa Hak Kyung Cha Memorial
Foundation. Copyright: Regents of
the University of California. Courtesy
of the Electronic Arts Intermix (EAI),
New York

— Seoul Museum of Art 2F S24

— p.64

Torkwase Dyson | b.1973
Torkwase Dyson describes herself
as a painter working across multiple
mediums to explore the continuity
between ecology, infrastructure, and
architecture. Dyson’s abstract works
are visual and material systems used

1

to construct fusions of surface ten-
sion, movement, scale, real and finite
space. With an emphasis on the ways
black and brown bodies perceive and
negotiate space as information, Dyson
looks to spatial liberation strategies
from historical and contemporary
perspectives, seeking to uncover new
understandings of the potential for
more livable geographies.

Dyson builds the paintings slowly,
accumulating washes, building surface,
and configuring minimal geometric
elements that lend a productive ten-
sion between image and object. The
paint-handling producing various visual
qualities using brushwork and other
tools is made poetic by a juxtaposition
of delicate marks and scored diagram-
matic lines. This compositional rigor
imbues the works with an architectural
presence and optical gravity.

In addition to participating in group
exhibitions at the Smithsonian National
Museum of African Art, Washington,
D.C.; Whitney Museum of American
Art, New York; The Museum of Modern
Art, New York; and California African
American Museum, Los Angeles,
Dyson has had solo exhibitions and
installations at Colby College Museum
of Art, Waterville, Maine; Graham
Foundation for Advanced Studies in the
Fine Arts, Chicago; Schuylkill Center for
Environmental Education, Philadelphia;
and Suzanne Lemberg Usdan Gallery,
Bennington College, Vermont.

Torkwase Dyson, | Belong to the
Distance 3, (Force Multiplier), 2023
Plywood, metal, acrylic. Dimensions
variable

Architectural Assistant: Anoushae
Eirabie. On-site Production: Jo
Jaehong, Yeom Chulho, Jung Jinwook
Supported by the 12th Seoul Mediacity
Biennale.

Courtesy of the artist

— Seoul Museum of Art 1F S3

— p24

Kwon Lyoneun, / Belong to the
Distance 3, (Force Multiplier), 2023
Performance. 20 min

Concept and Choreography:

Kwon Lyoneun. Research assistant:
Kwon Yejin. Performer: Jun Bo Ram,
Jung Ji Hye, Lee Hye Sang, Lee Jae Rin,
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and Song Myung Gyu. Sound design:
Sert Jimmy. Photograph and video:
GLIMWORKERS

Supported by the 12th Seoul
Mediacity Biennale.

Courtesy of the artist

— Seoul Museum of Art 1F S4

— p24

Torkwase Dyson, Kujichagulia
(Planning Freedom), 2023

Wood, graphite on paper, plexi, ink on
paper, acrylic. Dimensions Variable
Supported by the 12th Seoul
Mediacity Biennale

Courtesy of the artist

— Seoul Museum of Art 1F S19

— p24

Ximena Garrido-Lecca
|b.1980
Ximena Garrido-Lecca examines the
turbulent history of Peru, and specif-
ically how neocolonial standards are
transmitted through the processes of
globalization. The artist approaches
her works by scrutinizing urban, rural,
and vernacular architecture, concen-
trating on spaces where a mediatory
materiality is visible between the
specific and the universal. Equally
important is the memory of artisanal
tradition and the abandonment of
rural spaces as an aftereffect of the
processes of modernization. Her
work insinuates a permanent tension
between the inheritance of vernac-
ular culture and the new demands
of industrialization, signaling the
violence contained in an accelerated
transnational economic model in
increasingly open confrontation with
the protection of the environment,
sovereignty, and respect for different
community lifestyles.

Ximena Garrido-Lecca’s next
solo exhibition will be presented
at CAN Centre d’art Neuchatel in
2023. Her most recent exhibitions
were held at Portikus, Frankfurt
and the 5th Kochi-Muziris Biennale,
India, and Galerie Gisela Capitain,
all 2022. In 2021, the artist took part
in group presentations at Museo
Madre, Naples; Museo Jumex,
Mexico City; Staatsgalerie Stuttgart;
and the 34th Bienal de Sao Paulo.

TOO,

Further solo and group exhibitions
include Kunstmuseum Bonn (2020);
Proyecto AMIL, Lima (2019); Museo
de Arte Contemporaneo, Lima
(2019); Orange County Museum of
Art, Santa Ana (2019); Sala de Arte
Publico Siqueiros, Mexico City (2017);
Museo de Arte Latinoamericano de
Buenos Aires (2017); Museum of
Contemporary Art Detroit (2015);
among others.

Ximena Garrido-Lecca,
Protomorphisms: AGC Rope Driver
Module, 2022

Steel structure, copper plates, steel
plates, terracotta, rubber, alpaca wool,
sheep wool, cotton.

223 x 310 x 60 cm

Courtesy of the artist and Galerie
Gisela Capitain, Cologne

— Seoul Museum of Art 3F S49

— pi18

YOUR COMPANY NAME
(Clara Balaguer,

Cengiz Mengiig) | f.2021
Clara Balaguer is a cultural worker
interested in the decolonisation of
cultural production most especially
through the lens of the contemporary
vernacular. She founded The Office
of Culture and Design in 2010, a plat-
form through which she articulates
research, residencies, and social
practice projects in the Philippines.
She explores collaborative authorship
through the clandestine publishing

of Hardworking Goodlooking, a
cottage-industry fuelled imprint

she co-founded in 2013. She has
lectured at Walker Art Center,
Harvard GSD, MIT, Strelka Moscow,
MoMA PSf1, Triple Canopy, Hanyang
University Seoul, and University of the
Philippines. Her work has been exhib-
ited and performed at Asia Culture
Center, Singapore Art Museum,

Art Dubai, Hangar Barcelona, and

La Capella.

Cengiz Mengli¢ is a graphic
designer and visual artist living and
working in Rotterdam. His current
practice moves between commis-
sioned art and design work, self
initiated projects, side jobs, and
working with friends. Cengiz is mixing
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(un)professional research praxis
with design, programme-making,
organising and self-publishing. In his
work and projects, Cengiz explores
different working methods and
approaches to design and cultural
production infused by everyday life.
His design and advertising work
within Turkish-Dutch communities
—which started while working at his
dad’s doner kebab shop and helping
him with branding - developed into
an ongoing research into different
migrant design cultures that are
presented in the streets of Rotterdam
as well as other cities in Europe.

YOUR COMPANY NAME

(Clara Balaguer, Cengiz Mengiig),
WORKING Title Title HERE, 2023
Single channel video, sound.

4 min 35 sec

Supported by the 12th Seoul
Mediacity Biennale. Courtesy of
the artist

— Seoullo Media Canvas M1

— p166

Yun Choi | b.1989
Yun Choi captures scenes that
contribute to the construction of an
absurd social climate with a focus on
the banal yet otherworldly images,
words, and behaviors that emerge
as by-products or "residues” of
contemporary South Korean society.
Through her artistic practice, she
explores the underlying collective
beliefs and sentiments embedded
within these elements. Ultimately, she
aims to dissolve conventional per-
spectives and disorient the narratives
surrounding our world by employing
trance-like, visceral monologues,
bodily movements, and shapeshifting
media and materials.

She has held solo exhibitions
at LUX, London, (2022); Doosan
Gallery, Seoul and New York (2020);
and Project Space, Art Sonje Center,
Seoul (2017). She has participated
in group exhibitions including,
Bundeskunsthalle, Bonn (2022);
MMCA, Gwacheon (2021); Asia
Culture Center, Gwangju (2020);
Platform-L Contemporary Art Center,
Seoul (2019); Art Sonje Center,
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Seoul (2019); ARKO Art Center, Seoul
(2019); Busan Biennale (2018); Pavilion
Project at Gwangju Biennale (2018);
Buk-Seoul Museum of Art, Seoul
(2016); and Hite Collection, Seoul
(2014), among others.

Yun Choi, Where the Heart Goes_
Poetry Collection, 2022

Single channel video, sound. 17 min
Commissioned by the Museum of
Modern and Contemporary Art
Korea, supported by the 12th Seoul
Mediacity Biennale and Doosan Art
Center. Courtesy of the artist

— Seoul Museum of Art 3F S41

— pi02

Yun Choi, Where the Heart Goes_
Night Walk, 2023

Single channel video. 5 mins
Commissioned by the Museum of
Modern and Contemporary Art
Korea, supported by the 12th Seoul
Mediacity Biennale and Doosan Art
Center. Courtesy of the artist

— Seoul Museum of Art 3F S41

— p102

Yun Choi, Glass Partition (Bends and
Slopes), Glass Partition (a Stain),
Glass Partition (a Map That is Not a
Map), Glass Partition (Dokkaebi Road),
Glass Partition (Starry Worlds), 2023
Qil paint on glass, aluminum.

180 x 100 cm each (5 pieces)
Supported by the 12th Seoul
Mediacity Biennale. Courtesy

of the artist

— Seoul Museum of Art 3F S42

— p104

Yun Choi, Bulletin Board (Rice

and Pond), 2018-2020

Cotton flannel, aluminum-framed
bulletin board, acrylic sign, rice plant,
pin, tracing paper, epoxy, key, key
chain, twine, artificial rat, clay mixed
with oil. 150 x 90 cm; 120 x 80 cm;
100 x 100 cm each (2 pieces)
Courtesy of the artist

— Seoul Museum of Art 3F S43

— p104
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Kwon Lyoneun

Choreographer Kwon Lyoneun seeks
to discover the true meaning of
movement and the subjective body
in social phenomena and structure.

At the 2015 Korea National
Contemporary Dance Company’s
choreography LAB program, Kwon
presented Mom-meom-mum-mam.
Since then, the work has been
further developed into Glory, and
was performed at Danse Elargie
in France in 2016 and the Korea
National Contemporary Dance
Company in 2017. Kwon was select-
ed for the dance category for 2019
Arco Partner, and released You Are
So Fine Wherever You Go. She also
participated in the Seoul Museum
of Art's 2020 exhibition performance
This Event and presented Dance
Demands Rhythm (DDR), which
explored new possibilities of dance
through the dance simulation game
Dance Dance Revolution.

Kwon majored in contemporary
dance and creation at Hanyang
University and the Korea National
University of Arts School of Dance,
and is currently working as a cho-
reographer, dancer and performer
based in Seoul.

Seoul Community Radio
|c.2016

Independent Underground Radio.
Made in Seoul. Established in 2016,
Seoul Community Radio (SCR) is

an online music broadcasting platform
at the centre of Asia’s fast-growing
electronic music community. Since
formation, the South Korea-based
station has helped to inspire and
nurture new DJ and artistic talent
from home and abroad. Our goal to
incubate fresh sounds and new faces
has seen SCR co-create a regional
network of like-minded radio stations
and collaborate with some of the
most forward-thinking brands across
music, fashion and technology.. After
nearly four years in our inaugural
home, SCR recently opened Studio
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Two—a unique radio + bar concept
space in ltaewon. Studio Two will

for the first time allow access to the
public for certain events and will
serve as a culture centre for Seoul’s
diverse music communities, hosting
live shows, pop up events, workshops
and other artistic endeavours.

Andeath | b.1979

Andeath carried out artistic activities
that interpret and activate everyday
elements such as environments,
clothing, play, objects, and sounds

in new ways. She worked as an art
director for Ssamzie (2006-2009)
and organized children’s song tribute
band Boochoolaamaa (2006-2012)
and various forms of participatory
performances in connection with
Dailycodi (2006-2013), an archive of
her daily outfits. Recently, she pre-
sented Geologic Bakery (2019-2021),
which used bread baking as a method
of tracking the formation process

of mountains, as well as Bread-
Mountain-Star Expedition (2020), a
workshop for exploring the mountains
of Seoul and asking questions about
her surroundings.

Annie Jael Kwan

Annie Jael Kwan is an independent
curator and researcher based in
London. Her practice is located at
the intersection of contemporary art,
cultural and pedagogical activism
with an interest in archives, feminist,
queer and alternative knowledge,
collective relations, solidarity and
spirituality. She is the Director

of Something Human, a curato-

rial initiative that launched the

largest Southeast Asia Performance
Collection in Europe at the Live Art
Development Agency in 2017, and
leads Asia-Art-Activism (AAA), an
interdisciplinary and intergenerational
network of artists, curators, and
academics investigating “Asia,” “art,”
and “activism” in the UK. She is the
founding council member of Asia
Forum for the contemporary arts of
Global Asias, which was co-presented
with the Bagri Foundation during the
opening of the 59th Venice Biennale,
and will reoccur again in Venice 2024.
She was invited to curate Channelling
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the Outset Studiomakers Corridor
Commission featuring 18 prize
winners at Frieze London 2023 on the
occasion of the 20th anniversaries of
Outset Contemporary Art Fund and
Frieze London. She has been appoint-
ed Curator of the Brent Biennial 2025,
in north London, when she will also
begin her postgraduate research as

a techne scholar at CREAM (Centre
for Research and Education in Arts
and Media), University of Westminster.

Ong Jo-Lene | b.1981

Jo-Lene Ong is a curator based in
Amsterdam of Malaysian-Hokkien
heritage. Her practice engages with
counter-colonial ways of sensing,
remembering, and organizing. Jo-Lene
is pursuing a constellation of research
on recovering erased histories and
knowledge systems, and re-con-
necting with ancestors and ancestral
knowledge. She is a program advisor
for the 12th Seoul Mediacity Biennale
and teaches theory at the Gerrit
Rietveld Academie where she is also
part of the Urgent Ecologies: Towards
A More Sustainable Curriculum
working group.

Her long-term research attempts
to understand the fear of foreign
bodies—the tangled relationship
between colonial tactics of dehu-
manizing enemies to justify violent
oppression and capitalist human-cen-
tric narratives that allow exploitation
of the non-human. This research is the
development of the study undertaken
during her residency in Delfina
Foundation (2023) and while preparing
for the Elsewheres Within Here exhibi-
tion in Framer Framed (2019).
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