d8: 929 7=
Séance: Technology of
the Spirit

A133]
A& ] o Al H] il 2]
The 13th Seoul Mediacity Biennale
08.26 —11.23
2025




MBAROIES
A2 0|CIoA|ElH| |

2% 98 71
Séance: Technology of
the Spirit

A|133]
AEn|dojAEH] g2
The 13th Seoul Mediacity Biennale

08.26 —11.23
2025



1
Qlabz

Foreword

15
7189 2
Curatorial Statement

25
A7) A

Color Manifesto

41-334
(F%:9&9 7€)
Séance: Technology of the Spirit

335-634
oflAlo]
Essays

341
FEHEZ
Anton Vidokle
5,0, 34

“Death, Art, and Spirituality”

363
e ofjoj &
Hallie Ayres
7 <t & ojujz &
“Unreformed Images”

381
Ayt 2 gk
Elena Vogman
Bt R

“Séance: Technology of Disalienation”

415
g4
Hwang Rushi
EEESS

“Princess Bari”

443
235t} 3 =ut
Johanna Hedva
ol szt o] whefte 2ol d7}
“What Is the Opposite of an Epiphany?”

483
FItA BEA| AT A
Lukas Brasiskis
Aldlnke 743

“Cinema and Séance”



505
geyeetuz,
HE | £2, oAb} Tol 2] 29 thsh
Alexandra Munroe
in conversation with Anton Vidokle and Koichiro Osaka
L B E(KA)e] ciste]
“On Oomoto”

539
thyed 54
Daniel Muzyczuk
Aps} ofu}
“Angels and Demons”

559
mhzjo} e
Maria Lind
SR EXE

“Traces of Cosmos”

579
2N
Namsee Kim
LR ES REWS b

“Summoning the Beings of Metamorphosis”

607
YZeto] Anj2kx
Nikolay Smirnov
7t 3ol A Eaterk?
“Who Speaks During a Séance?”

635
A4l

Index

QIApr
Foreword



232 QA WAE Tolst = Aeultio A el ]
A 22 (73 9 &) 71%) AUt 20004, Ade]
sl @7} Al o] Wista} $o] mat o &, A1,
7o) 47 FEE B nlee) A Heg A1EsaLAt
e A ATIsTh, AHe] U A7 E ALt 7] & o]
$2)o] Y3} ol IS ZHEA S HEL HllZ )
ZA7} o 2 iU o] AE-2 ujelge) Ale)
70|} 7|tjzhe 2 o] 5|7 E olnlaix] ek,
235]8, 959 9ale] Yarol Ache AeFe 7T Y
F1&olete el 2EAQ ofnlg AwR D, 1AS
Aol A A Bolop s Wa g 2
oMz A 2y

A

o] Hledel = ofh 5 A FA) FEE o
HE H£Z, 87 ofjolx, FAhA Heh| AT A
degsgoz zoisp Hgayrt $elt grol
Aol ul& o] 25 W drjol A SATe] cherat
Aol A7 ST BT 4 AT, TEA Aol
2 ujadee] Z 19 Abgok Gixte] Aol N 927t
Hoph AlAE MEA ATE 4 gl A2 WAl
B2 4 YUk o]l HlQlg s} Ty dEo)
A, B3] ofe) ARk} A4S Fh2 e A
9 AlAlete] -2 A e o &7te] 2
ol AN E 159 Ath 2 T 1%| B3t FA|o]



Anp

Boighch So) therst Zaeh wee] A sk
gl A Eolat Al A& ol 7|2 1l
Fh2]ofle B Elo] L Zo] ARl 12 ejuo)A
o128 =02 el 221 YT Aot

]3] &7l njeAte] A E Bloju, 1941719] g2l
A7bEo] &3l ALR-2] MlAl= S22 8
ﬂ%ﬁ%%@ﬁgﬂgﬂﬂa%%mogmnﬂ

4 JEYTE 19014 oY HIAE, C. W. 2l =H]E] g}

o8] @Ezt50] T2 & AUt 0121 dde] FHE,
1860t) Z-ixlo}ur% -Eo] AA|Estazt i 4/ el
AE,192090) £E EFo|U7F 237 XS A

P2, 193040c) Yol ol FRE S} AZteska A
Y QA7 THeka] WRo) A, Ak F27} A
143 23292 A7, 194040 alof o] Atoi i
"2 o) ujHA A7He] B, 197030 St A=
B, B 7R QUARE, ol 5 e, Wiz} 24
Holaz} th] 238 A2 50 A4S K 2R Ho|w
AL Aol 4ol B U Ui, 2,
Wik AL 0] MAE E3 XS He B, B, B2

O

AT} of| 17 2 0] 2017 MlAlE X|Zo] 2, R3kslu,
R0 chop A7t g2 mR R

o vl JA] A 4= glo] W2 £ =32 53
o] FojF Utk FRED o] HAJet == =)

"‘Wlﬂ 2E 7‘*7}9} ozt SollAl 242 A JIALS
=HUG £33 AFS Hofsl FA s d@dine
Jﬂi; EIO}ZHE* 7&; FEIqEolUolTlol B, = EUS;

2Rol, ute]; afo] IR of SA T, 2 A0,
SRIEAZER T, T35 HIFERAAE (CVM),

2 2ohla| A, u] Eajofed g ol old e A M2,
ohEst AYuI I, HE; FE, B, nk T2 A,
HAzA; o n Bt 7t oL AdEn| &

P TeAEAD, 3-8, THolo| AEAY, AEEE,
Efp2ele], dR; PP-OW, F-& 3t 429 7He]
AR A ZHALe] RIALE ==Yt} v]dldg| A A2t
WAL ofe] FUrleh BEAe) E§ glole s
MEE &+ dEUch 23 A7 St vl v S
T8l FA= MSAEr e 7Y FLA shE 8
LG, FAFASY, A 372 e 2 *°'
2] 7H| E A12H2 A=A ()27 22 otol| Al
= A AAHE ERYTh A2A - s BTt
HEUAES S8 AR FALE ARNICIHIES, =229
Qolojjo] FHE2Y LAfoloje], Y3t 2 WS

u

BN mﬂm



R R E LA CEC YL SRR EC DR AeAnI &) Hjaldey Bro) S35
AuEhe) 2 A ok Alutoll = ZHAFERIU AU,

Hlaldele) 22139 ofe] Hrhd el A A2t
21x2) ool g2 74 FRAF R, HIF2Y,
dintaol AT, 8 =
ofl 91 8joll ZHAF=RLICE HAI} I 2 Tl A

it olclel 7] SIRE, §5 B8 5 W

= ZApEgyc) 2T
o, 38 W, HEAA A
AE, 997471 2025
L3, A2 T

AR QIAHE =YL

ih)

M4
I T
=
It
i
=)
N
ol
o}l
é

[o [
b
e
9 o
2 o

P

Bll‘

o
.

BiK3
o[

o > o

Y
[0)
o
l|=l

N
o 4
N

N

R & EA|,

Hoj &34 SAPYO]|

ox L ook r;>.i dr o -lN

BN AN

2

1

7 92 A7k Ujol] vl el HAlet tE o] ZHZo|
3l ZulE7 1) B Bse) £t delo)

RISl ek Hloldele] 3 E WA ¥l o] 28,
F23} JE WA 4L UAAS TS = E 0|4
ARt AR 82 24 A AL, TEEA
]cjofu Aol = ZALER ). kx| ko 2 A|133]
Hguitiol el e o £ 5 QHE H =S,

) ofloj2, 27kA Hepx A7) Ask o] A7hd S,

E

ot rfr |

o rl°
m{w nlll=|

x

Farib ot 4rtE e SENELIES!



9

Foreword

Reflecting on the inaugural edition of the Seoul
Mediacity Biennale in 2000, which envisioned the
future city of Seoul through the triangulation of
art, industry, and technology in response to the
city’s evolving environment, this year’s theme,
which questions the relationship between technol-
ogy and the spirit a quarter of a century later, feels
especially compelling. This inquiry does not imply
areturn to the original principles or ambitions of
the first Biennale. Rather, it resonates as a paradox:
a call to reexamine the very meaning of technology,
which now permeates every aspect of daily life,

and to explore it continuously through unfamiliar
perspectives.

For this edition, we appointed Anton Vidokle,
Hallie Ayres, and Lukas Brasiskis as artistic direc-
tors through our second international open call
for proposals. This selection process enabled us
to engage with a diverse range of contemporary
art practitioners beyond the museum’s usual
scope and to adopt a renewed perspective on our
world, grounded in the accumulated discourse
and history of the Biennale. The realm of the spirit
explored in this Biennale, especially its connection
to spiritual dimensions that have evolved across
time and cultures, represents a longstanding con-
cern of many artists. Yet it remains a subject that
has often been left unexamined. Notably, in Seoul,
a city where multiple religions and belief systems
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coexist, the notion of the spirit has too often been
viewed through a secular lens or as a source of
personal comfort, rather than explored as a vital
contemporary issue. In this regard, the works and
practices of artists from diverse regions and span-
ning multiple centuries converge here, inviting us
to contemplate fundamental questions of life, such
as divinity, devotion, and the sublime in relation to
death, human value systems, and abstract repre-
sentations of nature, through the lens of the spirit.

Beyond the established canon of art history, the
intellectual terrain explored by revolutionary
practitioners of the nineteenth century pro-

vides a profound framework for understanding
the complex realities we face today. The varied
thought-forms developed and illustrated by Annie
Besant, C.W. Leadbeater, and other collaborators
in 1901; Georgiana Houghton’s efforts in the 1860s
to embody the vibrations of the divine; Rudolf
Steiner’s Anthroposophy and practical method-
ologies of the 1920s; Hilma af Klint’s visual artic-
ulation of the intersection between spirituality
and scientific discovery in the 1930s; Emma Kunz’s
visionary ideal spirituality; Maya Deren’s cinematic
explorations of nonlinear time in the 194.0s; and
the influences of ancestral knowledge on the work
of Rafael Queneditt Morales, Onisaburd Deguchi,
Seung-taek Lee, Nam June Paik, and Joseph Beuys
during the 1970s collectively awaken us to a deeper,
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highly sophisticated wisdom and potency of
thought. The realms of dreams, visions, hallucina-
tions, imagination, and energy, recognized through
color, line, light, and sound, are “mediated” in ways
that engage the intellectual, infinite, and diverse
faculties of human consciousness and reality.

This Biennale has been realized through the invalu-
able support of numerous individuals and insti-
tutions. Above all, | extend my deepest gratitude
to the artists and participants of this exhibition
and its programs. | would also like to sincerely
thank those who generously loaned their precious
artworks, including a private collector in Seoul,

as well as the following institutions: Arthouse
Henry Beguelin, Seoul; Blindspot Gallery, Hong
Kong; Center for Visual Music, Los Angeles; Corita
Art Center, Los Angeles; Dia Art Foundation,

New York; Emma Kunz Stiftung, Wiirenlos;
Firestorm Foundation, Stockholm; Jan Mot,
Brussels; Jeonnam Museum of Art, Gwangyang;
Mike Kelley Foundation for the Arts, Los Angeles;
National Museum of Modern and Contemporary
Art, Gwacheon; Oomoto Foundation, Kameoka;
P-P-O-W, New York; Re:Voir, Paris; Rudolf Steiner
Archive, Dornach; TINA Gallery, London; Victorian
Spiritualists’ Union, North Melbourne. The
Biennale exhibition and associated events would
not have been possible without the generous
support of numerous sponsors and partners. We
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extend our heartfelt appreciation to the Seoul
Museum of Art’s longstanding corporate sponsors
Hana Financial Group, IL]JIN Culture Foundation,
and Eugene Investment & Securities, as well as to
Bulgari Korea, which contributed to the production
of the colored carpet that is so integral to the sce-
nography. Additionally, we gratefully acknowledge
our partners, Frieze, ICl Berlin, The O-eA Society
for the Curatorial in Tokyo, The Korean Association
of Cinematheques, and Cinematheque Seoul Art
Cinema, for their collaboration with the Seoul
Museum of Art in hosting pre-Biennale events and
film programs.

We extend our sincere thanks to the British
Council, IHI Corporation, the Danish Arts
Foundation, the Cultural Service of the Embassy

of France in Republic of Korea, and National Arts
Council Singapore for their invaluable support

in facilitating the production of artworks and
research trips undertaken by many artists cen-

tral to this Biennale. Our gratitude also goes to
SAMHWA PAINTS INDUSTRIAL CO., LTD,, LG,
Epson, BOKSOONDOGA, and indie beer factory
for their generous sponsorship of essential media
equipment, paints, and beverages, which have
significantly enhanced the quality of the exhibition
and its accompanying programs. We are deeply
appreciative of KIAF Seoul, NAKWON SANGGA, the
2025 Korea Art Festival, Goethe-Institut Korea, the
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Seoul Foundation for Arts and Culture, and Seoul
Artists’ Platform_New&Young for their collabora-
tive efforts in providing exhibition and program
venues, promotional activities, and performance
production.

Countless individuals contributed their time and
expertise to prepare the Biennale exhibition and its
publications—including the guidebook and cata-
logue—within a limited timeframe. We extend our
profound gratitude to Ben Eastham for his English
editing of the Biennale materials; the translators
and proofreaders of the Korean and English texts;
nonplace studio for graphic design; the printing
house Seguleum and co-publisher mediabus for
their production support. Finally, we offer our
warmest congratulations to all participating art-
ists, and Anton Vidokle, Hallie Ayres, and Lukas
Brasiskis, the artistic directors of the 13th Seoul
Mediacity Biennale, as well as to the entire Biennale
team.

Eunju Choi
General Director, Seoul Museum of Art



719 2
Curatorial Statement



LT 1.9 oholl £ Elo] 92 whe Aatel
22| H22 of2le] o] Y&Uch o]
Au|z el A7} 44 ¥ BhE a2 g

B 222 AA Yo ZEU ool “gele] @A
AEAN AN £74E 12 S I E A A=

A 2ehm sk ek ok

n

92} o)¥l vlalgellol] Bt 2 ha T} 2L Bt
AR S L&Y 28 vl Bl Yol 37
Age oldl S slighrl? 15 eke] HE nleAts
F2 o2 £33, WA SN T2 AL HlBE S
723 etk ST 92l ol AP o] 27
meqloll A7) #3a) & Alu|staL, o) x| 2fo]n]
23k ol & Fhol FE}, ik AAHE 2 A3
AUt

Ad100] W S M2 Althe] ol &7hE - Az,
AFEUZ, B3 Al o), 24 $H), H44, mhi)
nh& 5 712 21 A)9] A uhzoll A o|gkASl ghe] WAl

1 o7 euArR el gaE 7|2 e L o] X|ode] A Axo] th
2|29 Agko 220254 69 2200] o] Lol &



7189 2

S B8] 9L ol &L o4 9 Ao
2 halo] Th) ABHE AF-S 927k A4S olsH3)
2 Wpajo] A3 B 971o] et SHoZ B 4
Q&Urth 1T olg} 2L ol 4H B2 L BT} YE
AF8]. A3 AL we Qholl A Am R F2 WA
ot 7] ol2ifid 2= AHUYUTE A2 FhY
ghZolu F3 9H HEo| o} a7 A=, ol
obi ¥ mzAES Awsl]o] ol Rzt Yy,

oel0] 7lEle oAby a2 EE St 204172
WSS A7), AL3)% 2o e AbALa) o 2
o4 Aol Tah ) 5%

m e B e of&7

_,_
il
o)
o)
1)
olf
ol
U o |
>
oo
=2
of
ot
o

)
b
fu
iy
i)
i
2
3o
I/
L
=
d
i)
oiT.L
1o

O
97 9L 25 WIAE olojx| 3 glom,
2 A57]0) g4-E 05 92o] Bate}

7 (séance)®] Zkrel g SAHE grie] 4 HH e

A EU B2 T2 A Ee NS Eohe

e, izt 9 AAle Hola g AdstHe
AQIUe} )% 441 Wol 2 F A, PAEA

A
A, Mg A3t B Em Aol 2 ol SE 2e

19

7189 2

g0 Y27 &Ytk ololl 92l e o
Ao 2 golzt Bl Abo, U4k LM o] Aok
B4EE hE AR S Akt guc.

So] Eganle el g Ao o4t s 2
2 2%l A5 2 oAl wAgh et Sepupx),
Y uldE, 2Aoh} 59 £, dn o ZAE e}

Ze Au|FoRHSo] iU AR S 24T &0 o4t
Sol A o QlAkA EA 2 Th] W 2B U o] 5o} dH e
A @A o] A} H]HA of &o]7] B, Holx] gk
A3 AFE) A5 & Hjho 2 A Ay

73 QUALRZ o] EAp|E et nld e
A%t ol 47 2 B Alo]7| e, @ wlxI7H

Aoke niZjA 24 753k snk 220} 241
HolAt o4 Meet Y BB S gt Srko 2 A
B L L

Alcjojo] A%E So HEHA $FES
thx|Al7)7| Tk, 1 B e AT sk g,

[©)

l

bl
s

AN olefat siE 4RSS
Ytk 47 ALY} 7)ol
ool 2138t 2

gq

il
2

o N mk

I
=]

=
Sof, g

[
LM

rlol



20

7189 2

WA 208 Al 23k AW ST} FHE o]
Aol Bl o] 47152 o Rt 2 215 olsh @
5 Q3 Alge) 32S AU o5

¢

u

2}stolu} :L];H}\(-)l ; _l?_xq SHA] & Uth 1 Bth= AAIE

=yc) ‘e’ o 2 2otk =4
DH-:'S—_B' 1, Agsta %]-%HT_)‘]-7] LUt ole &=

Hol& o 22)#] ¢ko

S

rE

i

>

Ir

i)

> oE
o r

NeA=

QHE H] 22, B oflo]2, S7hA Hep| A7

l

l> o

Al

Curatorial Statement

“Art is the mother of religion,” said the middle-aged
man in a business suit. Arranged on a table in front
of him were several brightly colored ceramic tea
bowls, made by a mystic who marked each one with
delicate indentations from a reed pen while repeat-
ing a mantra thousands of times. “Our Spiritual
Leader said you should choose six or seven bowls
for your exhibition,” he said.!

As curators of the 13th Seoul Mediacity Biennale,
we have been guided by a question: what role has
spiritual experience played in the development of
modern and contemporary art? Orthodox histories
of art in these periods tend to emphasize artistic
independence, formal innovation, or social critique.
We set out to trace an alternative history, driven by
forms of creativity that resist incorporation into
those conventional theoretical frameworks: the
mystical, visionary, or arcane.

Over the past decade, a new generation of artists
has turned for inspiration to heterodox ways of
knowing: spiritism, shamanism, techno-mysticism,
ancestor worship, astrology, and witchcraft among
them. This renewed interest in spiritual practice

1 This visit to a center associated with Onisaburo Deguchi—part
of our wider research into spiritual practices in the region—took
place on June 2, 2025.
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responds to a broader crisis in how we make sense
of the world. And yet we have seen no major exhi-
bition situate these artistic movements in wider
social, political, and historic contexts. Seoul—a city
shaped as much by its rich spiritual traditions as
modernity—offers the ideal platform for such an
ambitious project.

We start from historical precedent. At the turn
of the twentieth century, there was a comparable
explosion of popular interest in spiritual practice
prompted by the disorientating social changes of
the time. Many artists were influenced by these
movements, which played a formative—and often
neglected—role in the birth of modern art. The
effects of those revolutions are still being felt
today, and this exhibition connects the culture of
those unsettled times to our own.

One expression of that spiritual revolution was the
proliferation of séances, literally “sittings” or “ses-
sions” in which mediums connected their audience
to the spirit realm. In the following decades, rituals
as varied as cinema screenings, psychoanalytic
sessions, and experimental theatrical performanc-
es also came to be referred to by this term. And so
we adopted the séance as metaphor and model for
the exhibition: a mediated experience by which to
access worlds beyond the everyday.

23
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Amidst the disorienting transformations of the
present day, artists are rediscovering these buried
traditions. Mystics such as Helena Blavatsky, Annie
Besant, Georgiana Houghton, and Hilma af Klint
emerge as prophetic figures in the secret histories
of abstract art. Their practices suggest a vision of
art not as representation or critique, but as a chan-
nel for unseen realities.

Onisaburo Deguchi’s ceramics function not as art
objects for our disinterested aesthetic contempla-
tion so much as condensed spiritual transmissions.
Emma Kunz and Joseph Beuys proposed art as a
vehicle for healing and the restoration of balance.
Nam June Paik, through his integration of sha-
manistic ritual and contemporary media, showed
that traditional cosmologies are not opposed to
technological advancement, but can reframe its
purpose.

Our exhibition connects these emancipatory prac-
tices to the present moment. Precisely because
they resist the “enlightened” rationalism on which
Western hegemony has been based, they resonate
with contemporary forms of cultural practice that
elude or disrupt that framework: anticolonial,
feminist, ecological, and anti-capitalist. The artists
gathered here propose that there exist multiple
coexistent worlds—not all of which are legible to
reason. Rather than rejecting science or modernity,



24

Curatorial Statement

they widen the aperture of reality to include those
forces, entities, and knowledges denied by the
dominant ways of ordering and indexing the world.
We call this a technology of the spirit.

The Korean peninsula—dense with religious tra-
ditions and spiritual philosophies—is also a site
of acute technological acceleration and rupture.
Seoul is more than a setting for this exhibition: it
is a protagonist in it. The exhibition, staged as a
séance, seeks to conjure, enchant, transmit, and
disturb. It offers not only artworks, but portals:
invitations to step outside familiar perceptual
logics and into other ways of sensing, knowing,
and being.

This is a space for spiritual encounter, for percep-
tual expansion, for dreamlike communion. A space
for exceptional works of art to speak, summon, and
transform.

The Artistic Directors
Anton Vidokle, Hallie Ayres, Lukas Brasiskis
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det ==Y
Film Program

2025.08.26 - 11. 23

24 AUatE] 2 A& otE A YHL
Venue Cinematheque Seoul Art Cinema
FHYFI MAHeT
Host & Organizer Seoul Museum of Art
SeMAStEY (A=A u|nte| 2 2] 3
SeMA Partners Korean Association of Cinematheques (KACT)






292.

~ CHAPTER10
At
mnema




302

303
CHAPTER 10

Aok
Cinema
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A Rooftop Screening Program
at SeMA

2025.09. 01— 09. 04

A133] A2vt)ojAEu|Ady X Ze)= LE A& 2025
The 13th Seoul Mediacity Biennale (SMB13) X Frieze Film Seoul 2025

FHLFH ASA-H T
Host & Organizer Seoul Museum of Art
SeMA ftEL] Zaj=
SeMA Partner Frieze
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Introduction to the Essays

The following essays were commissioned to com-
plement, and contextualize, the exhibition’s central
themes. Conversation with the curators suggested
to the editors that the show was built on three
foundational precepts: that we are at all times sur-
rounded by phenomena that fall beyond the range
of conventional human perception; that both art
and spiritual practice (to the extent they can be
disentangled) might be understood as technologies
through which to access those phenomena; and
that the role of spiritual experience in the devel-
opment of modern and contemporary culture has
been downplayed in deference to more established
art histories.

The commissioned writers respond in different
ways to those claims. In common with the works

in the exhibition and its accompanying programs,
they reconnect art to forms of spiritual or psy-
chological experience that have traditionally been
excised from materialist, social, and formalist art
histories. The effect is not so much to advance an
alternative narrative that will supplant all others
as to gesture towards the “blooming, buzzing con-
fusion” that exceeds any such selective interpreta-
tion of global artistic production since the dawn of
modernity.
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Introduction to the Essays

Those conversations often returned to the analogy
of art with radio: a technology that allows us to
access and interpret an invisible form of informa-
tion by which we are always surrounded. Like the
works of art included in the exhibition, these essays
attend to the voices that are hidden between the
established frequencies, buried in the buzz.

Ben Eastham
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Anton Vidokle

“Death, Art, and
Spirituality”

The centrality of death, the desire for immortality, and the impulse
to communicate with the dead have shaped both art and spiritu-
ality since prehistory. Many of the earliest works we now regard

as art were originally created to commemorate, to remember, to
hold onto that which was passing. This funerary impulse is not
unique to modern humans: Neanderthals are thought to have
decorated burial sites with flowers, while chimpanzees and ele-
phants have been observed arranging leaves and branches over
deceased members of their groups. Nikolai Fedorov, the nine-
teenth-century Russian philosopher, speculated that music, dance,
and singing originated from burial chants and laments—and that
many visual art forms followed from this same impulse. The Latin
word imago, from which “image” derives, also describes the death
masks of ancestors displayed in the public spaces of noble Roman
households.

Excavations at Neolithic sites like Catalhdyiik and Jericho
have unearthed skulls covered in white plaster; some painted with
ochre and inlaid with seashells in the eye sockets. Both eerie and
beautiful, these were often buried beneath the floors of living
quarters—suggesting a desire not to distance the dead, but to keep
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Hallie Ayres
“Unreformed Images”

In 1996, the Virgin Mary appeared on the glass panes of a building
in Clearwater, Florida. Rainbow streaks congealed into her simula-
cra, her head tilted in the iconographic tradition, gazing down from
the Seminole Finance Corporation at the corner of highway US 19
and Drew Street. This miracle—that might also have been caused
by the corrosion of the metallic coating on the glass—attracted
nearly five hundred thousand devotees within the first few weeks
of its appearance.

The owner of the building, unconvinced by the scientific
explanations and eager to make some easy money, decided to
protect the image by turning his building into a religious shrine. He
sold the building to Shepherds of Christ, a Catholic ministry orga-
nization, which renamed it Our Lady of Clearwater. They erected a
large wooden crucifix adjacent to the corroded Virgin and opened
arosary factory in the space that had previously overseen the
allocation of preferred equity and debt financing for real estate
development. In 2004, a local teen used a slingshot to smash the
top panes of glass, effectively beheading the Virgin Mary.

The perception of religious imagery in natural phenomena is
nothing extraordinary, even by Florida standards. Anthropologists
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Hallie Ayres
“Unreformed Images”

Our own time is also marked by the dogmatic distinction
between spiritual experience and science. This seems to preclude
any definition of “technology”—i.e., an applied system of knowing
the world—that encompasses both empirical rationalism and spir-
itual practice. This works both ways: in contrast to the late nine-
teenth century, when “rationalism” was an instrument of power
that entailed the rejection of mysticism, today mysticism serves the
interests of power, which defies logic and empiricism to promote
superstition, conspiracy, and obscurantism. Political leaders, espe-
cially on the right, offer magical thinking and arcane theories in lieu
of empirical evidence and scientific inquiry. The real is mediated
through artificial intelligence, machine learning, and algorithmical-
ly collected data. However, as the poet Wallace Stevens reminds us:
“There are, naturally, charlatans of the irrational. That, however,
does not require us to identify the irrational with the charlatans.”

One lesson of these histories is to resist the tendency to
dismiss ways of understanding the world that run counter to
the hegemonic order. Just as the embrace of science should not
foreclose spiritual experience, a renewed openness to forms of
knowledge suppressed by capitalist modernity need not entail the
denial of empirical proof. A “technology of the spirit” resists the
separation of material and mind, and allows art to be a means to
reconcile ostensibly opposing epistemologies: neither suppressing
spiritual practice nor disregarding reason, but adamantly reincor-
porating the image into an enchantment of everyday life.

Hallie Ayres

Hallie Ayres is co-curator of the 13th edition of team for Cosmos Cinema, the 14th Shanghai
Seoul Mediacity Biennale, was on the curatorial Biennale, and is associate director of e-flux.

1
Wallace Stevens, Opus Posthumous: Poems, Plays, Prose
(Knopf 2011), 228.
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Elena Vogman
“Séance: Technology of
Disalienation”

On June 2, 1961, in the French region of Lozeére, at the cinema of
Saint-Chély-d'Apcher near the psychiatric clinic of Saint-Alban-
sur-Limagnole, a very special séance took place. This screening was
organized at the request of Frangois Tosquelles, a militant anarchist
doctor in exile who was one of the main initiators of the radical
psychiatry movement known as institutional psychotherapy. With
an audience composed of psychiatric patients, nurses and doctors,
farmers, and local villagers, two films were shown and discussed:
The Mad Masters (1955), by pioneer of ethnographic cinema Jean
Rouch, and Chronicle of a Summer (1961), by Rouch and sociologist
Edgar Morin.

The Mad Masters—banned in France shortly after its com-
pletion in 1955—features the possession rituals and trance states
of the Hauka movement in the Gold Coast, present-day Ghana,
performed by African workers and migrants who embody and
subvert European colonial figures such as Governor, Engineer,
and Soldier. Chronicle of a Summer is another ethnographic film
that, by contrast, focuses on everyday life in Paris. It relinquishes
the authority of a voice-over in favor of polyphonic speech—scat-
tered voices captured in both intimate exchanges and convivial
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Hwang Rushi
“Princess Bari”

OBSERVER: Unravel the seven knots around the garments.

Put the flower of vitality into their breath and their bones.
Restore the warmth of their flesh and the brightness of their sight.
Pour the water of life into their mouths and let it flow forth.

The royal couple, on the same day, in the same hour, are revived.

THE ROYAL KING: I fell into a deep slumber.
Did | gather to see the ocean or the flowers on the mountain?

OBSERVER: No, they did not come to see the ocean or the flowers.
Itis a grand funeral procession for you,

who passed away on the same day, in the same hour.

The seventh daughter, Princess Bari, journeyed three thousand li to
fetch the medicinal water

and on the same day, in the same hour, brought it back and
restored you to life.
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Johanna Hedva

“What is the Opposite
of an Epiphany?:
Notes ata Dawning”

1. “Mysticism or fear.”

“Mysticism or fear” is a phrase that appeared in my life last year,
when | was instructing the Adobe Firefly Al to make images that
looked like the end of the world. | wanted “a group of skeletons
wearing party hats in a dark underground cave.” | wanted “cracked
dead iPhones strewn among bones on a black sand beach with
thick smog.” The Al offered “mysticism or fear” as a suggestion to
expand my prompts.

It felt like the Al became a soothsayer, swathed in midnight
blue. In its crystal ball, a brume clarified into an ultimatum on how
to cope with the end of the world.

Mysticism or fear: pick one.

2. A possessive problem: an, the, my, our?

| say that this phrase “appeared” and was “offered,” but is it more

accurate to say the phrase was written by Al? What do we call the
intellectual property of artificial intelligence? Is it property? Is it

intellectual?
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Johanna Hedva
“What is the Opposite of an Epiphany?:
Notes at a Dawning”

house and lifting up the clapboards? It was thriving, but it was also
ugly and destructive. One night when | was watering, | uncovered
an ant nest. They scrambled in panic, blanketing the sidewalk and
blasting up my legs. My partner asked if we should kill them. 1 don't
know, | thought. Should we?

| think what I'm trying to say has to do with the fact that life,
even during continual struggle and death, keeps happening. That
growth is unstoppable, and it goes in directions we didn’t intend,
don’t like, disagree with, want to stop. When | think of the question
about what really is the difference between an ending and a begin-
ning, | don’t know the answer. Trying to reach for an answer makes
me feel deliquesced, nebulized, the worms already crawling into
what of me will one day be dirt.

“Time will tell,” I say. This adage is happening a lot these days.
Tell what—a story? A name? A confession? The weather, like a cat
pawing at a shadow, the temperature of God? In Old English: tellan,
to reckon, to count. Maybe time subtracts and leaves behind a
shape, maybe it erodes. Needing meaning, we call that erosion cau-
sality: our answer. Maybe time is a mouth that’s always open. There
is what goes in and what goes out, and | can't tell the difference. Tell.
There it is again. Like a door | keep opening, hoping for a new room.

[ feel like I've got two coins lying heavy over my eyes. One
coin is death. And the other is, not life, exactly, but something more
abstract: the concept of growth, the engine of time. Infinitely heavi-
er. The ferryman will collect these coins when he comes for me.

| ask ChatGPT: “What is the difference between an ending
and a beginning?” It spits out 142 words of an answer in less than
one second. | read it. Screenshot it. But I still don’t know.

Johanna Hedva

Johanna Hedva is a Korean American writer, and On Hell; and Minerva the Miscarriage of the
artist, and musician from Los Angeles. Hedva Brain, a collection of poems, performances,

is the author of the essay collection How to and essays. Their artwork has been shown

Tell When We Will Die: On Pain, Disability, and internationally, and their albums are Black
Doom, which won the Amber Hollibaugh Award Moon Lilith in Pisces in the 4th House and The
for LGBTQ Social Justice Writing. They are also Sun and the Moon.

the author of the novels Your Love Is Not Good
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Lukas Brasiskis

“Cinema and Séance”

The First Séances

The desire to communicate with the dead is as old as human civ-
ilization: woven into myths, rituals, and spiritual traditions across
cultures. With the advent of modernity, this impulse took on a new
form with the rise in popularity of spiritualism (or spiritism, as it
was known in parts of Europe). Central to the movement’s appeal
was the promise that followers would be able to converse with the
dead through the operation of a medium. This essay reflects on the
degree to which this promise was shared with two other cultural
phenomena of the era: cinema and psychoanalysis.

By the 188o0s, an estimated eight million people worldwide
were participating in spiritualist séances. In dimly lit parlors,
through rapping, table turning, automatic writing, and other
techniques aimed at inducing trance states, mediums invited the
deceased to “speak” to the living. Séances typically offered both
consolation and spectacle, serving as therapy and entertainment;
as scholar Molly McGarry writes, the movement filled a void
in nineteenth-century society left by the ascent of industrial
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Alexandra Munroe
in conversation with Anton Vidokle
and Koichiro Osaka

“On Oomoto”

Anton Vidokle: You were among the first students at the
Oomoto School of Traditional Japanese Arts, founded by
David Kidd in Kameoka in 1976 to advance the principles

of the religious order cofounded by Onisaburd Deguchi,
whose extraordinary tea bowls we are privileged to present in
Séance: Technology of the Spirit. You've described that experi-
ence as foundational to your career as a scholar and curator,
which has done so much to advance understanding of post-
war Japanese art in the United States and around the world.
But before we come to your own relationship to Oomoto,
perhaps you could tell us a little bit about its history.

Alexandra Munroe: Here is the history of Oomoto as | learned
it. In 1892, in Ayabe, a beautiful rural area in Kyoto Prefecture,
a poor, illiterate woman called Nao Deguchi began hearing
voices. She became spirit-possessed by a god who declared
himself as Ushitora no Konjin, a savior from ages past who
had chosen her to transmit a calling to rebuild and purify the
world. She wrote down the teachings that she received, even-
tually numbering two hundred thousand pages, and gained
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Meredith L. Young-Sowers, Agartha: Journey to the Stars
(Stillpoint Pub, 1984).
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Walter Benjamin, The Origin of German Tragic Drama, trans.
John Osborne (Verso, 1999), 34. [0] o] QB o 2 = }-Zo|
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Mei-mei Berssenbrugge, “Singing,” in A Treatise on Stars
(New Directions, 2020), 81.
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Daniel Muzyczuk

“Angels and Demons”

A family is riding in a car. Collectively they experience a sudden
change in the ambience. This shift jolts the driver, who was on the
verge of fainting, back into consciousness. A terrible accident is
averted. The nature of the phenomenon is hard to ascertain. And
yet, everyone felt something.

The writer Meredith Young-Sowers was one of those in the
car. She later ascribed the grace that came upon the passengers to
a reconfiguration of their “personal resonances.” A shift in one of
the “tones”—that which she associated with the driver—was altered
by nearly passing out. This upset the serene harmony of the other
tones in the car, alerting everyone to the danger.

Young-Sowers saw this as confirmation of the theory
passed down to her by a mysterious “Mentor,” an angelic entity
that showed her the path to enlightenment. She wrote a book of
teachings and published a series of meditation tapes for personal
spiritual advancement.' Seven compositions were dedicated to
seven chakras located in different parts of the body: spiritual

1
Meredith L. Young-Sowers, Agartha: Journey to the Stars
(Stillpoint Pub, 1984).
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3
Briony Fer, “The Bigger Picture,” Frieze, September 30,
2013, frieze.com/article/bigger-picture-0.
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Maria Lind
“Traces of Cosmos:
Notes on Hilma af Klint’s
Paintings and their
Reception”

The abstract and occult images for which Hilma af Klint is now
famous came to her in visions, and she herself never fully under-
stood what they meant. At first, it was only a small group of close
female friends and collaborators who were allowed to see them,
then enthusiasts who shared her Rosicrucian, Theosophist, and
Anthroposophist beliefs, plus a young naval officer who happened
to be her nephew. The founder of the Anthroposophical Society,
Rudolf Steiner, was one of the lucky few to be allowed firsthand
experience of the paintings; he said it would take half a century for
them to be understood.

As it turned out, it took a bit longer, if we can claim even
today to be beginning to “understand” them. Having stated that
her abstract works should not be made public until twenty years
after her death, which occurred in 194 4, Hilma af Klint’s sole inher-
itor, the aforementioned naval officer, took it upon himself to save
the work. In 1972, he established the Hilma af Klint Foundation,
which holds almost the entire oeuvre of the artist and has until
recently respected her will and the principles that she laid out.
Subsequently, thanks to the art historian Ake Fant, who was himself
affiliated with the Theosophists and who taught at the University
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Namsee Kim
“Summoning the Beings of
Metamorphosis”

Once freed from Bifurcation, nothing will keep you from
reconnecting with existents with which you have in fact never
ceased to interact.

—Bruno Latour, An Inquiry into Modes of Existence

The modernist project was characterized by the dismissal of all
other epistemologies and cosmologies as not only primitive but
unreal. Its advocates, wrote Bruno Latour, “make condescending
fun of the ‘other tribes’ or the ‘bumpkins’ who are ‘still’ obliged to
believe in sorcery, to protect themselves with fetishes or amulets,
to send for a spell-breaker, or to go through a shaman to interpret
their dreams.” These advocates classify as superstition “the enor-
mous work done by the COLLECTIVES known as ‘traditional’ to
capture, situate, institute, and ritualize ‘invisible beings.” The mod-
ernist process asserted that these invisible beings “are only internal

1
Bruno Latour, An Inquiry into Modes of Existence:
An Anthropology of the Moderns, trans. Catherine Porter
(Harvard University Press, 2013), 205.
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Nikolay Smirnov

“Who Speaks During

aSéance?”

The question of who speaks during a séance is not as simple as it

might seem.! The answer given is not only a marker of the histor-

ical moment but also reflects the beliefs and aspirations of those

who seek to communicate with the spirit world. In our decolonial
moment, the spirit of any human (or animal) who speaks through
amedium is also seen to represent something larger than itself: a

repressed tradition or more-than-human world oppressed by the
forces of anthropocentrism, imperialism, and capitalism.

Spiritual Traditions as Mirrors of Emancipatory Theory

The trends of post-Renaissance esotericism, nineteenth-century
spiritualism, and New Age spirituality are often linked to the rise of

1

“Séance” in this text refers to a setting where there is
contact with spirits during a special procedure, be it a

spiritualist session or shamanic ritual.
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Resurrection Café

pp. 42—49
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Rafael Queneditt Morales

(oputol Mah, 1979, A4 Mo 2 298
HEA Eof| 2|0 & #8.1,100 x 20,000 X 2
mm. Cizbel: SHE| R AR 2 o2zt Z 4. 133
A guit]ol Ajeju] elel 2|2 A9

Mural Abakud, 1979. laser cut sheet of metal
with black color coat. 1,100 x 20,000 x 2 mm.
Design: COLLECTIVE. Reproduction: Erika
Cox. Reproduction supported by The 13th
Seoul Mediacity Biennale

0-1
ol5g

Seung-taek Lee

D) <Rasso&a)> A, 1989/2025.
HEHA YL AR H|27E 302 (HEHL),
7 271(2A7 22, A 7 Y
A obETHEAE, A D). A133]
Mgt ol el AR A9, 27t 2
Az dd], A& AT

) <RA(EFEol Wuzizhe BetE 3Hw)),1988.

Zolo 22 BAYEAE 815 X 116 cm.
S &, I 2F L AT

(3) By &) HEHA 7|2 A}, 1989,
c-ZUEo] A, 752 X 61cm(23). 271 L
e dd), N & AlF

@ <®A>,199094]/2025. c-=IUE.
56.44 X 81cm; 81 X 56.44 cm. A|133]
Agultjol AlE]u| g2 27| 2} 2] 9. 27} 3
e dd), N & AlF

(1) Reenactment of the Burning Performance,
1989/2025. performance and remaining
“non-sculpture.” 30 min (performance),
dimensions variable (remaining
“non-sculpture”). Reenactment research
and installation: Artlab ban (Jo Jaehong,
Yeom Chulho). Reproduction supported
by The 13th Seoul Mediacity Biennale.
Courtesy of the artist and Gallery
Hyundai, Seoul

(2)  Untitled (Burning Canvases Floating on
the River), c. 1988. c-print on paper.

81.5 x 116 cm. Collection and courtesy

637

of the National Museum of Modern and
Contemporary Art (MMCA), Gwacheon
(3) Burning Performance documentation,
1989. paint on c-print. 52 x 61 cm each (2
pieces). Courtesy of the artist and Gallery
Hyundai, Seoul
(4) Untitled, 1990s/2025. c-print. 56.44
x 81 cm; 81x 56.44 cm. Reproduction
supported by The 13th Seoul Mediacity
Biennale. Courtesy of the artist and
Gallery Hyundai, Seoul

pp.166—167

olw|z] A3 FHA W&,

Image courtesy of the National Museum of
Modern and Contemporary Art (MMCA),
Gwacheon

1.
oA 2T},
yde 2 z7t =t
Come Yesterday,
You’ll Be First
Tomorrow

pp. 50-99
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Rudolf Steiner

(1) <2 (19208 32 20 A9)A T 24}E
7ol Aut = 29)),1920. Zolof| ot7}old
ojm|x] AF A3 88 X 126 cm

(2) <= (19204 122 5% 29~ =215
7o) At = 29))),1920. Zo|of| of7told
oju|z] A3 A 33,90 X 143 cm

(3 (B (1922922 NY 292 E2U}E
7rele) Aw £ 29)),1922. Folol of7hold
oju]z] A3 £ 33.90 X 137 cm

@ <=A(19224¢ 291992 2912 =245
7o) Aw = 29)),1922. Folof| of7told
oju]z] A3 A 33,90 X 130 cm

(5 (B (19229122 29 292 £ 2115
Zrele) Aw £ 29)),1922. Folol of7hold
ojujz] A3 A 33,92 X 122cm

6 <=A(1923910920¢ 292 2245
7o) dw = 29)),1923. Z ol o} 7to]H
oju|z] A3 A 3. 93 X 147 cm

(7) <BA (19239 N1Y 30 292 £ 21}
7Zrele) Aw £ 29)),1923. Zolo] o 7ol
ojujz] A3 A 33,88 X 127 cm



@) <= (19239 122 212 292 =245
7o) dut = 29))),1923. Fo|oj o} 7o)
ojujz] A3 A37.91 X 128 cm

9 <EA(19209 49 59 A9)A E2}E
7ol At = 29)),1920. £o]of o} 7o
ojujz] A3 237.93 X 134 cm

(10) <= (19209 49 72 292 =245
7] At =29))),1920. Folof of7}o]d
ojujx] A3 237.92 X 112cm

(1) (2A (19249 69 30Y 292 £ 21}
7o) Ag = 29)),1924. Fo|oj| of7to]d
ojujz] A3 237,88 X 133cm

(12) (24119239 62 9 292 E2U5
7o) dut = 29))),1923. Fo|oj o} 7o)
oju]z] A3 A3, 89 X 138 cm

A3 A 37 A F: of| Aoj o]0l o](SAA). H133]

Al gutjol Al elu] Qg3 &2 2| 2.

FEIZfEto|Yolrtol B, 2 AT

(1) Untitled (blackboard drawing from a lecture
held on the 20th March 1920, Dornach),
1920. silkscreen print on paper of archival
image. 88 x126 cm

(2)  Untitled (blackboard drawing from a lecture
held on the 5th December 1920, Dornach),
1920. silkscreen print on paper of archival
image. 90 x143 cm

(3)  Untitled (blackboard drawing from a lecture
held on the 11th February 1922, Dornach),
1922. silkscreen print on paper of archival
image. 90 x137 cm

(4)  Untitled (blackboard drawing from a lecture
held on the 19th February 1922, Dornach),
1922. silkscreen print on paper of archival
image. 90 x130 cm

(5)  Untitled (blackboard drawing from a lecture
held on the 29th December 1922, Dornach),
1922. silkscreen print on paper of archival
image. 92 x122 cm

(6) Untitled (blackboard drawing from a lecture
held on the 20th October 1923, Dornach),
1923. silkscreen print on paper of archival
image. 93 x147 cm

(7)  Untitled (blackboard drawing from a lecture
held on the 30th November 1923, Dornach),
1923. silkscreen print on paper of archival
image. 88 x127 cm

(8) Untitled (blackboard drawing from a lecture
held on the 21th December 1923, Dornach),
1923. silkscreen print on paper of archival
image. 91x128 cm

(9)  Untitled (blackboard drawing from a lecture
held on the 5th April 1920, Dornach), 1920.
silkscreen print on paper of archival
image. 93 x134 cm

(10) Untitled (blackboard drawing from a
lecture held on the 7th April 1920, Dornach),
1920. silkscreen print on paper of archival
image. 92 x112cm
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(11) Untitled (blackboard drawing from a lecture

held on the 30th June 1924, Dornach),
1924. silkscreen print on paper of archival
image. 88 x133 cm

(12) Untitled (blackboard drawing from a

lecture held on the 9th June 1923, Dornach),
1923 silkscreen print on paper of archival
image. 89 x138 cm

Silkscreen reproduction: SAA. Reproduction
supported by The 13th Seoul Mediacity
Biennale. Courtesy of the Rudolf Steiner
Archiv, Dornach

pp. 54-57

ojm|A] A|F: FEZ oo} 7o|H, E2UE
Image courtesy of the Rudolf Steiner Archiv,
Dornach
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Corita Kent

A3 okg),1969. M L2 =. 58 X 30 cm
(A £74),1969. M2l 1. 58 X 29 cm
(EhHake] AA),1969. Mg 1 =. 58 X 23 cm
{T]ollet 1969, 1969. Al2] La . 57 X 29 cm
(R174),1965. M2 1. 67 X 24 cm

(A Ache A A3 A, 1965. Al 2=,
33 X22cm

SejefoteAlE, 22 A 2 2 AF

Q)]
@
3

(€]
)
(O]

sacred heart,1969. serigraph. 58 x 30 cm
green fingers, 1969. serigraph. 58 x 29 cm
heart of the arrow, 1969. serigraph. 58 x 23
cm

pieta 1969,1969. serigraph. 57 x 29 cm
time, 1965. serigraph. 67 x 24 cm

just to live is holy,1965. serigraph. 33 x 22
cm

Collection and courtesy of Corita Art Center,
Los Angeles
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Georgiana Houghton

9] 31),1864.12.08. Zolof =4 ¢
4. 23 X 31.8cm

Fdo] £5,1863.04.10. Folof =31 &
H47.22.5 X 32cm

Fd o] A5, 1863. 01. 23. F-olof =34 &
47,23 X 32cm

Zd9] £,1870.10. 24. ool ) & T}
25 X 35cm

Fd o] B2 2]}, 1864. 12.16. o]0l =3
2 4 23 X 32cm
<ERof Al F9),1864.10. 31. F0]of =3
2 4 23 X 32cm

@
®
()]

(Fd9] £,1862.09.22. Foloj =7 L
47.32.5 X 23.5cm

g el £,1862.09.25. ool 43 1
T47.22.5 X 32.2cm

Ehdd o) Ak, 1864. 08. 05. Folof] 4=
2 7423 X 32.2cm

(10) (Rgstal 24),1864. 06. 29. Zolol| 53

2 7423 X 32cm

dEelold g7 o)elg, e A WU E A% U A Z

m
@
®
@
®
®
@
®
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The Strength of the Lord, 1864.12. 08.
watercolor and gouache. 23 x 31.8 cm

The Hand of the Lord, 1863. 04.10.
watercolor and gouache. 22.5 x 32 cm
The Tenderness of the Lord, 1863. 01. 23.
watercolor and gouache. 23 x 32 cm

The Eye of the Lord, 1870.10. 24. watercol-
or and gouache. 25 x 35 cm

The Many Mercies of the Lord, 1864.12.16.
watercolor and gouache. 23 x 32 cm

The Omnipresence of the Lord, 1864.10. 31.
watercolor and gouache. 23 x 32 cm

The Eye of the Lord, 1862. 09. 22. watercol-
or and gouache. 32.5 x 23.5 cm

The Eye of God, 1862. 09. 25. watercolor
and gouache.22.5x32.2cm

The Love of God, 1864. 08. 05. watercolor
and gouache. 23 x32.2 cm

(10) The Risen Lord, 1864. 06. 29. watercolor

and gouache. 23 x32 cm

Collection and courtesy of the Victorian
Spiritualists’ Union (VSU), North Melbourne

pp. 66—71

o[w]Z] A|F: Bl BT ot g F oA, A H 2
Image courtesy of the Victorian Spiritualists’
Union (VSU), North Melbourne
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Jordan Belson

(o E),1961. 16mm L&
Ht) (A, AL s, g
Z4)

(B, 1971. 16mm Y &S HEHs gfd
"t 2 (A2, AF2E, A E BA). 62 (N2
Z48)

[

u 23 E AT 5 v F LR AAME(CVM),
E2acHA A AT

M

@

Allures, 1961. 16mm film transferred to
single-channel video (color, sound, digital
copy). 8 min (loop)

Meditation, 1971. 16mm film transferred to
single-channel video (color, sound, digital
copy). 6 min (loop)

Restored with support from the National Film
Preservation Foundation, US. Courtesy of
Center for Visual Music (CVM), Los Angeles

1-4
gopolx 22E

Hilma af Klint

(el 2 8%),1930. Folol £3. 47 X 31cm.
ol AT 25 EE AF L AT

o, ===

Eldsldgor (Fiery Flames),1930. watercolor on
paper. 47 x 31 cm. Collection and courtesy of
Firestorm Foundation, Stockholm

p. 61

ofm)x| A3 wtolo] ABAE, AR EE

o, =F=w

Image courtesy of Firestorm Foundation,
Stockholm
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ol 7] QUARR 2 (A E =R
Onisabur6 Deguchi

(ee(M ) (2= 3teh) —ebz (= shet 9,
1944. 2HFoheh(HE451i). 6.9 X 11.4 X 11.5cm
(&) (EvE 32 —euto (R 2
A R Behele)), 19448 4.
ok (X RE). 7.9 X 11 X 10.9 cm
(2 (L= ) —
oFoFUAl7|(Gd)>, 19449 7.
22 oh (4% BE). 8.9 X 10.2 X 11.6 cm
(2&(Mth) (2= 3b3) —u]ofubie
AbFeh(mlofut ©E)), 19449 7.
ok (% RE). 8.4 X 10.4 X 10.6 cm
(oet(iEm) (AU 22—l 13 3131 A
A2)),1944. 2ok (E2ER). 8.4 X 11.3
X 11.2cm
(i) (EvE ) —n 22 (v 5)),
19443 7. ek oheh(44451i). 8.3 X 10.5 X
10.6 cm
(2 (LuE ) — F (WA,
19443 7. ek oh (). 7.8 X 11.2 X
11.6cm
(&gt Athe] A B A (L)), 1935. 16mm
S WS O Y Hg 2 (34). 282

Awe 0B E(CkA) B
ofopul (4 ) k2.2 A HEl gl g,
2 BECA)NT, 7H 27K ) 24 L AT

m

@

Yowan (Scintillating Bowls)—Wako (harmo-
ny and light), 1944. raku pottery tea bowl.
6.9x11.4x11.5cm

Yowan (Scintillating Bowls)—Tamadare

(a bamboo blind decorated with balls), ca.
1944. raku pottery tea bowl. 7.9 x11x10.9
cm



(3) Yowan (Scintillating Bowls)—Ayanishiki
(autumn leaves), ca. 1944. raku pottery
teabowl. 8.9 x10.2 x11.6 cm

(4) Yowan (Scintillating Bowls)—Miyama no
Sakura (Miyama cherry blossom), ca. 1944.
raku pottery tea bowl. 8.4 x10.4 x 10.6 cm

(5) Yowan (Scintillating Bowls)—Tengoku 31
(the heavenly kingdom, the 3lst), 1944.
raku pottery tea bowl. 8.4 x11.3 x11.2 cm

(6) Yowan (Scintillating Bowls)—Miroku (mai-
treya), ca. 1944. raku pottery tea bowl. 8.3
x10.5x10.6 cm

(@) Yowan (Scintillating Bowls)—Uzu (spiral),
ca.1944. raku pottery tea bowl. 7.8 x 11.2 x
m.6 cm

(8) Showa no Shichifukujin (The Seven Lucky
Gods),1935. 16mm transferred to digital
(black and white). 28 min

The cloth mat is handwoven in Ayabe, Kyoto,

the spiritual birthplace of Oomoto. Collection

and courtesy of Oomoto Foundation, Kameoka
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Annie Besant and C. W. Leadbeater

gol, o], Qto], T2 7o}, A2lo],
m3go], o|gelolol, SUof 5 ofF Qloj2 274
Al ol B

Various editions of Thought-Forms in different
languages including English, Korean, Japanese,
Portuguese, Spanish, French, Italian, and
German

1-7
QA Ho|A
Joseph Beuys

(e nlFg Folsta 0] g Folateh),
1974.16mm Z 52 W3S O E vg) 2 (3).
358 oA, ® & AT

I Like America and America Likes Me, 1974.
16mm transferred to digital (black and white).
35 min. Courtesy of Dia Art Foundation, New
York

1-8
EE

Nam June Paik

{TV 84),1989. 35 =2, TV 2UE], 23H.105
X140 X 70 cm. G =&, G 2 L AF

TV Buddha, 1989. bronze sculpture, TV moni-
tor, camcorder. 105 x 140 x 70 cm. Collection
and courtesy of Jeonnam Museum of Art,
Gwangyang

1-9
Yot 2=
Emma Kunz

(D (R, A= v)4. 24 B Folof d”at
AT, 91,5 X 91.5 cm(YA} 93.5 X 93.5 X
5cm)

(2) (BAD, A= n)4 28 B Folo) AW}
A", 76 X 76 cm(Y A} 78.4 X 78.5 X
4.6 cm)

() (RAD, A= v)4. 24 B Folof A”T}
A", 75 X 75 cm(H A+ 77.3 X 77.3 X
4.3cm)

@ (EAD, A= n)i 28 B Folo AW}
A= 102 X 100 cm(Y =104 X 102.5 X
4.6 cm)

AupE= A, HAEA 2 DA

() Untitled, unknown date. pencil and color
pencil drawing on brown graph paper.
91.5x91.5cm (93.5 x 93.5 x 5 cm framed)

(2)  Untitled, unknown date. pencil and color
pencil drawing on brown graph paper.

76 x76 cm (78.4 x 78.5 x 4.6 cm framed)

3) Untitled, unknown date. pencil and color
pencil drawing on brown graph paper.
75x75 cm (77.3 x 77.3 x 4.3 cm framed)

(4) Untitled, unknown date. pencil and color
pencil drawing on brown graph paper.
102 x100 cm (104 x 102.5 x 4.6 cm framed)

Collection and courtesy of Emma Kunz

Stiftung, Wiirenlos

pp. 90-93

oju] ] A FutF A YA A © Emma
Kunz Stiftung

Image courtesy of Emma Kunz Stiftung,
Wiirenlos. © Emma Kunz Stiftung

2.
nhie} gufe] 2
Of Witches and
Mediums

pp. 100127

2-0
ol At}

Anri Sala

g2te) 349)),2007. B VT 2 (Aefel 2
AHEE), £ 270 AsHE FUA.

158 10%, 2 40 x 30.5cm(273). Al133]

A gme]o Alejulotdel 71 Al A9, 27,
ofeler 2 22 3 9 A2 A A 48
e, B U Y 27 22, 2t A3

Overthinking, 2007. single-channel video (ste-
reo sound), 2 black-and-white photographs on
Durix photo paper. 15 min 10 sec, 40 x 30.5 cm
each. Photography reproduction supported by
The 13th Seoul Mediacity Biennale. Courtesy
of the artist; Marian Goodman Gallery; Hauser
& Wirth; Galerie Riidiger Schéttle, Munich; and
Galerie Chantal Crousel, Paris

pp.104-105

olw]z] AF: 27}, uh2| ek 2wl e,
SheAAelA; fYA &5 222, A L &g
ER O REE ]

Image courtesy of the artist; Marian Goodman
Gallery; Hauser & Wirth; Galerie Rudiger
Schottle, Munich; and Galerie Chantal Crousel,
Paris

2-1
CPELEX Y

Lucile Olympe Haute

(AbolHmh] AR 2019/2025. A& Q14). 300
X 400 cm. A2} of] Aoj|o]of|o] (SAA). A133]
Al gujc]ojAlelu] Qg A A=} 2. &7t Al

Cyberwitches Manifesto, 2019/2025. textile
print. 300 x 400 cm. Reproduction: SAA.
Reproduction supported by The 13th Seoul
Mediacity Biennale. Courtesy of the artist

2-2

o
&¥n

Hyung-Min Yoon

(1) (BB (&eto|=4),2019.2t]e] &etol=
T2, ulo| 22 T 2AA, 2lo] Z2AH
234 172 50%

(2) <mHAT), 2013. PE] 2 Folof A AT
13%. 2 43 X 33 cm(@%} 53 X 43 X 4 cm)

A AZ

(1) Black Book (Slideshow), 2019. two slide
projectors, microprocessor, rear projec-
tion screen. 17 min 50 sec

2 Magic Hands, 2013. series of 13 silkscreens
on antique paper. 43 x 33 cm each (53 x
43 x 4 cm framed)

Courtesy of the artist

2-3
42t E2to| AF]

Suzanne Treister

(341 5.0, 2023-2025. | =t} Fo|oj]

o}7}ol™ W] IHE IAE 787. 7 42.1 X 29.8
cm. | % Ax): of| 2ofo]of| o] (SAA). H|132]
AgutjojAlEju| e B k) 2 2okl A A%
219, 27 M| Fotaiol ok E, | % P-P-OW
e, & AT

HEXEN 5.0,2023—-2025. 78 archival pigment
prints on Innova paper. 42.1x 29.8 cm each.
Print and installation: SAA. Reproduction
supported by The 13th Seoul Mediacity
Biennale and British Council, Korea. Courtesy
of the artist; Annely Juda Fine Art, London and
P-P-O:W Gallery, New York

pp. 112—115
ofm| A A|F: 27k
Image courtesy of the artist

2-4
ahof e 2l
Maya Deren

<ohuie] 23,1944, 16mm LSS M3 A
44132, 2 8ot ute| B lof gl
Efujo} o] E A3

The Witch’s Cradle, 1944.16mm transferred to
digital. 13 min. Courtesy of Re:Voir, Paris and
Tavia Ito on behalf of Estate of Maya Deren

pp. 118-119

olu] x| Alg: 2 Ho} 5tz % nhof tjail & tiAlsto]
ehulo} o] £

Image courtesy of Re:Voir, Paris and Tavia Ito
on behalf of Estate of Maya Deren

2-5
ERERD
Mike Kelley

() (AEZ2= #1, 0129 ofo], (ZE|7}o| AE)
ZFoN41>,1979

@ (Azez#2, R AETeE 47,
(EE7IO|AE) Fol|A4),1979

() <AEzaz 43, YR 7|AE,
(EE7IO|AE) Fol|A),1979



@ (AEZTF #4, AESTYF DA,
(EE7tol2E) Foll A, 1979

o= 2 Eofl b Q14 % a2 ehel. 230

X 26 cm(¥A}33.97 X 31.75 X 4.45 cm).

mto| A el e, AN A 2F D AT

(1) Ectoplasm #1, A Child of The Mind, from
“The Poltergeist”, 1979

)] Ectoplasm #2, Exterior-Ectoplasmic
Phantom, from “The Poltergeist”, 1979

3) Ectoplasm #3, Interior a Teratoma, from
“The Poltergeist”, 1979

(©)] Ectoplasm #4, Birth of Ectoplasm, from
“The Poltergeist”, 1979

Photographic prints and press type mounted

on mat board. 30 x 26 cm each (33.97 x 31.75

x 4.45 cm framed). Collection and courtesy

of Mike Kelley Foundation for the Arts, Los

Angeles

2-6
ohi-ol ofel §

Manuel Mathieu

(1) <A A7, 2022, 7 20f o2,
2 =2eld go]x, 91.4 X 76.2cm.
olEst e 2dle|H| 23, AE 4. 27k, Be}
Fzota, Ad Y oEst g 2alTu 2, HE
A

2) A5z243}-0322),2022. 08 20
ofade] By 914 X 76.2 cm. 719 &%},
Mg 2% 27k Mep Fejohs, Wd Y A
2774 NE AT

(1) AStudy on identity, 2022. acrylic, chalk,
charcoal, tape on canvas. 91.4 x 76.2 cm.
Collection of Arthouse Henry Beguelin,
Seoul. Courtesy of the artist; Pilar Corrias,
London; and Arthouse Henry Beguelin,
Seoul

(03] Autoportrait-0322,2022. acrylic, chalk on
canvas. 91.4 x 76.2 cm. Private collection.
Courtesy of the artist; Pilar Corrias,
London; and a private collector, Seoul

p.122

ofm| x| A 27, et 2o, Ad 9 7jQd
247k Ne

Image courtesy of the artist; Pilar Corrias,
London; and a private collector, Seoul

p.123

ofm| x| A F: 27}, Bat 2o, Hd I
otESt e AFEH Y, A S

Image courtesy of the artist; Pilar Corrias,
London; and Arthouse Henry Beguelin, Seoul

2-7
23k 3| =H}
Johanna Hedva

D) G NAE A SAH(m D), 2022. 3
91,502 X390 cm

(2) A ANAL Y SAHA A S B,
2022. A& Q14).502 X390 cm

(3) (aANAE A SATHTHE A, 2023.
oA £2 §8, 3719 2 38, A%, FEo|
A2 oY, 7HH E. 71 3.7]

279 el e, Ad A3

(1) The ClockIs Always Wrong (Wamidal),
2022. textile prints. 502 x 390 cm

(2) The Clock Is Always Wrong (Die Furie der
Hélle), 2022. textile prints. 502 x 390 cm

(3) The Clockls Always Wrong (Other Mouth),
2023. mouthblown glass, three large
hooks, chains, silicone oil mixed with
pigment, carpet. dimensions variable.

Courtesy of the artist and TINA Gallery,

London

2-8
et

Angela Su

<2k}, 2021 FAd HY 2. 198 48%. A13]
7] Ag(2021) A 2 23 (b, g
o 2oke] EX7]) AnA . A7t 9 Eeple Agh
A, T3 AT

Lacrima, 2021. single-channel video. 19 min 48
sec. Commissioned by So long, thanks again
for the fish, The 1st Helsinki Biennale (2021)
Inspired program. Courtesy of the artist and
Blindspot Gallery, Hong Kong

3.
EgilA
Trance

pp. 128141

3-0
20k 7 AH

Joachim Koester

(EbEHE]E), 2007 B HT| 2. 6 30%.
dlub ol &g A 2. 27 L kR B 2T

Tarantism, 2007. single-channel video. 6 min
30 sec. Installation supported by Danish Arts
Foundation. Courtesy of the artist and Jan
Mot, Brussels

pp. 130-131
oful A A5 A7k 8l k%, BRA

Image courtesy of the artist and Jan Mot,
Brussels

3-1
H&2lea
Violette a

(1) <(Fo] ML 22 ZALZHolh, 2016—
2018.c-ZHE. 7} 53 X 353 cm(534); Z+
35.3 X 53cm(3H). A E2 Y FA.
A133] A-gn|c]oj A eju] 3] A A2 2] ¢

(2) <At 2T |2 27 H|FA A R—Z,

£ /4%l digh 71\ dul, 7| A (BlE B = 7)),

HFH|Z(GlE B EA)), 2014-2025.
StEREX Y F&o 2 ThEoj 2
EAE4H). 7HE 27). A7 A

(3) (@0t 2T ux 27k HF A
AHR—38), Amjo]A ¥ &, Wi H 2,
A9 A% W) %), 2014-2025. 402
THEojZ v 2 B2 (44). 7HH 27].
A2} ok ERRH(Z A E, A 3)). A|133]
Agultjoj AlE] |2 20 A| 2} 22

(4) (g2 o Weol A 2 ol
2134(2015.10.09) “B] 2 H]A”), 2015/2025.
e Ho e 58w v ZA ea AR
Q2w Za A, e Ag%E glo]d], Fo] 42,

Au] B 9] 9)3E Fojzt s AT AT

(1) The Moon’s dwelling place is rectangular,
2016—2018. 8 c-prints. 53 x 353 cm (5
pieces), 35.3 x 53 cm (3 pieces) each.
Photographs by Florian Fouché. Courtesy
of the artist. Reproduction supported by
The 13th Seoul Mediacity Biennale

@) Confidential Replicas of Lygia Clark’s
Bichos—Bicho Flower, Bicho Monument to
all situations, Bicho Machine (cardboard),
Bicho Pancubism (cardboard), 2014—2025.
4 sculptures in metal and cardboard.
dimensions variable. Courtesy of the
artist

(3) Confidential Replicas of Lygia Clark’s
Bichos—Bicho Crab, Bicho Space Bird, Bicho
Reverse 2, Bicho Fantastic Arquitecture,
2014-2025. 4 sculptures in metal. dimen-
sions variable. Reproduction: Artlab ban
(Jo Jaehong, Koo jaehoi). Reproduction
supported by The 13th Seoul Mediacity
Biennale

(4) “Bichos session” 09.10.2015: an art
workshop at Albert Chenevier Hospital,
2015/2025. video. 5 min. Editing: Violett
e a. Photographs by Urbain Gonzalez,
Oswald Reich, Louis Sucko, Sylvie Tran,
and other participants of the workshop.
Courtesy of the artist

3-2
efoh2 Hope) 2ok Fham 2 ot sol

Tamar Guimaraes and Kasper Akhgj

(A 2HHA) @ 7o) 7+, 2013/2014. 16mm
LES g I v 2 (54, AL E). 161
A|553] B 2u] Qe (A A )t
A|313] Adut-g 2]l (How to (...) things
that don’t exist) A0 A. &7} L 26 g2olot &
7R, gutg R U 43 = Belo|y Z2AE,
grH 2 AT

Captain Gervasio’s Family, 2013/2014. 16mm
film transferred to digital (b/w, sound). 16
min. Commissioned for the 55th Venice
Biennale Il Palazzo Enciclopedico and the 31st
Sao Paulo Biennale How to (...) things that don’t
exist. Courtesy of the artists; Fortes D’Aloia

& Gabriel, Sao Paulo; and Ellen De Bruijne
Projects, Amsterdam

pp.136—-139
olu| 2] 43 27}
Image courtesy of the artist

4.
CEREES
Practical Cosmology

pp. 142171

4-0
ol A

pilillg-}

Minjeong An

(D Colmue) &3t x| 59 ulgtol et A7,
ol & AL& A A1), 2013/2025.

Ox" TAE 210 X 111.8 cm; 29.7 X42
cm(2™A)

(2) (FAFEEGINFHER): o U = P o)
I ZFE Sof|A 25QH 7|94l SRS
Uieo] 4th, 2007. YA Y ZAE 423 X
111.8cm

A|133] Al gnjc]oj Aleju] 2| A A2} 2],

27t AlF



(1) The Study on Mother’s Hand and Wind
of Healing; Manual on Mother’s Hand,
2013/2025. digital prints. 210 x 111.8 cm;
29.7 x 42 cm (manual)

) six-Membered Family Portrait: Mother
Distributed Aloes of Her Own Cultivation
among Her Family, 2007. digital print.
423 x111.8 cm

Reproduction supported by The 13th Seoul

Mediacity Biennale. Courtesy of the artist

pp. 146—149
ofmz] AF: 27t
Image courtesy of the artist
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Az

Yin-Ju Chen

Q)7 ¥4 W7D, 2016.3702] Tl vlT)
Adx],287)9] Atz] A ztet choo) 13,

e Zujolol] 93k AFAEFAEO ZEE] 2 W3],
36709 dutal 3328 202 (HHE A AY);

B 27%(2HH 2 AHE, HD); 32 35%.
400 X 219 cm (tho]o] 138); 21.59 X 27.94
cm(TA)); ZH48 X 48 X 0.9 cm(EW); 7HH
A7)(a=2"). B AA 2 dle) 7t F2. 7133
Al gu|tjoiAle|u] g3 A x| 2 A2 2] . 27t

A

Extrastellar Evaluations, 2016. 3 single-channel
video installations, diagram with 28 framed
photos, letter from a medium on Mt. Shasta,
California, 36 metal plates, crystals. 20 min
(loop); 8 min 27 sec (stereo, HD); 3 min 35
sec. 400 x 219 cm (diagram); 21.59 x 27.94 cm
(letter); 48 x 48 x 0.9 cm each (metal plates);
dimensions variable (crystals). Metal repro-
duction: Erika Cox. Installation reproduction
supported by The 13th Seoul Mediacity
Biennale. Courtesy of the artist

4-2
SYEE 2AQgaHEA
Colectivo Los Ingravidos

CaE %9 A, 2019-2022. 339
HE 2 (AH2E). 402 A7 A Z

Tierra en Trance, 2019—2022. three-channel
video (sound). 40 min. Courtesy of the artist

4-3
YxL
Wing Po So

(FestE A EY),2025.3D ZAUEZ 3T
S G AEA, 2= AAM, AR, 2H<RJEH A
29 dygh Ze g w5 7BH 37).
2" 5 A7 ofl2)7t F2.3D ZAY E A
WY EZ.71& EY: 2|4, 2133
AMguljoj AEju| 2] A} 21 Q. 27 Y
Esele astiee, 3 AT

Evaporating Symphony, 2025. installation with
3D printed metal stones, heat conductor, ther-
mal sensor, relay, thermal controller, stainless
steel panels, roller pumps, water pipes, water.
dimensions variable. Steel panel production:
Erika Cox. 3D printed metal stones: FabLab
Hong Kong. On-site technician: RGB LAB (Kim
You-suk). Reproduction supported by The
13th Seoul Mediacity Biennale. Courtesy of the
artist and Blindspot Gallery, Hong Kong

Heal the Sick,
Raise the Dead,
Cleanse Lepers,

Cast out Demons

pp.174-193

5-0
Fqtel&E
1 Ching Systems and Artworks

(A7re] Y& 9t T AE YT T 2AH EO) A
Z9712],1983-2025. 809 H o] x| & =7 7p4
7). &7 Al

Engineering for the Human Spirit: From Gentle
Wind Project to | Ching Systems, 1983—2025.
80 healing instruments. dimensions variable.
Courtesy of the artist

5-1
2H-Z o opet]of
Guadalupe Maravilla

(A £247] #17),2021. 4, &, G5, A, A=A
HE, EetaE, £A], 12 &vte] o] = HRE

&3
Ao BE o YoM -8 275,251 X 244 X
m. 27} 9 P-P-O-W e, %+ & A2

N
O H
(e}

Disease Thrower #17, 2021. gong, steel, wood,
cotton, glue mixture, plastic, loofah, objects
collected from a ritual of retracing the artist’s
original migration route. 251x 244 x140 cm.
Courtesy of the artist and P-P-O-W Gallery,
New York

5-2
At EE

Shana Moulton

(&A= AU4F10),2018. H|t] 2 A=), 358
51%. 7k 27). #7H Al

Whispering Pines 10, 2018. video installation.
35 min 51 sec. dimensions variable. Courtesy of
the artist

5-3
3]t Alo]
Hiwa K

(Al R 7]z £ Ay, 2025. &3
H|T) 2. 228 A133] A-gultoj A gujada]
AHulM, &7+ A g

You Won't Feel a Thing, 2025. single-channel
video. 22 min. Commissioned by The 13th Seoul
Mediacity Biennale. Courtesy of the artist

pp. 188-191
ofm|A] A|F: 27k
Image courtesy of the artist

5-4
7hat e gl
Kara Ditte Hansen

(EEAD,2024.16mm BES A3 g
Hlt) 2 (282 2 AHZE). 158, 27 AT

Semi-Precious, 2024. single-channel video
(stereo sound). 16mm film transferred to
digital. 15 min. Courtesy of the artist

pp.192-193
ofm|A] A|F: 27k
Image courtesy of the artist

6.
H| 34
Techne

pp. 194-213

6-0
UEREE

Haroon Mirza

(D (E2 & AN At EIFEA 32 74
29)»,2023

(2) <gaujotofeetz o) ol 2] & ASH(E YA
3|2 34 30),2024

ejFHa), el eae £, e 2EH, A,

AE A, LED Hlo| =, Ha] 41} o7l Zhe] w0} x

a3, feEjol MY, A" &0l E.146.8 X

146.8 X 7.6 cm. F3+J 23t 2% 2. &7t

2l e, A, gha 2] 2, fd gl 25)e] o

Hj A2 B AT

(1) Iluminated Revelations in a Cave (Solar Cell
Circuit Composition 29), 2023
(2) Mluminated Energy Ball Created by Olivia
Arévalo (Solar Cell Circuit Composition 30),
2024
solar cells, polyurethane resin, copper tape,
electrical wire, magnet wire, LED tape, minia-
ture paintings by Brishna Amin Khan, cables
on glass, anodized aluminum. 146.8 x 146.8 x
7.6 cm. Shipping supported by British Council,
Korea. Courtesy of the artist; Lisson Gallery,
London; Max Goelitz, Munich; and SCAI The
Bathhouse, Tokyo

6-1
EE LK
Kray Chen

(1) <eslet2d),2020. 244 H|t) 2. 362 302

(2) <olmA o) Fab,2020. &2 120 34 LED
tAZ e o], 382 382 (HHE z)AY)

A7HE 2 ol &9l 4x) 9 24 A1 A7 A

(1) Opera Green, 2020. two-channel video.
36 min 30 sec

(2) Optics of Image, 2020. holographic
spinning LED display. 3 min 38 sec (loop)

Installation and shipping supported by

National Arts Council Singapore. Courtesy of

the artist

pp. 202-203
ofm| 2] A|F: 27k
Image courtesy of the artist



6-2
T 2ol

Hsu Chia-Wei

(PE7]8),2016.24d H|t] 2 . 9& 45%.
A3

Spirit-writing, 2016. two-channel video. 9 min
45 sec. Courtesy of the artist

6-3
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Byungjun Kwon

(FAONA mojuh; el o) 32,2025 ¢
o (E, A, g 2ng 220 HEEHE,
3D ZE| Z A ZSHPLA, $AO, B4 & &, 24,
ZFH), 2400 x 300 X 350 cm(o}3f, 2%
23 44), 7hH 7). Z2E M oA AHE: 843
A133] A-gu|tjo Aeu| A3 Aol A, 27t A5

Opening Blooming from the center; Golden
Flower of Potential, 2025. 4 Ahae robot
shamans in mixed media (motor, electro-
magnet, aluminum profile, control board, 3D
printed PLA, fishing rod, decorative tassel,
unpan, computer). 400 x 300 x 350 cm each,
dimensions variable. Production assistant:
Suhee Yoon. Commissioned by The 13th Seoul
Mediacity Biennale. Courtesy of the artist

7.
e
Equivalent Exchange

pp. 214-225

7-0
Fheby wg e

Karrabing Film Collective

GFE3LEH]), 2021 T3 vt 2.9} AT
Elo]o], 298 232 (]t 2), 7} 27](}o] o).
A133] A -gntioj A eju|dida] M=) A2 2.
27+ A1 E

The Family and The Zombie, 2021. single-chan-
nel video and reused tires. 29 min 23 sec
(video), dimensions variable (tires). Installation
reproduction supported by The 13th Seoul
Mediacity Biennale. Courtesy of the artist
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A1 21 7holA
Jane Jin Kaisen

{=7H),2024. DA 34K, 28,
2| 2 AFRE). 32 45%. M- A AL
A 7tojAl # A= AXE £W-3, 9
Z2RAM:U4Y. 2 g2 sk M BAY:
o Fol2 & gH|7]. AL E AR Yol: o3
vhzh W7 B2 vhe] g 23 ghA S wloka
F3HE, dint 2 ol & A x| HY =233y
AZA Q. 27t A
(o] Goll AW E &£ F),2024. FAE
AsH(4K, 22, 2HE AL E). NE NZ.
AV A A Lol Al #Y A= ALE
£9-F, gy F2 2R Z2RA: LY.
Zfe] o g2, 2R, =] 7HE:
I R = b L P B B o KR =
&gk N B of Fol2 & u|7). Abe =
Az Yo: 2t vzt diot 3 52, dlops
o4 BlAMx) WY =2 a3 A=A Y. Z7L AT
525,2025. HEZAA 10-152. AAL: A
A 7to|A, ZR2EA: Y4, ¢+ A Re)
HEH: 157, AR, A3, A5, e,
oA, FFY HEHA Fr|ylolg: ghin|,
oju] A, oJ4}: o] 5 F. SRS E T A:
2o 2 etk ZA x| oAl 2HE: o2
Fu] g E. A|133] A 20| o) A el r] ]
HEH2 A0 A 9 Aok o &2 A7 212
7t AF-

Dokkaebi, 2024. single-channel film

(4K, color, stereo sound). 3 min 45

sec. Concept & Editing: Jane Jin Kaisen.
Cinematography: Guston Sondin-Kung.
Line Producer: Soyoung Kwon. Music:
Lior Suliman. Colorist: Edoardo Rebecchi.
Sound Engineer: Yoram Vazan. Editing
Assistant: Mathieu Johan Hans Hansen.
With support from: The Danish Artistic
Research Funding Programme, Ministry
of Culture. Courtesy of the artist

Sorrow Waters this Land, 2024. sin-
gle-channel film (4K, color, stereo sound).
1 min 11 sec. Concept & Editing: Jane Jin
Kaisen. Cinematography: Guston Sondin-
Kung, Daniel Zox. Line Producer: Soyoung
Kwon. Dokkaebi: Holly Yu, Jeijin Kim.
Dokkaebi masks: Seo Sunshil. Assistant
Director: Grace Sungeun Kim. Music: Lior
Suliman. Colorist: Edoardo Rebecchi.
Sound Engineer: Yoram Vazan. With sup-
port from: The Danish Artistic Research
Funding Programme, Ministry of Culture.
Courtesy of the artist

Sway, 2025. performance. 10-15 min.
Concept: Jane Jin Kaisen. Producer:
Soyoung Kwon. Choreographer: Bora
Kim. Performers: Youjean Goh, Jieun

Kim, Chaehee Kim, Kyungho Na, Sangmi

Park, Hyeontaek Oh, Juryung Jung.
Performance Coordinators: Sangmi
Park, Mijin Lee. Costume: Joon Lee.
Music & Sound mix: Lior Suliman.
Research Assistant: Pauline Koffi Vandet.
Performance commissioned by The 13th
Seoul Mediacity Biennale and supported
by Danish Arts Foundation. Courtesy of
the artist

7-2
w582}zl
ZaiNomura

(F7>,2024/2025. F23k o] 59| AL, AM &
Q3,2 Ja =g, B3, eE 5y
F47], 84 PC, LCDRYE], A ZE SHFEE,

712 E, &3 PC, UEU S22E.152 X 102

X 60 cm. 7]% A9 LE FAL, o] ATk 27,
E}7}5] AL U7k, Ebxok o] e 2b7] S A,
E}FHA] 27]. A|133] Al gnld] o] Algju]Qildd] 2 IHI
3, 2= A2 A2 A Y. 27 Al

Fantéme, 2024/2025. photographs of the
departed, dye ink, water, inkjet printer, water
tank, ozone water generator, water pump,
mini PC, LCD monitor, single board computer,
keyboard, tablet computer, internet cloud. 152
%102 x 60 cm. Technical support by Shusaku
Goto, Ryosuke Ikeda, Takahisa Nagao, Tatsuya
Nii, Yusuke Nozaki, Takashi Oki. New produc-
tion supported by The 13th Seoul Mediacity
Biennale and IHI Corporation, Japan. Courtesy
of the artist

8.

25 o] Zeg Aol
ko) ohae ik
The Dead Are Not Safe
If The Enemies Win

pp. 226—-255

8-0
27}o] S}
Sky Hopinka

(A5He] ©),2024. 2740 H]T] 2, 2982 45%,
A7t AF

Subterranean Moon, 2024. two-channel video.
29 min 45 sec. Courtesy of the artist

pp.228-229
olu] x| lg: &7}
Image courtesy of the artist

8-1
1% 2 5etaate} 22 Ao Ugtslet
Kivu Ruhorahoza and Christian Nyampeta

(5191, 2025, SR v]T) 2. 298 A133]
HgulciojAleluleie] 3 o] 2 5 4ot 25
Aul 4. 27} |2

Whispers, 2025. single-channel video. 29 min.
Co-commissioned by The 13th Seoul Mediacity
Biennale and Ecole du soir. Courtesy of the
artists

pp. 230-233
ol x) &2 27}
Image courtesy of the artists
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oJUAEA. Helo]AE 34
Ernest A. Bryant Il

() X2 e (@), ulF AR 712 94
ZollM,2007. vlt] 2 (F8, AH2E). 458

(2) XN e (DY, <HIF AR 7|12 G4 FolA,
2007. €]t 2 (Z3, A2 E). 60%

(3) <X e, <HIF AR 7|2 G4 FollA,
2007. €]t 2 (Z3, AL E). 60%

@ 13 AZ(x17) THe) H) AR SR 1, 11,
111)>,2006—-2008. & #, I, 23 o|HE. 70
X 50 X 10cm

(5 <AFZ),2005. 4, CRT 2UE, CCTV
F}ua}, ‘ofz @) 7}h- 2 Hlofuo} vhE 3k Al At
A5 HJAE Y of2] A E.10 X 46 X
13cm

27} A3

(1) Chicken Party (Prep) from Flight Jacket
Video documentation, 2007. video (color,
sound). 45 min

(2) Chicken Party (Day) from Flight Jacket
Video documentation, 2007. video (color,
sound). 60 min

(3) Chicken Party (Night) from Flight Jacket
Video documentation, 2007. video (color,
sound). 60 min

(4) Flight Jacket (Chicken Party Flight Jacket
Potlatch. I, I, 1), 2006 —2008. chicken
bones, string, and public events. 70 x 50 x
10cm

(5)  Self-Medication, 2005. wood, CRT
monitor, CCTV camera, “African-Oceanic”
museum color matched paint, other
natural materials. 10 x 46 x 13 cm

Courtesy of the artist
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Laura Huertas Millan

(FRE|Z AR A, 2024. T H]) 2 4.
7hel 37). 27 Al 2

Curanderxs, 2024. multi-channel video
installation. dimensions variable. Courtesy of
the artist
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Mohamed Gaber

(D <mpAEa), 2021 70 AH]0] 22 WA 2,
205 X 145cm

(2) <oy B2 ey, 2022, A 23} S A ZetA,
242 X 120 cm(FAE), 7HH 27I(EAA S E2).
A133] A-gult]oj Al eu| A e S A Fetx
A=A L

A7k A2

(1) Mashag, 2021. knitted kashmir wool.
205x145cm

@) Letterforms of Sorcery, 2022. textile and
plexiglass. 242 x 120 cm (textile), dimen-
sions variable (plexiglass). Plexiglass
reproduction supported by The 13th Seoul
Mediacity Biennale

Courtesy of the artist

8-5
ERE
Park Chan-kyong

GG EAAD, 2025. 708 0] 3-8t 80 X 80 cm
(24); 12 X 161 cm. Z7}H Al

Monk Hyetong, 2025. oil on canvas. 80 x 80 cm
(2 pieces); 112 x 161 cm. Courtesy of the artist

8-6
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Anocha Suwichakornpong

{MAE,2025. 9AE HIH 2. 492, A133]
A gulcjoj A elr| ] Au)Ad. &7t Al

Narrative, 2025. single-channel video. 49 min.
Commissioned by The 13th Seoul Mediacity
Biennale. Courtesy of the artist

pp.250-253
olwl x| Alg: &7}
Image courtesy of the artist
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(Alexandra Morozova and Rustem Begenov)

1) MzeAAES goizt YAt Zetukap)
A, 2025. 420l A2 87, 25 Y,
2, AR E 5 53X 7HE 27,

(2 Mze RS it AAFZetwap)
723>,2025. HEHA 9O, 7o| & HEH:
graliteet 2 2 zuh 24, Eetol g2 7],
X W 2 O ZAR A =,

daeet B 2 zu) AF, S AR E
gzl AR HA LT N HEHAS
A G HA2E L EG: A 2EHY
etajol| &, ghute] 21548 AR 2 4
Y FEEAANALZ NS Z2hN
oA 2RI E BIE. A & AF|0]] Bl ZY A,
AHE A Yeol: ZufE. Bl 20 Zohy,
A, 4, £27), AR ¢, A Y, o] A3,
o]Fof. got 2 E: /443 72 A gzl
AHE, gute]: of7]| L E A gojlojEH,

A133] A-gn|tio A g Hul M. 271 Al

1

(1) The New Genius Temple of The Great
Atomic Bombreflector, 2025. multimedia
installation with disposable aluminum
food containers, foil, light, sound. dimen-
sions variable. Commissioned by the 13th
Seoul Mediacity Biennale. Courtesy of the
artist

(2)  The New Genius Experience of The Great
Atomic Bombreflector, 2025. performance.
90 min. Guide-performer: Alexandra
Morozova. Concept, dramaturgy, set, and
light design: Alexandra Morozova and
Rustem Begenov. Direction, music, and
sound design: Rustem Begenov. Video
documentation in Seoul: Cristidn Tapies.
Photo and video experiments in Almaty:
Nurtas Sissekenov. Seoul production
assistant: Seohyun Park. Seoul stage
technician, sound engineer: Baejun
Kim. Performer: Dabeen Kim, Eunji Son,
Jiwoo Shin, Joong Ah Lee, Regina Ahn,
Seohyun Park, Sue Jin Sung, Sunny Lee.
Pianist: Courtney Yoo. Construction and
design consulting in Almaty: Archcode
Creative. Commissioned by the 13th Seoul
Mediacity Biennale. Courtesy of the artist

pp. 326327

AP &3] o] 2] A g 27

Photo: Ana Paula Park. Image courtesy of the
artist
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Sound Room

2t} o}7], {Transmissions from The Radio
Midnight Part 1>, 2023. 2= 2T} @ &2
182 16%. Dinzu Artefacts 2

2t} o}7], (The Little Girl in Tangier(¥+5)>,
1988/2023. 2H|Y 2 0] 3. 62 58%.
o]Hof I A g2 =2

ofyo}l &9-& (For Ruth), 2023. A€ 2
202 =3 98 40x. Ergot Records o
F 2 A&, {Conversation), 2023.
2HEL 26 Q %3188 36%. Ergot
Records &uj

Zu)7tdl 59 2Ex, (Get Down With
Me (dedicated to Peter Rehberg)», 2022.
2H L et]e =g 422 112, A 7t
OTO gto]B 34

2] & g-AF2-0] A, (Spiritual Questing
1>, {Spiritual Questing 2,1985. 2H|#|
20Q %3 308 40%.20244 Important
Records zfZaj

2} 2 9, (Studies in the Bowed Disc),
1963. 2H|Y L 2t]Q =2 172 01%. g
2 o, Z2 A2, 2| Q3] 3420249
1€3%)

%|%3], (The Tone-field: Perceptible
Arithmetical Relations, Sunset on the
Summer Solstice, New York), 2017. 2H|2|
Lre 53218 012

Z A & &2¥|o]2}, (Raga in the Amazonia),
1987. 2H|H 2 20 =3 148 XA ¢
Zejuolet, e, 24 e A

(10) ofa} wj7kglo], <El Qibla), 2025. A& 2

2rQ 52,398 30%

(11) o]o}2, <Event Horizon), 2022. 2 & 2

2r]Q %3 10# 032

(12) o]o} 2, <herunter), 2019. AH| 2 2t] 2

=5.108 252

(13) o]o}2, (Wunder), 2021. 2|82 2] 2.

=5 108 36%

(14) opeh} 282, (Jump at the Sun), 2018.

2HH L 20 %2 3R 19%

(15) =a) 252 (A Harmonic Algorithm),

2022. ~H|E 2 2T 2 5. 20% 302

(16) 2] A&, (Song Drape 1),1999. 28| 2

202 =3 42 30x. Tzadik Recordings
o)
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(17) wre} AwEl3, <Tijolinhos, Material De
Construgdo “Audicio Espontanea Do
Siléncio, Violdo Edlico), 1974. 2H|&|
20 Q =3 25 30%. Philips &, Bruh
Records zfZaj

(18) wre) ~ujeta, <Aquas), 1974. 28| 2
202 &2 88 22%. Philips &, Bruh
Records Aol

(19) Ba|o]o] p-28| A (MU A £ P-2.8]%] 2}
Flo]t] Ajo] B|o]o]), (Breaking Sex),
2003. 2HH 2 202 =£3 288 52%

(20) etE i} rHk= 7}, <I Found You in the
Cloud), 2024. 2H|H| 2 2T]Q =2 62
39x

(21) gn% (=< 4), {Dream On & Tibet Sound
Journey, 2025. AH|#| 2 2] Q -3 178
44z

1) Ak Onda, Transmissions from The Radio
Midnight Part 1, 2023. Mono audio
recording. 18 min 16 sec. Released by
Dinzu Artefacts

(2) AkiOnda, The Little Girl in Tangier
(reprise), 1988/2023. Stereo audio
recording. 6 min 58 sec. Previously
unreleased recording

(3) Annea Lockwood, For Ruth, 2023. Stereo
audio recording. 9 min 40 sec. Released
by Ergot Records

(4) Ruth Anderson, Conversation, 2023.
Stereo audio recording. 18 min 36 sec.
Released by Ergot Records

(5) Carl Michael Von Hausswolff, Get Down
With Me (dedicated to Peter Rehberg),
2022. Stereo audio recording. 42 min 11
sec. Performed live at Cafe OTO

(6) Meredith Young-Sowers, Spiritual
Questing 1, Spiritual Questing 2,1985.
Stereo audio recording. 30 min 40 sec.
Reissued by Important Records in 2024

(7) LaMonte Young, Studies in the Bowed
Disc, 1963. Stereo audio recording. 17 min
Ot sec. Performed by La Monte Young,
Charles Curtis and Jung Hee Choi on
November 3,2024

®) Jung Hee Choi, The Tone-field: Perceptible
Arithmetical Relations, Sunset on the
Summer Solstice, New York, 2017. Stereo
audio recording. 21 min 1sec

) Jocy de Oliveira, Raga in the Amazonia,
1987. Stereo audio recording. 14 min.
Performed by Jocy de Oliviera, Sang Won
Park, and Joseph Celli

(10) Yara Mekawei, El Qibla, 2025. Stereo audio
recording. 39 min 30 sec

(11) Areum Lee, Event Horizon, 2022. Stereo
audio recording. 10 min 3 sec

(12) Areum Lee, herunter, 2019. Stereo audio
recording. 10 min 25 sec



(13) Areum Lee, Wunder, 2021. Stereo audio
recording. 10 min 36 sec

(14) Matana Roberts, Jump at the Sun, 2018.
Stereo audio recording. 3 min 19 sec

(15) Laurie Spiegel, A Harmonic Algorithm,
2022. Stereo audio recording. 20 min
30 sec

(16) Jerry Hunt, Song Drape 1,1999. Stereo
audio recording. 4 min 30 sec. Released
by Tzadik Recordings

(17) Walter Smetak, Tijolinhos, Material De
Construgdo “Audigdo Espontdnea Do
Siléncio, Violdo Edlico, 1974. Stereo audio
recording. 2 min 30 sec. Originally
released by Philips, reissued by Bruh
Records

(18) Walter Smetak, Aquas, 1974. Stereo
audio recording. 8 min 22 sec. Originally
released by Philips, reissued by Bruh
Records

(19) Breyer P-Orridge(Genesis P-Orridge and
Lady Jaye Breyer), Breaking Sex, 2003.
Stereo audio recording. 28 min 52 sec

(20) Antonina Nowacka, I Found You in the
Cloud, 2024. Stereo audio recording.
6 min 39 sec

(21) Li Chin Sung (Dickson Dee), Dream On &
Tibet Sound Journey, 2025. Stereo audio
recording. 17 min 44 sec
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Amit dutta

) xEzparz(adel A, 2015. w0
Hlt] 2, 19 E(3HE 2] AY)

(2) (2AxB) FHS),2016. A HT] 2,
218 (5 7Y)

27} A3

(1) Chitrashala (House of Paintings), 2015.
single-channel video. 19 min (loop)
(2)  Scenes from a Sketchbook, 2016. sin-
gle-channel video. 21 min (loop)
Courtesy of the artist

pp. 258261
ojm| 2] A|F: 27k
Image courtesy of the artist
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Aki Onda

() Caggzo) 9z o] izl LY, 2017/2022.
HE #2994k 2o e, BaE Shu
7). 4138 A-ulciol A Eju| 2] A2

A9
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Q) GHIE22)2025. HEHA, 408, &7}

A

(1) Nam June’s Spirit was Speaking to Me,
2017/2022. field recordings, photos,
videos, radios, text. dimensions variable.
Courtesy of the artist

(2) cassette Solo, 2025. performance. 40 min.
Courtesy of the artist

10.
Aljet
Cinema

pp. 285-319

Yst ==Y
Film Program

(1) e 2o|x rte J3h,1997.8%

(2) n=A 718 (B9l @ 23,1959, 1075

(3) olFE, (JaulE Zoll N = 417 et=th,
19871172

@ ulel O, ClEALY2),2019.106 2

(5) ET. W} (ko] o2, 2004. 985

(6) ofmzHE 9JetuletZ, (hahste] 1), 2015.
1228

7) sz ez, (Ao ) 2016.132

®) o]zt A4, <A, 1987.105%

) stebdl vhen], (12 Byl £),2007. 978

(10) 7123 g2}, (FE A9 3+ ofef), 2023,
175

(1) ebzhu)y) 3, (oj 2),2017. 81%

(12) A g (DA E HA) 1983.1008

(13) olof iz, (2% o) 12,1943, 141

(14) oA Byl (&e] R 5 & AP, 1977.
104%

(15) Yy wiz) 2, <wE 2=, 2006. 872

(16) ml= 2 3 Ae} (& A B> 2019. 1248

(17) 2wz 2424, (7]4),1948. 402

(18) %2 actz, <al2jolol|A| ]S>, 1985. 725

(19) mloj2 stez FEeju, (oA & 2,
1967. 112

(20) gtupx 7)oz Agbn], (A2l &71),1997. 928

(21) gex 2297, 7|2, 2023.130%

(1) Ratl Ruiz, The Film to Come, 1997. 8 min

(2) Marcel Camus, Black Orpheus, 1959.
107 min

(3) Lee Jang-ho, The Man with Three Coffins,
1987.117 min

(4)  Mati Diop, Atlantics, 2019. 106 min

(5) Trinh T. Minh-ha, Night Passage, 2004.
98 min

(6) Apichatpong Weerasethakul, Cemetery of
Splendor, 2015. 122 min

(7) camilo Restrepo, Cilaos, 2016.13 min

(8) Souleymane Cissé, Yeelen, 1987.105 min

(9) NaomiKawase, The Mourning Forest,
2007.97 min

(10) Caroline Déodat, Under the Sky of
Fetishes, 2023.17 min

(11) Go Takamine, Hengyoro (Queer Fish
Lane), 2017. 81 min

(12) Ken McMullen, Ghost Dance, 1983.
100 min

(13) Maya Deren, Meshes of the Afternoon,
1943.14 min

(14) Luis Bufiuel, That Obscure Object of
Desire,1977.104 min

(15) Nina Menkes, Phantom Love, 2006.
87 min

(16) Pedro Costa, Horse Money, 2019. 124 min

(17) Roberto Rossellini, The Miracle, 1948.
40 min

(18) Jean-Luc Godard, Hail Mary, 1985.72 min

(19) Pier Paolo Pasolini, The Earth as Seen
from the Moon, 1967. 11 min

(20) Abbas Kiarostami, Taste of Cherry, 1997.
92 min

(21) Alice Rohrwacher, La Chimera, 2023.
130 min

4493
A Rooftop Screening Program
at SeMA

M) 2710 3017}, R4} o) 4] 71914, 2021.
4%

(2) A A Fol, <ol A, 2024. 128

() 2set golzera w3718 Asto],
2023.258

@) R 22 JazhuEa (FEAFSTD,
2017.9&

(5) 4 =Eglol, <mHAk EJoj] RJo} —
ARG TT I — 1155)>, 2012. 62

(6) steby B en, Sleke, vk B,
2016.28%

(7) 2otz A28, GIAA 2, 2009. 65

(® etz AntehaetFhaw) 2 otFo],
REste SR vF {4 AL A1), 2017
328

©) oHet4, 2 2o AYRL FF 2D,
2022158

(10) Agjot, <= ejue)), 2018. 9%

(1) of2l =&}, G3llupe] o] e BE),2024.
145

(12) opext £913} 2, (2 8lo] 2 ED, 2006.

172

(1) Sky Hopinka, Mnemonics of Shape and
Reason, 2021. 4 min
(2) Jane Jin Kaisen, Portal, 2024. 12 min

(3) LauraHuertas Millan, Para La Coca, 2023.
25 min

(4 Colectivo Los Ingravidos, Coyolxauhqui,
2017.9 min

(5) Hsu Chia-Wei, Marshal Tie Jia — Turtle
Island, 2012. 6 min

(©) Karrabing Film Collective, Wutharr,
Saltwater Dreams, 2016. 28 min

(7) Joachim Koester, The Hashish Club, 2009.
6 min

(8) Tamar GuimarZes and Kasper Akhgj,
Studies for a Minor History of Trembling
Matter, 2017. 32 min

(9) Angela Su, The Magnificent Levitation Act
of Lauren O,2022.15 min

(10) Zheng Yuan, Dream Delivery, 2018. 9 min

(11) Amit Dutta, The Many Interrupted
Dreams of Mr. Hemmady, 2024. 14 min

(12) Anocha Suwichakornpong, Graceland,
2006.17 min
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Unless otherwise stated, all exhibition views

of the 13th Seoul Mediacity Biennale, Séance:
Technology of the Spirit at Seoul Museum of

Art and Nakwon Sangga were taken by Hong
Cheolki, 2025, and are published here courtesy
of the Seoul Museum of Art.
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The 13th Seoul Mediacity Biennale
Séance: Technology of the Spirit
2025.08.26 —2025.11.23

Seoul Museum of Art, NAKWON SANGGA,
Cinematheque Seoul Art Cinema, Seoul
Artists’ Platform_New&Young

Organized by Seoul Museum of Art

General Director: Eunju Choi

Director of Curatorial and Research Bureau:
Jung So-La

Head of Exhibition & Education Division:
Yang Okkum

Project Director: Jin Kwon

Officers: Kim Mee Young, Kim Boyoung,
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Artistic Directors: Anton Vidokle, Hallie Ayres,
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