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"The borderline work of culture demands an encounter with "newness" that is not part of the continuum
"2Sto] ZAIM Aofl /RIS HE2 2L SXHe SiE0] ol "MEE"Te| P2 7 EICL 028t RES
of past and present. It creates a sense of the new as an insurgent act of cultural transiation. Such art does
EES0| xLi= giRtgszin 8 = = ME30| onjE ShSojtict ofl&S Thes| ALEIE JiglojL} n|
not merely recall the past as social cause or aesthetic precedent; it renews the past, refiguring it as a
& Hu2A TAE di2iEX] 2h=Ct E SAN0|T 'SR BZie= Hxie| S st HAl
contingent in-between’ space, that innovates and interrupts the performance of the present.”
S SZICE TRIASIo] AEA! SHER AlZl= Aolck”

- Homi Bhahba, Location of Culture

—-Z0| i}, '2ste| x|

Originally associated with the Jewish Exile, in current usage, diaspora refers to a range of territorial
F2f 0SS mLE 80X A FEIRIEE 712171 LIS TlotAnal= ofx| Xief == Etclol] 23t o=
displacements, forced or voluntary. The concept engenders an equally expansive scope of discussions
o] xj2|x ofs=& 712|7l= 2n|2 AR8En Mot ClopAxele] Jii82 SARCH: =T} ¢iof, Haly, HAL
about nation, language, identity, history, memory, home, geography, ambivalence, difference,
719, 38 Xj2|, 28 AP, SRl B4 ARIR| S7(ARIR0] Fo| BHSLIE =oiF Ee{o?ict
authenticity, hybridity, colonialism, and post-colonialism, among other topics. Diaspora can offer a
ClopAZ2R= 0| Hiul7t gt "23le] AN 20| RIS ZE"S dNE + U= R8T =72 Al
useful framework to examine Bhabha's "borderline work of culture," enabling a focus on the
AAZte] B2 £0] £2! 2=eHEe] X%ut ZAlo) cist eiatE AnEE o =20| 2ok MES fEg ¢
predicament of place and borders for Koreans in a globalized context. In the new millennium, Koreans
2 X2, SEUES T el BE X|Hol|l OIX a3 UCk 0] ZRHEE 16006{ 7 =of WOIX &
can be found in nearly every corner of the world; among the estimated six million who live in 160
Q4= oF 600812) 2i0lE 7k2HioiME CHY XIS-QUOIE|(FIXIEAR) SAMFMA(DIS), SAPHYE), &
different countries of the world, this project takes a closer look at those who have settled in five sites—-
mE2(u2k) HER)-0| MAs 3RIGSE AR Sich 8tel ClofAXato] T I =8 MAXES
Almaty (Kazakhstan); Los Angeles (United States); Osaka (Japan); Sao Paulo (Brazil), Yanji (China). These
SEoIT CiUEt B4 GARE 2D ek TAREE 5 %= O X9l olaREt SHaks I AHe2l7t
five significant diasporic Korean sites have distinct and diverse characteristics and histories. Although
AoLl of7jof MEE HEES BF X[, ARt BRIE Fde| CiYsty B8 TH8 HoiEch 12
some are far off the beaten path as cultural centers, the works selected collectively convey rich,
HE= g0l rlopAzzate] Fxlo| olsat o, HHEo X KoM oEA FERU=X] HoslEle Ax0)
polymorphous constructions of subjectivities and cultures in relation to places and history. This project
o} 22| EHSIXHH, 'Stold(Koreanness)'0l 7H ATEELT 2AP} 22 XHolM= ofgA S4ED Lt
attempts to locate the production of Korean diasporic identities within the terrain of transference,
EfLE=710] ChSt AlR2oln], oFE X2 22 x|He| fiele] Z2gAME Bakdo|Lt s FHldo| o
transmission and transiation. In other words, how is "Koreanness" performed and constructed for
7| LIEHR= Xloil chHet &E0ICt

instance in Sao Paulo or Osaka? By the same token, how are Brazilian or Japanese identities performed
by those of Korean descent in these same sites?

THERE: Sites of Korean Diaspora showcases an unprecedented collection of works in a variety of media
ZSHE 2 (K7]: oliie] EHE ERl Clopazele] REE XE £0IM TR HHE dlavlEl ZEs
by artists of Korean ancestry who reside in these five sites, along with artists who address aspects of the
SIS0 YA eigst CHE Il Xie Eh=27] ofle7HE0| CHfet tHAlE ARSsH A=sid XEE 20} 2oiF
Korean diaspora in their work. This multi-disciplinary project integrates a contemporary art and media
= A Al=ojch 1 Hel= Sdinlant olciofaigd, HAE0IH SAlol UERE|EE CIAZ0IE BHFE
exhibition with historical and interactive displays and a related symposium, The catalog additionally
FAISE FAIZIZE L B3 Sha3|oi7iK] OfRELCL olRltix Of =5 o= T Xig &M M7isol st
samples a mix of writings from the five sites, ranging from poetry to journalistic prose.

=0| &3 Aot

THERE is pleased to extend an unlimited visa entry to all of the Gwangju Biennale denizens into the
GR7L: OAtel HHOIAE AZHINLAIE S O[F0lA| BIR! ClofAZR| $Y 402 BOIE 4 U= HIX
printed territories of the Korean diaspora.

& 7170| SHS UFEE Ao|ct

Yong Soon Min, curator and catalog editor of Project 2
SIS Z=ME 2 FojE W =ETEH
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| sincerely congratulate Gwangju Biennale on gaining global popularity as
SIS 752 =5 IANY dlsdA2 HAE BEES cisll 7Hs 2002 &3 HiSIR)
mational art venue,
== Sol=gLich

With more than 6 million ethnic Koreans living in 150 countries overseas,
SMIA 150071=, 6002F M2ISIE Alsi= 0IRIEZ|0] RS Tt S0I8 of3S

able reality is that many Koreans have overcome hardship at the initial stage
SRAIRIS) eric= HHel &Esla o0, o=E0l0] UcAE SEF HEME

as immigrants in foreign countries and have joined the main stream of the
= Hol1 UsLict

it is highly meaningful for Gwangju biennale 2002 to allocate one of their
OfS{eh 20|, oiH 2002 & U7} Z2ME SHIE (L2RED K7L o4

¥oject 2, THERE : Sites of Korean Diaspora) to the concerns of the overseas

S50 Slofst 212 S22 wRlicy B o YUt sfelsm Aksel AE Tl i

LI s very significant and valuable to seek our ethnic identity in order to find an
BTl Xt A DA IZE F TASEsIeE HRIE eat Y ZiSalel MEX(E o

e theme, "Who | am." This exhibition can promote cur culture through the
SESEHSE S, OEiE MAmET IIMOR Lis SN ets 22fe] HHjMef oM

ofdocumentary film, symposium, and exhibition of overseas Korean artists'
= 2= Alg 02t 0 =iEst SRRk 2SL|ch

L The Overseas Korean Foundation endeavors to solidify the campaign for
RIS EE 2[3h 1= A2 3iskT Qi el Mot A 23j0| 9 Mojeks Al

} and to stabilize our global common ground. We work to achieve this by
BMIZISHEE 2{C! ClolilE Rt SIS Sol MeS=EC] SIENHAE &

e awareness of the significance of our culture through our dynamic and
SiSsAl Sl 2ol 32 cioRisl|ch

H' MRASZ} Id9m_z_ THE CHAISIO! CA| B 2002 T HiRidile] 422
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i . 1oday, as we reach out to the world, the world is upon us, closer than ever.
L B A= SR LoD Qlon], o TN 2|2 ST gict MAA

peculiar faces, voices, and skin color, are living in the complex world. This
SRR 21210 Szl S=oan| MZE2 XL A ChRISEE AR 20 Atw Qlo) HiE 217

i reason to take a moment to inquire and speculate our existence.
=R SRE0] CiSt e AtMio] =IQSH Alolct,

) ~ How is the process of the inquiry and the speculation present in 2002
I RO CHEE HLoF AEto] TR A TE 2002 HZE HioitofMds ofEiH| AlSEl=}1?

nale? Project 2: "THERE: Sites of Korean Diaspora" offers insights into the
1= OI&O] & THERE: Sites of Korean Diaspora)= OI2 LA, Hal2! Amies Y

s of the broader giobal history and dynamics of the Korean diaspora while
S FRISACE A0lE| S M| 2IX|2 E0iK el $1201S9] O|FAE clso

‘Bime focusing on five key cities of significant Korean diasporic population
S22 SA| 22 A21E0] Dol 22! CiIsh QIRSiN Ao] FAlST SAN HyMe

B9 diverse historically and geographically: Los Angeles (U.5.), Sao Paulo (Brazil),
: ; hstan), Yanji (China), and Osaka (Japan).

1 in a sense, Koreans who reside outside of Korea reflect other aspects of
"ON?J OlFoilMZd sl Ao H= OIZIXEES Mzl &0 SZl & Site) Ligl &

see ourselves through them. In other words, Project 2 offers this dynamic:
BSoll Ik Ci= LiE 2rsly|| 2t chA| 26l L7t 0S8 Bois o a2jn 288

d seeing ourselves through them.
= 0| 5 7EX] ojof Qk= 2lo| mEAE Joji ARSI

Giving the project to Yong Soon Min who is the chair of studio art

B JAIS == Milo] delzijooistmel glganrolA S0t S QL &
Bt at University of California, Irvine, to conceive, design, and curate, is
B s 20|, 2lua= OISLHO) OFAjob| ClopAmalel tiaX XBjo|xt meAL F
pd inevitable. As an artist, educator, and curator who is herself a diasporic

S 2007 57t O] TAI] Aol 7HY Agks XA XX SES = ARGIRET HiT
as been examining the Korean diasporic experience and history through its
S Aol =g = ZQ 8 wolich

Bauction for the many years, at the same time that she has ailso been involved
& Build bridges between the U.S. and Korea in terms of contemporary art.

Broject 2 has been produced with information and materials attained from
OF FAl= XIS o] 2o| SIX| mAF ofdut QIE{EE SsiA Ta|a LISt siax

in the field and academic research. This significant cultural production will
S SSSIRIC) 1 Zuk= MASiEO OH 2t ShadmRiel Fslug s g2 2 =
=8 in the exhibition, film/video program, catalog and a symposium. On behalf
BEE 0] OjE12 HEE 2Z26HH MAPIEIS ME=o= 4sai FHajjojg] Clm4-o,
" S
=2 Biennale, | would like to sincerely thank curator Yong Scon Min for her
ERORIIA] RIS 4 T10] IR RIGSAH| ZAKR] oi22 AiEi)

g work on completing this difficult mission as well as her crew who have not

b efforts.
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Certain Latitudes Yong Soon Min
o Xt A

Five sites, some 15 flights and major
chA ZHel XiE, of 158He) Higinl £2 2

latitudinal (and longitudinal) shifts. Beginning at the Tropic of Capricorn with the
cAOE T AEANY] OIES. fels FEeIs0| Hotdt of x|, 3l Sart =

Korean-dominated garment districts of Bom Retiro and Bras in Sao Paulo; north to
20| =2 3E|2(Bom Retiro)2t E2HA(Bras)oliM AIZE, B9 4342 T12eo} oS E

the 43rd parallel Soviet-planned city of Almaty nestled beneath the picturesque
Al = @Ol ElolAKTien Shan) Aot ofefio] SAIS £ P4 72 EAQ HOIEZ,

snowcapped Tien Shan mountains; below the 35th parallel to the bustling Korean
3552 Lo QAP 2ol AS oY &= ZHlEc] B 50 25550=,

business-lined alleys of Osaka under the din of a train line; back on the 43rd
CHAl CHEES OIES0] HXPE EX0IA =0 Tl 4349 EiE AR, HASH2

parallel to the lively city of Yanji with ubiquitous colorful, bilingual signage; and
2 3ATAL SANEZ|AS] BIOIENZO| EwAGHA WolLt Q= TS HelE 712 e

12




1996, Phbtogiaphy, 24" % 20"
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last but not least at the 34th parallel, driving through the sprawling multi-ethnic
oxisic) =AMt olplXiSe] ZelEe R HIFEHE, of AFPSS FaolERl U R 2

streets of Koreatown of Los Angeles. From a bountiful prism of images, these were
23t Ysizis, a2m ARIETIR PAE 2MXIE0] JISE SRS T 2 T/

some of the distilled sights/sites recorded by a research team consisting of myself
XMS0IUrt (o) 0] CHM X|Hol MEEt=X(et O Ale[FAA, 2lF SAHIS SE

as curator, an anthropologist, a filmmaker and a photographer-assistant. (Refer to
tioiAls Xigolol ofjMjols E=s|Z dieich Gigo], &= olMol tigh HAF A|7,

Soo Young Chin's essay for why these five sites were selected and their socio-
ListsimototLal O CHA RIgRl AL £ SjolNESE ARIES FXsI0 o] =8 Ko

historic and demographic information. Additionally, a diasporic timeline runs
zaiclol olr} [ZICHSHA L= S352 Z=M0IZRFoRisiZsts JBtE digitimez 1y

throughout the catalog that tracks the significant events in the histories of the five
sicH E2ol= 2t2fel oid x| &4l 7[uxisel 20| it

sites as well as of North and South Korea. [For simplicity, | refer to the Democratic
People's Republic of Korea as North Korea and the Republic of Korea as South
Korea.] The catalog also includes writings by contributors from each of these five
sites.)

Our whirlwind research travel was
wi=ob ARG =7 Zigi=E 22ie] 2|AX]|

undeniably exhilarating and exhausting. The greatest challenge in such feverish
ofsie of3f Lo giol ajnjQiixint SAlol Agtst MEE e 1S il =2

border crossings is the inevitable challenges of linguistic and cultural translations.
=S zid= 2oy A0IM LAl 213 2 =S oix 2aby dEolahs uE & S

Frequently, since | have only English fluency, at each site | needed at least two sets
RO[QiC} Li= Sojut & & Qiionz FF 7 XHoM HolE F 82 SANE - =

of translators-one for Portuguese to Korean and another for Korean to English; the
Zeziof/st20] 3t o, $i=20{/T0f 3t H - 2 e ot 2jAojoiE BF0i= TI2|d

same would be the case with Russian to Korean to English or from Japanese to
CHAl ol £2 UE0i2 st=ol2 T2l ChA| Zoi2 &2 mE OFEDIKIZCE 20HE|

Korean to English. In Almaty and Japan, we found it difficult to understand even
o} Sl=OlN F20{7t AFRE WAIE, SH20{7 9=0i= ofgXlete A 2¢i0{2! Al—S

-a
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when Korean was spoken due to unfamiliar dialects and accents or the uneven or
0| ZH= ofMi3H HotolLt 2eiAol ASt Wil olsHElrIZt BBt JiE EARC

faulty grammar of those for whom Korean is a second, if not foreign language.

Our trip vividly reinforced the fact that
2ajo] gjati2, FRIFA o2t 2047

global migration has reached unprecedented levels since the mid twentieth
Zut 0|22 MSls 4200 EEMCEE AT ZE XG0l AESS] Al0] ClojAmat

century and that the lives of people everywhere have been radically changed by
of zslolf olsll 242 HSFSIcHs ARME MMS| SHECL S=R52 FA| 270l

the experience of diaspora. Koreans play a significant role in this globalized
BlE Wl Bz 2 ojit IES TA5H7| M2, o] TXIFA Sdof UM St HE

phenomenon as they constitute the fourth largest diasporic group relative to the
S ot 7o pHintol s1RoIS0) HiAl M2 T2 160720 5 Qlokn =FECh

size of the population. It is estimated that nearly 6 million Koreans live in 160
different countries of the world.

This project’s aim is to generate
0] m2xleo] =27 ofx| 2 AlEEHA A

interest in and understanding of the nascent yet growing body of research and
zistm 9l Si=9| ClopAm219l T2l D ClopARa) FA ol A5l O1F0IH 2 Y

discourse that has developed about the Korean diaspora, and about diaspora in
o ZAKHTIOL G20l Et FMal ofsiE Ee{Uor|nxt sli= AHolCh ZRHEE FIEX

general. The project is unprecedented in bringing together emergent cuitural
CjojAEatzEE Lios AN 25 ez sigf 21 1 A28 A Hel= o &

formations from the Korean diaspora, broadening its geographic margins. In
01N olFoif= giE Zofct DA o=, a2 S ClopAmald MU= MAlSHD,

doing so, it presents a particular diasporic perspective and its overall provisional
iAoz AMEAMO|D £ AEE ZE O B0l A 2 FEE Er7 o

and highly qualified nature need to be noted loud and clear. The fact that the
BIMZIEO) CHA XIS 29 siLiel AP A 7|8 £ UCHE AHEE 2AMHOE

research team is based in Los Angeles, one of the five sites, obviously privileges
ME E3| 2ojalxol HollM of X|efof £35| S8 Foishs Aojch =8t 0] 22X

this site in both conscious and especially unconscious ways. Also, the fact that this
E FAPD} 22 Ule| pEtHMeg Mo sim, CiEiizo| o AjAE B chStti=
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project is sponsored by and held in South Korea for a predominantly South Korean
oA Helche ARE 2XE 4 ol 012 gejgozirt OdriH o] ZRMEE 0] 5

audience also exerts undeniable effects. This project then has to be interpreted
JHol X|uj=iol HERiry zizio| miRlciLl= 2E AIEHE S0l siA=Ioiof Sith His TA|

within these two dominant brackets, that of the U.S and South Korea with all the
ol ®i=ol "H7|'7} o] £ E& 28 XE K20l HiFd 23 2EEZ! SiXRIGE =t Sl

attendant bagga
= Halh exiol

beholden to each. Although the title of the exhibition, "THERE"

ge
thet stLte] mmE 2hdo) Siizls REMS MAISELA Ste 20X,

is no doubt inflected with the HERE of these two particular vantage points, its
Clopam bt AL QIXIE ol dt xR0 Falst XIES IR X0] Ofich

intention is to suggest fluidity as opposed to a fixed notion of place or location,
with no overarching vantage point from which the diaspora is to be considered or
positioned.

This suggested fluidity of location also
cl7iM EAX REMZ mAst 22 73

aims to extricate the notion of authenticity that is problematically tied to an origin
.3 2ot9t B3| GIHRIYKIE FM(authenticity)2l HESRL2E HO{LEZ| HSHMOICE

and in most cases to a nation. Prevalent concepts associated with diaspora such as
SHY F9Lt 0|=Hn} Zo| clopAzatet FHdEe Xl JHESE 788 Sdle e

exile, dislocation or displacement perpetuate this linkage of authenticity with
= 712 aiasisin, AREL ez ZEsE 2 52 Ji(Eel 2o TEL TH|

origin, implying a sense of separation from what is considered to be the real, or
MOBBEO] HajZt2 SIAIBICE 0|HE O BHolME AMMUA]l Z2Xgh HHSLo clof

from the authenticity and wholeness of the origin(al). This may be true in some
Amabs A2 0le2s e 27hssith A7) UEE mt BE AlEC| EEE AT

respect but it hardly encompasses the full range of diasporic experience. For many
=o| 740|247, siLiS] Mefo|ct SotesE 2419 o BHEE 22|17t gt 0|8 At

the decision to leave was voluntary, and a choice. No expressions of desire for
olOIM= BESIX] Yot e Clopazmely FAE0 i, S0l Re 0BEE ==

return were expressed among those we met. For many diasporic subjects, their
o=HE7l ol MeIEl Aot Balek= FO PNl =Z0iRich 2FR0, s of

sense of displacement is not from a nation of origin but from a more general sense
clo] Q=X BEFo2 s0i= maxis Aszol O wE FHol Am gumel 2ES
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of dislocated history and culture. As such, they feel "half home" and ambivalent
e

about their sense of belonging wherever they are, even when they return to the
nation of “origin.”

The problematics of origin are
J|pinp pEe SYE ofR BNEE B

singularly acute in regard to Korea because of its division. If Freud's theories of
o} DA ST AE TSl Sol Hollsizich prek oot Hatge|els Z20IEQ 0f

mourning and melancholia can be applied to analyze this historical condition, it
E20] 0] AR g2 SAGHs o MEE 4 Ui, e=Eat SEels2 dEeR HX|

can be posited that Korea and Koreans are psychically stuck in their grief over the
Ae o2 o s 220 Y Aot ZPNE 4 qlch HARIR0EHE d=mel A4S AEt

loss of wholeness. Korea's foundational myth of a homogenous people cannot be
= 2ol o5 slsiE 4 gim, o2t ASE ZRo|=0 MEMH 2ANoR JF £ &

reconciled by their division and this contradiction gives rise to a melancholic
21 X S7isst wxselst Aug UMAZICE Lo st AEds dS X

condition that is according to Freud "interminable in nature and refuses
£xi0] X712 MAMsto 24 AAZEE a7t Eich

substitution.” Furthermore, the melancholic feeds on its loss, creating a mutually
perpetuating cycle.

Nowhere in the Korean diaspora is this
gi=z=olof CiopAzazt Zie ofjE7 S{Sisl

entangled condition more intense or poignant than in Japan, in the belly of the
AlBIS oo AlDizEo] mEo| fIE0l UROM A MStnE Holsich w2 MEASE2

former colonizing beast, so to speak. Many would assert that persistent colonial
X&&01 Ajpizc] Azio| ojlEe] AR O|F AlZIel & Z2(Jim Crow) B 2

policies still maintain a stratified social system reminiscent of the Jim Crow
A7le, ASSHE AR AMAES o] XIBAIZID RUCtD FFE Aojch ol2fst SRS

policies of the pre-Civil Right era in the U.S. In this untenable context, many
aistol M, BtEoISe Holit Uit Hdsk= 5 ofdyt ChE Xat SUE M6 EE U gS

Koreans here have projected allegiance elsewhere, either affiliating with the North
o= 7 mAlel BES RN ZnlBAs, Soint AARE BTl AREEY O
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or the South, resulting in their own division. Curiously, most of those who align
FES el g S40[Uch WS ClotAmal FHSS siLiel Al 49 MHQ U

themselves with North Korea were originally from the South, Many diasporic
828 MRS nFC=2 o0 1ok ChE x|Ho| IS At 0|F2| As

subjects envision an imaginary whole, a unified Korea as their homeland. Other
SUOIA, Haf RE SL0(X|2 = T Fols B0l HA| HAME 1SS J1E Mutg

Koreans are multiply displaced, such as the Korean from Sao Paulo whose family
29| §t §h=l0|L}, é—?: 20} S§ Mo 2E Ux| o|FHE FIxiS ARt] 2129

originated from what is now North Korea and who briefly settled in South Korea
= 2len 0|SH CIE MRS H2, 2N 22X STsIch W2 13 AR (FIXISA

after the Korean War; or the Korean in Kazakhstan who was forcibly relocated
Eto] SRS olal AIBElE xP7|8 YZE 20f) S2 159 1§ (1SS Y= o

there from the Russian eastern seaboard; for these and others, the question of
YIS 0| oid, Balc|BAEI2 M2$i),

origin is complicated. Many Koryosaram (self identified term used by Kareans in
Kazakhstan) consider their gohyang (Korean term for hometown) to be
Vladivostok, not Korea.

Questions that lie at the heart of this
O Z2HE AX|0) U= AUSE2 57,

project are not whether someone, for example, who is a fourth generation
OlE S0 12| AlZQ AcH £0| BZ2RU0ILf 7IXEEQ10[LE7} OfLal O] AKXO| OfHA 5}

Koryosaram is Korean or Kazakh, but how this subject is Korean or Kazakh and by
Of S=RRUIOILt FIXISRIR1710(0f, LIOPZtME OfEA| OlaAEoe| 18°| FHME HISis}

extention, how the artwork reflects their subjectivity. Identity formation is
=710Ict FAlY FY2 Eg10| CiYstn SES aF-0ICt 2217} of ool Sht BE

endlessly varied and complex. Every person we met on this trip, even those who
AR, 5018 T35 R8tn 159 S Ats X|%inl 1=2 S315|0] 2ol AlE Zx}

spoke no Korean and seemed highly assimilated in their present locale, identified
= AIE AAZE §HE000j2lD HECH RUS ¢2l=s 80-90MMIES| E1201s0|

themselves as Korean. The only exception may be in Japan where an estimated
22 LEo=z Hopi2is YRoIMY 20|k 2200 UEME SN UL MZE CiE

80-90 percent of Koreans try to pass for Japanese. Denial of one's ethnicity is but
HE0l H35h= ol AoiMe| 52 HAlM A2l § 2ch| X|Lx| ehect wE 0[§0|
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one extreme in the myriad play of identities in adapting to different conditions.
50| MEF M2 C12 AA0M 82000 g MES UYS W Rt "FEl= HA

Many have found new ways to be Korean in the different places where they are
= olFiolle ExistAl HUT AHER BEHE HSOUD UCPED Y. HoMIE FE YR

settled. "We are actually creating new cultures that did not exist before," according
o} ClojAmalel ok= @S F=OISOIA, XIAlQl JiF0| AT fl= 5F A= 10|

to artist Y David Chung. For many Koreans in the diaspora, home has become any
goion 0jSe| XS fAAls 27t ¢ol of xpAle| Fgto|ut SEE N 2R0M

place where one's family resides such that the real concern is the prospect of
HEsl= 219 S010/ct F= AHX|91 0j0131 S(Aihwa Ong)0] OI23t8t F=9| =37PH

dwelling not outside the nation but outside one’s clan or extended kin. Akin to the
ol YEYIL SABHAH, (BIEE) FHMES IS HAEME 152 XSS U

Chinese transnational networks theorized by the Chinese scholar Aihwa Ong,
Me =4 37|19} pEsiis YEES|(deteritorialized) E0L' S2lE MAL (B=9] =

"[Korean] subjectivity is at once deterritorialized in relation to a particular country,
A £HH) O ME0| Ci4A HSHE 24X 25 0|4 X|HolM g2| Yaix|D A0IM, oA

though highly localized in relation to family." We have found on our research trip
o] EEDo] TAXQ R4S YU Bol= JYES stn AUSE YA =ACL

that the tradition of gesah, (korean ancestor worship) however modified, to be
widely practiced in all the diasporic sites and that it serves as a testament to the
enduring importance of kinship networks.

Writing about the Black British
3 ETIEO| ClOIAZRB0| BHsl AMBHA

diaspora, Stuart Hall, the British cultural theorist hailed the critical role of cultural
o2 25| 0|27121 AS0{E &(Stuant Hal)2 "21E ol&7f' 242 X0l 2fah +S =X

production in producing * 'new ethnicities' that speak from a particular place, out
QOsiA S Z2E S3 23 SH AN URE 57 XHe=2RE U MEE

of a particular history, out of a particular experience, a particular culture, without
QIEA'S MAl WD "RIOIEE SS27IECHE $B3Is ZaHH Hx|E 0 2AsH WIS

being contained by that position as ‘ethnic artists"..and creates an art informed
m= 022 Axal Uisd) oMl 23t Mol 2o HEe FEUCH A9 A 0%

tg a "cultural politics that engages rather than suprresses difference...." The
siTolls. SAT FH AO|GIA I8 XHAS) HEjo) chal DS MaE #T B2HolEts
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contemporary post-colonial era sees newly emergent cultural producers from the
MER 0i4SD ealA=RETl o2 HA2: HEEE Yals tolARas RHogs

diasporic margins who signal new issues of hybridity and critiques of orientalism
E| NiEA Edlchs 2ol MAXEE0} LIEHATH

and exoticism with an acute attention to their own positionality between the

centre and periphery.

The artists in this exhibition engage
of FAOIM WasE2 i M2 O2 Y

this artistic paradigm shift in vastly differing ways. In the process of curating, it
A== o] oS3 2R WS CIECH U7 Oid XIHE 2% H0iF7(8 JsicH &

became abundantly clear early on that if | wanted representation from all five sites,
= MAZ gl S 712 ojRslol Bo| FelolE oPEelA UMl BHEC L'

i would have to use flexible criteria for the selection of work. | could not rely on the
FAchol RER A= QEEX(O! JiZ0f oEE 4 giflct ofsTt CiE B3 Al0|2] Yy

prevailing criteria of looking for 'cutting-edge' work. It became more pertinent to
ol REE JIEXEE ZANS BalA IS =sts 20| o ElgEiR M= L

adopt a visual cultural approach that crosses the usual divide between art and
ElLbe shEain 282 Soff o CfE Z8ol XAl HAS ZIKD Az HHE disel &

popular culture. The resulting catholic mix reflects a truly heterogeneous global
OiEH=, OiR7IS0] ME OjRIEO! MXITH of2o AME YIKsith olE 80 T A

art reality of artists who are engaged in different dialogues with distinctly different
so0| aof MES0IAL SyNol TRolM Aeisls deio] 0|20 MR YR

sets of references. For example, selected artists from the U.S. and Séo Paulo work
SIIES RAE HEA ghrloz AQFiCt FAldls, Eoll MEAE AL oS

in a contemporary post-modern mode while others work in more traditional or
2510 o 7k BR0 = Hslel e XED Z2 AESE U (e HiCe

modernist genres. There are also pieces in the exhibition, such as puppets,
sla7ise, Zol(Paul Y2 3HE ANME EaE)

journalistic photography and film and video works that are more in league with
popular cuiture. (For film and video artists, see Paul Yi's introduction to his

selections.)
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Central Asia, and it remains the Korean cultural center in the region. After meeting
Zigte § B ofS7) DAl YR sigotEe T 2ol Uiz §0tE] Ele] o1 m|E

a number of artists who were part of an artists' organization based in Almaty, |

Aol Mz o] njSlEbix| &(Sergsi Miknhailovich Song)Zl, LTIEIIM ZE XEE

ended up selecting a puppet maker, Sergei Mikhailovich Song from Almaty and
= gE ZjttEe & HERlE AR 2Rl glE2 oftiet]X] 2HViklor lvanovich

Viktor lvanovich, a journalistic photographer based in Tashkent whose works | saw
Anyg B3 t‘i‘;’ﬁ}ﬂ{ Soict 280 MES Lol H2 ZAES FULL 0l & s B

in Almaty. Their works impressed me the most. These two are well known in the
o ORAjOF B ARS| LHOIAlE B UM Uon tiZAER! 23 tIARA FET T

Central Asian Korean community and are considered their unofficial cultural
ambassadors.

From Yanji, which constitutes the
715 2 F g ot HWAE T HE

oldest Korean diaspora site, | selected two painters, Hee Man Suk, an octogenarian
HE| L= 5 o] X7 Z20iM B2 tiertEC] HiRR ifsls 800 A&nt

who is regarded as the godfather of Korean artists in China, and Xianji Cui, 49 years
o, MSipFRC A0M offfoln AZolA| EfOILE K2 AREX| FO|(Xianji CullE MERCL

Suk’s junior who was born and raised in Yanji. Suk has a complicated history of
Aslofe B, elE T1ala g Aloje| SESH JHQ olgl BARE 7HAI UXRF Tt H

migrations between Korea, Japan and Yanbian but considers Yanbian-where he
H71E8 89in LS| ole ZBE A2 ogig xHilel ngkoa ofzich g2 olEo] HE

spent his youth and later established his artistic career-to be his home. Cui,
7121 AR ol Hio|MoIM F2 0I2LR 1094H o2z xRy} AMS F7E &

whose Korean name is Choi Heun Gi, has been pursuing a professional career in
ot B20jME Aot 22 wof e AE2 gXig, Tols =AU Mek= Aol

Beijing since 1994 where he goes b,Z his professional Chinese name. Although
5= olaUISol it Nexol = ole Alel Bl TNoiRkE OlSE ENZ LU

there is no overt discrimination in China like there is in Japan, Cui feels that
el

passing for Chinese gives him an advantage with the commercial foreign art

market's current interest in Chinese artists.
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in Yanji and Almaty, and to a lesser
o AniEjoliM, I2|0 YRoME of

extent in Japan, most of the Korean artists were making traditional genre
L BEMRE, tHEER] 85 S50 B4, &4, Yy FUEE Ook= M8 &

paintings of landscape, portraiture, and scenes of daily life. In China, | suspect that
22 F7et AAUCL EZ0AME 2 AHE go] FAREE FAXISR Hzlel X

its vast size is another strong factor for the pronounced lag in cultural
B Afoje] E3b aiTiolf Uoidel M3 XiNSiMel & O 4§t 2¢l0] olizt Hich

development between cosmopolitan centers and the distant provinces. Signs of
XY R s +=F ofs 223WZ2 Yk dYE UEle s Buloisds A2 2B

change were evident at the Yanbian University art department, the main
ol AT CIXE CIXRRIE F7Ists S wistel ZEE0| FYRch J24Lt thSiof &8

university level art program in the province, which recently added photography
e BA QUEEE GleTiE HREREE O80E S78l0 SSiE MEBICE

and digital design to its curricuium. At this time however, most of the established

artists who are affiliated with the university were painters nonetheless.

In finding artists of Korean ancestry in
HIE, 2 22 S| d20Md 7

Japan and Brazil, some local contacts were helpful, although in most cases,
Gl BAAES 15 A0 20 o2 a0l IS AiAo] |IIX]R, LEat HatEo)

especially in Japan, mainstream art contacts had no knowledge of Korean artists in
A B RAE IR lalleE e o YoM, BE XY ZAXIE0] =20 HUct

their midst. This points to the extreme marginalization of Korean artists in these
Ol= of X|HsuA 8= 7180 SR FHESIEC UASE 712\ZIc), =22pEolA ajut

sites. In Brazil, one artist, Lina Kim was readily identified by both the mainstream
Hilina Kimjoj2hs Hrh= 22 QHE 438 NE2R & os AKED 83 A

art contacts and Korean community contacts as the crossover success. In a Korean
3| BAR & Cioff ol A&Rio] FHoiEh F7HE AUFRIRICE 7i8] BE A0 A2E o

community that is small enough such that most everyone knows everyone else,
Hr2 22 85 ASod Tus 2 2N UALTMZ SA0] Zelg SO HejEo) o

she is known to the community and yet she keeps her distance and has her feet
of oz 8ol 27 U8 €2 A ek J4E BE F2 MYN I3 2|3uH TAE
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firmly planted in the contemporary art scene of Brazil. She has exhibited at many
off 31 Soff JUSE Higtdefio] MEEl= QIFS UL JEHSE S4o| TUE =l

of the major commercial and public institutions and has gained the recognition of
ole7iel MUY2 MIHO MY CXR AIRME stz UA[EH HabE Djgdols ¥3E

being selected for this year's S&o Paulo Bienal. The other Korean artist from Séo
QAL 2ot Mu2EoiM Eilolt 2iLiels ", MRS SIEE Yo 0|SEL vind "

Paulo, Sang Won Sung has a successful commercial design business but is
2iEloidE MEUriE dugRd HEA HAUc Iz oleried oot g el X|¢!

unknown in the Brazilian art world. Unlike Lina who is

n . a 5ao Paulo native, Sang
& elHz0M ARUQE 2/ AN Ex7 ofert Halel 28

i
Zojsta RUck

Won is a relative newcomer to Brazil who after a back and forth movement from
Korea, is committed to staying in Sdo Paulo. He, along with his artist wife share a
studio in Bom Riterg, the garment district and participates in the activities of a
Korean artists' organization.

To represent the Osaka site, | chose
QAP XIMS ciEsty] 26, Ue 5 9

two independent artists and an artists' group, Areum, which in turn chose to
o B8 IVI53 olB(AreumiOlak= & ol&7t HNIE MES=], ol HAME o ¥y

represent itself with works by five members. Collectively, these artists live vastly
THHEEC] TES Bl HsE AL, THF2R o AUHES Y20l iR oE

different lives in Japan. Areum (represented by Chae Jun, Fung Sok Ro, Il Nam Park,
HEE oith OlS(RIE, 254, SYd, d4 dE4ef URE=)E AP o &

Sung Min Kim, Yong Suk Kim)} is an impressively large artists' collective numbering
EQr =@ B2 2 EAIE FHe2 UE Mo 100%0] Ex= s PRI U2 2 &

over 100 members who are spread throughout Japan with concentrations in the
7} etAjolct. of Hdl= 1000 =AEUCH iR SSHA 2F #2E 7R 718N

major cities of Osaka, Kobe, Kyoto and Tokyo. The group has been in existence
o2 152 i@ CES 21 =, e tEHuRE ol EXE ufof oj2

since 1999 and has a very efficient top-down management structure. Their primary
Zimx| crebsich, 22 SHEE St 2 s AUHL Soio) sXxoks 258 24

collective activity is holding an annual group exhibition, Members range in age
olct 2 IRE0|, ER 2o /XIS B4 ciEtwet Tob oizkE AR &t mERo|
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from college students to emeritus professors. Most members are associated with
Ch OFE X7HE, 289 HANT oilaXel i FEtE oiR= X7t Y=20iM 8

the Chongryun community in Japan which continues to affiliate itself with or is
oL} =30l 7|eHE FI Q4= slFolch, vt BE0 OIBE AMSSIY| HiRof 2N3| &

sympathetic to North Korea. Many of its members teach in the network of private
=2oloz LXiXiE Xigh S22 DMy E78l0 Y2 HEEHY A Ex

schools that culminate in the flagship Chosun University that is located in the
of thall olo] A& AT 0IRE, XM = HAM HF UE UXTE F= Ao sl

suburbs of Tokyo. In complete contrast to these artists of Areum and their sense of
EMAZYUSICH @A7IQ] Al BR MES F Lo YEQ AU RAI AloiTt

identity and artistic sensibility is Yoon Hee Chang, who was born in Japan and is
{Yoshiko Shimada)?ltl, ClofAZalal= FHQt Ti4e] ZaME7 20| 2A0{ o H

based in Tokyo. Although his use of his Korean name prevents him from
Aloff ZEl=iict Fiuict HiRmoidel o] FiRiTolM W2t ME 2 3ol MR s

completely passing as Japanese, Hee Chang is nevertheless wary of too much
(PR 7HE BIE)S MR olnEal FA(RRN) EXo 282 dFe B=A ¥

emphasis being placed on his Korean identity for reasons already discussed about
£ oAoR|el nj2|Lie] AAX0IRE S0l MojLIAED! SRRl BRI WER

Japan's intolerant social attitudes. The third selection from Osaka is the well
Ch Of mEME= Y=ol oa7ich BteizAd L= Aloje] giXoeh: =2 S BEHE

known Japanese artist, Yoshika Shimada, included here because of the relevance
o}, wpRns s WPKE suke] ofotoinbst 217]et SOmAMES] 2 WHEIM AFRIO| Bt

of her project to the diaspora theme, Her installation, "Pachinko: Family and
ZOISO| AREH= AR MR, YEoiALl F10 7HE Aol ciEt o] ZRNME] MHs

Nation" which | first saw at her solo exhibition in Vancouver, Canada was made in
AZHE ZE|ZE ®ZSICL

collaboration with Hwangbo Kangja, a Korean feminist and a founding member of
Mirine, a collective organization of Korean Japanese women that focuses on
discrimination issues and the Junshindae (Comfort Women) issue. This project

represents a rare instance of collaboration between a Japanese artist and a

second generation Korean Japanese, Pachinko is an apt visual motif for this project
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about Korean family histories in Japan because of the enormous popularity of this
gambling game and the fact that about 60% of the Pachinko business in Japan is
controlled by Koreans.

What is strikingly shared by four of the
CiEg H2IE 4 el X|SuM sEids

sites, excluding Yanji is the existence of well organized Koreaﬁ artists'
ZECE S #9 ols2t HAZE ERE QUcks ARKOICH Cf F]9| diEAet o

organizations. The role of the artists’ organizations vis a vis the more mainstream
= B0l Azicixel HIE el FReo| A £ojA = ZEAS} xiv] dis] o

art world reveals a lot about the position of Korean communities in relation to the
2 Z2 YEch of FICHIES 012 CjotAzel LHoIA 3Rt HixBt 8 SHH,

mainstream of a respective country. These artist groups play a similar role that
I gatelo] dslix|ns X 2FX] (oW ALEXL Hi+SH0IUE 25 SE

churches in the U.S. diaspora had and continue to have, albeit waning in their
A, SFAIXQ} X|R ZIXIE MZshe HEE slD UCL SAER|AL R XIIT=

influence, in providing a haven and a support base in an otherwise alien or
AMIEE FIISAR US| CHIEECH: SEEVENA U0l S0 € X(8iH0|

unreceptive cultural environment. The large artists' association in Los Angeles is
ch Eziof T2 ¢AP) g olns EECls B SAIFY 0| olFelolFolet of

less dominant an influence for Korean artists than its counterparts in Sdo Paulo,
Z2sPd B S FEsis XiulklEs XupEQl QIF thxjat= AMM(HIE oio| F&2 ZH|

Kazakhstan and Japan. The absence of such organizations in Yanji can be
ot oS8 s=QIE0] 0[2i0| B8k w2t Hatne UXENo] HRSICH

attributed to the fact that Koreans constitute the dominant ethnic group in the
region (although this is changing with an increasing emigration of Koreans mostly

for economic reasons) in which the official policy promotes bi-lingualism and

bicultural attitudes.
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While there are differences in
8t Xigal o2 XY AlojY EEd] XopH

production from one site to another, it is revealing to consider some unexpected
Of QXiBt, MyMoR ZE AME oh= SOt LIEL O oYXl RRE BESE At

common themes that have emearged across the overall selections.
Sefdct

Landscape emerged as a significant
4 ofi gol Z7tEe E0A 2nf

trope in the works of six artists. Hee Man Suk and Xianji Cui both draw some of
Q= AANR A SREICH AS0tE FEU] B Cf O AIZZRE JU2 2ok X}

their inspiration from the Yanbian countryside. Relying on his memory his native
Efoi Siuiof CHEt 7ijo) AZSIEA, HY|9) ZHESH O HREE 0|80 HiEE M

Yanbian, Cui's bold applications of paint with an austere monochromatic palette
M ARRE HES 2do IQF Mo L7g SN2 SUAIZICEL Mg FHoid M

abstractly evoke a sense of quiet stiliness of its wintry scenes. Hee Man Suk is
Aol phicz x| /0 BAS BASH= JYSE Yol Ack T2iLt o TAMM

known for his paintings that describe the local scenery with great painterly
o} BEL Jo| MAZiol IEE oicks-piZolut tigsin MdEr 229 HESIES] tiF

flourish, The works in this exhibition however are mostly recent still lifes which are
golc, mHje| wiiHo]l 2@ FASEE 19| HE miEAz|n 9] dYs tord By

as bold and fresh as many of his paintings from his most prolific years. The abstract
™ 100539 MAME Xixio| IOl digt Algixolld 2 Aok RAAERA ol&viel

canvases by Il Nam Park of Kobe are from a series based on the experience of the
oiolBlS BEje] BAHSISS g RERIAET M2 MIE= RoisoE 2BMFCE

devastating earthquake of 1995 that destroyed his house and nearly took his life,
A BUA] S2X|0F 22| LAEMAE AUssic ZEls B A2 2L B S0

The high-keyed coloration of Los Angeles artist David Korty's landscapes may
£ 48 A3l Q22 R7NoR SUMAH, Al e o] &0 B8 X8t 0] AR

seem surreally over-the-top to outsiders but we Angelenos know better. Korty
2 EES ZA|o] B HY AR AS D 0ia)2 SAUS| FOMICH UMFE ZAQl &

faithfully captures with an economy of blended washes or just the right saturated
woff ojEE0 AR, e} B2 TR JiME et BAE JIXIE e HPAEN

blot of colors the fickle moodiness (and magic) of this smog-enhanced cityscape,
ol orAS Sh= 2 Aiol dgmolch el HEjoiciol MX| OlE (el 2=

where the enchantment of city lights are never b_?'ond reach. Wonju Lim is also
Elysian Field)s, 2BA! BIRSIRA AERIS] E2lAl HESD, USOT B B
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fascinated by city lights, but in her case, it's the beacons of industry that make
AMoj olsf HeEls CiE AW USES| FAE ojnjxiSe WalFict o] HXIE0| &%

Faustian promise of progress and modernity. Her multi-media installation, "Elysian
SAE ASS0l St S0l QniFE Hole Y, axe €3 riae 8% Mg S

Fields,” juxtaposes modular, Bauhausian plastic building blocks with projected
AEITEME ZRIARZER! 2Ajo] st SiEE =+ Bl SHSS [UAZICL ZHE HF2

images of other 'real' buildings that are fragmented by the complexity of the built
(Robert Venturi) {(HAHIZEA 2471 Reading Las Vegasy2 CHAL g Zof oi7|Me

surface. While the installation seems at once to be a seductive homage to
olize HalEtK| P20 o|%ts S iXE OIFEM, ojTI2 2|8 TAlel B8

modernist architecture, it also provokes unsettling questions about the symbiotic
=E oz ge gleizid BAE BHe Jug SEeR ojfch Tlfs, AlZh o

and incestuous relationship between artifice and substance. A re-read of Robert
A2 AT OF AlZEZ FOiE0] BxiEEs ZHES2M2 =7 AMdsishs, 22 H2

Venturi's Reading Las Vegas might come in handy here. In stark contrast, Jin Lee
- 2Hpe &S| 2fsh CXIE gAlg AgS auel s wP SlEiet AL AR

takes us far, far away from the citylights to the vast fields of the Midwest prairie.
If &7 Al0|9] AAlE SeiEErt

She uses digital processes to create extremely wide panoramas that conceptualize
landscape not as a fixed place in time but as an experience that unfolds over time.
These landscapes also blur the distinctions between painting and photography,
fact and fiction.

Another grouping of artists play upon
= O 2 FiMe HEES tECL

ideas of abstraction. Manhattan based artist Seong Chun's labor-intensive and
mpEiElS sjBloD wEeh= HAQS| H0| HAE, HE gtSoixl L8 FEo|n =1

intricately crocheted sculptures made of paper, text and thread are paradoxically
s mupss| Zuse SMEoz B JlEsi USUME WUE SE2iHPet

craft-based and "quote" high modernist icons such as Piet Mondrian. The
Mondrian)t ZS mE=2 StiNe! ojol2&S U RICL 2alor Fiol mEstE

fragmented re-arrangement of a Mondrian composition in "Further/More"
Telxl= "22l/H 139 (Further/More 139Y0lAf Z&H2 2na|Adinto] MR FRE
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engenders unexpected figurative associations with an offhand humorous aside.
FAR smag Pl ol OE MEES M2, 2N ST YsAU| UM T

These and other works evince her disciplined feariessness in the pastiche of
yof cieisl BI9MRs Yt Jolch RSiEE |AE @Es s /e R

materials, process and references, While it may appear that Hee Chang Yoon mines
of Bo|MAME, Do MUS T of gAFolof tisl 27T =8 FIrl =250| B

a similar terrain, his works adopt a far more reverential attitude towards formalism.
HitoracketlLt A¥ial Zte uHbX HEfot fS UM fhesl| Hols 19 HE NMFES,

Yoon's deceptively simple clay pieces that resemble generic forms such as a corner
s i Al A olsiETIE 2vske WNoe ez TR IIE S

bracket or a shelf, strategically activate the surrounding architectural space in such
BMspAzic nEeol Hgel RAS2 AT UMNHR! ABES wRSH] B3R

a way as to demand a slow and deliberate apprehension. Byoung Ok Koh's
Cf 23 SEfol A5 SIRANOIL; QAMO] FUisle #ME Q4a0ich FARCE, O=

conceptual sculptures slyly transform familiar everyday objects. Temporality or
oln|2 M7 SIS 7HE 2i0] gl AE'E TIEOUE S SEE S

some form of interactivity is an added critical factor. Above all, he aims to create
the "best meaningless thing” that nevertheless accrues meaning.

Issues of gender and sexuality are often
olSot SAlET oo TSI HY B

sidelined in the diaspora in which masculine authority and heteronormativity are
Foiet oj4of 710} EEOIK|T MERIEE ClotAZoiME, HE(ASA gt M

reinforced and reasserted in the face of displacement and racism. However, in the
oajEjo) TS 2XS0] 23 WEC JEXD LY B, +% =0lSusan Chol),

works of Yong Suk Kim, Young Chung, Susan Choi and Yoshiko Shimada they take
AR Alojciet MEA= & ZHis0| 4 FUE AXistn Uk E& 05 =Y

center stage. Much of their work is also engaged in various readings "against the
of At =2Be xjuixol 25PN Moot A4F I=of VX WA ¥ cide &VIE B

grain" of dominant cultural gender and sexual codes. Yong Suk Kim is the
olSoich ZYL2 ol thE MEE 5%0| 27t FojA 7HE Lozt oalth 23E,

youngest of the five artists selected to represent Areum. She paints her large
XM @adu ofgal HEL BR324 UF AEES] AXEE PO £39 &2
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canvases in a tiny apartment in Tokyo decorated with posters of pop stars such as
OMIEOA XHAI] HOh2t Zas{Ac] 2RIE I2ich 4o HEIVQ §i SFEsER &

Bjork and Marilyn Monroe, Her life-size depictions of naked male figures are at
= SAl UNEQ UM MMshl BEE0 USBHME of2ES EHE dCh 4% =

once clinically detailed yet eratically charged. Susan Choi uses her own bodyasa
Ol Ajplel MAIE MER BNMOR AIBSIH HE 28, 55| T8 MAAME +520]

narrative source to critique dominant/conventional notions of sexuality in popular
E ooisiet oilnlizh= 2B e SSoiM XiHi=/ESE0! 4EEE BlTsict JuHEs =

culture, in particular, Japanese pop cultures of manga and animé that have
& 18M17| REY 2e|dEEEH sists0] KXol ol&el HBE oAfER)slste AN

become major globalized exports. Choi is also represented in the exhibition with a
o] i HEE Shi= AFE Al2I=2 O] FAlof VI8t 42 Xolz A2 aj=tojst

photo series in which 18th century European orientalist paintings serve asa
= Byo) e gl TRISEE MAMRBM, Z2L-TeNRRE HSS B2lAFlE 7l

backdrop for sexual fantasies that ritualize the play of dominance and servitude.
EE YELz Jedlnh HEE oiiicksE olgrl=, binieeh 8X) AR AgE S5 of

Choi toes a fine line separating art from pornography, troubling easy assumptions
3| et WAooz ALS] FRIM FXES SEAIZICE of TAl] Z&E 2o 4=

about the gendered nature of visual pleasure. Young Chung is a versatile artiss
E2, Bad| JHolo] o B7tel S Zxet SUF ABSI= FHRA9| LNE B

¥ s

whose works in video, installation and photography incorporate socio-poli
si=t ElEcke D2 QEE ARCIQ ODIXISOo|ch 39 MES2 MAHCHHLE A

themes in various disarming ways. Recent photographs included in the exhibitic
Lt 2k oAXlE 20| Holisel 2oLt HF MEfol mEu SN g3

are highly staged studio images that center an the representation of the body
el AL 2 Ho| FEH0 USE Mgl oiolE ==Z(Mappiethorpe

vehicle for the examination of certain fears and desires, not :g'ust of the indi
2| ojo|XjE & 2 yExoz olxE ¥ CfE OjNXIER MaEecz =

but of the body politic. His works would suggest that what is considered abiec
RAIR ADiCe] (PEa: 71E m7hole ARE - 0f A, AEE0|T HAMECl FHIES

alien or the "other" are inextricably linked or embodied in expressions of erotics
#AZats nl2ufe] StelA HDILIAE BRSQ 7EE UHOA L2 AY ARl - o)

desire or sexual pleasure. Like Mapplethorpe, some of his images are seduct e
EiCL Ojob7 |52, 192308 #EUIXIE! BAl 4EE 2Pohk= &0 SIxRIEE2 F=.

subtle while other are emblematically blunt. Yoshiko Shimada's "Pachinko: Fz
T FE=le Aol gofxiof cigt 2AImel HEln|clo] Mg HiZoz St S8
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Nation" also incorporates photography-in this case, snapshots from family albums
L SmEACE ol T EED HALE iriel dAES, 2E ol waler

of Korean feminists members of Mirine in which the personal is political and is
Benjamin}e| 'HAE HAZT|Bh= HSE ZILHA Sich

historicized. The stories are set against Yoshiko's multi-media narrative of her
grandfather who she speculates had persecuted Koreans during his service as a
policeman during the 1923 Great Earthquake in Tokyo. These reconstructed and
gendered histories of a past that were buried or evaded recall Walter Benjamin's
expression, "to brush history against the grain."

The final grouping of eleven artists
DIX|UOZ HEXE 1130] RIHES ojAle)

share a similar interest in history and socio-political issues. Joo Young Kim, is not
Argl HRIE SA0] Cishh FARSH SelAtE ER8iCH 253 o X999 ol RE 7|8t

based in any of the five sites but divides her time between France and South
o2 BlX| YUoTN, ZAQ B2E R7iH Xigistch Uy of ZRAE) oS ©

Korea. She is part of this project because her newly created work concerns the
R 247 MR s sigo| SnEAE XHUM S OAoHE ZR| 01FF =

history of the forced relocation of Koreans from the Viadivostok region to Central
QiEe] Aot TEol Q| ol JHE geiCiRAEC=RE YOlEOiN EX02

Asia. She retraced the historical train route from Viadivostok to Ushtobe, a
3AIZE H2lof fiRIsE BEXOIXF ZEX|Q! 2 Esjoff ok HAER] Hx H2E 2

settlement located about three hours drive north of Almaty, and the final
2 2tk auEe] ofgolA slol2ioiEs 7| FUXIEC] BX|0A] Hellzis olAlsiE

destination. The highlight of her journey is the ritualized performance of a 'gesah,’
HATC HE2 OlghiediX] 2fe] Eut AT 0l0IXISE BY ot\o} SHEIEQ| CiuT A

conducted at the grave site of those initial deportees. Viktor ivanovich An's black
o} UNEF HT Uk {(0iLQl B= Onion Field)et 2 2 19 O|0jX|S2 7ilist

and white images capture various aspects of life among the Koreans of central
Nt BAC[2hs D RAMEY AEHES 2¥sts s UM SAHOICH HESH

Asia. Some of his images, such as "Onion Field" achieve iconic effect in their ability
off 901 8lE2 Q0] o] HSst XjAlo] J2] ZF0| oHE gAeRE AL7| HEE =5






to transcend the mere descriptive qualities of a vast field of onions. One suspects
o] HRE Boffirin B 45 ok ol 1F9 FFE IS UR0AMY F=ele] HA

that Viktor's deep lived knowiedge of his subject matter lends his work a level of
9 galojats &S ojopriBich MES 0f AB0MA T TAEAR, aiaEXY, &8

authority that is difficult to assume otherwise. Several members of the Areum
AR ofjeigies TAEQ OiXIEE ShEoHnh 2= Vo k2 ol B, g

group address aspects of the history and status of Koreans in Japan. Jun Chae is
A 3719 AR 248 a3 dgE, AEsin SXEoIN XN gsss 3zle d

the oldest of the group who, like Magritte, observes and represents social and
S s4isREich ol29] FS Mithol &ahs ZMBix MEXY, 4 BAN 540 2

political realities with a keen surrealist edge. A consummate draftsman, he is
TEE UASHE EM| olEsict "® Hal'et 42 LS JRES, MSU =UES

‘equally adept at drawing bitingly, satirical, political cartoons as he is at rendering
U=o iR Wzol JIES HAE Tajn Ch o] S8F FEdl it 19 BES

the human figure on the scale of a canvas. Like Jun Chae, Sung Min Kim who is
XiMiS] SoiCiEolofet B7IE £ Rl= B} JHHE o7iER RPoEfN ot 92 F &

part of Areum's younger generation, also relies on highly stylized renderings with
719 DIRIZERIE, 0= A7pel R 9 5 Ie e UASHE QAR giAloz Tdirt 3

a strong graphic quality. The intimate paintings such as "White Shipment" depict
£ 2Ziof H2ALE Jixl QlEEel Woloh AelHA Alole] Jhs 4 fol E=stA 2H

the harsh history of boat passages that initially brought Koreans to Japan. His
oHerh SYE 2ol oot HolAAE 2T N SACE As HEHA US30] 24

rendition of this grim experience is tempered with lighter moments that can be
E2 % 2 &in AAEH Stes il di2ciinig AHfTsict

discerned upon closer examination. Like the previous two artists, Joseph Park, a
U.S. artist, also paints in a highly stylized graphic manner. Park is adept at
straddling the fine line between caricature and the definition of characters with
individual personas. With equal doses of humor and pathos, the compelling

characters who inhabit Park's contemporary world enact their daily melodramas

which has the audience staying tuned.






In a similar vein, Sang Won Sung in

HjeSt SEiojlA], MuMBRo| MARNF &

Sdo Paulo and Sergei Mikhailovich Song in Almaty tinker and produce an amazing
oielel MEAo] oisldEE|X 2 T8 Xdal Mok MEZE #A e =22 ¢

array of characters who come to life in their own universe. Sang Won's witty,
Ao =SS WOl gadEel AR n U FHE2 #W o JI1Esin oEEY}

intimate figures are much more quirky and unpredictable and made from an
SotH, Poel MaE NSOTIDH H3AALl 48 XHosM g2AdE BrIE S8

uniimited array of materials. Like pieces from a "cargo cult,” found in some parts
{cargo culthOiid U2 XESHZ, HaX|D HoE MEE2 d49e] oM SE0iA

of the Third World, refuse or discarded materials are as good as gold in Sang Won's
H 288 HNELR HulZEich AE2A0] o UHEER A 420 4 7 Bo|x|gt

hands. Sergei Song's puppets assume larger than life proportions but come from
deffs HE A glis SoiEFEM LR Zio|oh o] UFES ZTE fsl ST A=

humble papier-maché origins. Although these figures are intended for
g, ol & st Tatt 22 U ENKE & ME X e iz sk, 3G

performances, some of which are simple and presented solo from his wheel chair
Hugt ohE ZES F9el olnjEHEDe] EEEEE ot

and others, more elaborate, involve callaboration with various non-professionals,
they are equally compelling as still sculptural figures.

In Fung Sok Ro's sculpture, "The Gate,"
BEAC R2F (2Y0iM, Aol =A]

a commanding ceramic tower uses the portal as a metaphor for depicting the five
2 = dAloiM BeE i UAISE Uehl] e dietz2 B8 A8, o] ux2

defining stages of Korean history. In this highly schematized work, the present is
CHASE RYOIM, Exis HE SRO S o M Qs G4des TEEQ STl RAL

depicted at the base of the structure with a male figure standing on one side of an
=0 9ot S Z2AF a2 28X 2L Ty BHE on Ut 9EFoZ X

opened passageway. The present bears the weight of the past both literally and
£ OIRE &7t Sies dl Jie HER ojRo! HElniCiof MXINES, tiolbis ¥

figuratively. The portal also figures in
2] (AEEE Stripmalboll= '2'0| SHEICH

Y. David Chung's "Stripmall," a multi-media
. URE BiCl2 Eaoz S5 d(RiE g,
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installation composed of four suspended walis that create dynamically contrasting
o HES HS 37i0) ciistn YalstE M S2UER Jo Uk 19 222 24

spaces. The interior is brightly illuminated by video projections while the exterior
ofL|ofjojMe Ui Z7iolA, ECH = SUS0) s 2HEQ HAHE SrEoldich Bid

walls are covered with bold, mural-size, stylized monochromatic drawings.
2t IR LSDo MEt MBS Mt B, :

Chung's slow- motion animation in the interior space creates a hallucinatory world
dominated by floating commodities: think Barbara Kruger on acid.

Jennifer Moon and Lina Kim also
MU 23 it 242 HXEES HAs

present room-sized installations. Jennifer's interior resembles a norebang or a
ol Aumel A2 iR #3832 Alndhs 0ES0] Hoiks 270ich 0[X2 SEXE §

karacke with its comfortable couch, mikes, and a video. Video shows Jennifer
Z2 thd7] 9B 717 ROjE MeiEn HESSN0(! HE FA0ZIE Sioh B0l

singin? songs that viewers can sing along with; songs about the search for love
eh= WXzt B2 Ze 9@ 20t olliE 'Higel CHAIE F'5l7] fleiM CIE 828

and aspirations for enlightenment and social strugale. Jennifer really wants to
MEfE Zi0i71? o] HYe odiE=ri7t 22| Mol o Me=2 FIZ alXi=X(0)|

know if you can be a hero, if just for one day. Steeped in the rich Brazilian history
el ASEls Aol eixojct, MUmE Yol © 512 Fotioleli: E80l E & Us

of conceptual art exemplified by the works of Hélio Oiticica, Lygia Clark and Ciido
XlE 241 Aojst, dale 2olelAlF! (Helio Oiticica), ixiot 22t=2{Lygia Clark), &

Meireles, Lina, like her predecessors probes the complex relationship between
= HojYA(Cildo Meireles)o] MES0 o5 HiSE= Sab2le] 8528 /gdouis2 9

word/object/image. Inside her room in the exhibition, viewers are confronted with
Al BE04, giLis XpAe| M 7HE X Bof/oid/ol0fX] Aol ST BAE 4

sets of small circular mirrors arranged in concentric circles and spelling out the
ch of ®AIZ U Zuel 27 SholM, EEUEE (0| 2EL HMRCZI= ) (per

words, "Per Visibilia Ad Invisibilia" (also the title of the work). Long strings of crystal
visibilia ad invisibiliad2H= TOIS0] X8l SHEC= HiEE0 A= Mn SO XHE

beads extend out into the room from under a line of flour sacks stacked against
Sap XSt 71 20| apAE TEE0], Hel 2 =of 7ol W0l £ ¢ TR

the far end wall. This provocative play of materials begs questions about their role
R0 MEE F @ojLizich o] MBS UMYl B2 0| Hols Aut Ho[x| 2=
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in the relationship between visibility and invisibility. Is the bunker-like
Zi Atole] BAlolM 2Eel Hgol sl oIS H7|BICE Wrieh 20| BiEE IR K=

arrangement of flour sacks protecting the precious tentacles of crystal (and the
£0|, 22j9 Ajot Linjoll AR Exists HO|X] ¥ EOZRH AFE IRAH EE

viewers?) from invisibie forces that lie beyond our field of vision?
(o} HHNS)E BFoin U=THT?

it is worth noting in closing that this
ofxjgioR, o =E M0 7 ZHEF

selection of artwark attempts to look beyond the prevalent "international-style”
of FMAIL} HIgiajol e Hols AjHiEQ) ENE-ARY UDE HigiE= MEE H#E

seen in the mainstream showcases and biennials, and considers localized,
b M, RS HAS Yol 22sts Xighol AUD s SRS 7T oS HElE

dialogue-specific art forms that function beyond the homogenizing scope of
Zi0] DStk TS AUFY DISICH E7HE0| £R2 MR CI2 of, FAEY ALY

globalization. Looking for art in the extremely diverse cultural terrains of the five
o Hgredo] X23H= ChAM JHQ| Sh= CiolAZzate] FAas| CIUst 2518 EYoA Oz

selected Korean diasporic sites that are in some cases far from the cultural centers,
g 0 9= o2 'oE SBFE(atitude)E J1E KB 7iEe] =HE EReE A

where artists operate from a myriad of different art historical timeframes and
c}, 0] Aol LIEILHE ORI £ Sl OIEIME, dlaX Lio] MAUHE =AU &

influences, necessitated the adoption of flexible criteria with "a certain latitude.”
Ax|e gioME SIAILE ZAISI0 B2 AN ZAE HoiEE2 R5Y 5 s VEEE

The irrepressible heterogeneity of this selection suggests that the vitality of artistic
RS SHSIEME SAE 252 St A3Pnt AE 22 UE oa7iE0] WE0|

endeavor is everpresent, even outside of major metropoles, and is able to
L} AR SRS BE E2 180 XSE Woike ITHY! FHso| HelstH

withstand many social and economic obstacles. A number of artists with
M, ¢iEg dip GE0o] RS MUE SZ6iT 26| et =Hele Ut =g tie

distinguished and prolific practices, such as Hee Man Suk, work despite the lack of
=o|m 2SI MME ofsishs 20|, ClofAZatofM BALIE ALRIE 2ERES 0]

a public or commercial cultural infrastructure of museums and galleries. Others,
sist= ol Yaxolct, g 2yiaALt ChE2SIF0| Bx0| SRltisEs, UisoliEnt 2

uch as the equally distinguished Jun Chae, struggle against extreme
S z3y| 232=0 SIE QASS COIAZIIMS M2 St oA HIBE 2E

w

marginalization within their local contexts, in which it is difficult to attain visibility.
AlsE JisE U2 HMIZSEC S ClopAazate] ofsX 28 g oist of ™
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Hee Chang Yoon £ 21 %/, Installation View of That Which is There #7104 2= 74,1994, Ceramic Sculpture



Both cases result in deficient preservation and management of works.
M, of2fdt Xl RAlof U0 SHANOIAL I Feliki= N 7iE F ClIE + AUk
This project owes a debt to a broad
range of precedents that likewise have asserted the critical importance of artistic
and cultural production to the understanding of emergent social formations.
Discursive histories of earlier cuitural confluences such as the Negritude
movement, Harlem Renaissance, Multiculturalism, the Black Arts movement in
Britain, and Minjoong cultural movement in South Korea present viable models for
the critique of new cultural formations in the diaspora. This exhibition of the

artistic and cuitural dimensions of the Korean diaspora can be best understood as

a beneficiary of and an intervention into these enduring legacies.
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