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Greeting

It is a great pleasure to announce that Seoul Museum of Art (SeMA) presents
<Nobody>, the exhibition of three Karean immigrant artists based in
Northern America including Yong Scon Min, Jin-me Yoon, Sook Jin Jo.

The exhibition is a8 new edition of SeMA Gold dedicated to the mid-career
artists who represent the contemporary art scene of Korea, as part_of the
SeMA's tri-color series of Blue, Gold, Green, which symbolizes three different
generations.

<Nobody> is an artistic record of the life in diaspora and portrays the'way
the artists confront the world and the self with a feeling that they do not
belong anywhere but belong everywhere as nobody.

Yong Soon Min (1953~) who is based on Los Angeles, is working as an artist,
activist, curator and an art-educator, and deals with the issue of identity
that she herself, her parents’ generation and all of us face. Particularly, in
this exhibition, she tries to illuminate on ‘nobody’ living with us in Korean
society. In other words, she artistically shed light on Diaspora in Korea living
under the name of foreign workers, married migrated women, North Korean
defectors and refugees. Sook Jin Jo (1960~) is working in New York, and
she has been noted for her work which uses and trims abandoned woods to
express fundamental energy of life and ultimate cause of existence. To her,
something abandoned, discarded and useless are represented as ‘nobody’,
but this ‘nobody’ is rather a trace and key to the most important secrets of
life. Jin-me Yoon (1960~) who is based on Vancouver, Canada, is an artist
who has been inquiring into the problem of place and identity in a post-
colonial aspect. Her works show how Mother Nature such as swamp, bush
and grassland, and the shadow of civilization such as city, war and disaster
are experienced through her body. Jin-me Yoon's works imply artistic
possibility of overcoming ‘nobody’, as an artist of ‘nobody’ herself,

Notably, the exhibition will be more interesting if you can compare how

the identity issue is differently expressed from three artists, which they
continuously confronted in a reinforced situation of outsider as non-western,
women artists.

Thank you.

Kim Hong-hee
Director of Seoul Museumn of Art
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Seoul is also becoming a foreign land

with so many immigrants and people leaving theunr
homes.

Through this exhibition,

try to follow the artistic paths of the three women artist

Yong Soon Min, Jin=me Yoon, and Sook fin Jo

whao sought to build their own artistic world for more
than 20-30 years

at the crossing point of different cultures in a foreign
land.

Furthermaore,

reflect on certain aspect of Korean society
with the viewpoint of strangers,

women,

minaorities,

and others

like they did.
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3= Yong Soon Min
7| ghE2|, 4To| AE ALEL, 2} 68.5%58 4cm(H|HEH) @ Make Me, a set of four photographs,
1989 each 68 5x58.4cm(irregular size), 1989
HoL|e) 2uja), 570e| @EK|(2} 90x90em), 7HHAL%|, @ Mother Load, mixed media objects(each 90x90cm),
1996 / 2014 A variable installation, 1996 / 2014 revised edition
Sxoj= BX, EH04K| ME| 7p27] 3)  Moving Target, mixed media installation, variable
23004 ;‘2014':54&%1 S dimension(900x900cm), 2004 / 2014 revised edition
I o';; et o R @  Wearing History, performance and clothes made for
_"f_}s i, é‘-‘-:{‘-"' EX|0 chet EMES Y2 Military Sexual Slavery by Japan, everyday clothes
HEHA 7|S0 RE, 2006-2011 worn in performance, 2006-2011
2R (2012), XIF (2014), L= 0fH3| ZofRUCt (2014), @  WHEN(2012), NOW(2014), | AM STILL ALIVE(2014),
LED UL BNIE 2l MEE EIM=E screen printed T-shirts, clothes made for Military
Sexual Slavery by Japan
=Zi0|
6708, CIZRIE, 2} 47.7x60.5cm 1357}, 1996, Jin-me Yoon
SO E 22| AXHE (1} A Group of Sixty-Seven, C-print, a set of 135
El= 2, YAMR|(1271E HICIR), Sf;gz(;i?:h:}fécar;é;x60.5cm, 1996, Collection of
A x )
re x| 220) Sslam, 2008 (2} As It IS Becoming, video installation(12channels)
Rt 7| B (TMEIT), 632 A 2} 10x16cm, 1991 variable dimension (720x840cm), 2008
24, C-EgIE, 148.6x121.92cm, 2012 (3} Souvenir of the Self (postcard), a set of 6 postcards,
ZCOHER| Y=, g 718 HX|, 2008 each 10x16cm, 1991
# (20-(5) X2|Q) #2220 WEE)A WETE|0) FHAN0| YSLIC [4)  Rest, C-print, 148.6x121.92cm, 2012
(5} Unbidden: Jungle Swamp, video installation
=27 (single channel), variable dimension, 2008
kul’tll, thgﬂ (1500x470cm), 2014 # (21151 Caurtesy of Catnona Jeffnes Gallery and the arnist
HiC|2, FPHAR| (500%600cm), 2014 _—
HIMEH, L2, 3494, 2, 182x548x7cm, oo 0
1998-2000, 2EHCHO|S 2 AXS @ Nobody]l. variable installation (1500x470cm), 2014
PR B - B ® Nobody2, variable installation (500x600cm), 2014
HINSZS f13t S22, 8% 9o 242} 7zl S olgst ® Tombstone Landscape, wood, metal rods, oil

£=2¢) 1998

MXP2}, ZEORH|, 118<163x48cm, 1996,
of=230|g3 ARE

X2, C|x|g Z2IE, 90x60cm, 2008
X2, A4, 2008

182x548x7cm, 1998-2000

Collection of National Museum of Modern and
Contemporary Art

Drawings for Tombstone Landscape, drawings by ink
and coffee on Korean paper, 1998

Cross, mixed media on plywood, 118x163x48cm,
1996, Collection of Arko Art Center

Crossroads, digital print, 90x60cm, 2008
Crossroads, video, 2008
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Here, nobody knows

That | secretly desire for hope,

That | am an expert in atonement,
That my name is

Neither Pay, Watanabe, nor Thomas,
That my present is

A stateless orphan,

Whose past is flung down just here.

from Shim Bosun’s <Foreigners>"

Just like dusting off and opening a thick old book,
speaking of diaspora accompanies painstaking effort to
dig up one’s story which had to endure the weight of
history. Ironically enough, the more wide the spectrum
of complex backgrounds and sections, the more likely
is the danger of typical interpretations. This danger
is supporting them unconditionally or emotionally,
blinded by the historic and nationalistic burden they
had to carry through their life. Here, now, in 2014, what
meaningful point would the discussions on diaspora
secure, what result would it bring when emphasis on
Korea coincides with emotional approach to diaspora,
under what circumstances the 21st Century diaspora
emerges after a forced migration from colonization,
starvation of last Century, what relations would
diaspora have with the price we have and have to pay
to support the reverse of the fast development driven
by industrialism, and whether the discussion of disapora
will remain only as their story irrelevant to our life::
Generally, a dictionary meaning of diaspora has
two meanings. One is spelled with capital D which
indicates “scattered Jews and their community who left
the land of Philistine and lives all around the world”,
and the other is spelled with small d indicating more
diverse kinds of migration including other nationalities.?
Specially, Korean diaspora which started from the mid
19th Century refers to ‘Korean people leaving their
homeland to live around the world”3). Throughout the

1) Shim Bosun, "A person who is not here; Munhak and
Jiseongsa, 2011. p. 28.

2)  Written by Seo Kyungsik, translated by Kim Hyeshin,
"Diaspora trips Dolbaegae, 2006, p. 12.

3)  Yoon Injin, "World history of Korean immigration,
Nanam, 2013, p. 13.
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150 years history of Korean diaspora, the reason for
diasporic life changed from forced external factors to
voluntary choice, particularly for the economic reason.
Most of all, the number of diasporas within the Korean
society is increasing.®) Physical invasion of colonial
wars were replaced by supranational, global capital’s
economic dominance, and nation-state nationalism

is unfolded as a political and cultural blocking to
protect their own workers. In this situation, how to
view diasporas in Korea of domestic foreign workers,
multicultural families, North Korean defectors is what
we should think about. Regarding the discourse on
diaspora, extended introspect is required.

SeMA Gold <Nobody> focuses on the works of
three women artists who have dual identity of being a
subject of Korean diaspora and being a stranger looking
at diaspora in Korea. Through their artistic journey,
we can see how the history of diaspora, which went
through the modern colonialism history, has been
passed down from the first generation to the next
generation, what is needed when diasporas in Korea
are increasing, and what realization on self-awareness
of otherness gives us. Issues like us living in then, |
living in us, you in me, that is, nation and group, group
and individual, other and self are the issues that theses
three artists track down and maybe, they start from
the confession that they are “stateless orphans’. This is
how nobody, a person who is no one, is crying out to
the society through the seemingly meaningless means
called ‘art’.

At the age of seven, Yong Soon Min went aboard with
her mother and brother to the U.S. via Japan, Hawaii,
San Francisco and to Monterey where her father was.>
Ever since, with the loss of her mother language, her
homeland became a foreign place of no return. Along
the sudden rise of Post Modernism in 1980s, the
aroused the sense of minorities along with dissolution
of center, she finds her identity in a dynamic relation
to gender, ethnicity and class, and turns her attention
to her homeland, immigrated American society and

to the third world.®) As mentioned by Stuart Hall, a
leading cultural researcher on diaspora, identity is not
something fixed but is rather a ‘product’ of the changing

4)  Yoon divides the history of Korean immigration into four
categories; Late Joseon (1860-1910), Japanese Colonization
(1910-1945), After Liberation (1945-1962), and Planned
Immigration (1962-present). 1962 was categorized as Planned
Immigration because it is when the immigration for settlement
began and Korean government established immigration policy
and started group and contracted immigration to South
America, West Europe, Middle East and North America. “The
basic Immigration policy of 1962 was to send out surplus
population and reduce population pressure and to earn foreign
money from overseas Korean.” This analysis is very effective in
ruminating diasporas in Korea. Yoon Injin, ibid., p. 24-25.

5)  Mini interview with Yong Soon Min, 9th Feb, 2014.

6)  Kim Hyunju <Korea/America/Woman: Immigration Identity of
Cha Hakgyeong and Yong Soon Min> Modern History of Art Vol

13 (2001. 12). P. 77-78
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7)  Stuart Hall, “Cultural Identity and Diaspora.” In J.E. Brazziel &
A. Mannur(Eds.), Theorizing Diaspora 2002, UK:
Blackwell Publishing, pp.233-246.

8)  ClotAzatet 2AE JHAS 7| 0|Lt SA1at 2 ol= A7 A=
TFYo|Lt S&3HE FHYO| OfL|2t 31 HAH f541
B ZICE 2iY¥=0| F2{ol-lst TA| 2002 [l ZRHMED
<X{7|: O|Ate| w> =2 p 18 & 1. / <There: Sites of Korea Diaspora>
Gwangju Biennale 2002 Project2

environment based on place, time, history and culture.
It is also restructured in the context of ‘reappearance’.
Therefore, cultural identity takes a special stance in the
discourse of history and culture.”

Necessarily, to Yong Soon Min, a homeland is an
‘erased (deleted) place’. How she detects and traces it
historically and socio-politically becomes an important
motive of her work. (<Mother Load>) As a diaspora
herself who experienced exclusion and isolation due to
the difference in race, nationality, gender, knowledge
and economic power, she constantly arouses this
issue to the problem of floating identity.8) One of the
representatives is <Make Me> which shows how deeply
the sense of exile and diaspora has rooted into her who
had to live and grow up in the U.S.

Her revised works for this exhibition are <Mother
Load> and <Moving Target>. The <Mother Load>(1996)
shows artistic collage through 4 objects by weaving
through the personal history with modern Korean
history. The four objects include; Bojagi(wrapping cloth)
patch-worked with historical photos of modern Korean
history before and after the Japanese Colonization;
Traditional Korean Clothes made of military uniforms,
symbolizing women who have become victims of war;
Mother’s scarf and the artist’s half-torn shoes and
underwear which shows the history of division; and her
personal photographs of her life in America printed on
the cloth. For this exhibition, in her 2014 version of the
work, Yong Soon Min added the fifth object which is
half-burnt papers and ashes representing the death and
oblivion of her parent’s generation.

<Moving Target> shows the demonstration of
foreign workers in Myeongdong in 2004. By endlessly
revolving the image as if the target is moving around,
she projects the texts on the wall and the balls. This
shows how the foreign workers had to run away from
forced expulsion as they couldn’t obtain proper status
because of the changed employment permit system.
Yong Soon Min had written texts about foreign workers
in Korea under the context of the whole world being
encroached by supranational capitalism. She turned
around the problems that Korean diaspora faced (and
is facing still) in 20th Century into the problems that
so many diasporas face now in Korea. Particularly, in
her revised 2014 version, she had written texts on the
black balls, thus gaining more sympathy on the problem
of capital and labor throughout the world. As John
Berger had mentioned in his book TA Seventh Many in
1973, ‘universality of immigration’ and ‘what began as
a convenient temporary method but developed into
something permanently necessary’, the westerners’ true
feelings towards the foreign workers are found from

7)  Stuart Hall, “Cultural Identity and Diaspora.” In J.E. Brazziel &
A. Mannur(Eds.), Theorizing Diaspora 2002, UK: Blackwell
Publishing, pp.233-246.

8) Diaspora related concept is connected to liquidity of place
rather than realistic authenticity of origin or permanent totality.
Refer to Yong Soon Min curated exhibition Gwangju Biennale
2002 Project2, <There: Sites of Korea diaspora> p. 18.
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9)  Susan Edelstein, “A Transfer of Power” Unbidden, exhibition
catalogue(Kamloops Art Gallery 10.17-11.28., 2004, p. 18.

10) Ruth B. Phillips, “The Turn of the Primitive: Modernism, the
Stranger and the Indigenous Artist” Exiles, Diasporas & Strangers,
Kobena Mercer ed. Cambridge: MIT Press, 2008, p. 67.

11)  Susette Min, “Nature Calls: Jin-me Yoon's Unbidden” Unbidden
catalogue, 2004, p. 29.

among us in 2014 as well.

In her photography and video works, Jin-me Yoon
continuously questions the identity issue through

race, gender and dissolution of community, under

the context of society and structure. Under the late
Colonialism discourse in 1990s, among what is personal
social, political and artistic, the question of who | am
and where | am going ultimately returns to the question
of identity as an Asian Canadian that is defined in social
context. Particularly, Jin-me Yoon’s works show subtle
changes on cultural, social and political interest of the
immigrant society as the Korean diaspora changes

from the first generation to the next generation.

Rather than accepting conventional authority and
customs absentmindedly, they ask ‘why’. Jin-me Yoon’s
<Souvenir of the Self> was taken in one of the famous
tourism sites, Banff National Park. She posed like a
typical Asian tourist, and through a repeated pose and
style, she revealed how racial stereo type is possible
and how a mechanism of exclusion and admission
functions.

In this exhibition, she presents one of her
representative works, <Group of Sixty-Seven>, a
Vancouver Art Gallery collection. She invited 67 Korean
immigrants to Canada and took their front and back
portrait pictures. The background pictures are paintings
of Lawren Harris, a member of Canadian national
painters Group Seven, and Emily Carr. In these national
painters’ works, the natives are deleted and only the
wonderful scenery of Canadian mountain, lake, and
glacial terrain are presented. By placing the portraits of
the immigrants in front of these paintings, she dissolves
the mythology of national identity and nation.?) As if
to remind the viewers of the year 1967 when Canada
started to accept immigrations from colored people, by
relocating Korean immigrants on that scene, she makes
us go back to the time before the modernists’ primitive
scenery.'?)

Ever since migrating to Canada at the age of eight,
Jin-me Yoon had constantly asked the question of who
she wants to be there with a nostalgia that won’t go
away towards what she had lost. To her, psychological
inner self and social outer self was always connected.
Other than photography, her video works share the
sensitivity of psychological and emotional distance,
isolation and instability like a mysterious mise-en-scene
structure, which seems to reveal the influence of Bruce
Nauman’s 1960s video works. (<Unbidden>)"

But for her, it is the intact anxiety that only the
one standing in-between could feel. Of course, at the

"

9)  Susan Edelstein, “A Transfer of Power” Unbidden, exhibition
catalogue(Kamloops Art Gallery 10.17-11.28., 2004, p. 18.

10) Ruth B. Phillips, “The Turn of the Primitive: Modernism, the
Stranger and the Indigenous Artist” Exiles, Diasporas & Strangers,
Kobena Mercer ed. Cambridge: MIT Press, 2008, p. 67.

1) Susette Min, “Nature Calls: Jin-me Yoon's Unbidden” Unbidden
catalogue, 2004, p. 29.
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age when terror and disaster is common, it makes us a
viewer and an audience, but like a black comedy, Jin-
me Yoon turns it into a drama. Endless run away is like
a scene from a war indicating that it will last forever, or
like an image from a game, but in spite of this, actual
violence, war and threat are invisible. It makes us think
of ourselves and our generation again who are exposed
to the unidentifiable danger. This inessential danger
still exit in her homeland Seoul. (<As It Is Becoming>)
She came home but could not belong here as a nobody,
diaspora, and other. She crawls around the city, trying
to remember and experience through her body, a fast
changing, memory-deprived Seoul. Ultimately, she
seems to believe that through her artistic practice, she
can approach the basis for unconsciousness, subtly
shake public discourse and social foundation, and bring
change in the end.

Life and death, useful and useless, presence and
absence, such unmistakably contrasting meanings are
deeply connected in Sook Jin Jo's works. Her works
start from collecting the abandoned woods that are
easily found around us, and that’s why anyone from
the East and the West can easily approach her works.
Finishing her graduate school in Korea, she went to New
York at the age of 27. Unlike Yong Soon Min or Jin-me
Yoon, she didn’t have a Diasporic trauma such as the
loss of the mother tongue or identity crisis, but still,
she had to experience cultural difference and language
problem between her already set identity/language and
a different environment. What has been lost to Yong
Soon Min and Jin-me Yoon, to Sook Jin Jo, it made
her go back and forth between the lost and found. As
a result, regardless of Eastern and Western World, she
decides to seek for the universal things that touch the
most basic natures of human, and to create meditative
works.

Abandoned wooden chair is one of Sook Jin
Jo’s representative objects. For about 10 years, she
has been collecting discarded chairs to do her work.
Wooden chairs which are now replaced by cheap plastic
ones or strong metal ones symbolize these past years of
handicraft. For this exhibition, she collected 70 chairs
from New York and Seoul and completed <Nobody II>.
Through the process of collecting abandoned chairs and
giving life to them, she shows trivial memories that each
chair may contain, the traces of trifling memories and
the wrinkles of memory that exit in people’s interaction
through time and space. Especially, by getting rid of the
legs of the normal chairs, she halts people’s attention,
make them think of the past, and at the same time,
suggests Asian ‘sitting-on-the floor’ culture with a
western representative furniture chair. This way, she
embeds the cross point of the East and the West in her
works. Another work for this exhibition is <Nobody 1>
which uses about 200 empty frames collected in New
York and Seoul. She presents these empty frames as
the meaning itself. In particular, by letting the audience
experience framing each other through the empty



frames, she draws out a theatrical and active interaction
and, at the same time, makes us clearly be aware of
something that is empty.

<Cross> remains as a performance video and
photographs. It was a project sponsored by Sacatar
Foundation in Itaparica, Brazil. Inspired from a
graveyard in a small Island on the Brazilian coast, in
this work, Sook Jin Jo makes tombstones reminding
primitive crosses. [t is a site specific work which reflects
the spot where the land, the sea and the sky meet. The
irony of having an epitaph on the seaside, not on the
firm ground, in other words, by calmly installing the
epitaphs which will soon be washed away, the artists
plainly shows human fragility against the destiny. She
shows that extremely personal and lonely death is only
a part of the great nature and reveals meditative and
poetic viewpoint.
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Yong Soon Min was born near Seoul in
1953, immigrated to the U.S. and grew
up in Monterey, CA. She received MFA
degree from UC Berkeley in 1979 and

a postdoc at the Whitney Museum’s
Independent Study Program. Min’s art
practice, inclusive of curatorial projects,
engages the problem of groups and
individuals, issues of representation
and cultural identities, and the
intersection of history and memory.
For her artistic praxis, she uses various
mediums of photography, video, text,
installation etc., and also moves in and
out of fields such as exhibition planning
and education. She lives in Los Angeles
where she is now a Professor at UC
Irvine.
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This work contains a scene of a demonstration held by
a foreign worker in Myeong-dong in 2004. Texts are
projected on the wall, and onto a ball which endlessly
turns the image itself like a target. Artist Yong Soon
Min is attempting to use texts about foreign workers
in Korea to look into multi-cultural issues, refugees,
foreign workers, and a number of diasporas in Korea,
against the background of a world that has been
eroded by transnational capitalism in the 20th century.
In particular, this artwork, a revised version created

in 2014, by inscribing texts on a black ball, increases
viewers' awareness of labor problems, which are
globally interconnected.
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Everywhere | go | find that the poet has been there before

me.

X|Eel AN ZAIE 23S Zte| T3t 2SS SISty 218t JHEE el

gHojct.

An intellectual laboratory, border is a conceptual territory

to explore the complex
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relationships between cultures.
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Black Korea?
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Korea Inc; Korean Dream?
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Made in Korea, made by migrants.
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My name is Mohammed Hussein. In Korea they call me Ali.
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Free Trade: the product is protected but not the worker.
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Uncanny, foreignness is within us: we are our own
foreigners, we are divided.
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How can one love a foreigner if one did not know one was
a stranger to oneself?
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The figure of the foreigner opens up

is entwined with ethics.
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Uncanniness occurs when the boundaries between
imagination and reality are erased.
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The principle of homogenous national community is
becoming increasingly anachronistic.
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Without political rights, ie. the right to vote) the foreigner
is thus reduced to being a passive object.
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Currently Korea is the 4th largest diaspora with an
estimated six million Koreans living in one hundred and
sixty countries.
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The foreigner is the one who works, considers work as a
value, vital necessity, as a primary right: the zero degree
of dignity.

a space where politics
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By adding to the ethnic and cultural diversity of a nation-
state, immigration can change the sense of national
identity, without necessarily weakening it.

The instability of the opposition between the inside

and the outside, between interiority and exteriority is
<unhomely> “unheimlich par excellence.”
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Most people do not want to immigrate to a foreign country.
Given a choice, many migrants would prefer to be “circular”
rather than permanent migrants.
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Politics must be conceived as a relationship of strangers
who do not understand one another in a subjective or
immediate sense, relating across time and distance.
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Undocumented migrant workers who stayed over 4
years in Korea were forced to leave by the end of 2003,
criminalized and treated like a disposable cup that is
thrown away after use.
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For many people, mobility has become a full-time way of
life involving constant traveling back and forth.
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Most migrants leave home in order to be better off when
they return home.

CHE MT HLRIHSD OFEVEX] 2 3122 O|F e SXIES 3DUS(HE2,
Het figeholl 254 = xj2Io 2 &#85tn ct o] A -?-&HIE—
HIE O|F o L EXFE2| Eistel Zio|ct.

Like other advanced industrialized nations, Korea

uses migration as a flexible source of docile 3D (dirty,

demeaning, dangerous) labor. Its industrial trainee system
is the legalization of migrant slave labor.
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Are we nevertheless so sure that the “political” feelings
of xenophobia do not include, often unconsciously, that
agony of frightened joyfulness that has been called
unheimlich, that in English is uncanny, and the Greeks
quite simply call xenos, “foreign?”

ZE "efle] olF= FEI FEloj2hs HEH 23 AtE]-281x 0!
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All forms of migration bring about socio-cultural change
with an opening/closing dialectic; a self-doubting society
fears for its future and is afraid immigration will alter its
frame of reference; conversely, a strong, balanced society
with well anchored identity traits knows that it can be
enriched by immigration.

HEHO|X|2H SAlofl 2fxtl O|FRES 227} 0|FF BEC| WM E28t
HES SiCh OS2 0|3 Lie] Xig 22 Yolo = 3DEIE SAlEez
FoEt N8 FEst, S0 Y2532 Sl 2= HH Y=o

7104 &tct.

Migrants are a dynamic yet vulnerable group who play a
significant role in the development of host and sending
countries. They free individuals in host countries to be
more gainfully employed by taking up the 3D jobs, while at
the same time contribute to the growth of the economy of
their countries of origin through their remittances.
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2006-2011
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Wearing History

performance and clothes made for Military Sexual Slavery by Japan,
everyday clothes worn in performance

2006-2011
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With the object of recording each year since the
establishment of the Japanese Military Comfort
Women (sex slaves) battalion in 1931 until the present,
Yong Soon Min writes out years with spray paint

on casual clothes and while wearing these clothes,
conducts performances to share her thoughts about
the issues of the comfort women with the public.

The performances demand the Japanese government
to give an official apology and take other measures
regarding the atrocious war crimes committed against
women. The work raises political and social issues, and
it also presents the artist’s sentiments about important
incidents through modern Korean history.
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When
2013
embroidered T-shirts for Military Sexual Slavery by Japan.
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| AM STILL ALIVE
2014

screen printed T-shirts, clothes made for Military Sexual Slavery by Japan
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NOW = 20| fetex=a AZHEt 193175
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S F M2 ACH Y o5 & x| X]3t7] ?sH
L= NOW & gl=ch

NOW counts every year since Japan established the
first comfort station in 1931. Japanese
government should accept unequivocal and official
responsibility for the comfort women war crime.
Iwear NOW in support of the Korean Council for the

Women Drafted for Military Sex Slavery by Japan.

Now

2014

screen printed T-shirts for Military Sexual Slavery by Japan.

13|12 7|85l Z2NE 50 T-shirts are donated to The Korean Council for the
Women Drafted for Military Sexual Slavery by Japan.
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Mother Load

mixed media objects (each 90x90cm)
variable installation

1996 / 2014 revised edition
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1989

Make Me

a set of four photographs
68.5%58.4cm(irregular size)
1989
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