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ESSAY

“We certainly have the unconscious we deserve, 
an unconscious for specialists, ready-made for 

an institutionalized discourse.” 
 

Felix Guattari, The Machinic Unconscious

The afore referenced quote is not as pessimistic as it sounds, 
though it certainly manifests itself in a prickly relation to 
the romantic ideas many still hold of art, and its emancipa-
tory power in the bourgeois stratosphere. According to 
Guattari the unconscious is not pure undifferentiated mag-
ma dangerously threatening to erupt into the civilized sphere, 
nor some innocent disinterested realm, but rather the un-
conscious, as a factory of desiring production, finds itself 
deployed at the service of the super structure and over-
coded by it. As it produces it also records, and this in turn 
influences the nature of future production.

RETINA OF THE UNCONSCIOUS 
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In his collaboration with Gilles Deleuze, Anti-Oedipus, the 
first in the series of books Capitalism and Schizophrenia, the 
unconscious is conceived of as unlimited in its possibilities, 
capable of infinite modes of non-essentializing desiring 
production. It is characterised as productivity, but constrained 
by its economic and institutional setting and the tools of its 
diagnosis; the later being the practice of psychoanalysis from 
which Guattari had revolted.

Freud had drawn our attention to this vast continent which 
is working machine-like, Deleuze and Guattari would argue, 
below the surface of representation and exchange. But this 
is a continent that Freud subsequently set out to colonize, 
inserting the terrain into an Oedipal theater of desire played 
out within the nuclear family. This was, in  Deleuze and 
Guattari’s view, kind of like a made-to-order set of prac-
tices for the advancement of industrial capitalism; the nu-
clear family being the perfect vehicle for the channeling 
and transportation of social flows through the economic 
system, inscribing the values of the dominant order as it 
goes. 

Lacan characterised our relationship with the unconscious 
as a kind of lack, the impossibility of ever laying hold of the 
object of desire, our helplessness in the face of what he called 
the “mirror stage”, in which the infant identifies in the mir-
ror what “he” or “she” perceives to be him or herself, a false 
presentation of unity and coherence that enacts the forma-
tion of the ego which is entered into the game of legislated 
social entities connected to economic organisms. For Freud 
desire was dangerous. He gave us complexes and neurosis 
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as referees in the system of normality. Desire was cast in the 
most negative of terms. We are enslaved, Deleuze and Guat-
tari state, by a semiotic regime of subjectivisation. Guattari 
writes in The Machinic Unconscious:  

“The ‘thing’ is identified, located on various abstract coor-
dinates, grasped, prevented from fleeing or escaping the 
system of significations, and kept from threatening the 
reigning socio-semiotic order”.

But desire in itself is revolutionary and endlessly inventive 
in its formation, even though “the past remains heavy, 
coded down, and the future seems largely mortgaged by a 
present closing in on it from all sides.”  

And thus the die are cast into the shifting sands of our times. 
This publication has been produced to accompany the ex-
hibition Retina of the Unconscious at Sylvia Wald and Po 
Kim Art Gallery. Curated by Wang Chun-Chi, the exhibition 
features work engaged in and critiquing the production of 
consciousness and the various mechanisms of its inscription. 

Ron Hanson
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CURATORIAL STATEMENT 

One of Freud’s central achievements was to demonstrate 
how unacceptable thoughts and feelings are repressed in the 
unconscious, from where they continue to exert a decisive 
influence over our lives. Contemporary perspectives on the 
unconscious mind are remarkably varied. How one views the 
power and influence of the unconscious relative to conscious 
modes of information processing largely depends on how 
one defines the unconscious. 

In an expanded and enhanced view of the unconscious the 
artists’ analysis shows the hidden connections between the 
eye and sound. Being unconscious can be understood as 
being immediately present, as being here and now.

In the exhibition is TAO Ya-lun’s “Heart Projector” (2013), 
a project based on installations which often involve light, 
and are heavy meditative spaces which seek to demarcate 
a zone outside of the over-proliferation and clutter of vi-
sual signs of contemporary life. And in “Structure Study III” 
(2014), a project by the Taiwanese Canadian artist Hao NI, 
though vaguely surreal, the works, ranging from sculpture 
to video and mixed-media installation, are installed as a 
cohesive whole. 
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Hao Ni “Structure Study III” (2014)



08

RETINA OF THE UNCONSCIOUS

Sejin Kim “Day for Night” (2014)
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Also included is “Unknown Colors” (2015) by Chihiro Minato. 
The artist has been working on a wide variety of themes, 
including the relationship between the emergence of images 
and memory. His current project concerns color analyzing 
using digital photography and an automatic nomination 
system by computer. A new work, “Mixed Signals” (2015), 
by Korean artist Kim Joon, is realized in the form of a sound-
installation, using the results of collected various sounds in 
site-specific areas. Also the project “Delirious, the Midnight 
Sun Is Gorgeous” (2012-13), by Chinese Canadian artist Yi Xin 
TONG, constructs poetic and fantastical narratives through 
multimedia installations and books to explore the dialectic of 
romanticism in our era that worships rationality and capital.

The film “Day for Night” (2014) by Korean artist Sejin Kim 
attempts to create visual narratives using unsynchronized 
scenes with video, sound, and color frames to address the 
reality of desolation, ruin, and lack, what lies behind after 
excessiveness and an acceleration in contemporary society. 

Taiwanese artist KUO I-Chen’s work “Lightyears” (2011) 
shows a truly multifaceted practice, working across video, 
photography, performance, and sculpture - incorporating 
elements of all means into a finished end. In the large-scale 
installation “Er lin qi an” (2014), the Taiwanese artist TING 
Chaong-Wen, who excels in creating spatial installations 
of mixed media, explores  the plastic potential of art with 
archives. 

The exhibition Retina of the Unconscious was produced for 
Sylvia Wald and Po Kim Art Gallery in New York as part of 
InToAsia: Time-Based Art Festival 2015. 

WANG Chun-Chi



03

RETINA OF THE UNCONSCIOUS



03

ESSAY



12

RETINA OF THE UNCONSCIOUS

Ron Hanson: Your photographic series work “Unknown Colors” 
relates images into the pattern of an e-book. You’re working 
with the relations and sequences of color. What is it about the 
relationships you’re bringing to the forefront? 

Chihiro Minato: I have been working on the relation of color 
and its context since the early 80s when I was in Brazil. There 
I noticed that our perception of color depends largely on our 
experience and the name of the color - “red” for example cov-
ers the brown or orange that we do not call “red” in Japan. 
But I have been interested in the color nomination not as an 
anthropological question but rather as our daily expression. 
For example, try to describe the color of a dress that you saw 
sometime somewhere. How do you name it? We simply find 
that we do not use many names, but very few. The world is 
so rich in color, our digital devices can show billions of colors, 
but you can merely name them with dozens of words. Rich in 
color but poor in words. Then maybe we can create new names 
from our daily experience and use them. I collaborated with a 
designer, color theorist, and computer engineer for 10 years and 
developed color analyzing software that enables me to match 
RGB data with color names. 

CHIHIRO MINATO
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In this new work I used digital photography to prepare a set of 
chroma. I showed them to my friends and asked them to create 
new color names from the details in these pictures. The name-
makers know very well what they see, as they live and work in 
LA where  I took these pictures. At the same time they do not 
know really what these chroma trigger in them, as the color 
perception depends largely on an unconscious level of memory, 
sensation, and desire of each person’s days.      
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RH: You state that much of what 
happens in our absorption of color 
happens at an unconscious level. As 
the media and virtual landscapes we 
inhabit become increasingly over-
saturated with images, is this wear-
ing down our defenses against these 
color patterns and their effects? Or 
do you think that the power of these 
mechanisms will gradually decrease 
as the system gets stretched through 
its over-replication?

CM: That is a very important question. 
We know that those very first artists 
in the Lascaux cave used only four or 
five colors - red, yellow, orange, black 
and white. It means it was just enough 
to make that chef d’oeuvre and it is 
only in our age that the inkjet printer 
needs billions of colors just to replicate 
the same image in “high resolution”. 
Less is better, always. And who knows 
that in those billions-of-colors-images, 
there still exists the one that you never 
see, that you even ever imagine. How 
many colors do you need in art, should 
be another important question. Picasso 
was not a great colorist but a great 
economist of color, I guess. He had 
such a powerful defense against total 
color. The apotheose is among others, 
the “Guernika”.

RH: I’m wondering if you have any 
thoughts on the relationship between 
color and desire. How does color play 
upon and codify our desire in cultural 
production? 

CM: Yes, the color works, of course, 
on the unconscious level of our desire. 
For example, a monotonous diner - all 
grey food for example - should change 
not only your appetite but even your 
sensation. But in cultural production 
the things do not go the same. The 
use of color is much codified and so 
conventional in every society. There,  
I think , hides the secret of color. Our 
desire likes the slightest difference be-
tween almost the same color. 16th to 
17th century Japan invented that with 
a series of grey. The slightest shade 
of grey was a kind of conceptual art 
of the time, as it was used in clothes, 
architecture, painting etc. It is amazing 
that they used so many names of grey 
at that time. Dull and uninteresting to 
our eyes was most desirable for those 
masters of taste. Maybe our desire is 
not strong enough these days as be-
fore, as we are no more capable of 
seeing the delicate shades of desire. 
It needs as many shades to hide and 
seek. The world of 0s & 1s is not a good 
place for both color and desire.            
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Ron Hanson: Your print and video 
work “Delirious, the Midnight Sun is 
Gorgeous”, you say, is the terminal 
point of life for a narrative that will 
never be written. Can you tell me a 
little more about that. What draws 
you into the fantastical as a specula-
tive tool? 

Yi Xin Tong: The large amount of ma-
terial organization and examination 
led to the fabrication of many scenes 
and narratives, and it then felt like the 
preparation for writing a novel set in 
an unfamiliar land such as Antarctica 
or Neptune. The finishing of the work 
was at the moment I considered it to be 
exceeding the amount of possibilities 
that can be contained in a novel I could 
write. For using the fantastical over the 
actual or realistic, one advantage is the 
absence of limitation for speculation. 
It in fact allows creation more than 
speculation. 

RH: In the video you’re interested in 
madness and obsessions induced by 
the experience of being in the iso-
lated environment of Antarctica. How 
would you describe the relationship 
between the environment and differ-
ent psychological states?

YXT: A paragraph from a piece of 
writing I did does the job. “Here, for 
four months, perpetual daylight shines 
upon the total whiteness, another form 
of blankness. You don’t see anything 
but a color, a vast white. The distinction 
between background and foreground 
vanishes, and it’s easy to lose one’s 
sense of distance and location. The 
background is no longer material but a 
color. Everything becomes graphic and 
slightly ridiculous. It creates a horror 
similar to screaming that is silent. The 
environment becomes mathematical; 
people feel they are having an experi-
ence in virtual space, where their body 
can’t be hurt. It is so unreal that it can 
hardly be taken seriously. Frostbites, 
numbness, vertigo, hunger, they only 
work as nitrous oxide and lead to psy-
chotic laughter that can last as long as 
the perpetually hanging sun.” 

RH: You’ve spoken about over-ratio-
nality of modern life, but is there also 
a danger of becoming nostalgic in pur-
suing the romantic, particularly using 
archival material. What is the sense of 
duration that you’re trying to evoke 
in this work?

YI XIN TONG
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YXT: Yes. That can be dangerous. It is dangerous for the idea of progress, 
common sense of ethics, and anthropocentrism in general. But what if 
these are even open for contention? Speaking specifically on “Delirious, 
the Midnight Sun is Gorgeous”, in one aspect the scenario I constructed or 
arrived at through research, material collection, and artistic creation, is not 
one that is more nostalgic and romantic than delirious and chaotic. That 
is partially what I meant for irrationality, which is constrained by reason 
and morality, but also affected by human instincts such as curiosity and 
survival, which can lead to both good and evil, as well as external forces 
like catastrophic natural events, other species, and etc. And of course, in 
another aspect, romance, nostalgia, or even weakness can be another 
form of active resistance and radical action. 



22

RETINA OF THE UNCONSCIOUS



23

INTERVIEW



24

TING CHAONG-WEN

Ron Hanson: In your installation 
“Murder: Er lin qi an” you deal with 
an historical event in Taiwan, a mur-
der intrigue during the time of World 
War 2 and Japanese colonial rule of 
Taiwan. This event really stirred the 
public imagination in Taiwan and the 
story was even turned into a Taiwan-
ese opera, which is incorporated into 
your work. Why do you think this par-
ticular event made such a mark in the 
cultural memory of Taiwan?

Ting Chaong-Wen: According to the 
version of “Er lin qi an” that we know, 
it’s a murder taking place around 1941 
to 1944 in Er lin in Zhanghua. Shih 
Ah-Fang, the victim, and Lu Zhang, 
the murderer, were sworn brothers; 
both were Taiwanese soldiers called 
up by the Japanese government. De-
siring Shih’s money, Lu killed him and 
took his money. People dug out Shih’s 
corpse from a sugar cane farm. Despite 
the evidence, the murderer defended 
himself drastically, leaving the case 
unsolved for a long time. Fortunate-
ly, the police got the brilliant idea of 
disguising themselves as a resentful 
ghost. Tortured by compunction, Lu 
eventually admitted his guilt. The story 

inspired Taiwanese opera musicians 
who made a song called “Song of Er 
lin qi an”.

If you look at newspapers of the time, 
you’ll find nothing about the mur-
der. Some said the story, laden with 
preaching, was fabricated to educate 
people. If this is true, the anti-modern 
story prompted citizens’ identification, 
and the creative incident came to be 
transformed into another artform 
(i.e. Taiwanese opera tune) in which 
it continues to exist. The double fab-
rication process is neither fiction nor 
a reference toward facts. For me, this 
precisely incarnates the “singularités” 
proposed by Gilles Deleuze. What he 
meant by the term is not “particulier” 
or “weird” which come from compari-
son to the norm or common modes. 
“Singularités” doesn’t originate from 
comparison at all. It doesn’t involve any 
external difference caused by rules of 
“identité”. Rather, its creative power 
is derived from a kind of “différence 
interne”. The concept is similar to the 
internal spiritual aspect of “Song of 
Er lin qi an”. Unable to verify whether 
composers of the time knew the facts, 
I think the event transgressed restric-
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tions of the historiography system. History appears in another man-
ner, and with the plasticity of the event’s internal structure, I was 
able to incite, to re-make a work based on the incident. Regarding 
the meaning of the special incident of “Er lin qi an” to the culture 
of Taiwan, I wouldn’t say that the “incident” produced signs of 
memory. It possesses another metaphorical level which is even more 
relevant and the most destructive creative power that doesn’t relate 
to any frame of conformity. This is not constructed from things of our 
consciousness. Neither is this about movements of the unconscious. 
If the essence of time doesn’t involve any integral or separate im-
mediate definition, history is something that keeps on mutating in 
the entanglements with existence in the past and in the future, and 
I think the function of art reveals such a process.
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RH: In the installation you collaborated with the sound artist 
Yannick Dauby. Is this a new kind of collaboration for you? 
How did that come about?

TCW: I came to know the French sound artist Yannick Dauby 
through the curator Wang Chun-Chi. It was clear to me that 
sound was the key to the success of the work, ”Murder: Er lin 
qi an”. Fortunately, after I communicated my approach and 
idea to Yannick, he became interested in the whole record-
ing method. Particularly, we’re both fans of vinyl records as 
a medium of storage and the feeling of an epoch, as well as 
the physical aspect of it. In playing an analogical medium, 
the process is exposed to the audience; the latter can feel the 
transformation between material and sound. From another 
aspect, I played the records in a sugar cane farm and the re-
corded content includes all the sounds of the location. Yannick 
is practiced in recording ambience in high-resolution audio. 
His own work also involves mapping Taiwan’s soundscape. 
So in our collaboration, all happened naturally from the 
idea to realization. Artists’ collaboration with professionals 
from other fields has become commonplace, yet for me this 
is something new.
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RH: Your work often deals with traces 
of cultural memory, and actually the 
new work is dealing with a relatively 
contemporary event compared to, 
for example, your work exploring 
dolmens of the Neolithic era. Did the 
relative proximity of the event change 
your approach to making the work?

TCW: I think there are indeed changes 
in the paths or procedures. Although I 
still use limited substances to explore 
the universality of time and observe 
traces of cultural memories, my focus 
has shifted toward modern life’s in-
ternal structure. This was the idea of 
my work during my residency in Seoul 
this year. First I was curious about the 
fact that there are so many sarcopha-
guses of the Neolithic Age in Korea. 
The theme is in line with my previous 
work. Besides, with Seoul’s urban life 
example that is faster than real-time, 
the consumer culture has turned the 
real cityscape into image. My inquiry 
revolves around such a universal mode 
of modern life and whether, in terms of 
visual culture, there are potential links 
between modern civilization and an-
cient times. The residency thus became 
an effective experience. For my curios-
ity about Korea’s pre-historical culture 
and my stay as a foreign “other”, I came 
closer to men living in the times before 
letters were invented: a “pre-historical 
man” hidden in the daily life who ex-

plores, collects, understands and cre-
ates through a primary instinct.

It’s like the orientation of each of my 
projects. I reflect on how to destruct 
the boundary between fictional nar-
rative arrangements and historical 
commentaries through materials 
themselves. Similarly, along with new 
creative paths, story is no longer nar-
rated spontaneously by the work but 
exists among elements shown through 
the work. Each project is a separate 
scenario and involves clues from mul-
tiple fields. For me, the instinct toward 
artwork is a kind of “tool”. When I 
operate the tool, I no longer propose 
to postulate through a work. Besides, 
I reject interpretational and transfor-
mation of meaning of a work. What I 
attempt is to open up possibilities of 
materials’ constituents on the level 
of spiritual culture effect. The work’s 
materials themselves are again imbued 
with uncertainty, unpredictability and 
a sense of flow. For me, the entire pro-
cess is about the evolution of materials. 
The creative paths require a long time 
and opportunity to complete their own 
structures. As a contemporary artist, I 
enjoy the mutation process very much.
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Ron Hanson: You write that with the 
invention of the light bulb insects be-
came trapped between their outdated 
instinct and artificial lights that lead 
to nowhere. And you’ve created music 
composition from the doomed flight 
paths of these insects caught on pa-
per, and later transcribed into musical 
notation. Can you tell me about the 
process of capturing these insects.

Hao Ni: I used a bug zapper with ultra 
violet light at night to capture these 
insects who are, by nature, nocturnal. I 
then scattered the remains onto blank 
musical sheets at random to create the 
basis of a musical score. By using this 
method, I am able to collect a wide va-
riety of “positively phototatic” insects, 
meaning that they navigate at night 
by following lights. I enjoyed the fact 
that the ultra violet bug zapper is a 
common household object that many 
people have in their homes today; yet 
it is designed to take advantage of the 
insects’ naturally phototatic nature and 
leads them to a loud violent death. By 
scattering the remains at random onto 
musical sheets I wanted to emphasize 
the juxtaposition of nature with the 
orderliness of the musical staff.

RH: The composition is played on a 
xylophone. Why that particular in-
strument?
 
HN: The xylophone first evolved from 
the natural instinct of early humans 
striking stone or wood. Throughout 
time the xylophone has become a 
sophisticated instrument that can 
produce complex music, while also 
retaining the same basic shape and 
function. I am interested in both the 
sound quality and its popularity in 
contemporary sound branding. The 
xylophone has a sound quality that 
is light, efficient, crisp, soft, friendly, 
organic and mythical which in many 
ways mimics the behavior of insects. A 
similar sound is often used in IPhone 
ringtones to invoke a whimsical, non-
threatening alert or alarm. I wanted 
to invoke the same sense of feeling 
in this piece. 

RH: This music is composed from a 
sequence of death - though we tend 
not to get too upset by the death of 
insects. What does this music reveal?  

HN: I first got my inspiration for 
“Structure Study” by looking at in-

HAO NI
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sects swarming towards light bulbs at night. Upon further investigation, 
I realized this banal phenomenon is actually a very violent effect and 
perversion of our quickly accelerating modernity. The invention of the 
light bulb completely changed the nightscape on earth, directly impact-
ing insects and other animals that did not have the time to adapt their 
natural instincts to electricity. With this idea in mind, I wanted to find an 
existing structure that I could use to document the essence and the poet-
ics of this phenomenon. It wasn’t long until I turned to classical music. 
Music is not only a time-based medium, but it is also sculpture, physical 
performance and mathematics all at the same time. Using this particular 
artform to “rationalize” death and chaos is a gesture that is both very 
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romantic and sadistic, which places the audience in a conflicting position. 
This dilemma is even more evident when we consider the social value of 
insects. Insects are neither plants nor mammals, they always seem as if 
only a nuisance to our everyday life. I think that the act of killing in this 
piece becomes more abstract when the emotional aspect is missing, which 
helps the audience to inspect the phenomenon as a whole, rather than 
focusing on the individual deaths. Ultimately, this performance is about 
the human impact on ourselves and on nature, and how perhaps we are 
just like the nocturnal insects ourselves - forever trapped within our own 
perceptions of reality.  
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Ron Hanson: You’re interested in the 
acceleration and speed of contempo-
rary life. How do you think this rapidly 
increasing speed affects our ability to 
digest cognitively the visual languages 
we are immersed in?

TAO Ya-Lun: Our cognition toward 
all things in the world, our love and 
hatred all come from the arbitrary 
projection of inner desire of the self 
as “subject”. Changes of the external 
world come from the intentions and 
desires of the self. One’s mind is like 
trembling candle light, lighting up ev-
erything and all forms with shimmer-
ing light. Yet along with the changes of 
the trembling candle light, everything 
and all forms in the world also come to 
tremble; the external world is a feed-
back that follows one’s inner desire.

Man’s imagination about the world 
and idea of time mainly come from vi-
sual sensational experience. The visual 
is based on “light”; without “light”, 
everything would be lost. The “Disap-
pearance of Subject” series made in 
2013 invites and guides an individual 
into an exploration of the essence 
of images. The essence of images is 
“light”. Yet are images “real appear-

ances” or “illusions”? In the field of 
our consciousness, we always treat 
things with distinctions. As long as 
there is “real”, there is “illusion”. As 
long as there is “real”, there is “false”. 
This is what we call “dichotomy”; it’s 
a method, a tool and a kind of knowl-
edge used to dismantle the world and 
for understanding life. Yet all this is 
ultimately in vain. For the universe is 
immense, human intelligence is limited 
like a drop in the ocean and one can 
only look at the sky through a nar-
row tube. Only when the “subject” 
centered around one’s self disappears, 
we are forever in a sober and calm 
state constituted by our own bodies, 
no matter where we are. No matter 
what external appearances you per-
ceive, actually they are all appearances 
arising from within.

RH: The video in your installation “Day 
for Night”, is shot in an abandoned 
landscape in Daejeon, which you de-
scribe as having been “slummed”. Can 
you tell me a little about this location 
and why you chose to shoot there.

TYL: What is reality? What is exis-
tence? The desire for immortality was 
the drive of modern technology. Men 

TAO YA-LUN
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sought the reality of the first beam of the Genesis and the 
ultimate energy of “God’s light”. From desires of men who 
consider themselves the world’s center is derived the hegemony 
of “instrumental reason”, leading to the mentality of “anthro-
pocentrism” and consequent problems of ecology and ethics. 
We distinguish “self from the world” and “subject from object”. 
And we further analyze one’s existence in instrumental ways, 
leading to the religious, racial and political conflicts of today. 

“Light” is the source of everything. It has always been “there”, 
yet it’s the “subject” of man who considers himself to be the 
whole world that forced it to be “absent”. I started from the ex-
perience of making art around “light”, surpassing “instrumental 
reason”. I grasp man’s relation to the world differently through 
actions of eliminating myself as the “center” and as “subject”.

RH: You’re interested in anthropology. Can you tell me how 
that applies to your art.

TYL: Contemporary aesthetics is about speed. In the extremely 
speedy world of “light”, the consciousness has to enter a state 
of picnolepsie and survive at the instant of “absence”, so one 
can feel the existence that surpasses reality yet can also be 
experienced by oneself. Such consciousness and an instant 
freeze-frame state of time are a reaction to the speedy world 
of “light” and a kind of contemporary political awakening, 
originating from a kind of disintegration, tremble and jump of 
time-space. Through the self, the disintegration of center and 
the subject leads to the complete separation of external signs 
and concepts. An immediate reality is thus opened up.
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Ron Hanson: Your sound installation “Mixed Signals” contains 
field recordings from a range of different sources, including 
recordings of military signals by the tense border between 
North and South Korea. What drew your interest to this specific 
terrain of sound? 

Joon KIM: DMZ (Korean Demilitarized Zone) was recorded sound 
from the region. I lived for a week in a village near the southern 
limit of the DMZ area and sampled sounds. In South Korea there 
is a characteristic sound of that region only. Artillery sound for 
military training, various radio signals (for example, North Ko-
rean broadcasts, morse code communication, unknown military 
radio signals, etc.), various animals and sounds of nature, such 
as those of Hantan River. The sounds are not audible in other 
regions of Korea. DMZ are specific sounds that can collect only 
in the place nearby.

RH: You document through aural traces a sense of space of 
Nanji Island. What is this island and it’s significance in Korea? 

JK: Nanjido is a good example showing a cross-section of rapid 
economic development and environmental change in South 
Korea’s capital, Seoul. By 1996 the island was part landfill. And 
suddenly it was transformed into a park for the 2002 World 
Cup. Ironically, currently below the surface of the park, there 
is still the garbage from that time. It is a good example of how 
the past and present of Korea connect.

RH: There’s been a continued interest in cartography in your 
work. How does this process or interest differ between map-
ping in sound or visual images?

JK: The most important part is the sound, important points in 
the work process of analyzing the meanings that are distinctive 
sound. However, in order to understand the audience, image 
serves as a commentator. So to record sound and images - col-
lected and to be explained at the same time.

JOON KIM
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Ron Hanson: You’re interested in the acceleration and speed 
of contemporary life. How do you think this rapidly increasing 
speed affects our ability to digest cognitively the visual and 
other languages we are immersed in? 

Sejin Kim: Since 2000, called the millennium, our digital era has 
started. I consider that was a very significant moment how we 
became random, instant, and redundant to be consumed with 
speed. I attempted to depict our fragments of contemporary 
life into “Day for Night” using coloured frames and sounds but 
unsynchronised.

RH: The video in your installation “Day for Night”, is shot in an 
abandoned landscape in Daejeon, S.Korea, which you describe 
as having been “slummed”. Can you tell me a little about this 
location and why you chose to shoot there.

SK: Daejeon is my hometown and I grew up there until high 
school. I remembered that there was a big farmers’ market which 
was the busiest market back in those days as it was located just 
behind Daejeon train station which functioned as a platform for 
transporting goods into other cities in South Korea. I recently 
visited there and I found that the town had been abandoned 
for more than 10 years and became a slummed area. I was 
devastated and decided to record the space which preserves a 
glory of a certain period in the past with a silence and shows 
the present in a contrast. 
 
RH: You’re interested in anthropology. Can you tell me how 
that applies to your art.

SK: I am more interested in the gathering of storytellings from 
individuals which could be easily treated as trivial or subtle. Then 
I reconstruct each story into various kinds of mediums such as 
cinematic video, documentary film, drawing, animation, sound, 
and photography. 

SEJIN KIM







Ron Hanson: Your installation “Light-
years” creates an almost tomb-like 
effect, constructed from 365 cameras. 
In your artist statement you talk of 
the camera’s blinking flash resembling 
a moment of death. Roland Barthes 
critiqued photography as an inabil-
ity to achieve duration. How do you 
conceive of this photographic death?

KUO I-Chen: In “Lightyears”, I ques-
tion the nature of photography as a 
vehicle of time and memory. With the 
photographer’s body turning into a 
kind of image-capturer, the moment 
of pressing the shutter is doomed to 
become an immediate death. The 
ultimate death of the photographer 
(the body) becomes the developer 
of the photos. Forgetting becomes 
a passage in photography which pre-
cisely runs counter to its own nature. 
What I explore is how to find out the 
blind spots beyond memory when the 
images’ memories are constantly be-
ing captured. Is photography really a 
representation of death? According 
to Eisenstein, the existence of time 
is to prevent things from immediate 
realization. Image is suspended at a 
strange point in the future; the point 
is also the intersection of life and im-
age. In the work, I attempt to appro-
priate faded memory and body as a 
feedback to images that attempt to 

record. When photography becomes 
a representation of death, real life be-
ings and the death of images converge 
again, becoming an illusion that dies 
and revives.

RH: Further on from this question of 
duration, in collecting and storing 
these 365 snatches from the contin-
uum of time and delaying the grati-
fication of their release - you say the 
photographs can’t be seen until after 
the death of the artist - you seem to 
be dealing with the idea of duration 
in terms of the distribution and ac-
cumulation of these images. Why are 
you holding back the release of the 
images?

KIC: The images I cannot see with my 
eyes are not important. What’s impor-
tant is the fact that I’m still alive. As 
long as I live, my life is being remem-
bered and recorded while the photos 
are no more than an evidence of my 
existence. In looking at things, we 
always choose to remember and not to 
forget. In “Lightyears”, it’s forgetting, 
and forgetting in remembering, that 
orients my thinking about the irrevers-
ible process through the body. If the 
ultimate nature of the body is death, 
the modalities of photography make 
the body alive after death, before put-
ting it to death again. 

KUO I-CHEN
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RH: In the current era of social media and atomistic mini 
cultural producers we are over-bombarded with images. 
Do you think that the sheer number of images proliferat-
ing now in culture is bringing about an accelerated death?

KIC: Today’s images have turned away from the real. Due 
to the immediacy and speed of images, we can no longer 
define their origins and destinations. Therefore I chose 
to take photos with negatives to keep the irreversible 
process of photography. This differs from digital pho-
tography where we can immediately see the images we 
take, choose the ones we want to delete immediately or 
the formats in which we want to preserve the memories 
of images. Yet the images taken with negatives cannot 
be seen; it’s until the artist dies that images come to be 
images themselves. Before that, what we can see is only 
the object-ness of the camera itself which temporarily 
replaces images. Images accelerate viewing in relation 
to death. These images also replace death. Real beings 
are completely replaced, becoming corpses over which 
we can no longer lament. 
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CHIHIRO MINATO is a renowned Japanese photog-
rapher based in Tokyo where he has served as a 
professor at Tama Art University since 1995. After 
receiving the Gasei Scholarship from Argentina 
in 1982, Minato spent several years traveling in 
South America until he settled in Paris and Japan 
and became established as a photographer and 
critic. Minato has authored numerous books and 
exhibited throughout the world. In 2007 he served 
as the Commissioner of the Japanese Pavilion at 
the Venice Biennale (2007) and the mini-museum 
curator of Taipei Biennial (2012). In the work 
“Ocean refuses no river”, The ocean means the 
political zone for Taiwan, China and Japan with 
those islands of dispute. But the ocean is also 
the Memory. I want to make an Ocean of photo-
graphic images of people, of past and present. 
It will take time for collecting and that process 
of collecting the ordinary photography will be a 
flow or flows of collective consciousness.    

ARTIST BIOS
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YI XIN TONG is an artist living in New York, NY. He 
received his MFA from New York University (2014) 
and BFA Honors from Simon Fraser University 
(2012). His work has been shown at the Museum 
of Contemporary Canadian Art, Vanguard Gallery, 
Dumbo Arts Festival, Embassy of Canada in Berlin, 
Galerie de La Rotonde de Stalingrad, 80 WSE 
Gallery, West Bund Art & Design, Pingyao Inter-
national Photography Festival, Photo Shanghai, 
Audain Gallery, Gallery 44, VIVO Media Arts Cen-
tre, Alchemical Theatre Laboratory, and Centre 
for Art Tapes. He received Joan Mitchell Founda-
tion Scholarship, Takao Tanabe Award in Visual 
Arts, Bice Caple Awards, British Columbia Arts 
Council Scholarship, Orange Corporation Annual 
Award in Visual Arts, and May and Samuel Rudin 
Foundation Multimedia Technology Scholarship.
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Originally born in Hsin Chu, Taiwan, HAO NI is an 
artist currently living and working in the United 
States. Hao Ni received his BFA in 2011 from 
the School of the Art Institute of Chicago, and 
received his MFA from the Rhode Island School 
of Design in May 2014. As a maker, Hao finds his 
inspiration in reading stories about poltergeist 
activities and things Bruce Lee said throughout 
his career. His most recent exhibitions include 
“Accidental translation” at Fjord Space ( Philadel-
phia) and “Taipei Arts Awards” at TFAM (Taiwan).
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TING CHAONG-WEN lives in Taichung City, Taiwan. 
Born in 1979 in Kaohsiung, Taiwan, Ting is an 
installation artist and a visual designer. Excelling 
in spatial installations of mixed media such as im-
ages and ready-mades, the artist has shifted his 
focus to the exploration of the plastic potential 
of art with archives. His recent solo shows include 
Shiro and Oni Ko, at Shiro Oni Studio (Gunma, 
Japan, 2014) and DAY BY DAY, at the Freemantle 
Arts Centre (Freemantle, Australia, 2014). Also in 
2014 he was featured in the group shows Image 
/ Sound: Concept and Position,  at LE CENTQUA-
TRE 104 in Paris, and Flesh Exploration, at TAIYU 
Beaux Arts Salon in Chai Yi City, Taiwan. In 2015 
Ting will exhibit at the NAKANOJO BIENNALE 
in Gunma, Japan. His artist-in-residence projects 
include Cité Internationale des Arts (Paris, France, 
2010), organized by Taiwan’s Ministry of Culture, 
as well as S-AIR Artist-In-Residence Programme / 
Sapporo2TM Project (Sapporo, Japan, 2013); for 
the latter, he studied ‘History of Hybrid Culture 
Movements’ for an art project. 
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KIM JOON (born in 1976) is an artist who can 
be said to work as a cartographer, mapping out 
invisible, ephemeral forces and their real effects, 
from electromagnetic fields to human generosity. 
He accomplishes this via recording various occur-
rences though rigorous fieldwork, and convey-
ing aspects of the uncovered or decoded data 
through installations and video. Sound is often an 
integral aspect of his work, as he has translated 
recordings of the incidental electromagnetic fields 
of Berlin and the decomposing landfills of Nanjido 
into specific sonic frequencies. Via sound Joon has 
also participated in an investigation of religious 
and ritual spaces, and considered how sound and 
silence are used to contextualize people in their 
community. Ideas of presence and community 
deeply inform his 2008 video work “Da sein” 
which tells the story of three people who devote 
themselves to helping those in poverty. Amid 
several exhibitions, in 2014 Joon developed and 
exhibited two shows based around the specific 
coordinates and electromagnetic “tones” of two 
cities: The Phenomena of 51.482008, -0.144344 
during a residency at Gasworks in London and 
The Phenomenon of 37.570127,126.878608 at 
Onground_Jisangso in Seoul. Considered together 
with the artist’s earlier Feedback Field (2012) in 
Berlin, these works form something of a triptych.
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KUO I-CHEN (born in 1979 in Kaohsiung, Taiwan) 
is an artist with a truly multifaceted practice, 
working across video, photography, performance, 
and sculpture - often incorporating elements of 
all means into a finished end. Also recurrent in 
his work is a distinctive use of sound, exploring 
its claustrophobic and liberating affects alike. 
I-Chen’s pieces often evoke the comfort or suf-
focation inherent in one’s immediate surround-
ings, and one’s ever-shifting relationship to the 
environment around them. Consistently seeking 
an interactive component in both life and art, 
Kuo initiated exchanges with the dispossessed of 
New York for his work “Home Less-Is-More” (first 
shown in 2013 at 456Gallery in New York), and 
also articulated the elements of his multimedia 
work “Aurora-Eclipse” with the deftness of a 
clock-maker to allow for different experiences 
depending on the viewer’s movement in the 
space. The artist is continually working to re-
interpret the anxiety of modern-day dwellers 
and their dependence on various institutional 
cages. In 2005, Kuo was invited to show his work 
“lNVADE” at the Venice Biennale, making him 
the youngest-ever artist to represent Taiwan in 
that forum. In recent years his work was shown as 
part of Photography Performs—The Body as the 
Archive at the Centre photographique d’île-de-
France in Paris, Forever Now at Federation Square 
in Melbourne, and various shows in New York, 
Barcelona, Naples, Toronto, Berlin, and Taipei. 
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SEJIN KIM received an MFA in Fine Art from Slade 
School of Fine Art in London and an MA in Film 
/ TV from Sogang University in Seoul. She works 
with a variety of media apparatuses, including 
documentary realism and cinematic language 
to explore various and perplexing relationships 
between individuals and contemporary society 
systems. This chronicles the anxiety and fear, 
loneliness and alienation, conflict and confusion, 
and such conditions an individual endures in try-
ing to negotiate his / her existence and identity 
in a society that sustains itself by placing limita-
tions on its members. Her work has been shown 
internationally / nationally including selected solo 
exhibitions: The Proximity of Longing_Cutural 
Station284 RTO, Seoul 2014, Prizma Gallery, Istan-
bul, 2015, 24hr City, Brain Factory, Seoul (2009), 
and also selected group shows: A View from The 
Other Side_Media Art from Finland and Korea, 
Moonshin Museum, Seoul(2014), Fluid City, Me-
dia Theater I-Gong, Seoul(2014), The Shade of 
Prosperity, INIVA, London (2012), Bloomberg 
New Contemporaries 2011, ICA Gallery, London 
& S1 Art Space, Sheffield (2011), Life Stage, Art 
Centre Nabi, Seoul (2011), The 4th Gwangju Bi-
ennale PAUSE (2002). She won The 4th DAUM 
Prize (2006), and participated in artist residency 
programs such as Seoul Art Space_Geumcheon 
(2014-2015), Goyang National Art Studio (2007-
2008), and Taipei Artist Village (2006). 
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TAO YA-LUN is a Taipei-based artist who pro-
duces two and three dimensional installations 
which place the body of the audience participant 
at the center of the work. Tao mounts a critique 
of the mind-body split in Western philosophy 
and the dominance of sight in a hierarchy of 
senses which he cites back to the Renaissance. 
The installations, which often involve light, are 
heavy meditative spaces which seek to demarcate 
a zone outside of the over-proliferation and 
clutter of visual signs in contemporary life. Tao 
Ya-lun teaches at Taipei National University of 
the Arts and has exhibited throughout Asia, the 
US, and Europe. In 2015 he has a solo exhibition 
Vanish Into Thin Air at IT Park in Taipei.  
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