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I . dlolnlo] Zelu 2ol AALA S E=x} [ . Walter Benjamin's Flaneur and the Historical

Materialist
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) ° i T 1 The “facade” of modern(-ity) comprises illusions and
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ere commodity exchange value is established; and where

dern humanity revels in a feast of materialistic fetish. The
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queness of incomparable objects, the qualitative difference
ings, is replaced by a quantitative measure within a chain of
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aeg gdHo s HHel &S FkshA| R 12] SHSig ulacra. The differential quantitative states, being hollowed
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, leave men with boredom and depression. Yet, the pleasure

Al zE 2o A ol EA R | Adt) nlEeghE-0] = Al onsumption and the secular euphoria of the world become
A3 A7 H-& TFolnh o] ther, A A gl Fe| = A new measure of time and the modern ethos, despite the
222 olnx|2A0] TAIZ oL B ul ol7kSo|ch 1= sh price one has to pay. The type of human being suitable for
metropolis of magic lights is a crowd. A crowd consists of an
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TAE oAt Tk IR Fgoltt oS =52 nymous multitude, a group of inconsequential substance,
DAANTIAY S 2 gick B2 zpo]Alo] nhEgts S T spiritless humans who fill the city as an image. A crowd
w0 shAd o)t} 2ETe] xjo| 2 FAE A4 7)0l9] AFojA group of objectified people, lacking in subjectivity. There
50 T WAL nlSFES Aol o] A3l Az 0 anchor to stop or block the flow of images. The method

hich a critical self-consciousness deals with magic lights
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Az rhedeozAle] JHIS 0o conceptual. It is because the individual minority self-

sciousness, or modern criticism, defined in opposition to
crowd, is distant from the “experience of the body” living
ough magic lights of modernity. The critical consciousness,

assuming a position of an “outsider,” objectifies modernity as
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bstantial magic lights.
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dRoldM TF ol ofth Azl o] FohH 2= T F ) gk =2l It was an insightful decision by Walter Benjamin to
N2 EAE A = vlEstso 4] 22 ezl g a “flaneur”--the city rover or city walker, a notion Charles



delaire realized in the mid-19th century--into the context

e early 20th century. Paradoxically, a flaneur is part of the
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N d, while not being in the crowd. The flaneur on the street
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eriences the city as one with the crowd. A flaneur first
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rds them. As a city walker and observer, a flaneur rejects

idea of nature as a primitive and pastoral experience. He
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person who refuses to retreat to pastoral comfort, and who
epts the city as a place of his experience and record. He

s not flee. A flaneur as a “collector on asphalt,” observes

‘H 20 31 2B 23lE0] O0]l7FL © Zh]z = N . ) . .
B AL nhEghso] A7MS fRjolut FHIAE ThE records it in the midst of human commodification and
Zghy] 2 o] ‘RoJAe AARE So|u} EH|AY vkE 4= Q) tasmagoria. He embraces modernity as a chain of vain

ting moments, where he sees its ghostly nature as the
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ence” of modernity. If the magic lights create ghost-like
ans or zombies, a flaneur’s “self-consciousness” engages

self as a “virtual ghost,” and in this way, the flaneur can read
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world as it is, in the present “here and now.”

The consciousness freed from poverty, illusion and the
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side of the world, is an aloof consciousness, which offers
freedom to critique the modernity of the magic lights. The
adox that one must go inside of the problem to question it,
s|n]aHA| (] 4]& & 4313 A) Zoholl HERITE &3 dlE7) the paradox that a new hypothesis is arrived at not by the
BAISE 7|22} Zele] 2= 214 7|d s ZAE R T w8t ject, but by the experience of being objectified, lie in the
T AE|42 4] o 15| SA|s). os of the flaneur. The flaneur is an observer of the present,
e “here and now,” that is, not as someone who sees and
s, but as someone who lives and senses (minimizing his
sciousness), remaining both “in and out” of modernity.

flaneur--the melancholy artist or indifferent recorder--
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= In contrast to the rare modern flaneur, there exists
o] ZAl= o . . .
critical intellectual or historical subject, who is awakened,
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HHICE 2] 41Q10] 3t HR2A19] dl&7HE HA| o] 5|7 been familiarly read and seen throughout history. These
=x3it) 2o| olu 2l Ha], zhzbo] ofu g} whchol] 3HelE ol Z_]', llectuals believe that the world will change and that the

blem will be solved. They are driven by a fantasy that we are

ectively moving “forward”; set firmly in a confidence that

oIy is progressive, human beings are advanced, and modern
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blems will be solved in the midst of modern times, as well
aving the confidence that we can remove fake modernity.
se human beings with their eyes of reason, guarantee such

_ e. Artists, a class of intellectuals, also joined this hope. This
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of human being, relying not upon the body, but upon the
d, and not upon the senses, but reduced to judgment, in
, has been nothing more than an errant ideology, a false god,
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istory that tempts and persuades us. However, we are in a
mma that the very ideology that tempts and persuades us is
most repressive. History has fragmented human experiences
HAZTH= Aol

ZFA|SFThAlu] Hloprle- 2t

t within an abstract cognitive structure, and the human-body

2
i
o
o
N
d
1=}
r
M
(o]

barely been able to sustain itself as a modern “outsider,” the

redate] ol tatod, 1940, 0| 4] “AEtel -3 2] o] Zoke. onscious, or the internal “other.” If a flaneur, who relies on
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bstains from vain intellectual judgment. If our critical
lligence did not achieve much in results, it is because our
Qlzto] R s A|7Eo 2 A] 0] At thgh HlofrlC] H|h2 lligence did not take the magic lights of modernity seriously.
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= flaneur’s passivity relates more toward modernity than the
sjobsh 4 gz Wl AJoFA A7 2 ek T AbAYalE ZoiA

ctic activity of the intellectual. The flaneur knew that the so-

ed “real” world that our history has desired is nothing other
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the magic lights of the phantasmagoria.
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As you may recall, Benjamin in his final thesis, On

Hloprl2- QIutE 2|0l A4 £ o] Fojxl oA A7hE T2 A 0] Concept of History (Uber den Begriff der Geschichte)

233 Ao 7 =L AJ7to 7 7kt B 22 0] ALY 0) written before his suicide, acknowledged the “shock of

Az T2 ols) et AA= sk Wt) Shel 1ok el ountering Stalin-Hitler’s conspiracy,” and sought a counter-

wlokmlol 7] o - L o o tegy against it.” Benjamin's critical view of history as a
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AopoAl AR Aol Fdsofed ool at ofeizt 4 e to “overcome” modernity where magic lights, the crowd,

s A FAIR Jetztzeit) O 2 FHHE AZF O]t A FAIZR the flaneur form a matrix, may also be found in Judaistic
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|l FA S0}, UALH S RER= 2o A2 denly,” and is “beyond human prediction.” Benjamin

Aol FAl 2 Hh 2|2 Al7ho 2 A sHlok gheh. AlAle] gined a Messianic time beyond the grasp of humans. Of
1se, the present age, based upon sequential connections

A Bae ZhA ARl 27| HEe &3, “HAloM

e past, present, and future has always been questioned by

2,
)
lo
n

N

N
filo
-‘_0

o oAl §EEAN Peln 2EF
oqate] Walah e Zuisiol T=HE st AT AIE

TR Fek 28 ol Y= ties] gt

ern critics, including Benjamin, who regarded the concept
odern time as causational chains, as a homogeneous, empty
inanimate time. Teleological history materializes the past
the present for the future. For Benjamin, on the contrary,
YAbaolc. - - »
ory is a new object to be constructed, and this “place of
Hloprlo] A e uke 220 M22 HAY e7|=
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position” is a “time filled within the here and now (Jetztzeit).”

“here and now” is neither quantitative nor advancing. It

1= 2.2 71717} ofL]2} ml2o| T} “zha ool i A= 4] glo sists of “the present where time stops and ceases.” For

1 of Benjamin's quotations that follow came from Walter Benjamin, “On the Concept
History,” in On the Concept of History, et al. Sung-man Choi, ed. and trans. (Seoul:
1, 2008), 329-350; in the following pages, specific pages will not be listed.
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jamin, the historical materialist must reconstruct the
imate past as a living present time. For in the moment of
ssianic Suspension,” i.e., a moment of sudden stopping of

emn time, the historical materialist “implodes the progress
& Bt thA| 2 stn

<2

omogeneous and empty history, and attempts to draw from
specific era.” According to Benjamin, these missions are
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= T

B3R AS 0] H]-&7] A matelu} ZEISE wlokulo] AFFE] Benjamin's famous reading of Paul Klee's New Angels
A= A2 ol oty o y als such an emergency and desperation. The new angel
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el, endures the wind blowing from the future where “...only
HAte = 7|Ho| 1 Ax|o|t). &2 AF=o|L) AMato] BRI strophe that pours out these wrecks at our feet, and standing
ne wreckage after another,” and wants to “...remain,
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A, Aol AlREe R TEE 22 HAIEL] Alnie] % re angels look for clues for salvation is in the past. What the

el relies on is the past “dead” or “shattered.”

AR 00| BhA= o] ZRojx] Adrtol] A3} = “A Montage, as a metaphoric composite of broken things,
A2e] GAFZ g of 8 o] F} oA Qit). QExl ASS the formal technique for Surrealists in the days when

jamin lived. A montage is a technique and device for

a}zb 2ol A By ZAEL2 A Q) tIA] AAASIHA] =
32 SollA Eeiulal, 2SS Al Al et s enting the simultaneity of heterogeneous, discontinuous
2AgE FAE oA A SHA RE= 7 Hiloprlo] 210 o]u] asynchronous moments and images. The dead and

shattered are the only objects of salvation referred to by
orical materialists in the tragedy of historicism. Resurrecting
inanimate past to bring clarity to the present, while turning it
a living moment is the only mission in order to endure the
222olA| A AR ES BET v & E717F m of the era of fascism.
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Someone who confronts historicism is given the task of
sting the given history, i.e., “sorting out history while going

nst the grain,” and conjuring back the forgotten things out
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blivion, reconnecting them to the present, and allowing the
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ent that runs toward catastrophe to become vital again. What
jamin presented as an image of salvation, such as “a strand
ind” or “echo of voices,” is a promise that the past has left us,

Aol 1, T o] Fle g Tabm Qe 7/_\1011:]_'2) we are left to wait for it to come to the present.

| Isn't a strand of wind that has drifted in the past, passing
22| FFolle 3 BE AlhE, 22|3 rl okl H|A]
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Do we hear the ringing echoes of now silent voices? Are

e not forgotten sisters to the women whom we had once
ued? If so, there exists a secret promise between people of
past and us. The earth has been waiting for us to reanimate
past. We are given powers to reanimate the previous

erations, with our feeble messianic powers, and the past is
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anding this power from us.
Benjamin’s images are poetic. The wind that circled
past is now sweeping over us. Among the voices that we are
listening to are the echoes of those who refused to speak
ore. To the women we love now, there may be sisters
m the women themselves do not know. It is in the attempt
7], 2730] ‘m|oFF v AJo}A] jlo] 31 T 710] sten to, feel, and know these tiny, small and faint traces and
I 4 0a] 8 poste|eks IAPH Ol 247 0|t} sibilities, that we will rediscover our feeble messianic power.
within these traces that we will find salvation to the frenzies

scism.

2) Wlofml redxto] gl tislod;, pp.331~332. njamin, “On the Concept of History,” 331-332.

12 13



A2 (R o Alzh F730] EAFE IT. Times of Solitude, People Who Became Scenery

1. The Cont ity of Anachronistic F
1 AL A 3141 0] EA|TA] e Contemporaneity of Anachronistic Forms

The recent work of RYU Biho, who seeks the “social

tion of art,” indicates a “shift” in his artistic direction from

menting directly on political issues to addressing the

24| 2] o] FL} o] onsibility of art itself, and from his epistemological stance

-

‘ i . 3 xistentialist” metaphor and allegory.” By 2000, RYU, as a
EAE A 2R dellre| 2] A HojErh” 200014
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esentative of the second generation of New Media Art in
th Korea, became conscious and critically engaged with
contemporary political and social issues of Korea in his

ormance-based video, single-channel video, and internet
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dcasting. While in the past, RYU emphasized the indignant
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stance of intellectuals, from 2010, he began to search the
ary and metaphoric images that speak to and console

151, nded minds. RYU has transitioned making work that
L zlo| 71 Qich s dAl BxE ey o= unks and denounces the socio-political problems in South
a, to addressing the political power of art and its aesthetic

&2 RE Tt s A1) H 14, P12l A (the aesthetic)
f. As well known, the political agencies within aesthetic
ol H2Fsty it ] ]l 2 ApA|7F U 23 A3 2] Aol ThRk
3) Fak2 g2 0] 9315, 0] A%} gl choll Al EAEL S-EA 922t A To] 1 Jacque Derrida, the author of Spectors of Marx, ontology overlaps with beyond-
T =, = =AM T Al

o] 492 (hantologie) 3 ZA E (ontologie) & 50|90} 24 371 2o]e] A stential ghost theory. To him the French “hantologie” and French “ontologie” are
R, EAE BE ARL EAle) 27154 SUsE #32] wEa 0] o
QoA hErh Teine oy EAE RS UnE 4398 350 Bujss
otk F#L oll7]12] gh2 FollA] e7]2] 2 AZTe 2 Eote v gl Folrh
A2t 29l (anachronic) £ 9] B-EAE-2 2] A o] F AUzke] EAE 0|7
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monyms and complement each other. The question about existence is not closed
the repetitive reappearance of a ghost who testifies the impossibility of existence.
erefore, ontological questions today are deliberately calling for ghosts and welcome
m. The ghost is returning from an unexpected place in an unexpected time.

e anachronic ghost's de-ontology is also the ontology of man since the failure of

dern times.
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=2 FAslthA ] FAt] x| Eo|ut &2] gkl s4lo] 7|5 e been an important issue within contemporary political

osophy and ethics.

20089] B+ SIE] ol ] oftz A0l I == RYU, in his 2008 interview, addressed an interest in
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ating work that deals with human emotions and collective

1ma through a code of analog” and indicated his shift from
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veying direct, conceptual messages to works that resonate

AL Balz] mainkal o 2 sk o A7V olgbAL) “odA) the implied, the indirect, the poetic and the literary. During
Aol 4 ofz TR0l Zo| o] 2 7HES ZrP T weidto e 2013 interview, RYU stated, “I will create my media images
A7 o] 7 Fd ol BAIX|olA] kAo 1 23]l Aol terary exgresswns,” or “in digital media, something analog
[ pires us.”” Briefly commenting on the mental depression he
e S-S PR A olml x| 22| WSS ARt e ered in 2015, RYU marked the timely overlap of the artist’s
20159 ZAJ T 2o T3 FHL2 AFoA] BlEgl= AL Ale erience the dark bottomless abyss with the collective mental
A e of the country since 2014. During several interviews since

|
AF23HE 27ke] A Ako] 2014 o] B7le] Rgkdo]a
A , RYU has repeatedly uttered, “The starting point of my work
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0 bring sunlight into the shaded hearts of wounded people.
Generally, RYU’s above statement is not about sunlight
is given from someone who has enough of it to the someone

I3 B E A BAFS ¥ uro] 717 Algto] o] & Al 0 is lacking it, or about a hope that health will replace
_5_
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775t Abato] o} AlEre tjAlals 78 ness, but rather, the shared warmth and faint sunlight
L = = - Ol )
- i | y red among those who remain in the shade together. Among
Dz Al Eo] L Z
/e Al Sl Ei works, an installation work, Inner View (2015) epitomizes
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nju Lee, “Alice On Interview: RYU Biho, the Creation of Another World Beyond
ality,” ALICEONNET Media Art & Culture Channel, posted on February 19, 2008,
essed December 20, 2016, http://aliceon.tistory.com/641.

algin Kim, “Interview with Artist RYU Biho,” Kimdalgin Magazine, published on
arch 27, 2013, accessed December 20, 2016, http://www.daljin.com/?WS=33&BC=
&CNO=368&DNO=10818&PHPSESSID=29e3266d064a53bec1432d0e7ad09bea.
aek-gyu Lee, “RYU Biho's Work,” News 1 Korea, posted on June 1, 2015, accessed
scember 22, 2016, http://news1 kr/articles/?2485778.

4) http://aliceon.tistory.com/641

5) http://www.daljin.com/?WS=33&BC=cv&CNO=368&DNO=10818&PHPSESSI
9e3266d064a53bec1432d0e7ad09bea

6) http://news1.kr/articles/?2485778
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aspect. Inner View, according to RYU, tells the stories of the
ims who had to live the most dramatic life conditions in a

ety driven by the power of the great majority. In it, the visual
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rds of RYU's interviews with the victims of the Busan Brother
fare Center Accident in 1987, the Sealand Youth Training

ter Fire in 1999, the Daegu Subway Tragedy in 2009, the

gsan Tragedy in 2009, the Chuncheon Landslide in 2011,

the tragedy of MV Sewol in 2014, were made to be seen and
ned to by the spectators with headphones in front of the old
ets where each interviewee appears.

Soict B A gk Yol ]3], vlhn} xpe] Al Wkl 720 The voice of the interviewer, the artist, who may have

d&E Alo]&2 Q8] A AlEo] ALR3iE o] e A in front of the interviewees, was intentionally removed.
Aol7} A zfe]= Ao 1 Eolt) oAlojA] Eo a2 midd| continuing interviews without the interviewer’s questions

ded like a1 -endi 1 f sufferi
2402 A SAZ AN E rkzale] AFAle] 3] e sounded like a long never-ending monologue of suffering

dofih A& =2 HA.
2olutho]g|3t Zrle] Walr) =aju 2l L (o]
H, 2015y 0|tk 27t w2 “Af thee] Foj| of3) 22lo] =

Ab3]ol| A 71 ERtutEld a2 Aolodld o] 52 oofr 'S

s. This oral history narrated in a video work, while based
thnographic methodology, forces a shift from the cerebral

e emotional, in the viewing and listening audience, by

ply eliminating the voice and presence of the interviewer.
work I suggest, gains in emotional power by not focusing on

accuracy or authenticity of the objective data, but rather, on

Inner View

installation of interviews of 8 victims of national catastrophes, 2015
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A2k (ol Fo= 1987 d 2] FAt A EX] ARz, 1999

= free association and feeble emotive words of the suffering
A= 2 S8 AL, 20033 9] o7 251 AL 2009 -

S AF AL 2011 ZFAMAFE 1AL 201413 0] A D5 9] B|AAE RYU, after selecting tragic incidents that occurred
. 1s spanning from 1987 when RYU was in his late teens,
A f7 152k 2 2] /IER S HE TV 547 015 when RYU as mid-aged man--- began to focus on

memories, daily lives, and sorrows of the people who had

orol gl o] 2k719] oz o=z A AU ained in shadow, rather than each incident’s collective
ulmxpo] 2l Molo] whzl 2 o]o]xl QlE|H = 2|0 nRSo ma and general consequences often featured by the mass

ia. The television sets are old and worn, and the chairs
tables were all in different designs. The arrangement of
P Eoll 2T FEAtollA JIEI RO ] BAeLh FE O] AR

Jabt 22l o] Zqlo] Ak Ak o] a4l 21 A]

-

exhibition space emphasizes randomness rather than an
er. It is impossible to organize accidents into categories and

ol 2} skto] Bo| x| z}-8-alAbel| o} Z Alzko] okst wlol] uences, and instead, the incidents occur asynchronously and

AFBTHE AL AT 27} Al Fato| 912 1987 oA
£

=]
Zdo] = 2015W7HA] A% Yojk Apd-S Adn
-

entered. It is impossible to gather them together to make
hesive meaning out of them. The accidents are presented
aposed, as if in a showcase of fairgrounds, like a collage of

ealists or like historical materialist’s working against the

LZ oo == ;g|- 1.0 Al719] Atk oL UEkA Kok n of an historical order. This exposed sadness, scattered

TE T} &2 o] thaado]] ZRESIT) tjek 300 o] A7 k2 ories, and distracted hearing led us to the faint memory of
1ol ; . N victims’ experiences. Some memories are mobilized to be

=7 Holx O] AL OlHEHE.E J 71 ECE pldiE]

Far ol o] AR T ] B RS Ha S5 R AV otten and give closure, but other lost memories only reaffirm

TA7 e WA e AEo| 1 o kel A4t ot A ZHztolh reality of disorder.

Aol 2] A o] o2t ARAE 2] 4] (constellation) o] B

Z2 AAA X 187 2Rk Abgh RFH e

RYU is an artist, who goes out of his way to seek and
| in old arthouse black and white films, and who reads the

[N o s sics. His taste and habit lie in those that are slow and late
FA3 Roteh AR 2t o U Aldd o 2 A,

=
X E7Fsoka thAloll A2 vl FAIH 0 2 D544 0 2 7

UofLbm TRE-S Pl Lot Juistahs AL BrFsstek

atch up with a contemporary fad. His favorite film directors
those who are often dedicated to feature films called “slow
ma’: Alexander Sokurov, the director of Russian Ark (2002),
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A2 ges] Ao A o)A (showease) X7 LA & o]

et 2@AF| 0] ZeFAY, L A FEEAL]
=]

a 90-minute running time of one take without editing; Lav
z, the director of Evolution of a Filipino Family (2004), with

Sojkako 2 o] WIS o] LEE AL Folx| 7|o= Alm ours of running time; and Béla Tarr, the director of Satans
120 (1994). These are the artists who live in the fast-moving
=)= oal=2 3ol Js o o128 A7ls
=71 el BlnlR Al o2 vlela 2t ofd 719 e temporary society, yet who, through the long, slow and

7] 13l TLER|RE FEoH 712 22 7] 215, v &AL 1emeral images, accept, realize and trains oneself to endure
1 accept life not by the head, but by the mind, and not by the

s, but by the body.

FHAlS - 2kelslr] 93] ST}

These are the images that require the silent experience

waits for something currently known, by emptying one’s

=5 - 2 = 5 =18 . . :
AE0] 27| Fol gaoltt. 217t Fotshes Y= ES d, rather than a mechanical and conscious response to what’s

F35| ‘2<% AlU|uk(slow cinema) 2} B 2] = A} o 5}o]] A AIS an to us. It is about the experience when your consciousness

s not propetly operate, and for the experience that resists

oN

F=Eolch w3 glo] 9022] 2 dEtqlo] shte] Hio| 32

o] Foizl (2|0} HbF, 2002) 9] 2= Lty AF 2T AF
11A]74e] 2 dERY] 0 2 o] 2ol (Fa| ¥ 7152] %18}, 2004) 2]
ZH% 2he tobx, TAI7E 3080] FEhes (AFe BT, 1994) 2] 74
et El2 e 22|t 22 At E Aorhs e o= 25
| AR E 531 dAko 2 me]r} opd nhkg o] ofi]z}

Fo] Whgakm AT 3 WolSolt F3, 59, 43 ek

c. It is not about the time of the unnoticeable, smoothly

ning and advancing moments, but about the times when one
mping, waiting, and inert. The task of these uncompromising
actors, who attempt to capture the moment within a black

I white image, is to lead humanity into a poetic experience

l meditation. We, as human beings, although forced into a
astrophic time, are conditioned to escaping into an easy fix or
ninating problems, rather than thinking and reflecting upon it.
The poetry in RYU’s work is indicative of the experience
materializes time and sensorizes images. This multi-

sory experience, which occurs when the separated senses

_ s _ _ | rfere and collide with one another, aims not at knowing, but

A, ol Aol AMshe APS 21 ASolth wjEg AR

10t-knowing, and not at solving but at stopping. By doing so,
¥ 1

1B R ZER] g ARM o] ofu 2t 7o el|, 2 zlo] efy eventually face serious questions about life: the questions

AE7A- | vz A7 of] T3k Z o]t} SA| A& SHEl are only raised without answers, and the questions that exist
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n-ended. RYU, during an interview with the author, noted,
ked a question, but I did not receive an answer.” Recalling
e passages of the writers with whom RYU has kindred

Qe ——— Albert Camus, and Pablo Neruda, I thought RYU

en-ended quest was the most “perfect” statement that an
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/| 2 712)7) olgolnt. el
Kz olA 241ehT $E5HA Lol o]2l Bzt Alde

gfo] ohdl SA| 2, al2o] ofie A2 At 1o =H

t could put forth.
RYU, who reads old books and views black and white

s, particularly since 2015 on, has read a lot of classics.

¢

i}
o
N
N,
l
o

noted, “When one reads Records of the Grand Historian
iji) by Sima Qian (c. 100 BCE, China), Tales of Mount

mo by Si-seup Kim (mid-15th century, Korea), and Book
e Marvels of the World (The Travels of Marco Polo) by
co Polo (c. 1300, Italy), they are not just stories of the past

2] 2= 4ol j A @ A B2 vl ek Ho] g
Ak A7) ao] A2E, Bo] AP Azw Ao Ex|E
A AEE. 47K Btole] Qe HolA “ARL i g
Q7] ZYCFT BHC A7 A48 AES, TR Ree
2], Lk A7) A 2ol Q1zke] tHES 4 3l

7hg “gha e Bagolekm Az

t those of the present and the future].”” RYU, in order to

el
N
)
i
fifo
g

erstand the problems of the “here and now” inflicted by the

ern and Western influences, refers to site-specific texts

Je)m S gkl oeE e g A

HF

a deeper local root. He is not the kind of modernist who

20154 A3 2 E3] “1HE-L o] eIt Alalxe] ms to thoroughly experience modernity in order to overcome

5} nl2 3 Zoo TaRs ernization.
Z+o WS 1o 7 o 7| So| thes] 1A o]okr| 7} ol Qek RYU seeks alternative views and incorporates them into

o - s | analog images. When the possibility of the future is blocked,
= AT 2l 242 G ol Hojx|= | F o] 2

-

ust resort to the past. RYU's cautious and meticulous
EAE T2 AlX o 2 o5} 8l AA-EAZ o]zl juring up of the past into the present, reconstructing the

ulel BlAEESL ol Axsic o2 o] M5 AL o2k , in present time, fractures modernity into fissures where the

=
Zeiake Mol d 4 glrke 4)9] 2rhF oAk ohlck, 23 o}

o-won Kim, “An Interview with RYU Biho,” ArtMuseum, published on
cember 7, 2015, accessed December 28, 2016, http://www.artmuseums.kr/

7) http://www.artmuseums.kr/admin/?corea=video&no=183 min/?corea=video&no=183.
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AT, A, IR S 2 5ka T8 2410 opd = 04 At
U8 2 dRate] gk vl o] 7FsAd o] e S w, of
e 0 B2 AZ 2ol A thE AR 2kA Sl Qlek 2k
A gtel BE ARbe FAARC 2 A A sl T o=
F2 S, BAEC| s 2UE AU S AE2 S

o] el Z7te] FEH WS o] ol ThA| =2H6}7] 915

and inanimate are alive and rampant. This invites us to an
reness and remembrance of the remnants of the past that
roam around us, and connects the past to the present. As
has stated, “The voice of an artist should offer alternative

pectives that come from one’s deeper engagement with

t is missing in our society, by carefully observing it while
ing a critical distance from the incident.” By this we come

AL ME L 517 0] 7HolE. nderstand why the artist finds his “retreat,” to old forms

U
A EE 7| 22 s A
. texts, while he is firmly standing in the “here and now” of

dAshs A 27 A7tEA o 2 AR ARl A ARl E T

emporary reality; he is the one who searches the stage after
show is over, and looks back, waiting for anything left behind.
ilar to Benjamin’s concepts of “winds, echoes, and sisters,”
seeks out other experiences through the hallucinating

ds and illusory phantoms that were seen and heard by those

were blind and deaf.
ARgFE o] T Sol7} 5| 3| % Frjol] o} n}x|ato]

mlobe], A S Y, ek ol B, SHE HEE oS0 =
He 84, A9 22 shestAy mkad 22 B8 2e

B delz vk

-
T

ye Kim, and Eun-hye Shim, “Interview with RYU Biho,” M.A.P. (Media Art
tform), posted on December 7, 2016, accessed December 27, 2016, http://
jectmap.org/p/archives/1540); in the same interview, RYU mentions, "I keep one

8) http://projectmap.org/p/archives/1540 22 QIE| Hoj|A] Z7H= “Lh= g HkS &
1o uhelol] R gH k2 5 2= B Lol A ARk HAlS F9iTh el T

Abololl A w A ARES A& e A WA 2 wRIZCY 1 Eiich

t on the rock of thinking of the problems in reality, while keeping the other foot

i

thinking in a flowing water. In between these spaces, I continue to inquire and
template.”
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2.3tolE| AL AlR1E 2. Martin Heidegger’s Theory of Poetry

Heidegger's theory of poetry is beneficial in

AL ZEe] Gho 2 RE] TR AIZE, v S-S T . : ;
erstanding RYU's attempts to reconstruct the periods and

T+ e o =) =L =] o) [ =2
i 8= 27RO A ofdhe l stolulA 2] AlRlEe] dsets that history has expelled from humanity. It brings us
Frolgh 2ol Jleh 277t fbehe ‘T A G4 F2 Al er to an understanding of the artist’s desire for what a literary

JAto] AF sl = Zo £ o 7irto] tirbrtr] $&tott Hilok poetic image could achieve. In 1933, seven years before

red Al 7ol thstod, Br} 7 Aol 19330l sfo]d] A= jamins On the Concept of History was published, Heidegger
gned from his position as a rector of the University of
burg, only one year after having been elected to the position.

Atdsia ohA] dsta Ao = Folel MRolE 219 AlRIRIZE then returned to teaching philosophy and gave a lecture

ZFo] & xlsdgict sto|u| A2 &7 dste] A TR O 2 HIlE= d “What Are Poets For?” This lecture on poetry, which is
A|Q1Z 7}ol= x| Qo)A A o] 2ot 2rjjo] A3 rded as an entry into Heidegger’s later philosophy, discusses
- ) - 13 — "0
2w 31y 9lolA] FEalo] Yol 70 Alolo] ojw ojake role of poets such as Friedrich Holderlin and Rainer Marie
= . = = = = s 5 . . . .
e in overcoming the modernity that reached its peak in Nazi
St Q) =X]E =3 = =9l DO HIE 7 QRK
shat A=AlE w=th 71E Sdofe] S WIS, ddele any. It is not easy to understand Heidegger’s sentences

A E FAAL, ol A xR E THEo] MER AMGS
A5t R stolE] A L] E4-2 Tmol = olalshr = HAl BTk
JFAR A 29 AR E2S whekrt 1At

stoltl| A0l Al @Al= atel ofn|E FA5H 4lo]
AR 1L, otob & A1 S obA] @ A] 91 Q1 ST Alth o]

T2 1 H5E AE FAME 7P & F& AEQA Al

orean, because he attempted to reconfigure existing

an grammar, to mix mundane language with philosophical
uage, and to create new terms to suggest new ideas.

ever, let’s abide by his theory of poetry for a while.”

To Heidegger, the present age was a “needy age” in

ch the god who presided over the meaning of life had

ppeared while the gods who should have come, had not

9) 2= ol AP A7k ohlet ol AL 3HE Aol m 117 284l dlojE
olnt 2ho]7] wgolth. 7o) dlojt A4l o2 Lozl ntk ko2 Eobrhn &
WA 1 ot 2 Al}e)7] 2ol 20] Qlofs Alzjo]m =¥ Alolch. Je]a old
stolulA o] elo AHg 8 & 5 Ahel o34 MAla 43 B4Rk 28 HsA

Elychiauy

is because he is not a conveyor of the language, but the one who thinks with the

guage and examines the language for that. His language tends to detour, fall
eways, and shed down rather than forward straight. His language is poetic and
thetic. We discovered much later that Heidegger's such use of the language is

ilar to RYU's image editing.
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18 AFAE Q1R|EHA] B3t A= AR E "o 2 )y 9l arrived, and the poet, “who will die the best, among those

ZAOIELS Atz & 530 7 o]Z oA} JREE ol will die,” has a historical mission to lead contemporary

A . . . 10) .
QITH Sto|E| A 2 Ql7ko] ‘BEArS “xpy|phao]ab e anity on a wrong track to the right direction.”” Heidegger
s the “essence” of the modern men a “self-fulfillment.”
A71 882 AR A AA 2 A1 2] AJAE 27| el Al--aL

A7) A& AlA] Soll Al 2o A Q1A 29| B o]ttty

o] AAIE “AF7] Loll M- ¢-1” IR L 037153 A 7ls3h

self-fulfillment is an attitude of modern epistemology that
ablishes the world as a whole of the object in front of itself
establishes itself in front of the world.” Modernity establishes

world “in front of itself,” and fixes it as an understandable,

EAPFSE 0.2 IAAZITE AL ol Q172 Sld
lainable, and analyzable object. The meaning of the world
o7 ZAE 1, 1874 ¢ o]A Alo] A zle]= Alekzl

- duced only for humanity so that a dark and needy era
ofFal FHT Al7ESARILE 7] A | B, A HE,

Apz1ojn| gtz el 2efj 2 on| & HrdEd o] Altle A

iy

re there is no longer a place for the god emerges. This era,
rived of its fundamental meaning caused by human self-

ZHl o] Alo] Al2hzl 4lo] Aojgl Altio|t}, Alo] Al2lRI AlTh blishment, self-preservation, and self-signification, is an era
= 0] AT AFAIE Alo] 1 1|0l Aledel] mekelA] & hich God has disappeared. The godless era is an era lacking
Aleiolet nkeghsol FYfiol Al Fshe oln|AS2 oA H o]
K Wl 22l B2c) Rola 4+ 91S vk ARl

T70] oK Relstx) 7)ol Hriael B2 2 s

e foundation of existence, therefore, an era that tethers on

abyss.

Al

o
N

The images constantly provided by the magic lights
be the veil that covers this abyss. Underneath the images,
ough so thin and so easily torn, lies the deep abyss. There

- those who died or became blind since they encountered the
= Atoltt o] A, o] RAE 2 25, Yol H|dS W

EA 2] 2], & F- () & Eok7]ell wol WRAA T k2] ellA]
& Aol ok 2370l A& B A mydolch JeLt

2 Bt o Y7, 22l & SHUE 0|5, o] 4l hte] gl

, and the truth of existence after the veil was stripped off.
ce, seeing the abyss is a risk. Yet, without those who debunk

abyss, those who reveal the truth, and those who are near

A
”

gods, there is neither hope nor salvation. To Heidegger, the

o>
re

artin Heidegger, The Way of the Forest trans. Sang-hee Shin (Seoul: Nanam,
0) stoltlA, M2y, A/443] &7, L, 20109] 5%, 393~470 ZtEFT) o] A L= 10), 393--470; the rest of quotes of Heidegger that would appear in the text were
enE

Al A
A
EEo] FoluA AL EE 5 o] Biof|A] zty gt} en from the same pages.
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ts are “...those who follow the footsteps of the vanished gods

Wz H el AS o] 2L golizln stay on the trail, thus who will die by finding the first way

=
o] slo] (RHlTh 52 FE ASQRIS)olA A
g0z Sohl = Fe A
ArrERThY e, 123 T Al S ke e Wale 4

Tehgjof SR ZPQ1 A]Q1-L 18 7o) AlS0] EA 0l A AL als and plants inhabit the “inside” of the world, in contrast

mortals to convert.” The poet, who “...must reach the abyss
ifferent ways than others, and faster than others among the
olt} “=& 2= Foj|A] tf= » q « »

1ot "5= A= St n to be dead,” thus sings the “sacred,” the traces of the gods.

Heidegger, borrowing from Rilke’s poem, claims that

st umans who have lost its gateway into the world by facing the

stold|7= A AlE e AAIE “dell” Al o2

o ol F Al A2 S0 S B2 At iz A 0 2 FEou

1d in “front.” That is, “An animal does not confront the world
ry moment (as we do) against itself, so the animal’s level of
sciousness immerses into open space in the world. Animals
A B2 A|A “oF o] AFdltty A3 & “‘SE2 28 (27} t inside the world. We, humans, stand in front of the world
ugh a unique direction and elevation that our consciousness
AA £l 2N S races.” A poet’s poem is a language of self-loss rather than

o
= ~establishment, or a language of desiring a “mystery.” “Being
AA Qboll EAL T f-2l= -2l o] o4o] HlolSolE 5%

H ulous is not to be scattered, and not to avoid the forces that
Wk A2 53l AllA Soll A Al el AlQle] Al= us to multiple directions.” The modern people, who never
up on their desire for self-establishment, and buried in a

A7) o] obd A7 144, 52 “B 2 Y S S5he <lofoleh

“ 5 5 scious awareness, are those who have lost the “mystery,” and
FE otk A SEA|A| @ FAF 0 2 TojP7|E ystery

ir desire for it.

Due to their desire for dominance, the world has been
ced to a value system of cold consumption and exchange.
ike Descartes’ cogito, or in fact, against it, Pascal’s “logic
ind” is a logic of love, not of power and dominance. “At
deepest point of the heart, man is finally beginning to pay
ntion to what they have to love, that is, the ancestors, the

d, the children, and those who will come.” It is through the

t (and artist) who attempts to reach the “mystery” (of being)
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LA =)ot} “pRe-o] B 4= Qe A 248 FLojA] 917k ugh a self-motivated adventure, that modern humans may
A

H| 24 Altellob & A, & 24k F2 0], oflo], Jg|i o= all” what they have lost or missed out on. To Heidegger, this
TS Aol Al nh2-& 7120 Al FEk” o] nh, o] Aol
2oz AT DS B ERSRE A2 S B4 2B
AprlEo] golmR A, AW ASS “A71"ed 4 A §1T
stole| Aol Al 471 (Er-innerung) 2 M| A] 91| £ 521 =
Q) o] 71 e W] o 2 K13lsl] SolrheS (ool 8

L 1 T

A3k sl R) 2ol WPL Hlo] Al Zolek

ollection (Er-innerung) is the turning point that allows one

ct upon the prominent elements of our collective past.

3. The Time of Consolation Has Come in Disarray

Some of RYU'’s photographs, and his projected images
se extremely slow movements can only be grasped by
templation, as well as, his video images that follow roaming
ctators, all together remind us of Heidegger’s concepts of
9]29] A7+ o5tk 2 @ 11 o]n] 9} ik n region,” or “recollection.” RYU’s photographs and moving
ges induce in spectators the “slow, unhurried walk,” which
sgresses contemporary society’s ordinary perceptions and
hanical methods, and leads to hallucinations or surreal
ings. For these works, RYU first visited the historical sites,
after erasing the visual imprints of the historical accidents

e pictures, created photographs of the “landscape” filled
the artist's own “signs” of poetic suggestions. The titles and
scapes of these photographs resemble the calm and serene
ery that are familiar to us. To illustrate this are RYU's works,
ng Tide (2015), and Misty Sea (2015), each comprising

e photographs. Another three photographs titled, Sea X Girl
15), Gate X Lady (2015), and Earth Grave X Grandmother

15), divides a female figure represented as an “iconography”

3z = QO 3h} M Hse ekl L7 = 7] clok ! ) . c s
374 ARIE, 183t Y-S deehs 37 ARIST BT nging, into three generations, and placed them in different
ZAZF A Ao ARRIE R A1 E (A& 2015) 3} Q7Y BT 2015 tions--first, by the sea, second at the entrance to a town,
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SeaXGirl

1 GraveXGrandmother

three photographs, 2015

A Reverie in the Fog

single-channel video screen installation, 2015

The Song of Wind

2 channel video installation, 2015

The Wanderer's Song of Wind

38

8 channel video installation, 2015
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AU o] 4] 2014 o] % 910 IR =2k (e] A7
sojulel BB B g SIS, ofele Pe| opped

Holgs AAE SRS =g e =1 I = dSA El%

In these moving images, a girl is now staring at a

way place from Paengmok harbor which has become a
e and symbol of a collective trauma for South Koreans since

4; a mid-aged woman is slowly climbing up the slope of a
ARl o] Soll 8] et AT o] XARE HETE EAE

Uzich/ HIeh A2 A, AEL] AL FLS
FAS AT A, A slml . 24 A3 aA 7ok

& AlRHE 3]s F:"J“’%% dx|sk7] $1% Foi=Al ek

olished village, behind which new high-rise buildings stand,
an old woman, being carried on a hobbled man’s back,

ders in a desolate city to be finally abandoned within the ruin
e village. Even though the demolished village is still present
eoul, such places are exhibited only as a stage to set up the
racters who waste time wandering and waiting. It appears as
YU attempts to redefine some of the cognitive landscapes
ided by the “new” rapid construction and development that
inishes and devalues the the old and traditional. Analogous

e minimalist stage of an existentialist drama, RYU’s

ARE A= rlede] A A ti7 & 32 2Wie ,

scapes and scenery exist only as a backdrop to the people
HEHJA A S T4 2o oz A 74d5HA] e, walk in the abyss.
A2 A @zt o 2A10] MAIE £ HE | 59| In the exhibition space of the Sungkok Museum of Art,

o) re RYU's work A Reverie in the Fog (2015) was projected,
=T}, MARO] obls miAd Lzt 2 gl mhd Lk water fog that shrouded the room is perhaps intended to
IR N5 — . =
N nstruct the exhibition space as a “shared” space, that mixes

il vl
& ti-sensory experiences, in which tactile experiences merge
o] %A (disjunctive) BAE 7o 7] WZo|th HAH] o]

= the visual, as opposed to an easy transition from a collective
217 2 2o SOl ARAS-S Al o AL A Al A

ma to public political scenarios. The smoke in the exhibition

implies both an inability to escape, and an unwillingness to

27159 w2 AR LT, FrEerolehe o)g ojEslopd
A BAlz WA E 7= S} uh g, 5A% ke ape. The experience of being trapped within the mist creates
o = = A | = =

nse disjunctive relationship between our intellect and our

AR Tl 31 118 2P AR S 2 B0 () A RIIE k.

7o) $7Fs stk AU RS2 MM & Solbel = 48w
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e ujdoz A|Mo #sl7|= ol=it}. 3 23 K9} orical significance have become so popularized to the
_ ! nt where it is impossible to have a “personal,” or “poetic,”
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erience about them; they have also “degenerated,” into a

tical issue that requires a ready mourning for Koreans. It is
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10st impossible to reassemble stuffed, diluted, or idealized
nts back to the felt wounds and sorrows within the flesh and

od again. The past will always come back, shatter our lives

I cause pain, and it is hard to sing such a disaster and pain

N H L O x]F= o]o] & o] 215 z] 10t 4159 W& ! . . .
7 32 SAShS olel &, 1 &l doixl 100) &1 J s, thetically, and poetically. This may be due to the excessive

ol mA¥olet= AFSl A 7] 32 AT A, of A, A0 otion, rigid inertia, indifferent daily routines, and memories

AR ofxJoto]o] 5l B F]| 2| = & 1 5335t flow through our bodies without being assimilated. It is
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cult, in such a matrix, to reveal a sense of sublimation that
hes a heart.

2] thalell, &2 2870l AHd 2
oA H x =5 Fohs thaloll, £ © & SAISkE A

Tk, ofakA Az} 23lalo] 1 A1 Q) 527} AT, B3
Z

The artist revisits and calms down the site of disaster

I bedlam with signs of serenity, and the slow movement of

7L A7 2 Q1 A o] 31Tk ZAIAe] SN wl o, A= ages, as well as, of a teenager in school uniform who stares at

G4t olm|A| 24 o] of AT 3} o] Z ZAA|AFL] T2 YA HolLE stant place while showing her back to us. Behind the girl is
22 F0l ‘SIA =3, w310l 2ol 1= ofstA S vk S
23710l T4l 719 gl 7|Thle] FAEOIHA BAAR

BT FAoleke A% A2l g w3 2ufe gt 2 A
Aol slolith. Hid 0|58 7Icteltt 40| © ojAE, Ak

A7l A o7} ‘EAY 0 2 315k oJA}Ex] T Al Alolgl =]

gh school student, and the wife of a legendary figure, who,

le waiting for her husband, turned into a stone. The spectator
vited to stare at the distance, rather than asking, raging,

ing, shouting, or taking a senseless position, without actually
ing it. Here, the historical accidents, as well as cultural and
ntal agitations are fused together and overlap. Tragic and

) al scenes converge.
2 QYA B2 A FAZITE 2= 2 E 2l

2| Sl HEoh =ARI7E? 2] thalol] E2 rael7)?
]

Evocative of water fog, the smoke in the exhibition hall
aposed with the projected image of a female student on the

L= o] H 11 wo| w74 EX|gh 13| = A 2Hs] Bl fuse with the audience within the exhibition hall, and for
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AR =R R ECE T ‘F'ap whe’ 2 414 Ao]3iE| ] ko) moment, occupy the same space as the girl in the image;
(Z730] ® 2}, 2015)= 2R o] = o3 Ak BlEo] mpK| hat moment, the audience joins the endless wait of the girl.
ARRIAE LA = DEo|th AlRle 64 520 2 Alo e camera eventually moves out of the images and only the
remains. As the image is slowly retreating, the girl eventual
ZgAA71E e3boll theh oo ARl 22|, AlRHA o] opdd

omes a small dot in the expense of foggy landscape. The girl

le waiting for her husband. Is she a substitute for us? Is she

A BFo] AR, mAA|E 2 2Fsh= v Ao] o G4k ol2]% eft behind without our knowing whether she is dead or alive,

AE AR O] ] v E-S B 2219l o] shzke uhSofuliT) s those souls who become an “icon,” beyond bodily existence.

22|71 o] FHzto] AAFA X|zh} Blo} Qle R ©a) olAre. ilar to the women in Korean folklore, who turned to a stone
=

icon that returned for us? Is she the mind left behind on
alf of us? Although we have felt and seen much, we still do
know exactly what we have gained. Such “give” and “take”
inot be readily verbalized.
o A Man Who Became a Landscape (2015) is a very

= moving screen that feels like a photograph. Photography
AAR= AT T2 77l =3 A lojok A7k bout a moment when the time stops. Photography is a

Z2ui|e]-¢-271 kel gl A s 7] ¢fsh 20001

ARYE AT, BRI M1 232 eI Aushs

dium that captures an object in a moment when both time
d movement are paused. The moving images produce an
sion of a movement through the continuous arrangement
ese still photographs. And as this illusion resembles our

ryday perception, we accept the images as reality. Like Slow

A Man Who Became a Landscape 3 channel video installation, 2015
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ema, the artist tries to transgress this inert and mechanical
ga] JAF £ Al 7.0 E T 285k} 1 o]E 017k eption. The artist tries to suspend his moving images with

imal movements resembling a photograph. To capture faint
Pl TUE A 02 Holx] ekt 1 A AR Kol § @ PRotograp P

ements held in a photo-like image, one should look with
w3} 5o, A|7F %ol oo} 91 Bolth, Lol ghe 4| 348

—closed eyes, while standing still, just as when you observe

SAlShE AR ] SRS E2 ol &2 A ™ TS SAlsk= w bud coming out of the earth. RYU introduced this work
AR 2] Elr o] A" ARRIx ] wARITH AE] ARRlo] ‘o’ ..intended to reveal the attitude of a sage who endures
o}2= L2l o= A3t S0l S o] Zoi3ir). so] HiAbE B survives his/her present tragic destiny, similar to that of
o] AlelA] 2] 1 E o] otol 9l Alujo] Bo] Ha] Salo metheus who endured 2000 years, carrying a stone up a
in order to be liberated from the pain of the chains.” Yet,
ATH 2 3| BRI S 23k 118 85HA| 52 o] = H2o] B pposed to the meaning (-less) of pain that a superhuman
o], o] ZAlol| ZHA| == AR e} v S Prometheus endured for 2000 years, the man in RYU’s

ing images is modest and silent. He does not appear to be
moned to any humanistic mission. He just sits in nature,
id change, and amid time. The ultra-slow scenes of the man
his back to us, staring at a lake, or that of a man with his

k to us who stares in the distance while sitting in a forest,
ear and feel to us as if we are looking at a still photograph.
fact that the images are not still photos is proven by the
ost imperceptible slow and minute movements in the

ges. The surface of a lake reflecting the sunlight, glimmers
ly, and the body of the man in the forest moves slowly. The
ct of these simultaneously perceived pauses and minute

240 & So]7} ¢lzto|th 9 5 1E uk= u| 23] ol7 ement is hallucinogenic as if we are immersed in a different

ﬁ

poral and spatial element, in another dimension.
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Due to the barely noticeable movements, our eyes are

mingly rendered incompetent. This deception is enhanced

H

he double view of looking at the background while looking at
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tremor of the water surface or the breathing body of a man.

2 A Atolgl-eo] being is alive and moves. This being, however, moves very

=]

e. This barely perceptible movement brings us to a unity in

world of difference and distinction. This suffering man is
AlA o]m|ARHEAZIEE e eHo|u 28 HERE ARl

—

an who “became” a landscape. He is not the subject who

Hiekat T QU oA vigho| RE AS AEE| I BEAS inates or contemplates upon the landscape, but rather, a

2 Zo|A BtE=Qorax who became the object while looking into the void. The

b
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jas]
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>
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o,
N
F[F
Rl
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2po| T 7.9} 22ml o] Wlo] Ale}r o] LhESHS. 72 ALASH| edy of human suffering in the present, the Promethean’s

R 0-year-old wait while suffering his liver being partially eaten
n eagle every day, or the figure of such a savior-loser whose
e is constantly rolled up, only to fall back down, are freed
such meaningless repetitions through RYU's interpretive
imaging. Instead, their essence is captured and distilled in
ing one’s back, waiting and staring at a distance, along with
minute motions of living. There remain only poetic images of

= se who question on our behalf, and those who wait. Perhaps,

AN A A E]= Z 47| JAre] 7HFoll A E7E7E AjLEZERL ay be the winds that touch everything that is causing all

Z Ao A7} SAFsict 271e] Atolrt BALE o5, 7| the| 1 e movements. The person who encounters this wind is a
Q27 ARARM AAY M| A= AEL J7HE Bk

A7} ofm) gl S B, ProlLt 70| gofd 4 gl

tary man, and the equality between him and the glimmer of
ace light upon the lake makes him trivial, while at the same
e, makes him become part of the ‘light’ and part of the sacred

Q& T2 QIzto] oplth = ukx] @3, 719, ARk ARAle ge. The light may be a salvation that has already arrived,

2o ‘B3]7] Yal & 2-E tA] L} o Holl= WA A too weak to be noticed, like Benjamin's statement of “feeble
1201%7] 913, J2jutolwlolliz 2oj| wjzo] opd AEA/ e

_ } L 3 Today salvation will not happen at a grander time, or
B3 Hl 7 o =4 HofFy] Qlal], I o 24 Fojn|3t AES - _ L

grander place. The weaker it is, the less meaningful it is,
e e dEesol 7RI AEA FHs) A= o] ohzk the less noticeable it is, the more it becomes “absolute.”

D AZSO| AR S0l 4= e X, e E72 TAA 2 he in-between space of words RYU uses to describe his
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k, and the minimal images RYU presents in his work,
ething disappears, while others emerge. Those projected

e artist’s self, who wait, climb, limp, or walk slowly are

the people who are responsible for heroic actions to be

ily noticed by spectators. He is either walking or pausing,
rder to “blur,” places, and memories, or in order to show
traumatic sites once again, in an unfamiliar way. Yet, this
ture was represented not with the modern outlook, but with

tential/literary settings, and in so doing, shows not the place

FelE AR o 52 B8, FE Al A AlAl re meaningless questions become valueless, but rather, a
AR AR BRlS, Pl AF o 29] BYS, Bt S e where such questions can be properly asked; and not for
£2101-& Bl Apll= AMAle] 7P 72 32 “d7l Aol 713 people who are dying as objectified tools in modernity, but
Al o 2 71915 Sol7} ot A€ gto|z 719517 AR5 9} er, for the people who, while alarmed at the absence of god,

ches for god. It is a time for the people who summon the

TefLh )5S 2HA G Aokl e, A% Aotgl, F7o] H AR

, not the future; the memory, not the oblivion, positioned
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etween the gods that have died and impending gods. The

183k 7|vke] 1 1= Atolnh 10] Fofl 2 AR S8 rgence of this “anachronistic” time disturbs the flow of
FHo| & 2 A|7lolch Aol Lolat AR A =2 n|ul|A| A uential time by arriving “late” in time and ultimately leads us

e poet and poetry.
This is what RYU refers to as a consolation. In

s vision of mankind, we see the disintegration of self-

15t mp=ol2bH, A9 vighoup &3 = blishment implicitly replaced by the adventure of the poet
b]50] o] A|7HE A= Aoz, 0] 23 BES &3 turned away from being “in front” of the world, but toward

g “inside” of the world, and toward a “nebulous desire.” The
entered into the deepest part of the world--a still life, the
liness that is calm and still but keeps its minute movement,
man who became a landscape. The man is calm and waiting,

yet, possesses enough courage to steal God’s fire. The time
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4 HBE=7 2t sod A7) & bl s ied in his body is the time buried on the surface of the lake.

ing alive means we embrace each other, the active and the
- (e i L sive overlap. Lacking these attributes results in the moderni
A7tol QB EL BE 507 W) So| she Be . : ) v
shing, coldness, cruelty, and destruction.

Q17H9] th7ke Sl Zels]o] Yk 52 o] g1el 5 A

3Lo|th 58 o] &2 FLo]|1 o] TALE o] Alujz} 4. The Breath of Time That Remains, Cut, and

7]1:]-a L 3ot} a8jA 52 223} 9JAbe] Algjolth 52 Stretched-Quiver

Aol ARl = =, A 53 =tz &350] HSs)

All of the characters in RYU's work speak with their

Zg| = plgt o] ol oal= &= 3
HEEE upgolth Fol gtk 2le i A, €58 ks.” The words from the back of a person are more resonant
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the words from a person’s face. The price humanity paid
2 ga|7 HEM TE2 vl=T) 27t Fhu|elrt 4] 5 edicating everything to the front is engraved on our back.
- L ck is what always loses because there is no ‘eye.” A back

u) So] galo|1 So| WEM Sol Hekui L HEU uf o] i g

27U 24710 HlAR) 234k Fhsllehe |3} Al R o

‘RUAZEA QY v A 2= vl TE &2 ol F/fol |2} rlE= Hok

|

here our enemy is hiding, death is lingering, and failure is

ing. A back is, therefore, a place of depression and trauma.
= ck is a place where the human personality disappears and

gJe ol Z AR chA A 3|3} AE ARl T} e st the outer space where death, anxiety, and sadness are

L

-l>

erved. Without the back, we would not have known the true

n\l

17he sl ez, ol Altjate s o2 2ol ekl
e” of trauma, abyss, and sadness. A back turns a human
AF ol A el 7 Al Zol 71 FIEAl 2= A 91
Zoleke A1 Ml o 715 4S9l Hrt.

2ol e QS 2° ARIAE HolA o 24 BA]|

mere animal, who was injured, crouched, and ceased.
en RYU's video camera follows a person’s back, illuminating
re the back moves, and pauses, the very camera becomes

S 210]0] I Z Hojx zlal HE 2 vk A]7kA0] ntimate and more “humane” medium than a painting or

=
_ otograph. If the moving image has “progressed” enough
FO|E F2 GAS o 2 ER AE F 22 Fad Mg, . :
apture pauses and minute tremors, thus, it can capture
WAl 24 AT B, A2} b Alololl A 7h7ke] %

h a sensibility as a painting and a photograph, it is in this

Er3ith 27k= AlZ g2 A7ke] exbA ]S ohx| s ievement of the anachronistically moving camera that we
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ize the poetic possibility of the reversal that what is the latest

S HolF7| & Fich A2 A= AMr 291e A AE e most advanced.

(HEE olSo] HsHe Hlgre] e, 2015) 42 AR
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In addition to his work that shows the middle ground
een a pause and a movement by making the moving image
ears as a photograph, RYU, by editing video images that show
obEZo] uheroli W £

L4

poral lapses into several shots, rearranging and juxtaposing
S A7 EuE A A E 50| ZA|A 0 F HofX|HA] m, seeks an expansion of perception between the whole
fragments, and between continuation and severance. RYU’s
o at times follows characters in sequential time frames in
single-channel video work, while other times the same work
presented in multiple screens in non-sequential channels.
Wanderers Song of Wind (2015) where a man carrying an
rly woman on his back roaming the city was displayed on

t different channels in the Sungkok Museum exhibition.

i= =
EleAle g7 olopr 12 4= IR Ao & 7S w2 ZIQIR
epicting different sites where the man walked carrying
51 2= 9]
olop7I% = itk burden of the elderly woman such as the redevelopment
rict of North A-hyun Dong, the promenade overlooking

GOl A f-2]= o|Zo] A A o]o] Boixl, 15 A A AlA|2] stant apartment town, Inwang mountain Seon rock, and

2210]3} 742 A|7HS E TS AL Q7] Sic). Aol 23 dong alleys, all simultaneously, RYU implements a visual
entering, perhaps a metaphor for the disruptive elements of
B dern technological progress. The man finally arrives at the
olished village after meandering through the sites. When the
disappears from the screen after leaving the elderly woman
ind in a ruin, the old woman sits alone abandoned in the
apsing house at sunset. It is not clear what this experience
eeing the simultaneous display of the first, middle and later
porary scenes may bring out of us, but at least we can speak

hat is left out.
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7P 22le M2 A, Bl == u]A| 3 xfo] 24 7 ZEX| =T, In the organic and sequential images that proscribes

2|3 o] xol7} EriA] Aehs] ojW FItE Zty 9 =x|= eginning, middle and end, we may tend to forget the fact

t events are serially connected in time like that of a clock.
el s oAl FET) 22 o] A B Ajolo] T, Wsjola, 1

dEoltt (Lpe] Bl24, 2015) 0l A 2 ARNE A Al =2kE A

, by rebelling against an editing method that is truthful

such a homogenous flow of time, allows us to experience

g @ ot A Hele] 7k 2 A Aol 7hHeke S th synchronicity and asynchronicity by juxtaposing the
AL 9 2= AR E FojA] ujelzict 5712 gloj AT 2ol A] e narrative throughout several individual channels. This
MR 0 2 AAES ARje] mal T TE © 27] Alolol] 7]o] 8 onates with the layout of Inner View (2015). The spectator’s

sition that keeps a safe contemplative distance was quietly
g0} e TAL2 T AR e gaE], ARl L]o SSARIE

227121 nEAYT AYHA 1YL ohlck 14 B3]

L

sed, and there is no subversion that seeks a big effect on the
wer's minds, but an unfamiliar gaze is present. This subtle
persion and diffusion gently resist our penetrating gaze. The
W gaze and attitude RYU seeks, could only be sensed in its

btly. And it is also difficult to say exactly what effect this subtle

bl

in‘l—i Hl F= R AHL, 7o 5 el A ol Zel ek

ference is causing. But this is definitely a difference, a change,

d a subversion. In My Meursault (2015), a man climbs up a
ZEolu Aol A o] &, AE oi#ke] 7] F| = w ALk

He|7tet 5ol vigell 372l F WA A4, 22l sy

untain with an old man on an A-frame on his back; he is
rhaps on a path to abandon the elderly. The camera follows
TR 24 o] xfol] oo} QITirL EA] Bl Lutel T2 man who climbs the mountain path with difficulty. The
dience, who is trapped among the five rear screens suspended

5 channel rear screen sound & video installation, 2015

My Meursault
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EW UL A B oL 52| AR A™ o] Al HA| A|lEAL] m the ceiling, which show repetitive scenes of the slow and

oJ Abzke) (223 Akt 2016) & 57]9] Adol|A] B A0l 7] sh hiking of the man is surrounded by the sounds of the

ath and footsteps of the man. Of course, it is not a rough,

HSA A olut HlEA A )l 2 0] T4 A& TS of A A7l

nful, and frenetic movement. We stand just among the slowly
urring sounds.

The video work A Lonely Love (2016) that has three
uences--the first comprises scenes where a man showing

Zof| 4] LojUks BE Abolgl= olat= o] ThE njA|gh EEo| back to us stares at an entryway to a forest and the side trail
1

ront of him; the second that shows the summer clothing
2717} ZpA1 2] oJAbe| 2o 25

. g on the wall in a room in a summertime, a blanket spread

a bed, and the hairs behind an ear of a sleeping women which
ves along with a breeze; and the third sequence that depicts
elderly dozing off sitting on a roof surrounded by dry plants
grass shaken by a wind--showcases the simultaneity and
imultaneity via an installation of five channel videos.

In RYU'’s images where nothing is important, one may,

shLte] HA| 2 FRtths Zdolut 2 375l theh A2 of| T, quietly observing, discover the wind, the tremor of leaves, the

2ol QIBE-2 27} AR el W A4}, 2| 7 ksl &k tle movement of the edge of skirt, or hairs, and the slender
= L X L jectory of the Sun. All of this proves that the movements and
Qe 75| A2 Fal Bel Gt Aol Sol7h 7ets] gle v P

ble sounds of all bodies living in slow time are alive enough

A Lonely Love 5 channel video installation, 2016
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, to be included in his images. The repose and silent rest
e old woman who eventually slept while remaining in RYU’s
—-moving time, suggests the peace of place and the hope
oredom. In the calm of peace and solitude, small and tiny

Lot =HaL = Abolgle Z1E I= | . : .
T2 At S FEe ol 2 O]' g0l 7HE71E ements guide almost all living things to a level of equality.

is not about humility or the affirmation that man is not so
nent, or that all things are connected as a whole.

Within RYU’s video compositions, the characters quietly
nd walk in a world RYU believes as alternately “real.” A world
re the slow, weak, small and frail are open to each other.

’s artistry will continue to capture images of a world in which
e small beings, those with minimal and inconsequential
ement, are able to live. There will be poetry, literature, and
death; where all these living things--who are withered,
inconsequential, traveling beyond the horizon, sleeping,

ing, climbing, walking, closing their eyes, or singing--exist

e “here and now”. If we hearken to Heidegger's admonition,
at is blocking us from being ourselves and withdrawing from
the usual practice of objectifying the world? It is another
ection, that is, a death. Death is touching the soon to be

in their essence and placing them on the road to the other
of life and thus establishing them into a pure connection of

»

ole.
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