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Since its opening in 2001, Tokyo Arts and Space (TOKAS; named “Tokyo Wonder Site”
[TWS] until October 2017) has held exhibitions and conducted projects in collaboration with
overseas artists, curators, cultural institutions, and others. TOKAS Project—launched in
2018 to explore art, society, and various other themes from a multicultural viewpoint—has
inherited this tradition.

In Vol. 1, Victor Wang (an independent curator based in Shanghai and London) is
putting on an exhibition focused on Zhang Peili, Idemitsu Mako, and Park Hyunki—Chinese,
Japanese, and Korean artists regarded as video art pioneers. Wang is interested in the
history and development of performance art in East Asia, and his research in the 2017
TOKAS Residency Program was centered on the Japanese avant-garde art movement of the
1960s to 1970s. He shared these results at independent exhibitions held in London (DRAF)
and Tokyo (TOKAS), entitled “Institute of Asian Performance Art.”

This exhibition is structured around the mediums, photographs, images, videos, and
monitors that developed with deep ties to performance art. The artists—who incorporated
new technologies into their expressions since the dawning of the era—had different media-
related approaches, but their unique aesthetics were inspired by encounters between
performative, creative languages and new technologies.

Fifty years have passed since the symbolic era in which anti-authority movements broke
out across the world, and attempts were made at new ways of thinking and expressions
that went beyond established values and ideas. Many overseas curators and researchers
who have taken part in TOKAS Residency Programs are interested in Japanese societal
and art trends of that period. At the same time as this exhibition, several other art museums
in Japan are holding exhibitions focused on this era, which is significant for Japanese and
Asian contemporary art. Attempts are underway to comprehensively reconsider the spirits
of different ages. This exhibition, which is interested in the same topic, also looks at that era
and tries to indicate a path connecting it to contemporary times.

Tokyo Arts and Space

Explanatory notes

- When listing full names, they are listed in the appropriate order for each language, except when specific requests state otherwise.

- Artist and creator profiles are current as of October 2018.

+ Titles of artworks and publications are given in italics. Quotation marks are used for exhibition and project titles.

+ Information on the artworks is listed in the following order: name of artist, title of work, and year of production.

- Information about exhibition is written in order of: year of exhibition “exhibition title” venue name, city name, prefecture name and country
name. Exhibition held overseas is written in order of year of exhibition “exhibition title” venue name, city name and country name, though
country names of capital and major international city are omitted. For exhibition in Japan, the name of prefecture is omitted when the city is a
prefectural capital or government ordinance-designated city etc.
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1 Chris MEIGH-ANDREWS, A History of Video Art,Part 1,2nd edn. (New York: Bloomsbury Publishing, 2014).

2 National Museum of Modern and Contemporary Art, Korea Press release, ‘Park Hyunki Mandala’, January 27-May 25,
2015, National Museum of Modern and Contemporary Art, Korea (Korea: NMMCA, 2015).

3 Barbara POLLACK, ‘Breaking and Entering: In His Videos, Zhang Peili Destroys and Restores to “Capture and Emphasize
Time”’,ARTnews (5 May 2017).
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“Institute of Asian Performance Art (IAPA): Tokyo” collaborates with Tokyo Arts and Space (TOKAS), to
explore the impact that Asian artists have had on video as an art form, and the different experimental
approaches that pioneering video artists from China, Korea and Japan utilized during the 1970s-1990s.

Simultaneously material and immaterial, the medium and genealogy of what is termed ‘video art’
has had many offshoots and parallels globally, with characteristics and beginnings that often connect
it more appropriately to the other temporal arts of music, performance, dance, theatre, or cinema'.

The medium and format of video art is directly tied to technological developments that were
rooted neither in the European art-historical tradition, nor in an identifiable critical discourse as an art
medium. Therefore, artists from Japan, Korea and China were able to develop and shape their own
alternative aesthetics and approaches to video-making outside of a Western narrative, and under very
different political and social conditions.

Divided into three solo presentations between the three TOKAS Hongo galleries, the exhibition
looks at the inter-regional dialogues occurring in East Asia, and the unique approaches to the medium
that were developed by pioneering artists Park Hyunki, Zhang Peili, and Idemitsu Mako.

Influential Korean video artist Park Hyunki not only helped to introduce video art to the local
Korean art scene?, but also developed a distinctive body of work that incorporated performance,
and sculpture, informed by Eastern philosophy and culture. This includes pieces such as Media as
Translators (1982), both a performance and installation that incorporated nature. This event removed
the domestic television from its usual setting, integrating it into an outdoor event lasting several hours
that subverted its commercial function, while confronting ideas of ritual, landscape, de-materiality and
Minimalism from an Eastern context, and examining a type of fluidity between nature and technology.

In Video Inclining Water (1979), performed for that year’s Sdo Paulo Biennale, Park tilted a video
monitor displaying an image of water in different directions to give the illusion that the monitor was filled
with water. Moving between image, site, nature and body, monitors were often used as performative
devices and as material, as extensions of the medium and the content displayed, to be incorporated
both within the white cube and outside of it.

The rise of portable video technology in the 1960s and '70s in Asia, such as the introduction of
the Sony ‘Portapak’ in 1967-8 and the development of the VHS format, was key in placing the tools of
the medium in the hands of the artists and cultural producers in the region. In the case of China, even
without a developed art market or much interrelation with Euro-America, artists had been producing
video works years before Western video art was ‘systematically introduced to China...in 1992’2, Prior
to this time, there were strict entry regulations in force in China in relation to foreign media and art
content.

Zhang Peili, considered the first Chinese artist to work in video, manipulates viewpoint and

Note

1 Chris MEIGH-ANDREWS, A History of Video Art, Part 1, 2nd edn. (New York: Bloomsbury Publishing, 2014).

2 National Museum of Modern and Contemporary Art, Korea Press release, ‘Park Hyun-Ki Mandala’, January 27-May 25, 2015, National
Museum of Modern and Contemporary Art, Korea (Korea: NMMCA, 2015).

3 Barbara POLLACK, ‘Breaking and Entering: In His Videos, Zhang Peili Destroys and Restores to “Capture and Emphasize Time™’,
ARTnews (5 May 2017).

4 POLLACK.

5 NISHIJIMA Norio, ‘Myth of the Heart: The Film and Video World of Mako Idemitsu’,
http://makoidemitsu.com/myth-of-the-heart-by-norio-nishijima/?lang=en, accessed April 12, 2018

6 HAGIWARA Hiroko, ‘A Bright, Shiny, Fabricated Family Life Mothers, Sons, and Daughters in the Work of Mako Idemitsu’,
http://makoidemitsu.com/a-bright-shiny-fabricated-family-life/?lang=en, accessed April 18, 2018

framing, and in particular a sense of time, to create unconventional recordings of repeated specific
banal actions, such as breaking glass, washing and shaving or scratching oneself, over long durations
or looped across several monitors.

Peili was an early proponent of conceptual art in China. Works like 30x30 (1988), widely
recognized as the first work of video art by a Chinese artist, have at their centre an investigation—in
this case, through the meticulous and monotonous task of repeatedly breaking a 30 by 30 centimeter
mirror, and gluing it back together—into a complex form of time manipulation through video technology.
This also, in part, asks questions about the performative function in early video art. In speaking about
the work, Peili says that he “wanted to do something and say something about video, but | felt that |
was also doing a performance”. The work is a recording of a live event with no audience, an approach
that he describes as being both “video and performance”*.

Pioneering Japanese artist Idemitsu Mako is often credited as an ‘important precursor to feminist
art in Japan’®. Experimenting with film and video art since the 1970s, Idemitsu often examines the
domestic as gendered space in Japanese society. For example, in her 1977 work Another Day of a
Housewife, the home becomes a site of domestic labor and physiological suppression of Japanese
women. Often in her video works, a television monitor is present as a symbolic subjectivity, or external
protagonist, watching as the housewife performs daily tasks. Works such as The Marriage of Yasushi
(1986), explore how the personal and the private space within Japanese households set the stage for
family dynamics and the interrelationships between, for example, mother and son, wife and husband,
and the division of labor based on gender to be formulated and reinforced. Works such as these also
comment on a specific social condition that has developed in Japan since the mid-1960s, one that has
simultaneously functioned as both a ‘domestic support unit’ that has helped sustain the expansion
and high growth of the economy in Japan®, while dividing the labor roles between men and women in
society.

As a medium heavily dependent on technology, and which has been varied in its distribution,
development, and access to production facilities and equipment in the region, the genre has been
especially difficult to historicize—raising complicated questions around issues of ‘modernism’ and
‘modernity’ in fine art discourses relating to Asia.

In contrast, by moving between the practices of artists working in video in Asia, Asian video
histories are increasingly being recognized in the cultural sphere as a networked constellation of
social, political, economic, technological and historical concerns and relations. Meeting and weaving
together at different points and times, they construct a wider dialogue and links within the region, often
confirming unique origins and approaches to the medium, and offering new ways of connecting these
histories and practices with the wider world.
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Largely considered the first video art made in China, 30x30 was first shown in 1988 at a conference
in Huangshan, China, to a group critics and artists assembled to select works for the ‘China/Avant-
Garde’ exhibition, which would be held a year later.

Rather than showing artworks on slides, like the other artists invited to present, Zhang Peili turned
on the television and staring playing 30x30, a three-hour long video (which has since been edited down)
showing the artist conducts the meticulous and monotonous task of repeatedly breaking a 30 by 30
centimeter mirror, and gluing it back together. A few minutes into the video, members of the audience
began to question the validity of the work, some even asked for it to be fast-forwarded. No one, at that
time, had been confronted with such an artwork. Firstly, broadcasting technologies were just becoming
widespread in China, and secondly, domestic televisions we not associated as an artistic medium in
China at that time.

A pioneering figure in the '85 New Wave’ movement, which after the opening up of China in
the 1980s enjoyed relative more artistic freedom. Zhang Peili began his radical interventions into
technology, questioning aspects of time, entertainment, monotony, form and aesthetics.

A complex composition of time, 30x30 pushes duration and patience to its limits. The work also,
from an art historical standpoint is an important development from the transition of performance art
into video art and film. In speaking about the work, Peili says that he “wanted to do something and say
something about video, but | felt that | was also doing a performance”. The work is a recording of a live
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event with no audience, an approach that he describes as being both “video and performance™.

*Barbara POLLACK, “Breaking and Entering: In His Videos, Zhang Peili Destroys and Restores to ‘Capture and Emphasize Time’”,
ARTnews (5 May 2017).
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Mako Idemitsu: The Glowing Cage
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BRADS, REB-TEZETVBLICRABZZORXEDHERDTHY., BS [EF X&)
ERTIHDEER LIz EAADIRETE AL BFSHEBHEOLIO - EPLHNORT LAEE
EMD38RE LT BIMNEBRBEADOHICAMAEK ETFEZ4—4BET 5, COEDFTDHETIHE
NDEVWI—NRERESN BPLPEBEBHOBRABREEREZIOTIEEL, BDECHAMBHEELDE A
BRIV ZImULSIRYIEEN D, COXEWMODEL I, EIFHE I HV, BHXIEFTLEICD
WTERLTWAEWY, BEAPBREEBAL T R—LRSTRXORSIYOEVELPNFEEHR T
DHBICAWRAEEWIFFHEEVWER I AN, PAYHDOBREHAD R T, BEDETF -
DRFEWETH >0 ELH VT EIC, AP ZOERBOHEERD DX, 1973 FEICBANRE
LA ToHY, YBDBEARTIR. V18— RRNEATATORAREERTZIT7—T1 AN E
ELHLZVEN) LDPVEDSEDTH B,

HYt ik, REPEIS. KELEDHEBICOZDHON, HYINAELUERBEER) L T35, 20k
BREEIC[AL]ICHTEHS HEELMBEEEL LTESIATVEIDI TRV, EHO
HEBEMILLBHBPSSELENTAALMERICL T RAEBRENLERELDL, HlAE (INE.
ZDFTLE ) (19964, 47:00) TR WS LWE DX % LAEMKFZOREY, ZET—T1 X
METEMLESTEO] MHI VIR —ICHEREEEHDH D, SSICRLZ LV, BRHERH S
DEFN 12, NEAHABEERPB-EREZEZHDIBICHMIAATVS, ZhIZBEICIRRE AL TH,
TRTUUCEBLTHN. MBI ERTOLSICHVIAL, FEORMEVWSI EEZBANL
RBERAT.EILICHAIONTVS, HED RSV, OPrE LVWEBEAEbERNBHT £
FOEFICBATWRIRAEERY L A6/ MOLEPESBEE 2RO EIRELRY A%,
BCBEHICRY TUH TV, GEFNIBE) (1989, 24:20) TR 7—T 1 A NTHBIRN a5
EEVWEVWIEDPTEMLEDEDICERRELZ L (RENDRZRELELA-EBEPSIEDSN [HL
FEES H 5, EoKDEICBOHONTWART L] EMENE, ThEDEFAHTRAEE I, Rik
DEFEBSORLEDIRFEAE LY AOZEDH L B HIBT P AEEA. BITICE LS, Bt
DEEILLBE, [HEEHSTVWEI—AT. ZLOLR LI EDLEThELES LD, FEBD
RS TZDFLLLLAEIVW] EEONRITEALDIPHBFEWD. BADFDOEEREHADS] %,
HEAAHKE—EDERERALT. BS5NOHEHEAVWRERFBEZRB L. REAZRE DI TELELYL
L T—T1 A B EORERLALBICHERLTVWEINDTH 2,

BB SABN INIHALOERIIATEDRIICHIEINAZHDT, ZHVWEPEEMN L E
FERY, COEO LGB ERERIGHPS. BEVBENDDBNDETADECHETHEIWEATES
BOWERETEASERS, LA LEELEFS BERZITHEEL, EBEFEADSHITEL,
BARGMMOEEURNTELFEDETHEL WS, BERELALIIC. ERERKENERE
ESRTILMEDEBSEEBCIATI E T TV AL, FESBIADENEREPNTZIAL A
REUNTIHBEN ARG E ARENDP ODELTENIRBI ALV EBERBOAEVRRT
H3, KE T REHHFAP1973EOHREBL. B50EFEXBETIEVILEOEKRN L
EFEEDCTIREENSHH D, EROBEHE L TR ERORAHIE WERIR AP EBRNICHE
LEHE AV IO EEST RABORBETVIBEDEEDTRNTUAYRAATNS, H
KOEHFHNEERE. BREZEIHEDLSTZIOITRTHSOBRICHEVICHEZENICEADL-T
WBNDTH 5,

*https://www.brooklynmuseum.org/eascfa/feminist_art_base/mako-idemitsu



An eye in a bright rectangle floats in darkness. A switched-on light reveals a woman in bed struggling
to wake up. We follow her as she washes, cooks, eats, cleans, all in the presence of this eye, housed
in a television monitor which stares continuously and unwaveringly out at us, the viewer.

Is this single eye surveilling the audience? Or an internal reveal of the protagonist, who knows but
does not directly acknowledge our presence? Or is it the ever-seeing God-like eye of societal law, in
this case female. Idemitsu Mako’s video is aptly titled Another Day of a Housewife (1977/9:50), in that
it shows a literal housewife. There is no visual reference to spouse or child, she appears married to
this house.

In 1977 video was a relatively new art form and though not the most celebrated, women
were arguably making the most hard-hitting and complex use of the medium. The welcoming of
televisions into the home in the 1950’s, this aggressive invader of private space, was closely timed
to women’s ‘encouraged’ return to the domestic workplace, after occupying expanded positions
during World War Il. Women artists took on the ‘stuff’ of this medium typically used to enforce the
status quo, and in a formidable mixing of form and content, focused on the way women were framed
by this seemingly innocuous technology. In the United States, Dara Birnbaum, in Technology/
Transformation: Wonder Woman (1978/5:50), was gleefully hacking footage from this famed TV show,
and Joan Jonas, in Vertical Roll (1972/19:38), through destabilizing the video signal, was aggressively
fragmenting the female form, both trapping it and making it inaccessible to the viewer’s gaze.

The Japanese artist Idemitsu Mako’s groundbreaking work is singular within this history. She
recognized early on the power of television, this light-emitting object, glowing and seemingly alive,
inventing what she dubbed ‘Mako’s Style’, the act of relentlessly placing a video monitor within the
dramatic frame, not for the protagonists’ entertainment, but as a container for the invasive frown of
the mother, the condescending look of the father. Shadow scenes play out in this box within a box,
providing no refreshing fake view of the outside, rather looping the already claustrophobic drama
ever tighter. This glowing cage leaves no escape. Idemitsu did not only comment on television, she
was pioneering in the way she, through her scripting and filming, infiltrated the TV genre of family
drama and soap opera, mimicking it’s tropes and language. Taken within an American framework,
her videos were way ahead of their time. It is incredible that she started this body of work after
her return to Japan in 1973, where she was virtually alone among artists in her examination of the
relationship between gender and the popular media.

Idemitsu exposes the everyday misogyny inherent within family, work and academic structures,
but this misogyny is not framed within a simple ‘them’ against ‘us’ of perpetrator and victim. We are
helpless witnesses to the outright harassment of male authority figures, as in KAE, Act Like a Girl
(1996/47:20), when a leering art professor suggests that female artists should take on sexual ecstasy
‘as a woman experiences it.” Much more painful to watch is the coercion by the mothers and mother-
in-laws. All people unconsciously internalize the system they are raised in. This system is invisible yet

{Make Up) ET# (94). 19784 Make Up, video (9'00"), 1978




FIRNO—HB)EFH (99 50%). 1977F Another Day of a Housewife, video (9'50"), 1977

permeates everything—women breathe it like air and are encouraged to do so, taking the fact of our
lack of equality as a personal deficit. Idemitsu’s dramas, with their scolding mothers and wavering
daughters who don’t know how to break free, delve deeply and with complexity into the murkier
ways in which women subjugate other women and themselves. In Kiyoko’s Situation (1989/24:20), a
mother accuses her artist daughter of abandoning her child and dishonoring her family because of
her absurd desire to paint, reasoning ‘if you had talent you would have been recognized years ago...’
The daughters in these videos, caught between family expectations and their own desires as well as
a complete lack of support, are plagued by bad decisions, lack of confidence and collapse. Idemitsu
writes: “While waging the battle against society, many women must also fight against the memory, or
the enemy, within themselves, of the discipline and teaching they received as children to constantly
‘act like a girl.””* Of course Idemitsu, through these works of art, provides us with a muscular example
of a woman, an artist, a mother, a wife, who has fought her way out, finding her own indelible voice.

| wish | could end by talking about how Idemitsu’s works in this show, made many decades ago,
are now historical documents and that society has progressed to the point of rendering these scenes
in a safe, faraway past. Unfortunately, this is not the case. The progress towards justice and equality
has been slow. Japan has lost ground in terms of gender equality compared to other nations. The
recent revelation that Tokyo Medical School has been systemically lowering test scores of women
applying to their medical school, and the aggressive reaction to Shiori Ito’s story of sexual abuse and
harassment do not instill confidence that fundamental and necessary changes have occurred. In the
US, there is a real possibility that the Supreme Court will overturn a 1973 ruling revoking women’s
basic right to control their own bodies. Glowing rectangles containing vigilant eyes now invade every
moment of our waking life, being voluntarily carried by us in the guise of Smart Phones. Idemitsu’s
groundbreaking work unfortunately continues to be all too directly relevant in our contemporary
times.

* https://www.brooklynmuseum.org/eascfa/feminist_art_base/mako-idemitsu
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PARK Hyunki /x7-ea>%

If a Rock had an Eye, What would it See? Park Hyunki’s Pass Through the City (1981)
EWCHDPH-E=S. AP RABDOHD ? —/X7 -3 x0 (PassThrough the City ) (1981%F) —
By Park Haeyun /X7 - N3 >

ANFIEEICE SR EATHEBR INB/37 - &3 >F O (Pass Through the City ) 1. FA=5I12%
DEOLEBMEHR TP IZ, BICRZZ2DDEELLNZ P ?2NEAA-—JDEFRMEEF?RZ &0
STAEEEEPETH THIBETEZIDON?

1981322 F %38 P MY G ShAARBEROAXZEAIEEEH L NL-F -
KEBDEEFH ZEHE20 XA, 402 DT TRIT U NI CDEDITEERFETI/2DIC. AT~
DRT—FTARANGE BMEXETAERTECALLE20ANEFER 27" 3SADETA 2B L
TDIE. COETORBRERICBDILOE RE2FBLROSNZEDHEBOEEADRDONPNAEVWTH B,
ZhiCEY, [MBRREZESINT]. BATOBEICHEVWEDY KT, R2EFORSICH V. ZHEBICE
tFa2E&rbhrsd,

(EFF1) TR HHIRBEEERICL DKW BETIEDOLMKGEE. HICWYFIF/ECMS
EXENA-EZEBOMEERZIIENTED, BHEFELY, BEZERICAEBE L HTORE—
REE, BIR BEORIZ— BYPTHY EUSIEY. BEHEXEEGEE. B EOSTELE—D, 14
LWRER22&ICH 3,

(EFZ1) PEIVWTWSB ML —F—2 5 H 2 R3MADERREETIIE (EFH2) BHTHELSE
PEEICEBASNIZEEEDEIICEADLIPERHEL TV, 4 KB RFENLGEN ZOF
TJOIDRITABIEEY, REICHAZY, BICMZBQEEIDENLTWE, [KYMODGETTH?)
E.BRBILEEHBVD, COEIIC AREEICEEBLIET. HOHWAINI-BEEFTORNEE
3[EH4]ERIL. AICESERYEHLHRENOER IS HIE. LWObERESLBAD
SECHRTILIICHRAITVS,

IRDEFADHRTH(ETF3) i, ZENERBOBEIRHEA/PUPTI(RI TN, FL—
F—DEPVMANCIEL /WS- LTV IAY, B4 L BELPSEDEERHEERE LTV 3,
AEBSRITEICHIBMOE FICHBINZET A AT (ETA2) 2 BELTHY, WA TIRET
FHhEy NTL—FV—DTSITHERICEHRINTVWS, BADBEMI X F v F v —DOFEAIDEE
R ER. ZIHhOHELKBREBALEDPRIZA STV, BITEDHATEF+ T U —ITBE
BT32BYOBICHEINTSY . BLPS5ZOHKFERE LTV,

FrI)—ATIH 3BEDTLEEZZ—ICVTIVEALTETADN R I, EZ2—DRICIE, Bt
BRICBEZETIEDENADBEHUGIPEAON. HEEEREEDEROKXRESIOYEMLEHRRETE
CORRICEY, BEERBDRITCRTVWIHBD(F) E.HATENLTEHE S, T2 —ICHE
NTWBI ATV LD %E. TERTIZ LA

(Pass Through the City) i3, M &1 X = DERIARETCHETH D ER L TWVD, ZTORE L.
—EDEFRDOT TCHFMICBRINDIZET. TOERPLE|ERIN, —DDEE- = EBDHBZ L
PTELEV, —EBILZANICETERBIREEINAES IV ICHTIHFBULNERAATHZ /XY
DRI, FFHWICREEZRR L (HERBREZTRICBBELLOETIZEDRA LML LD S,
H5DIE.EDE (88). ABIDB. hXSDBEILLD. ZHERZADERMEDATH S,

Consisting of a mise en abyme of multiple perspectives, Park Hyunki’s Pass Through the City
challenges us with the following question: can you trust what you see? What is the relation between
object and image? Is it possible to reconstruct the act of viewing with photographs and videos?

At 3pm on March 22, 1981, a large artificial rock made from synthetic resin with a mirror
attached to it was loaded on a trailer, which drove through the downtown area of Daegu at a speed
of 20 kilometers per hour for the duration of 40 minutes. Park recruited about twenty people -
cameramen, artists, people working in the film and video industry — to document the rock’s street
parade’. Three videos® show the clash of multiple perspectives of seeing and being seen, which
approximates our visual experience of the city. The takeaway lesson is that “an image is not fixed,”
that it transmutes into multiple forms according to one’s perspective that constantly changes as one
moves through space.

<Video 1> shows both the macro-view of the rock slowly moving against the backdrop of the
urban landscape, as well as the zoomed-in view of what is reflected on the mirror attached to the
rock. The mirror functions as a frame through which the viewer sees the cityscape in its various
fragments: electricity transmission towers, signboards, election placards, buildings lined with
windows, automobiles and bicycles, and pedestrians on the streets.

If <Video 1> reveals the perspective of looking at the city from a moving trailer, <Video 2>
records how people walking on the streets interact with the rock placed on a pedestal. Students,
office workers, mothers and children stop in front of the object and touch its surface or examine
their reflections on the mirror. A woman asks, “Is it a real stone?” The installation of the rock in public
space thus creates an event that interrupts the mundane flow of daily life in the city, which prompts
people to become more aware of their urban environment and to observe it closely from a different
perspective.

Among the three videos, <Video 3> exposes the multi-layered process of recording most
clearly. Nine people sitting or standing on the other side of the trailer are taking photographs or
filming the rock from multiple angles; a video camera mounted under a building behind the Bank
of Daegu is filming <Video 2>, above a video cassette player plugged into an outlet on the ground.
Several men cut out parts of the western wall of Maekhyang gallery, through which the rock enters
after completing its journey through the city. Another camera mounted on the walls of the building
next to the gallery is filming the scene from a distance.

Inside the gallery, three TV monitors live-streamed the videos. Next to the monitors, a life-size
reproduction of the artificial rock that is shown in the videos was installed, so that viewers could gain
a physical sense of the actual size and materiality of the rock. The setup of the exhibition prompted
the audience to constantly go back and forth between what they were seeing in front of them (the
rock) and its mediated image recorded on camera and displayed on the monitor.

Pass Through the City reveals that the connection between object and image is unstable and

Continued on page 27
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_ Top : {Pass Through the City) 7 1 VL 5C$2B& (99 26F) ). 19814 Pass Through the City, film documentation (9'26"), 1981
1 Middle : { Pass Through the City) 7 1 VL Z8RB1K (302 44% ). 19815 Pass Through the City, film documentation (3'44"), 1981
25 T Bottom : { Pass Through the City) 7 1 JLA G2 1% (1 85214 ). 1981 Pass Through the City, film documentation (1:21'), 1981 26
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tenuous: the sign becomes unhinged from its source, unable to be pinned down to a fixed form,
as it is scrutinized under a series of gazes. An ambitious attempt at a totalized vision that can see
everything at once from multiple angles, Park’s work conversely exposes the limitation of visual
documentation to fully reconstruct the experience of viewing. What remains is the relation between
different modes of seeing, carried out by the eye of the rock (mirror), the human eye, and the eye of
the camera.

A

1 CHO Choung-kwun, “The Possibilities beyond the Ordinary Problems of Art: A Conversation with Video Artist Park Hyun-ki” Gong-gan [Space],
June 1981, pp.21-25.

2 (EF41:0029) i3, PL—F—HMBCHUER & HFE L TRERRITORI THE S5 TEB LTS, (EFF2:0028) &, SRITRIN S
BICEESE BBITALBDORISERLFEL TS, (EFA3:0027) 3. NVDEREREFDAFT X+ T U—ICEP A
TWLKHEFERATNS,

Note:

1 CHO Choung-kwun, “The Possibilities beyond the Ordinary Problems of Art: A Conversation with Video Artist Park Hyun-ki” Gong-gan
[Space], June 1981, pp. 21-25.

2 <Video 1: 0029> shows the trailer departing from MBC broadcasting station and stopping in front of Bank of Daegu; <Video 2: 0028>
records the reaction of passersby to the rock parked on the sidewalk in front of the bank; <Video 3 0027> captures the scene of the
rock entering Maekhyang gallery, where Park’s solo exhibition was being held.

(Media as Translators ) EE2$#M1& (June. 26-27, 1982). 1982%F Media as Translators, photo documentation (June. 26-27, 1982), 1982 28




29 {Video Inclining Water) /87 4 —v > X583 5 H. 19795 Video Inclining Water, photo documentation of the performance, 1979 30
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1987 [Beyondthe OpenDoor| /XY T 4 w7 - FIT + 3 a—ST L INYTFFH TAUAD

1986  PoolSociety /X7 4 =% >R XA M=k 2 XEL—> 3> AN, FE

1985 [New Space 85] #fiT EAMTERERRA—Ib. AN, PE

Bornin 1957, in Hangzhou, China. Lives and works in Hangzhou and Shanghai.

Selected exhibitions

2018
2018
2017-18
2017
2016
2015

2013
2011
2008-09

2008
2003
2003
1998-99
1998
1993

1991

1989
1989
1987
1986
1985

“Awakenings: Artin Society in Asia 1960s-1990s,” National Museum of Modern Art, Tokyo

“Uplifting,” S.M.A.K., Museum of Contemporary Art, Ghent, Belgium

“Artand Chinaafter 1989: Theater of the World,” Guggenheim Museum, New York

“Zhang Peili: Record. Repeat.,” The Art Institute of Chicago (Solo)

“Zhang Peili: From Painting to Video,” CIW Gallery, Australian National University, Canberra(Solo)

“Wrap Around the Time: Remembrance Exhibition for Nam Jun Paik’s 10th Anniversary,” Nam Jun Paik Art Center,
Gyeonggi-do, Korea

“Passageto History: 20 Years of LaBiennale di Veneziaand Chinese Contemporary Art,” The 55th Venice Biennale, Italy
“Certain Pleasures: Zhang Peili Retrospective,” Minsheng Art Museum, Shanghai (Solo)

“Avant-Garde China: 20 Years of Chinese Contemporary Art,” the National Art Center, Tokyo/

the National Museum of Art, Osaka/Aichi Prefectural Museum of Art

“MUTE,” OCT Contemporary Art Terminal, Shenzhen, China(Solo)

“Happiness: asurvival guide forartand life,” Mori Art Museum, Tokyo

“Alors, laChine?,” Centre Pompidou, Paris

“Eating,” the Museum of Modern Art, New York (Solo)

“Inside Out: New Chinese Art,” P.S.| Contemporary Art Center, New York

“ChinaAvant-garde,” Kunsthall Rotterdam/ The Museum of Modern Art, Oxford, England/

Kunsthallen Brandts Klzedefabrik, Odense, Denmark

“Idon’t Wantto Play Cards With Cézanne and Other Works <Selections fromthe Chinese “New Wave” and
“Avant-Garde” Artof the Eighties>”, Pacific Asia Museum, Pasadena, U.S.A

“ChinaAvant-garde,” China National Gallery, Beijing

“Documentary Exhibition on Chinese Contemporary Art,” Gallery K/ Kobayashi Gallery, Tokyo

“Beyond the Open Door,” Pacific AsiaMuseum, Pasadena, United States

Performances and streetinstallations with “Pool Society”, Hangzhou, China

“New Space 85,” Exhibition hall of the Zhejiang Academy of Fine Arts, Hangzhou, China
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2018
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2017
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[The EY Exhibition: The World Goes Pop| 7— k- €& >, O K>
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[E1EYIINEM.ET VL TTRT 1 /NV] VoI
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[VideoView Points| = 2 —3— 7\ M7 RE (BRK LAR)

[BAICH2 ERE D 25 F | B ERILEAEIEE
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Los Angeles Institute of Contemporary Art, B4 > tJL X (B{& L Bk)
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BorninTokyo, 1940. Lives and works in Tokyo.

Selected exhibitions/Film screenings

2018
2018

2017
2016
2012-13

2012
2007
2005
2000
1997
1990
1987
1986
1985
1984
1983
1982
1979
1978
1977
1974

“JapaneseVideoArt,” Leksands kulturhus, Sweden

“The Yebisu International Festival for Art & Alternative Visions 2018, Mapping the Invisible,”
Tokyo Photographic Art Museum

“MOMAT Collection,” Museum of Modern Art Tokyo

“The EY Exhibition: The World Goes Pop,” Tate Modern, London

“Women In-Between : Asian Women Artists 1984-2012,” Fukuoka Asian Art Museum /
Okinawa Prefectural Museum and Art Museum/ Tochigi Prefectural Museum of Fine Arts / Mie Prefectural Art Museum
“Nostalgia: East AsiaContemporary Art Exhibition,” Museum of Contemporary Art, Shanghai
“Arts and Gender,” Tochigi Prefectural Museum of Fine Arts (Film screening, lecture)

“MOT annual 2005 - life actually,” Museum of Contemporary Tokyo of Art

“I Create-| Create Myself,” Kobe Art Village Center, Hyogo/The Third Gallery Aya, Osaka (Solo)
“The 1st Women’s Film Festivalin Seoul,” Seoul

Image Forum, Tokyo (Film screening)

“Documenta8,” Kassel, Germany

“VIDEO VIEW POINTS,” The Museum of Modern Art, New York (Film screening)

“25Years of Experimental Filmin Japan,” The Museum of Modern Art Saitama

“The 41stVenice Biennale 84,” Italy

Los Angeles Institute of Contemporary Art (Film screening)

Video Gallery SCAN, Tokyo (Solo)

“Japan Avant Garde Film Exhibition,” Centre Pompidou, Paris

“International Video Festival,” Sogetsu-kaikan, Tokyo

Shirakaba Gallery, Tokyo (Solo)

“New York Tokyo Video Express,” Tenjosajiki, Tokyo
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2010 [Powerhouse] ¥+ Z ) —-kba 44, Yl
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1997 [Special Exchange Exhibition] ¥4+ 74 X&—-¥v5)— Za2—3-7
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1982 [Mediaas Translators : /¥%7 - 3 > ¥ B | &HIE. XS, &E (EE)
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Bornin Osakain1942. Moved to Daegu, South Koreain 1945. Passed away in 2000.

Selected exhibitions

2018
2017
2016
2015
2013
2011
2010
2010
1998
1997
1995

1995
1994
1990
1985
1984
1982
1981
1979
1978
1978
1978

“Awakenings: Artin Society in Asia 1960s-1990s,” National Museum of Modern Art, Tokyo
“Visible, Invisible,” Gallery Hyundai, Seoul (Solo)

“Hybridizing Earth, Discussing Multitude, Busan Biennale 2016,” Busan Museum of Art, Korea
“Park Hyun-Ki 1942 - 2000 MANDALA,” National Museum of Modern and Contemporary Art, Gwacheon, Korea (Solo)
“The Futureis Now!,” National Museum of Modern and Contemporary Art, Gwacheon, Korea
“TVCommune,” Nam June Paik Art Center, Yongin, Korea

“Powerhouse,” Gallery Hyundai, Seoul

“The pioneer of Korean Video Art Hyun-Ki Park: A Retrospective,” Gallery HYUNDAI, Seoul (Solo)
“Media & Site,” Busan Museum of Art, Korea

“Special Exchange Exhibition,” Kim Foster Gallery, New York

“Circulating Currents-Japanese and Korean Contemporary Art,”

The AichiPrefectural Museum of Art/ Nagoya city Art Museum, Aichi

The 1st Gwangju Biennale, Korea

Inkong Gallery, Seoul, Daegu (Solo)

“International Video Art Festival,” National Art Gallery, Kuala Lumpur

Kamakura Gallery, Tokyo (Solo)

“Korean Contemporary Art Exhibition,” Taipei Fine Arts Museum

“Mediaas Translators: Recent Works by Park Hyunki,” Nakdong Riverbank, Daegu, Korea (Solo)
“Park Hyunki Solo Exhibition,” Maekhyang Gallery, Daegu, Korea (Solo)

The 15th Sao Paulo Biennale, Brazil

“KOREA: The Trend forthe Past20 Years of Contemporary Art,” National Museum of Modern and Contemporary Art, Seoul
Seoul Gallery (Solo)

“The 4th Daegu Contemporary Art Festival,” Daegu Citizen Hall, Korea (Solo)

Victor WANG
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1983 F 4% Fh, LB O RO MEICES, 2004FEQ YL ALy Y - AT - 7—MET (ALFT LRSI —-T—b-Fal—F1
>%9)o £ BESIC [Institute of Asian Performance Art] (David Roberts Art Foundation, B> K-, 2018). [Michael Dean:Analogue LOL]
(ShanghART Gallery, L. 2018). [Zhongguo 2185/ (Sadie Coles HQ. B> K> 2017) [Jac Leirner: Borders Are Drawn By Hand | ( i
YRZITEE. 2016) B &, EIC (1960 FER — 1990 FERICHWBRTSTDNT+ -3 (F1 Ty K-ON=Y - Trpy2F=3
> 2018F) & &,

Participatedinthe TOKAS Residency Program (Institutional Recommendation Program [2017/5])

Born in Canada in 1983. Lives and works in Shanghai and London. Graduated with an MA in Curating Contemporary Art
from the Royal College of Art, London in 2014. Recent Exhibitions: “Institute of Asian Performance Art,” David Roberts Art
Foundation, London, 2018, “Michael Dean: Analogue LOL” ShanghART Gallery, Shanghai, 2018, “Zhongguo 2185,” Sadie
Coles HQ, London, 2017, “Jac Leirner: Borders Are Drawn By Hand,” Museum of Contemporary Art, Shanghai, 2016. Author
oftherecent publication: Performance Histories from East Asia 1960s-90s, David Roberts Art Foundation, 2018.
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Shelly SILVER
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T—F1 A HEH, 21— ERAICTER, AR A DECTH EFERNERCHIERE CREREOBTHEHLIEHE
BEREKL, EICERPREERTRE, TLRERICZ 23— 7 ERENE. 7—F- T4 (AP RO KPERy—- 22— (X)),
HOREMEZE N HY) . BIKIERIEBBC (1 XU R). PBS (ZAUH), Arte (K1) ETHBE N ELEBRICT 3> -H1EL - Tui>
N LB, BREZREE L E,

Participatedinthe TOKAS Residency Program (Research Residence Program [2018/6])

Artist, educator. Lives and works in New York. Silver’s work, mostly still and moving images, explores contested territories
between public and private, narrative and documentary, and—increasingly in recent years—the watcher and the watched.
Her main exhibition: the Museum of Modern Art (New York), Tate Modern (London), Centre Pompidou (Paris), and Yokohama
Museum. Her films have been broadcast by BBC (England), PBS (United States), Arte (Germany) etc. She hasreceived
fellowships and grants from organizations such as the John Simon Guggenheim Foundation, the Japan Foundation etc.

PARK Haeyun

NG NI

EifEFE HTR, 22— I MUARRFR 2 - £ FRHELRIEERE.

AOVETREZRT7STHRFMELRRE T 1970FER»580FERICH I TORE. BA. 7XUHOEFTH £ BMIICHT LEDF S,
BATECSWIETAT7— FDRBICOVWTHREIT . 2017EET7IT7L - AWFaIN- DI IMAANT7 10—, X EECHE
FEDHPERIIE [V.1.C (Video Information Center) ] (BIEKFET7— b+ 22— 20184F). ¥4+ # > K2 (ZD01T [Journal of Chinese
ContemporaryArt] (Intellect. 2016 ) % £ (Z18#.

Art historian and Critic. PhD Candidate in Art History, the Graduate Center, City University of New York. MA in East Asian
Studies and Art History, Columbia University. Her research investigates the trans-Pacific development of video art
through a comparative analysis of Korean, Japanese, and American video from the 1970s to the ‘80s. Recipient of Asian
Cultural Council Grant (2017). Recent publicationsinclude an essay on V.I.C. (Video Information Center) at Keio University
Art Center (2018) and on KIM Sangdon inJournal of Chinese Contemporary Art (Intellect, 2016).
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