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Foreword

Youn Bummo | Director, MMCA

The National Museum of Modern and Contemporary Art, Korea (MMCA) has carried
out MMCA Performing Arts, a multidisciplinary program that broadens genres and
breaks down boundaries between different areas. In 2019, the program presented
performances to question the meaning of the “contemporary square” in a changing
era; in 2020, it adopted the theme “Museum for All” as it invited companion animals
into the museum for a contemplation of the meaning of companionship and the
Anthropocene issue. With the COVID-19 situation still not over in 2021, MMCA

has made use of distanced viewing and non-face-to-face programs to continue
experimenting with and contemplating art. It has also carried on its contemplation
of the Metaverse as an expanded virtual world. Right now, the whole world is
turning its attention to the possibility of a different kind of world where virtual
spaces connect with real lives. Before all of that global attention started, MMCA
Performing Arts was already committed to proposing the more comprehensive
and dynamic concept of the “Multiverse,” exploring this through contemporary art
in order to consider changing perspectives and the meaning of the subject amid
technological developments and to investigate the real possibility of another world.

Carried out between February and December 2021, this year’s MMCA Performing
Arts program has had six artists/artist teams taking part: Kwon Hayoun, Kimchi
and Chips, Seo Hyun-Suk, An Jungju/Jun Sojung, Jeong Geumhyung, and Hoonida
Kim. Through the use of virtual reality (VR), self-driving technology, robots, machine
learning, and other means, they have presented viewers with sensations and
perceptions based on different approaches from before—allowing them to actually
experience these things rather than simply imagining them. Art and technology
have truly been realizing another world. The expansion from a single universe to

a multiverse is an effort that art and technology have long been attempting, and
recent technology has actually made it possible. The artistic imagination and
technological advancements have been broadening and changing the world.

As these currents of change continue, contemporary art will need to actively
explore the new sensations and ways of thinking that surround technology.

I would like to say thank you to the artists and staff for all the time they spent
researching and creating new artwork for MMCA Performing Arts 2021 Multiverse,
and to the curator and MMCA family for all their hard work bringing the exhibition
to fruition.
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SoHoll M Z7F XA £ AFS O] MM 2HAE B2 3HE, 22 AW ERE Curatoridal Statement

DFETA o] BtES MAF2st UL O= EXO|ZH CHAS THEHM 2| = 2HA2] F4S

Mio} QAo 2 WOIFICE CIXIEI MSES HsHs NS B SLIC UL KEFH 7|2l Performing Arts 2021: Multiverse
2to|CHLight Detection And Ranging, LiDAR)* I So| XtEF8 EX|E 2|2 AA[o] Sung Yonghee | Curator, MMCA

O|Al5H= ZES TSULCE & IS 2 oA HIHoE HU J7|&S oflg2 G =
7tX| 1 of xtalnte]l SET MAIE H[QHALCE. Nam June Paik (1932-2006) once said that cybernated art is very important,
but art for cybernated life is more important. Stressing the latter need not

HE|HAZI= F|QEQ J|HAO| ZIZ 2 SO|2R2 AL E £4hsln 2XHsH 222 of7|siCt, be cybernated,! he argued that the role of the artist lies in contemplating the
0|E0| X A2 MZH 20| 823 5 uta3t 7S Sr{Lis chofof| 2E (A oH2|HA future. Along the same lines, the foreword of Marshall McLuhan (1911-1980)’s
1 27k RAS AFQSHH| SHEL) o] AlZte] 20| Ofkl, EQlo| SAL) =T 27s3t Understanding Media cited Ezra Pound (1885-1972)’s reference to the artist
CHAIY Zo|Ct SUst= FH|E O FHO| CHE A2t 24, SRst= MAtat O 2|F M4 as the “antennae of the race,” characterizing art not as a form of conventional
ArO|2] AlXIE, ATHE T (HstR), BOASHE XS O{TA| FHE HOIJL, X 1SS BHQIT self-expression, but as an early alarm system of the future.? Both of those quotes
HEHQIZL El0|o{QI7HE 2 X229 F2ut= #QAtelvtets R, M1 S¢lo] BLtn Lt were made in the 1960s, but the situation today is similar. Then as now, society
S0 a|o| Z2H/9IA|2 o|ZA| HBE|RSIHAHA), Bele] 7ol 22t} |2t KA ofZ and art We'zre l{ndergoing rapid cha|.1ges, an'd technology was central to that.
WSHE 4 9}, 0] BBto] 212 SololsOHE/HMAN, SL|C ), 2ES AZSICHS He (Sorne maintain 'that technology drives social change., and some contend'that
ofte ojnjo|a, A1ZH| CA0] Of A7H XK} Bl 2710 B 4 QISTHHIH), BUT AU social chaTnge drives techno.logl.cal change.) Whether it h?s t?een the Renalss'ance
= =t =Tt < era, the time of Walter Benjamin (1892-1940) at the beginning of technological
et 71E2 2 o= BE SIHOIH(ARINY L), o242t 2kat 7|Z 0| 63| 2A3| ol reproduction, the 1960s and its full-scale commodification of television,® or today
s AN S 2 F& AUIAITHABF/HAY, SY, AXWY2)Se| B2 E 22t and its supreme technological capabilities, artists have experienced, exposed,
O =2t =0l 2refiM= #e| BLE0 A= BIRUIM XiMlo| CHE oI FOoIC. and fretted over the heights of technology in their day. The important thing
here is “not to make another scientific toy, but how to humanize the technology
MM 6BI9] ZIPF Fo{RUX|2H O] CHRloE T2 W2 7t MES #XIHO R and the electronic medium, which is progressing rapidly—too rapidly.”* In other
MEO|= WA S efiCt, Xyt g T2 Mo = TIME|QUH «ZEFC0|&2 CHolE 2021: words, art contemplates and reveals contemporary technology and social
HE|HA»E= WSt of2] RFE U= ALRUCL 0|F Solf s|72tn WM E AS ARSI, change by means of a present-day sense.
Z2 AME (£ 4 2 SolMT QlAlg & = 229

IHAZ) =71A| sHEQAct 22|12
o

0] g2l otAIE =R, CHE ZZta} X|2f AAS QlzZtel ZZtat Zetsta{n YLt MiAet Mi# 2l

HAE o3t 7|2 Sl KoM, HAIE F4H 2E MAMM LHIEQI J|&/0E MAZ

ZojUigle{ = L=o|2tn: & = AS ZO|Ch HEH Q! Fof 2ot 21t 2|RE Ol =HS UE

ZO[CL OFX[HC 2 EO0|D H2 T2, AM AFYUK O] Z2ZHEQ| FH2 J|=S AtASHHLL,

Aot MIAI2| JHs 4 S ZZste 1 Sh= 20| OfL|2H= HO|Ch 232 B2 MAH|= Xt

Qtofl A Zetap HAS ER{LMA K CHE MIAIE HMASCHE HE, 718Dt dlE2 MAISE

HESH= =7O0IX SEZM MIA| 2Hel ZH3 1t OIZME =2 + Bltts NS 2ot At

7|$:'—|' 0“%% ulEH% X|"§5|'E, ’é'I[H% EI‘Ha-l'E Eﬁolxl' ’é‘@.OIE}E 3'\'0“:"- 1 Nam June Paik, “We Are in Open Circuits,” in Manifestos: A Great Bear Pamphlet

(New York: Something Else Press, 1966), 25.

2 Marshall McLuhan, “Introduction,” in Understanding Media, 2nd ed. (Berkeley: Ginko
Press, 2005), 12. “Art as radar acts as ‘an early alarm system,” as it were, enabling us
to discover social and psychic targets in lots of time to prepare to cope with them.”

3 TV History, “Number of TV Households in America: 1950-1978,” in The American Century,
accessed December 23, 2021, https://americancentury.omeka.wlu.edu/items/show/136.

10 2{0|X HAZS 270 HRALE|O] SOIR= AlZHS TS0 HRAK| 2| /IXIZHEE ZHSI= 4 Nam June Paik, “TV BRA FOR LIVING SCULPTURE,” in Nam June Paik . Videa ‘n’ Videology
2{|0|Ct A|A”IO|Ct, - MK} 1959-1973 (Syracuse: Everson Museum of Art, 1997).
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Continuing from that perspective, this year’s MMCA Performing Arts could also
be called “contemporary artistic activities in an era of complex technology.”
This project did not attempt to show off the cutting edge of technology or

to startle and captivate the viewer through the technological production of
spectacular images. There were no futuristic hopes or vague admiration for
technological capabilities; conversely, there was no attempt to return to

the past or to awaken nostalgia for a particular era. Instead, it attempted to
pose questions about societies that are rapidly transforming as a result of
technological transformation, and to share art-based contemplations of a future
that is close at hand. The project was carried out as part of the “2020 National
Expenditure to build Immersive Content Zones” effort, which is currently being
carried out by the Korean Ministry of Culture, Sports and Tourism. Indeed,
while the name might lead some to expect an outcome that is simply about
“immersion,” the project sought to focus more on critically interrogating the
conditions and possibilities of such “immersion” from the standpoint and
sensibilities of contemporary art.

The imagining of different worlds and the experiments with different senses

and perceptions that art has consistently practiced are now turning into a new
reality as they come together with science and technology. We decided to discuss
these practical possibilities for different worlds through the lens of “multiverse,”
a term that is often used in science or science fiction. The concept was used more
in the sense of viewing the project as a whole, rather than to explain in detail
about the exhibition’s individual artworks. The term “multiverse” indicates

a multiplicity of universes; since the original word “universe” includes the

sense of “only one” or “everything,” the idea of a multiverse may sound like

a contradiction in terms. But an interesting possibility has recently been raised

in physics and various forms of cutting-edge technology—namely that “the
universe is only one component of a far grander, perhaps far stranger, and mostly
hidden, reality.” The recent scientific theory of quantum mechanics has adopted
the parallel universe hypothesis, explaining how there are multiple universes—
even multiple versions of us—that are the same but have different histories,
overlapping yet out of sync. The technological developments that accompany
these theories have enabled us to conceive of things like artificial consciousness
(new perceptual capabilities and different kinds of subjectivity) and perfectly
simulated environments (simulated universes) not as imaginary worlds, but

as worlds that are possible in reality. The multiverse signifies a challenge to
“substance” and “reality,” as well as a change in our perspective toward the world.

12 =S EHH0[&2 CH0IE 2021 HE[HA AE

For this project, new artworks were commissioned from artists/artist teams

who are currently creating their own worlds while observing technology in

their own unique ways: Kwon Hayoun, Seo Hyun-Suk, An Jungju/Jun Sojung,
Kimchi and Chips, Jeong Geumhyung, and Hoonida Kim. Kwon and Seo are both
artists who make active use of immersive technologies such as virtual reality
—which provides a perceptual experience that is similar to reality®—but their
virtual reality worldviews could be described as polar opposites. An Jungju

and Jun Sojung have created artwork linking issues of modernity to themes of
migration, vision (camera), and cities; for this exhibition, their work connected
this with artificial intelligence’ (which possesses human learning and reasoning
capabilities surpassing those of human beings) and self-driving technology (which
perceives the driving environment on its own as it plans and controls the vehicle’s
movement). The duo Kimchi and Chips, which has created artwork making use
of robotics® and machine learning® that exceed human physical movement and
calculation capabilities, exhibited one new piece alongside one old one, uniting
the two through the media of mirrors and light. Jeong Geumhyung, whose past
work has used the stage to explore the physical relationship between herself and
particular objects, recently brought this process to the foreground by creating
her own robot. With her installation and video work, she showed the mixtures of
relationships that arise with the creation of a robot as an object. Hoonida Kim,
whose past work has linked digital elements with sound, created a new work
that involves transplanting self-driving devices—including LiDARY sensors,

a form of autonomous vehicle technology—into the human body. In these ways,
the participating artists actively transported cutting-edge technology into the
realm of art to present their own unique worlds.

5 Brian Greene, The Hidden Reality: Parallel Universes and the Deep Laws of the Cosmos
(New York: Knopf, 2011).

6 Virtual reality (VR) refers to technologically created artificial environments, situations,
or the technology itself that resembles reality but is not real. - Editor

7 Artificial intelligence (Al) refers to the artificial machine, program, and the technology
itself that imitates the human learning ability, reasoning, perception, natural language
understanding, etc. - Editor

8 Robotics is a compound word of robot and technics, referring to the field of robot
technology based on artificial intelligence capacities. - Editor

9 Machine learning is a branch of artificial intelligence. In 1959, Arthur Samuel defined
machine learning as a “field of study that gives computers the ability to learn without
being explicitly programmed.” - Editor

10 LiDAR (Light Detection and Ranging) is a radar system that measures the coordinates
of an object by measuring the time it takes for a laser pulse to return after it is reflected
on the object. - Editor
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The “multiverse” keywords and the individual works of art provoke some
fascinating ideas and some complex questions. The questions they raise fixate
tenaciously on words that reveal a vague sense of hope (words like “experience,”
“immersion,” and “convergence”), forcing us to contemplate the foundation and
conditions behind them. This is not about an experiential outcome, but about the
contemporary conditions and impossible limits of immersion. They are questions
about the relationship between the immersing subject and other surrounding
subjects; the physical and actual relationship between the immersive world and
the world outside it (Kwon Hayoun); about how to define the person undergoing

” «

immersion in terms of whether they are “viewers,” “performers,” or “players”
(or “actors,” a term that has recently attracted some notice); about how our
perceptions and cognition have been transformed once the immersion is over
(Seo Hyun-Suk); about how the sensory and perceptual systems that are so
central to immersion can be transformed, and what drives those changes (An
Jungju/Jun Sojung, Hoonida Kim); about what it means to “immerse” oneself in
a robot, and whether there can be moments when the object of our immersion
becomes a subject in its own right (Jeong Geumhyung); about how successful
technology has actually been in creating such immersion (Kimchi and Chips); and
about the meaning of the human labor that stubbornly remains present in all of
this science and technology (An Jungju/Jun Sojung, Jeong Geumhyung, Kimchi
and Chips). These questions and debates will be treated in detail in my review
at the end of the book.

The project format was similar to a group exhibition in that there were six
artists/artist teams taking part, but this MMCA Performing Arts program adopted
a format that involved presenting the participants’ new work in sequence. Carried
out as a monthly artist program, MMCA Performing Arts 2021 Multiverse was an
attempt to create several different universes in parallel. In the process, it sought
to offer a “real” (or “real-istic”) experience of things once thought to be fictional.
It attempted to show the limits of our reason, which is only able to perceive
things through our sensory organs, and it combined different ways of sensing
and perceiving with the human senses. This could be described as an effort to
unite the relationships among worlds by means of art and technology, bringing
the notion of “substance” down from the level of an abstract conceptual

world to that of a concrete technological/artistic world. The writings about

the individual artworks and my review will be considering this challenge.

14 =S EHH0[&2 CH0IE 2021 HE[HA AE

One final point that | want to add is that the aim of this project, as mentioned
before, was not to “show off” technology or to play up the possibilities of

a “perfect world.” On the contrary: | wish to suggest that the world suggests
other worlds as it exposes the faults and violations within itself, while technology
and art, as tools and passages for linking the worlds, cannot conceal the seams
and gaps between them. Technology and art are challenges and experiments
that are oriented toward the future and presume the eventuality of failures.

MMCA Performing Arts 2021: Multiverse Curatorial Statement 15




x| A
Kimchi and Chips




HEAE CHAS TF, of2] 7|5, XHHSHA S 2
Mg FHZE Tdstn QUCh CIXY ol& 8 HE
20090 Z4% 1, “Drawing in the air (5130l 22(7])” 7H'd ofz =k,

n3 U2 ATZ A3,
st 20jojet 22j5t2
A

u

3

Hgtat Al gl o|0|X|E RHED QUCt. (20| E i2|o] M #Hm| of|C|M,0 = ot2 A UHEZL|F} A (Prix
of

Ars Electronica)oll Al E€4H(Award of Distinction, 2017)2 £ A1, O|C|0] 742 H|l
Architecture Biennale, 2014)0l| A O|C|0{OlE 22 ChAtS dhQfCt SUof of &t 0HA

N
>
=
i
N
=
=

Center for Art and Media)2| 3032 7|E|H «H|7{E|2 AH[0|A»(2019) S| FA|0f| &o{HCt.

<SlIYLR>

2018, 9970 2EE HERE, 0|AE, EfY, HHY,
18,500 X 4,800 X 8,100mm.

O|H «m B0 =2 CLalo&
2021: HE|HA» & St AE0I
GY2r= HRHEH AL MHA
7H'd “Drawing in the air(d]
a2|7))"8 71 Mo HHt
ZEZ0|Ch EHYE 7| Al Ao 2
Al2tstst ZHEO 2 ofe| Z7tol

= =
0= 2t oreoll Zx|Ect.

Eiel AEE maf Z2l0l=
997lie] 2HE H2S0| et

121 S B2 EfAY S HALBLICE

CHE ENY S 2| =0l ZXCHStCt,
UX|HE A0 Ao XtAS0| HXE
A 2kak JIofol| 2|3 3= ACHH
S e I

QHollM XtRd, 7= 2|1 AtEe

ZRE Sl o ElCt et v

128 =S EHH0[&2 CH0IE 2021 HE[HA

Ll
Bomo 4>

-

ix)
lo
d
Il
o
£Q
o
rir
Y
kU
0

1 B
°
Lo

44 o
rlo

N o
o
_\'I_
=
2
Ot
B oox

44 on N

g I
rr

o0E 4
N

o

0z

N

ot

R

<

N
e
10
i
et
£
e
X
R
2
_O't
=
=
HA
ful

I
=
ok
=
=2
x
ot 0
] et
rot

o
=}
(T
R
o

2
=

ox fr ro
[

0% rin
-
10
ok O
ro

ik
o
)
M
ol
ot
rr
=
N
A
A
X
i

St
_o'_l-
|
re
n
=l
Y
_(>'_|-
A

iQ 0X MO rjot M

5
rr
Pl
oC o

B> re
N}
W JH
10
o
:‘E“
|5 kU
ro me

12 40
N !}
rr lo

__>,-|_
bal mjo
o o
o o
ot I
> x
Hu =}
Okl min
1ot 2
- A
ul

Hu

T
im
1>
4
1o
]
2
Ao

of

b £ Cporst

il

=]
o
o
> 1o
rA
o
Hu 3o
[
flus)
0Q
o

e 4% Ao
1
Ot
=l
ret e
o
|0

E
8
o
o
=
2
e m

k=]
ret
)

=
%
n
r o TH

N

8 ¥ nz oo
mo ¢
X

x
E
_o'_l-
40
[>
2
=
R
mo T.
ra
=
32
jin)

MMCA Performing Arts 2021: Multiverse

Kimchiand Chips

129




.;Ienu_mq""“"frmmlII{H*

==

130 SEECHO|E 2 CHIOIE 2021 HE|HA FARNTESES MMCA Performing Arts 2021: Multiverse Kimchiand Chips

>

131




Halo

Kimchi and Chips work with material and immaterial subjects—various ingredients,
technology, and nature —deriving themes from the complex phenomena occurring in the
relationship between such subjects. Their practice begins at the recognition that the arts,
sciences and philosophy are not distant disciplines, but act as alternative maps onto the same
territory. Kimchi and Chips was founded in 2009 by Son Mimi, who studied visual art, and
Elliot Woods, who studied physics. With the concept of “Drawing in the air,” the duo studies
into mass, time, and space, creating images that have no limits or concrete forms. In 2017, the
duo won the Award of Distinction at the Prix Ars Electronica with their production Light Barrier
Third Edition (2016) and won the Spatial Media Art at the Media Architecture Biennale in 2014.
The artists have taken part in major exhibitions, such as the 30th anniversary exhibition of
ZKM (Center for Art and Media) titled as Negative Space (2019).

2018, ninety-nine robotic mirrors, mist, sun, wind,
18,500 X 4,800 X 8,100mm.

132

The only existing work to be
presented at MMCA Performing
Arts 2021. Multiverse, Halo is

a work that most dramatically
expresses the concept of
“Drawing in the air,” a key

idea in the practice of Kimchi
and Chips. Installed in Museum
Madang, the work visualizes
the sun through machines

and nature.

Ninety-nine robotic mirrors
move throughout the day to
follow the sun, each emitting
a beam of sunlight into a cloud
of water mist. The sun and
ninety-nine beams of sunlight
draw a bright circle in the air,

inviting the sun before our eyes.

While previous works of the
duo were based on meticulous
calculation and perfect control,
Halo manifests itself within

=S EHH0[&2 CH0IE 2021 HE[HA

the circulation of coincidence
and inevitability through

an encounter with nature,
technology, and humans.
Dependent entirely on the
presence of the sun, wind, and
the audience’s patience for

its completion, the work allows
us to explore entities beyond
our control and reach and
contemplate on the role and
the limitation of technology.
The temporal order that governs
our everyday relations to

the city is disrupted by the
derivation of Halo, which
arrives ephemerally and
unpredictably, unscheduled

by the chaos of the wind and
the weather and indifferent

to human actions. The repetitive
but never identical happenings
of this nature-technology
collaboration enriches our lives.

The artists collaborated

with various fields for the
production of Halo, including
material engineering, robotics,
mathematics, and astronomy.
They developed an open source,
solar farm system based on
machine learning to track

the sun and to calibrate the
sunlight to a single point. After
two years of development and
production, the work was first
presented at Somerset House
London in June 2018.
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Whiffle Tree design (mounting structure for mirror)
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A NEZH0|M B AIRY
Simulation and sequencing

A

A 32 FY A UV EEHE S R2| ¥E *atH IS flet otetetE
Glass assembly Glass assembly using UV glue Chemicals for silvering process
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A R Y
Glass assembly

A 22 E2|Y A THEE ZAEO| TFEE K2
Polishing glass Mounting glass onto motion
control platform

A D8 HES AXFK| A %Z HHE
Motion control mechanism Silvering full size mirror
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Gaze

2021, front silvered flat mirror, stewart platform,
LED, ventilation system.

The mirrors we use in our daily
lives are massproduced by
covering the back side with
aluminum, which inevitably

As part of this exhibition,
Gaze was presented together
with Halo. The work allows
the audience to endlessly
oscillate between the subject
gazing at oneself and the

yields to a distortion in the

image due to light refraction.
object of the gaze—one’s Such distortion is amplified
selfimage. Kimchi and Chips

pays close attention to the

when the number of reflections
increases, leading to a big gap
between the actual object

and its reflected image.

To be able to gaze at oneself

effects and phenomena created
by the infinite progression of

light, and attempts to amplify
such effect through the “mirror,’
an ancient image-producing
medium and an apparatus

for constructing subjectivity.

H

ever closer to “the real” by
creating a reflection image
that is not different from
the original, the artists have

invented a radically flat glass
panel by using Machine Vision
that measures the flatness
and by repeatedly grinding
the surface. Also, by silvering
the frontal surface of this glass
panel, the duo produced an
apparatus called Front Silvered
Mirror, which eliminates

light refraction and creates

a reflection that is almost
identical to the actual object.

While two of these frontal
mirrors move on a motion

138 =S EHH0[&2 CH0IE 2021 HE[HA X HEA
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control platform, light
intervenes, and time and space
start to expand. The audience
exchanges gazes with one’s
multiple self, which is reflected
in the mirror in a mere second.
Moving back and forth between
the subject and the object

of the gaze, between the
protagonist and the observer,
between a fraction of a second
and an infinite gap in time,

the audience experiences

an unfamiliar self, one’s self-
image, and an infinite doubling.

Kimchiand Chips
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Indeterminacy, Score, Performance

Lev Manovich | Director of the Cultural Analytics Lab,
Professor at the Graduate Center, City University of New York

Only mediocre works of art have “meanings.” The best ones do not. They need

to be experienced. They can’t be reduced to a set of keywords, topics, themes,
or issues. Although this experience can be almost instantaneous in theory,

| can’t think of a single work conceived for such split-second viewing. Instead,
practically in all cases, an artwork asks us to dedicate some time to being with
it. In many works, including most music pieces, the time needed is programmed
by the work itself. John Cage (1912-1992)’s 4'33"(1952) lasts exactly four minutes
and thirty-three seconds in every performance. The length of conventional music
compositions in Western culture is not fixed as precisely. Each performance is

a realization of a score by individual performers or a conductor and an orchestra,
and its length may vary slightly from one performance to the next. For example,
performances of First Symphony (1969-1972) by the famous twentieth-century
Russian composer Alfred Schnittke (1934-1998) can vary between ninety-one
and ninety-four minutes. The same is true of all genres of live performance that
follow a script, including dance and theatre. But how much time is needed to
properly “see” a painting, photograph, sculpture, or installation? A few minutes?
A few years? One definition of a visual masterpiece is that you never get bored
looking at it. There is always something that still remains for you to discover.

So one answer can be eternity. However, as far as | know, no-one has ever verified
this by conducting an experiment.

The mechanical, electrical, and electronic media of the industrial era standardized
creation, distribution, and presentation of cultural works. The motor of a film
camera, film projector, gramophone, record player, magnetic audio tape player,
and other media machines runs at a constant speed. This standardization enabled
new media such as cinema where images are sampled at regular temporal
intervals and played back at the same speed. So unless we are dealing with
certain experimental films [e.g., Out-takes from a Life of a Happy Man(2012)

by Jonas Mekas (1922-2019)], every showing of a film on a single film reel lasts
exactly the same time and not a second longer or shorter. Industrial machines
such as the motor did not only enable new “media arts” in a direct material way.
They often became the subjects of the arts. Between the First and Second World
Wars, many modernist artists and filmmakers celebrated the new beauty of
moving machines in their works that featured machine tools, airplane propellors,
and the rotating wheels of trains and trams.
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Halo (2018) belongs to a different era. Today our feelings about modernity and
industrialization are often ambivalent or negative. Ruthless exploitation of
natural resources, environmental degradation, and climate change are among
the undeniable consequences of industrialization. Instead of admiring the
machines we made, we now want to pay closer attention to nature, which is
more rich, complex, interconnected, and variable, but also apparently more
fragile. However, nature in itself is not the subject of Halo. Halo does not contain
a detailed depiction of nature, framing it for our contemplation or admiration
like classical Western landscape painting. Nor does it follow the tradition of

East Asian ink and wash painting, which aims to convey the “spirit” of the subject
without depicting all its details. So if Halo does not represent nature or our
impressions of it, what does it do?

Ninety-nine mirrors controlled by a computer follow the sun throughout the day,
reflecting and beaming its light into precise positions along a volume of mist
droplets. When conditions are perfect—the sun is bright so you can see your own
shadow and there is no wind—these ninety-nine light beams together create

a circle. But this does not happen very often. Even the slightest wind disturbs
this “light drawing,” so instead of a full circle, we only see its bottom part. It is
mesmerizing and very satisfying to sit and watch this process for a long time.

On the one hand, it is impossible to predict the process of circle formation—how
much of it we may see in the next moment. On the other hand, the microscopic
particles of water are very easily disturbed by the slightest wind, so the parts of
a circle that we do see in a given moment are not solid. The shapes are unstable,
flickering, wavering.

Is Halo a game? | think that an element of a game is indeed present. When

we engage in play, this process is enjoyable in itself. A play does not require
achieving a goal, but a game does. So we can say that in Halo’s game, the goal
is to wait until we see a full circle. But it is a strange game because it does

not require any physical actions from us. In fact, we can’t even affect how it
proceeds. The only one thing that we can do—and this is what Halo does ask of
us—is watch and wait. But this still does not make it into a real game. After the
goal is achieved and we finally see a perfect 360-degree circle, we want to stay
and watch more. So perhaps Halo is both a game and play at the same time.
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Formally, Halo belongs to the genre called “computer controlled installation.”
There is nothing wrong with this category, except that today it encompasses

so many different works which operate in so many different ways that it does
not tell us anything about the uniqueness of this particular work. So rather than
looking for precise terminology within the field of media arts, let’s see if we
can use concepts from another much older aesthetic field—music.

In Western music, the development of musical notation gradually led to

a separation between the author and the performers. Originally, the composer
would direct the performance of his own music. It was only later on that others
also started to perform the printed scores. These performers could interpret
various aspects of the composition in different ways. The same score was realized
differently in each performance. What kind of interpretations (or variations)
were allowed and desired depended on the country and historical period. In the
middle of the 20th century, John Cage started promoting a new approach to
composing music that he called indeterminacy. In this approach, a musical piece
is deliberately composed so that it can be performed in substantially different
ways, allowing for variability that went far beyond allowed interpretations in
classical music performance. Earlier composers said to have used indeterminacy
as an approach include the Americans, Charles Ives (1874-1954) and Henry
Cowell (1897-1965); Cage also refers to Johann Sebastian Bach (1685-1750)’s
The Art of Fugue from the middle of the 18th century as an important example
of indeterminacy.

In parallel to Cage’s indeterminacy, the related term aleatory was proposed
in Europe by Werner Meyer-Eppler (1913-1960). According to his definition,

“a process is said to be aleatoric... if its course is determined in general but
depends on chance in detail.”! While some use the terms indeterminacy and
aleatory interchangeably, for others aleatory has a more narrow meaning—
it is a chance choice between a limited number of possibilities. The word alea
in Latin means “dice.” In the late 18th and early 19th centuries, musical dice
games were popular in Europe. A piece had several measures and each measure

had several versions; which version was played was determined by throwing dice.

Composers and music theorists defined different types of indeterminate music.
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In one type, chance operations are used while the piece is being composed,
but performances of the score do not vary. [Cage’s Music of Changes (1951) was
composed in this way by using / Ching.] In another type, chance operations are
used during the performance. As an example, consider Terry Riley’s /n C (1964),
an early minimalist composition written for an indefinite number of performers.
The work contains fifty-three numbered musical phrases. Each performer

can repeat each phrase any number of times before moving on to the next.
However, Riley also suggested some constraints—his directions indicate that
the performers in the ensemble should try to stay within two to three phrases
of each other. The performance has no fixed length and can last anywhere from
twenty minutes to a few hours. Can these concepts from music history and
theory help us to better understand the uniqueness of Halo’s system? Does it
have a score and a performance? What is being left to chance? What type of
aleatory do we have here?

On a general level, the “score” of this piece can be described as follows: if direct
sunlight is available, use it to form a circle on the volume of mist. This score

also contains the precise details to control the position of ninety-nine mirrors,
which move during the day to accommodate the changing position of the sun.

In contrast to works such as /n C, in Halo the “performers” (i.e. the mirrors) do not
decide how to interpret the score. However, their always perfect performances
are “subverted” by the slightest wind, which interferes and prevents the perfect
circle from being completed.

But this is not all. Halo also relies on a second source of unpredictability—the
presence of sunlight. The sun around which the Earth rotates does not vary

its strength, but whether we see direct sunlight or not depends on cloud
conditions. As | found out when writing this text, cloud types include hundreds
of species and are even arranged in a hierarchical system that dates from the
early 19th century.’ The behavior of the cloud layers affects Halo’s performance.
Sometimes the shape of a circle can appear slowly; at other times, when direct
sunlight suddenly illuminates the scene, the circle appears as if by magic,
suspended above the ground in mist particles.

1 Werner Meyer-Eppler, “Statistic and psychologic problems of Sound,”
(Statistische und psychologische Klangprobleme), Die Reihe, vol. 1 (1955): 55.

2 “List of Cloud types” from Wikipedia, https://en.wikipedia.org/wiki/List_of_cloud_types.
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We can now return to the beginning and ask: does a great work of art need to
delight us forever, allowing us to always discover something new? | don’t know.
What | can tell you is that Halo certainly can be watched for long periods of time
on different days and its magic persists. And even if you only experience Halo

once, you will never forget it.
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Lev Manovich is one of the leading theorists of digital culture worldwide and a pioneer in the
application of data science for analysis of contemporary culture. Manovich is the author and
editor of fifteen books including Cultural Analytics (2020), Al Aesthetics (2019), Theories of
Software Culture (2017), Instagram and Contemporary Image (2015-2017), Software Takes
Command (2013), Soft Cinema. Navigating the Database (2005) and The Language of New
Media (2001) which was described as “the most suggestive and broad-ranging media history
since Marshall McLuhan.” He was included in the list of “25 People Shaping the Future of
Design” in 2013 and the list of “50 Most Interesting People Building the Future” in 2014.
Manovich is a presidential professor at the Graduate Center, City University of New York,
and a director of the Cultural Analytics Lab. The lab created projects for the Museum of
Modern Art (NYC), New York Public Library, Google, and other clients.
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Looking into the Production
Process of Gaze

Elliot Woods, Son Mimi | Kimchi and Chips

Most visitors to the museum will only encounter finished artworks. Consequently,

the artist’s thoughts that nurtured the work, the process of different attempts,

practices, and labor might not come across to the viewer directly. This is

also the case with the works of Kimchi and Chips, which heavily rely on the

sensual experience created through complex technology and stunning scenes.

The process of creating the new work Gaze was not at all as smooth as the flat

glass surface they attempted to create. This is an interview with the artists

talking about the starting point of the work, the meaning of the title, the

production process, and the goals they hoped to achieve.
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The thoughts to convey through
the title, and the appearance of
the mirror

Elliot Woods | Our other artworks
frequently explore the notions of
an image being a worldly version
of something imaginary, and

the notion of something from
imagination entering the physical
world through an image. In particular,
we’re interested in the different
technologies that allow these
images to exist, and our works
either present new techniques for
showing images or reflect on
existing techniques, such as with
the television image in 483 Lines
(2016), or with Halo, which creates
an image out of sunlight. Image
formats represent imaginations,
and the characteristics of those
formats inversely inform our
imaginations.

|z chel

20| = 2021: HE[HA

The vanity mirror is a distinct
category of images that involves
looking at the image of ourselves.
Generally, when you look at yourself
in a mirror, you are physically
adjusting yourself in relation to the
image that you see, but because you
are looking at an image, you are also
adjusting your imaginary self at the
same time. You are adjusting the
relationship between your imaginary
self and your physical self in this act
of gazing in the mirror. This makes
the mirror a singular type of image
form that, rather than just trying
to portray something, sets up a
bi-directional relationship between
imagination and physicality. With
the work Gaze we want to create
an experience that allows this
relationship to be adjusted in a
different way by exploring a specific
notion of the “ideal image.” In this
ideal, the mirror would be a perfect

mirror with absolutely no aberrations
or distortions, it would have perfect
flatness and reflectivity, and it would
show an infinite number of copies
of the self. Gaze is one artwork
on a journey of looking into this
problem area.
Son Mimi | With our works, we
always try to bring in a specific
physicality to create a certain image
or a phenomenon. This time it was
a mirror. We have dealt with the
physicality of a mirror—an object
that reflects and transmits light—on
several occasions. When | am creating
an artwork, | often find myself posing
questions like what is the real or the
substance, what is existence? When
we believe that something is real or
that it exists, where does this belief
stem from? That is when | came to
the conclusion that perhaps this
belief is rooted in the act of seeing
something with our very own eyes
and optic nerves. On a simple level,
the act of seeing can be understood
as coming to believe that “something
is there,” and along with this belief
that “something exists because | see
it exist,” and that “I can believe in
its existence.” | think the illusion of
substance begins here. We wouldn’t
be able to see anything without the
interference of light. Everything
we see is merely information created
by our brain. Information with a high
probability of error, to be more
specific. That was how this project
began: “The act of seeing.”

If we were to believe that something
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exists and is real because we have
seen it with our own eyes, does

it mean that we have to deny the
existence of every other thing that
we have not seen? And yet, we—
along with most other people in

this world—believe that humans,
objects, events, and history are real
although we may not have actually
seen it/them. When we see an image
representation of a certain thing,

we have a strong tendency to believe
it to be real. But let us for a moment
break away from this shallow logic
and suppose everything that exists in
this world is a mere illusion and does
not really exist. No matter how hard
we try to consider every existence on
earth as an illusion, it is difficult to
consider oneself also as an illusion.
How could we possibly deny the
existence of ourselves, when we are
there at the very moment, wondering
if we might be an illusion? However,
returning to the above-mentioned
logic of “seeing” and “existing in
reality,” if we are out of someone
else’s sight, in other words, if nobody
sees us, we could easily become

an illusion. | wanted to think about
the meaning of existence through
the relationship between the seer
and the seen. This was the starting
point of this work. Just like the way
another person’s existence begins
from my act of seeing him/her, my
existence also begins from that
other person seeing me. If so, could

| possibly see myself not as an image
or through another medium, but in
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various perspectives? When standing
between two mirrors, | become
the subject who sees myself; | also
become the other created through
light, an object of sight seen by

the other in the mirror. In short,

| see a replica of myself. For me

to exist, another observer’s act of
seeing is necessary. This role of the
observer is played by two mirrors
that organically move through

a robotic system.

In the end, | wanted to express this
inextricable notion between these
relations; between the mirror that
sees me, the person who believes
that one is oneself, the person who
| believe to be myself, the person
illuminated through light, and the
person as an object. Of course,
philosophically and aesthetically,
this is like an unresolvable task.
| wanted to take the challenge
and create a more precise image
of myself. This was also a daring
challenge in respect to the medium.
| wondered about the joy that the act
of seeing myself more proximately
and accurately could bring.

On the venturous attempts
despite the impossibility

Elliot Woods | | don’t think that
we proved that what we are trying
to do is impossible, more that
we've begun a journey of making
artworks that are going to take

a lot longer than we expected. We
now have this first edition of Gaze.

=S EHH0[&2 CH0IE 2021 HE[HA

and that demonstrates some of
the characteristics we're interested
in, but we are aware that we did
not achieve the same high level of
quality we had originally wanted
to accomplish. There were many
issues in manufacturing and some
unintended elements that appeared
in the development of the work.
But rather than reflecting on this
as a failure, we see it as a necessary
process of discovery. By engaging
the public in this unfinished state,
we can better interrogate this
alternative image format.
Son Mimi | The reason why we
couldn’t or didn’t think of purchasing
the mirror was first because we are
more familiar with creating things
with our hands, and second because
we couldn’t find a place that could
produce a mirror of the quality we
wanted. We visited many factories
and experts, and explained our idea
and the scale of the piece; everyone
said it was impossible. Still, we
weren’t worried that much about
not finding the right producer;
it was somehow more thrilling and
challenging. “Ok, then let’s make it
ourselves,” we thought. It was indeed
a venture, but it also provided us an
excuse and the motivation necessary
to leave everything else aside and
simply concentrate on creating the
mirror and gathering a lot of data.
Front silvering was necessary to
create a mirror without any flexure.
We had a meeting with members
of the team that dealt with the

astronomical telescope at Gwacheon
National Science Museum and met all
the contacts they gave us, but were
unfortunately turned down by each
and every one of them. In the end, we
had to study everything we could find
on YouTube on mirror silvering. When
we realized that the ideas we had
involved creating a flat mirror that
was impossible to make due to costs
and time concerns, we tried to find

a solution by making use of advanced
technology, taking advantage of
alternative means like a computer or
a camera. We eventually ended up
doing the silvering of a large mirror
by ourselves. The biggest challenge
while doing the silvering was realizing
that the idea of manually crafting
something that has to be extremely
precise and perfect was enormously
reckless. It was a task completely
impossible without the help of the
precision of a machine; the most
difficult part of the production
process was this sense of devastation
of having to do this with our hands.
Nonetheless, we could not stop. It
was an utterly painful, but somehow
addictive process.

The output was nowhere near the
target we had set at the beginning,
but we discovered many things after
we decided to take the path that
was meant to be impossible. What
seemed to be simple at the beginning
constantly brought up discrepancies
that could not be handled properly.
There was always a gap between
what we pursued and what we

MMCA Performing Arts 2021: Multiverse

created in reality, leading to different
practice and attempts to bridge

the two. As a result, the mirror that
we created with our hands was

not perfect. Some parts were not
covered with silvering and you could
see through the glass, while other
parts turned murky because it was
difficult to balance the temperature
between the silver-plating chemical
and the surface of the glass. Of
course, we don’t call this a failure.
The unanticipated practice and
decisions that were discovered and
adopted during every step of the
process made us delve deeper into
our initial question and gave us
more interesting answers.

It was a great challenge to create
something that nobody had ever
created before. At times, it brought us
enormous joy to immerse ourselves
in the creation process, leaving the
message or the concept aside. For
instance, creating complicated holes
with water jets on the surface to
create a thick, flat mirror or joining
two mirrors together—let alone the
silvering process—were ideas that
we had not conceived of in the initial
design stages of the work. They were
literally ideas that came up as we
overcame the numerous obstacles
we encountered. How could we have
possibly imagined that we would
grind the mirrors, join them together,
use water jets, and plate them with
silver all by ourselves? These were
extremely tough moments, and at
every unforeseen turn we had to

Kimchiand Chips 159




carefully examine what we had to
do. The mirror was first invented
thousands of years ago, but today
we no longer produce mirrors in

this “old-fashioned” way. They are
now easily manufactured in factories
using a simple method. However,
there is not even one factory that
produces frontal mirrors like us.

So reflecting on it again, the work
was indeed an impossible challenge,
but also an inevitable one. And in
fact, these impossible, reckless
decisions become another story
that this work can tell.

An artwork and ways of
delivering the thoughts
behind it

Elliot Woods | With this particular
project we've kind of taken a slice
right in the middle of the process.
When we create something, there is
an explosion of complication during
the process, and then a compression
back into a simple form at the end.
But the way this project was presented
is as a slice very much in the middle of
the two, and there is not a simple
summarized description. Often we
make work in series, like we would
make the first version, second version,
third version, fourth version, fifth
version, etc. During this journey we
would be able to focus on everything
down to a succinct set of findings, but
here it’s much more confusing how
to analyze the work because we're
somehow still in the middle of this.

160 =S EHH0[&2 CH0IE 2021 HE[HA

Let me start by discussing the
theory of how we produced the
mirrors. When engineering
contemporary objects, engineers
use precision tools. Now, to create
a precision tool you generally use
another precision tool, so there must
be some sort of “origin tool” that
can make itself without needing
another precision tool to start with.
One of these types of “origin tools”
is something called an optical flat
or a surface plate, which can be
produced by taking three individual
surfaces and grinding them against
each other until you end up with
a perfectly flat surface. Using that
perfectly flat surface, you can then
make a ruler, and then make a CNC
machine to make a 3D printer, etc.
All of the things which we look at
as being modern precision tools
all come back to fundamental tools
like an optical flat or a surface plate.

We have to give ourselves a
meaningful target as to how flat we
want the mirror to be. Our aim is
a single wavelength of light across
the entire surface, which is referred to
as a one lambda PV value. Across the
full surface, there shouldn’t be any
distortions larger than one photon
of light. We began testing with the
three flats method on a small scale,
so we took pieces of optical grade
plate glass and started to grind them
against each other until we got to
the point where we performed the
final stage, which is called lapping.
This is where you take the surface

a final step from being very flat but
translucent to being optically smooth
as well as flat. We found during that
process you no longer can use the
three flats method, which grinds
one piece of glass against the other,
as the glass pieces start to stick to
each other when the surfaces are
too perfect, and the layers of atoms
can get glued together. In addition,
since we need to be able to measure
how flat it is, we decided that for the
larger version we would skip over to
an alternative method. We would
start with a very flat piece of glass,
and program a technique to measure
it using a camera and a calibration
board as well as some mathematics.
We looked at some of the scientific
literature of how large flat mirrors
are made and understood that we
would be able to create this very

flat mirror with one lambda PV by
measuring it with the camera and
then polishing selectively. This
process would iterate back and forth
between computational polishing
and measuring, but eventually we
would achieve the surface that

we were aiming for.

So that was how to get rid of the
distortions from the shape of the
glass, but then also the piece of
glass itself needs to be rigid enough
so that it doesn’t lose its shape under
the force of its own weight, which
means that generally you need to
make a very thick piece of glass.

The standard way is to make the
mirror thickness 1/6th of its diameter,
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so in our case it would have been

a 300mm thick mirror, and 1.7 tons
in weight. Obviously that’s very
impractical and very dominant in the
space it occupies. We didn’t want to
go with that approach, so we took
an approach used in telescopes that
are mounted on satellites in outer
space, something called an “open
back mirror.” An open back mirror

is a special structure made of glass
which is flat on the front but has
these kind of elements behind it

in order to retain its rigidity. We
designed ours using modern CAD
software with finite element analysis,
where we iterate between changing
the design parameters and simulating
the distortions in the glass. The final
design was fabricated using water
jets that cut and laminated together
using UV adhesive.

Upcoming Journey of Gaze

Elliot Woods | The flatness we were
trying to achieve is a PV value of one
lambda—flatter than a single wave
of light. We don’t know exactly what
we achieved, but | would estimate
it’s something like 100 lambda right
now. An ordinary mirror might have
a PV flatness of 2000 lambda across
a surface of 1.8 diameter. So we’re
somewhere on the journey towards
our goal. In terms of silver coverage,
like how much of it was correctly
covered, | think we got to maybe
ninety-five percent or something like
that. But that final five percent is very
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visible. And then the final issue that
we have is a chemical imperfection;
we have excess silver building up on
some parts of the surface, making it
look a little bit like dusty residue.
It’s difficult to quantify that, but it’s
also something that we now know
how to overcome. To resolve this we
need to restart the silvering process,
but getting the chemicals right now
is difficult with the international
shipping crisis. | don’t know how

to quantify that, but if you can

give it a score out of five, I'd give

it a three.

Son Mimi | Most Kimchi and Chips’
works focus on the variables or
phenomena that occur when certain
material or technology interact,

rather than taking interest in the
concrete and predictable results
they produce. While Gaze falls short
of physical perfection, it is a work
of tremendous gratitude to us for
discovering new occurrences and
possibilities. | believe Gaze made

it possible for us to bring our

past examination of concepts like
“image” and “reality and fiction”
from an abstract level to a more
realistic dimension. You can see
why the work Gaze was born at this
time if you look at the past works
one by one. | believe it is a matter of
necessity more than chance. It isn’t
finished yet. We're still at it.

Sung Yonghee, Shin Dongmin
| Interviewer and editor
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Review

Multiverse as Virtuality

Sung Yonghee | Curator, MMCA

“Modernity, in whatever age it appears, cannot exist without a shattering
of belief and without discovery of the ‘lack of reality’ of reality, together

with the invention of other realities”!

Can we envision a different world?
We have discussed the realistic possibility of other worlds, but can we actually
speak of them? Can we rule something within imagination to be a “reality”? After
all, multiple universes remain outside of human perception. Is scientific realism
truly valid when it suggests that certain phenomena are perceptually impossible
but experimentally detectable, or certain objects exist as yet in only a theoretical
sense? Can we simply borrow the power of science and technology to talk about
(other) worlds as such? As virtual reality media have become more actively used
today, as technological experiments with new perceptual methods and systems
become more varied, and as “many-worlds” interpretations such as quantum
mechanics and string theory gain popular acceptance, things once thought to
be fictional are increasingly becoming “reality.” As science and technology come
together to imagine and attain worlds that exist beyond our current cognition
and experience, their struggle no longer seems like something unheard-of.

Yet the issue remains controversial. As Immanuel Kant observed, our cognition
is valid only for the phenomena that are the objects of our experience.? When we
speak of things, we are bound by the constraint of only speaking of that which
has been given to us and that which we have posited. This is the perspective
followed by Seo Hyun-Suk’s virtual reality performance X(Indifferent Spectacle).
Expressing the impossibility of thinking about the substance, Seo has forsaken
any attempt to determine the “substance” as such—even going so far as to
mark over his own artwork’s title and promotional images with the letter “X.”
To be sure, there are objections to this. Philosophers like Quentin Meillassoux
(1967-) have argued that in viewing the quest of “substance” as an impossible
task, Kant fundamentally ruled out any possibility of approaching the matter.
Meillassoux suggest that we should speak of real entities that, like the universe,
precedes or transcends the existence of humans.? To this end, some speculative
realists have been working to find another way through or workaround to
speak of the world-in-itself (which was believed to be impossible) or other
worlds (or the multiverse).* While language and images were the best tools for
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understanding objects and the world in the past,® science has recently been
joining the fray. Not just joining—by the 20th century, science had become one of
the most crucial and controversial realms of thought and arenas of debate. Having
broken free from its past incarnations, having distanced itself from philosophical
contemplation, having become every bit as profound as philosophy itself, science
has been attempting a radical exploration of worlds that humans have ordinarily
been unable to perceive.

Obviously, as science takes on greater importance as a new ideology, some have
also suggested that we should try to overcome its limitations, asking whether
we should try to imagine things through the framework of a new science that
leaves the old behind, or whether to ponder a world that transcends science all
together. Meillassoux has called for conceptualizing worlds in such a way that
experimental science cannot deploy its theories or constitute its objects within
them. He advocates contemplation of a world (outside of science) that can be
perceived, but one where reason cannot operate.® In contrast, philosophers like
Gilles Deleuze have suggested that our focus should be on the “twisting within
science” where it already transcends itself—the possibilities for other worlds
inside of science.”While the differences between these two attitudes toward

the new tool are interesting, what is even more interesting is that they both
strive to separate scientific reality from the activities of (human) consciousness,
and that they both see the world as being diversely (de)composed. There is

a connection between Meillassoux’s argument that an extro-science world and
even a “plurality” of worlds are conceivable without incoherence® and Deleuze’s

1 Jean-Francois Lyotard, The Postmodern Condition. A Report on Knowledge, trans. Geoff
Bennington and Brian Massumi (Manchester: Manchester University Press, 1984), 77.
(Annex tran. Régis Durand)

2 Han Jagyeong, A Study of Substance [in Korean] (Seoul: Ewha Womans University Publishing
Culture Center, 2019), 331.

3 Quentin Meillassoux, “Chapter 1. Ancestrality,” in After Finitude (London: Continuum, 2009), 15.

4 For more on the different approaches of existentialists such as Graham Harman, Meillassoux,
Ray Brassier, and lain Hamilton Grant, see Chapter 10 and the annotations in Harman’s
The Quadruple Object.

5 Graham Harman, The Quadruple Object (Winchester: Zero books, 2011).

6 Quentin Meillassoux, Science Fiction and Extro-Science Fiction, trans. Alyosha Edlebi
(Minneapolis: Univocal Publishing, 2015), 5-6.

7 Gilles Deleuze, Felix Guattari, “Philosophy, Science, Logic, and Art,” in What Is Philosophy, trans.
Hugh Tomlinson and Graham Burchell (New York: Columbia University Press, 1994), 117-201.

8 Meillassoux, Science Fiction and Extro-Science Fiction, trans. Alyosha Edlebi (Minneapolis:
Univocal Publishing, 2015), 24. Emphasis added.
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emphasis on that the virtual possesses a “full” reality by itself.’In that sense,
modern science is divided (not only with regard to the world but with regard to
itself), endlessly open to virtuality; it has become a pathway toward a real world,
regardless of whether it fails.

Through his use of virtual reality and his performance, Seo Hyun-Suk contrasts
the illusions offered by art with the substance. As an illusory effect, the virtual
reality performance is contrasted to reality. Clearly separating illusion from
substance, the work expresses how the experience of illusion can never approach
the substance. X(Indifferent Spectacle) does not stop here—it focuses on

the changes in perception that we are able to possess after the experience of
illusion, in spite of the impossibility to reach the substance. In comparison with
this perspective, Kwon Hayoun’s virtual reality-based work is far more real.

Her XXth Attempt towards the Potential of Magic posits the actual operation of
two overlapping worlds rooted in the body, and it also demands that the viewer
share in this. The virtual reality in her work is not simply a matter of virtual
images; it is a physical fact and reality that demands physical effort in the form
of movement and activity. The underlying presumption in Kwon’s work is that
the visual (sensory) and physical, and the relationship with the other, can by all
means be blended into a single “reality.”

Described as a visualization of the sun (or its effects), Halo by Kimchi and Chips
addresses the “reality” of the sun in a very scientific sense, but it is more
accurately described as a representational/optical pursuit of the sun’s effects.
Where observation of the sun was once impossible, it has now become a fusion
of the eye, the sun, and technology, with the sun re-presented before our eyes.
The attempt has an ambivalent quality to it, in that it uses the most recent
technology—including elaborate machine learning algorithms and ninety-

nine robots that move according to the sun’s course—but it still seeks to
representationally establish the sun from the perspective of classical mechanics.
Also fascinating is the bold attempt to treat the natural system (weather)—both
a substance and a chaos—as an artistic material and sensory focus. Halo shows
the stark distance between the representational outcome and the substance

of the sun itself. Human efforts are located somewhere in between in their
attempts to access nature that does admit scientific, technological, and artistic
unity. Those efforts are repeated in the same way in another work by the group
titled Gaze. Its attempt to use the human medium of mirrors to manifest the
real phenomenon of the infinitude of light entails complex technology and vast
efforts, but it is also doomed to fail. In the work of An Jungju/Jun Sojung and
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Hoonida Kim, which uses LiDAR sensors to analyze the time associated with laser
pulse waves, the perception of light is something beyond the optical. Dealing
electromagnetically with things outside the spectrum of the visible, the two
works rely upon different perceptions and recent developments in physics.

They present light as data that goes beyond the visible realm of the human

eye’s physiological reactions (the LiDAR sensors), along with the perception of
electromagnetic waves (auditory conversion). Both works illustrate changes

in methods of perception and sensation, as well as the transformed approach

to light in contemporary visual culture.

In these ways, the artworks explore the gap between what is perceived and
what is real. These investigations of our senses, perception, and cognition
interact with changing perspectives on the world. Recent advancements in
science and technology have shown that our sensory organs, despite having
played the most crucial role in the creation of modernity, are not ideal and
autonomous mechanisms. Reordering of our sensory organs and methods of
cognition necessarily alters the notion of the subject and the substance.

To be sure, how we define “substance” or “reality” is an important question,
but there is no need for this project to tackle such a longstanding and vexing
philosophical concern. What matters instead is that we consider how art has
come together with technology and science to address this issue, and what sort
of methodologies they design. Thus far unreachable, caught between cognition
and representation, the issue of the substance calls for domains like philosophy,
technology, science, and art to deal with it, albeit from a different ground.

Senses

“[T]he least sensual ideas must be closest to the ‘true world.’
It is from the senses that most misfortunes come—they are
deceivers, deluders, destroyers.”*

9 Gilles Deleuze, Difference and Repetition, trans. Paul Patton (New York: Columbia
University Press, 1994), 211. Emphasis added.

10 Friedrich Nietzsche, The Will to Power, trans. Walter Arnold Kaufmann, R. J. Hollingdale
(New York: Random House, 1968), 317.
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Friedrich Nietzsche (1844-1900) spoke of how the senses deceive and reason
corrects the errors, yet we still find ourselves enchanted by sensory stimuli that
are deluding, mesmerizing, and illusory; by unfamiliar things that confound our
reason; by things that deviate from our conventional imaginings. Contemporary art
is obliged to admit its lingering ambivalent feelings toward illusion and fantasy.
While it no longer welcomes mimesis or artificial immersion, it nevertheless
cannot fully free itself from representation and the image. The interesting thing
to note here is that conceptual definitions and attitudes concerning “fantasy”
and “illusion” have been changing. Fantasy and illusion are increasingly perceived
not as representation as self-identity, but as something with a different status
that presumes difference. Deleuze writes, “the simulacra are precisely demonic
images, stripped of resemblance. Or rather, in contrast to icones, they have
externalized resemblance and live on difference instead.”*! The modern world is
one of simulacra, born of the failure of representation, where all identities are
only simulated.*?

We live in an era now where the production and consumption of illusions—images
of difference and differences of images—has become entirely routine. The sensory
stimuli have become all the more sophisticated, yet they are transmitted with
ease. The more we learn about the nerves, stimuli, and the brain, the more real
the replication and illusion becomes. Our own attitude of immersing ourselves
fully in illusions and replications while we are enjoying them, even as we remain
self-aware in a cognitive sense (enjoyment within ideology), has also played

a part in this transformation. When the Lumiére Brothers’ film The Arrival of

a Train was first shown in 1895, people who watched the image of an oncoming
train are said to have fled in panic. In this regard, they do not seem much
different from those who immerse themselves in virtual reality today—or those
who come to experience acrophobia in virtual reality settings. We know that it’s

a robot, yet we still experience the unpleasant sensation of the “uncanny valley”
when we encounter robots that resemble the human form. Advancements in

art and in science and technology dealing with our senses have left us unable to
be firmly convinced of the world derived from our senses, the world represented
through subjectivity. And that uncertainty is becoming an object not of rejection
but of enjoyment; a realm of virtuality.
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A unique world of illusions consisting entirely of symbols, Kwon Hayoun’s virtual
reality environment seizes the vacated realm of the object as it causes viewers
and formers to actually move. As Jean Baudrillard (1929-2007) so famously said,
we come to favor this over the nonexistent original. A similar scene occurs in Seo
Hyun-Suk’s work, which differs from Kwon'’s in the epistemological sense that

it still views the illusion as fictional. As viewers wearing virtual reality headsets
travel through the long corridor in front of Gallery 5, their gaze inside the VR
floats in midair. Even though their feet are on the ground, many experience

the sensation of being up high; some even feel a sense of panic. The viewer
recognizes all of this as illusion, yet the pure visual experience operates in a
physiological way. For one artist, the sensory uncertainty and the transition of
senses is a driving force moving the viewer; for the other, it is a starting point for
pondering the incompleteness of cognition.

Where modernity sought to separate the perceiving subject from the world—
assuming there to be both pure sensation and rational intellect—developments
in science, technology, and contemporary art have questioned and experimented
with whether such a division is actually possible. The Cartesian concept of pure
mental perception is now obsolete. Senses that we had come to believe to be
separate over the course of modernization have returned and intermingled. Even
their integration has proved unsuccessful; in the end, separation and integration
of senses are idealist concepts. The basic presumption of the difference of senses
and specialization of the organs that receive them has been overturned. Recently,
the field of neuroscience has shared a skeptical perspective on the specialized
approach to information processing—the idea of a modular brain or independent
sensory organs. Ideas like the law of specific nerve energies (the principle that
the ears respond only to sound, the eyes to light, and the vestibular system only
to acceleration) or the labeling principle (i.e., that neural connections are unique
to different forms, so that sounds enter the ears, which connects to the auditory
nucleus, and end up processed as hearing, while visual inputs enter the eyes

and are processed as seeing) are being continually refuted.”* When we reduce

a particular perceptual experience to the result of particular perceptual
mechanism, we are confusing correlation with causality.™

11 Gilles Deleuze, Ibid., 127-128.
12 Gilles Deleuze, Ibid., 18.
13 Seth S. Horowitz, The Universal Sense. How Hearing Shapes the Mind (Bloomsbury USA, 2012).

14 Christian Jarrett, Great Myths of the Brain (West Sussex: John Wiley & Sons Ltd, 2015), 9.
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The work of An Jungju/Jun Sojung and Hoonida Kim focuses on how to integrate
various stimuli and senses—or whether such integration is even possible. An and
Jun’s work involves transmitting several different senses (sight, hearing, smell)
to different places and allowing them to converge once again. While it seems

to be a case of transmitting several different, seemingly specialized individual
senses to different places, a closer examination suggests that the senses cannot
be so easily simplified. Mixed in with the sense of hearing are sensations of height
and sudden falling, along with the sounds and vibrations that arise in the process.
Visual information is captured across several cameras and converted into
different information by means of various devices; as it is transmitted, anything
that might be called “typically visual” disappears. Further intertwined with this
are the speeding sensation of racing drones traveling at speeds of 100-200 km/h,
the vertigo of a first-person perspective, and mechanically based senses such

as the autonomous drones’ LiDAR sensors and computer vision. With Hoonida
Kim’s Landscape being Decoded, the viewer experiences space not through
human sensory means, but through self-driving devices used in industry.

This raises questions about whether a handful of sensations can take the place
of the complex physiological experience of spatial perception; about how senses
drawn from machinery can be blended with human senses; and how space as

an event transcending the physiological phenomenon of spatial perception

can be constructed through different senses. Where An Jungju and Jun Sojung
are still attempting to resolve intermingled perceptions from the standpoint

of a single subject (the human being), Kim is experimenting with mechanical
sensing of space that has been transplanted into the human being. The viewer is
less the experiencer of a self-driving system than a part of its mechanism. The
spatial data gathered by the artist with his LiDAR sensors provide the fastest
perception of surroundings with the least delay; they are a round-the-clock alarm
system, and he also translates them into auditory information that is capable of
perceiving space from a 360-degree perspective, and which may in fact be called
mechanical in that sense.”” It is a process where light becomes sound. The fact
that light (pulses) and sound both exist in wave form is an intriguing scientific
phenomenon. Convergence of the senses is less a special kind of “experiment”
and more a routine approach by organisms, in the sense that their awareness

of their environment is based on the mutual operation of multiple senses, and
that there is a sensory blending of human and machine. Senses that cannot be
separated out individually, sensory processing organs that are intermingled and
imperfect, stimuli that are complex—these are the senses of the multiverse.
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The entanglement of sensorial systems happens not only within the subject,

but also in between the subject and the object to which it relates. Jeong
Geumhyung’s Toy Prototype focuses on the relationship between the human-
subject creator and the robot-object creation. To begin with, it raises the
question of what similarity exists between the robot and the human; at the same
time, it provides a tangible experience of the vast distance between human and
machine—just as the word “robot” first began rapidly entering parlance a century
ago,’® but has yet to be truly achieved. With their seemingly robust yet awkward
bodies, Jeong’s robots seem to deviate not only from the mechanical functions
they are ostensibly supposed to perform, but also the formal imperative that
they ought to appear similar to humans. A peculiar sort of modern alchemy

and wizardry can be sensed between the robot toy and Jeong, a layperson

who has taught herself to produce robots over many years. What emerges here
is a sensory shift, an emotional inversion, a subversion of relationships. The
primitive movements that can be barely performed by the robots—robots that
Jeong herself only just managed to create—provoke interesting ideas about self-
perception and, in a more grandiose sense, how another subject might be able
to begin to achieve that. It leads us to imagine that even this simple movement
might be the starting point for the robot to gain self-awareness—if we apply the
claim that the earliest eukaryote developed the cilium as a way to detect itself
and the movements around it, and that this is what enabled the emergence of
active players.”

15 “Hearing is an objectively faster processing system. While vision maxes out at fifteen to
twenty-five events per second, hearing is based on events that occur thousands of times
per second. While with vision it takes several hundred-millisecond, it takes only about
fifty milliseconds or less for you to identify a sound and point to where it's coming from.”
Seth S. Horowitz, Ibid.

16 The word “robot” spread far and wide after its first use in a 1920 play by the Czechoslovakian
playwright Karel Capek. Karel Capek, R.U.R. (Rossum’s Universal Robots) (London: Penguin
Books, 2004).

17 Seth S. Horowitz, Ibid., 35-36.
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Connections and passages
In the section, | want to talk about the media and tools of art and technology that
transports us into the multiverse, as well as the importance of the passages and
entryways that have been leading the way in summoning us into different worlds.
Technology and art themselves appear as nodes and connections linking different
worlds. Rather than attempting to erase the marks of media and tools for the
sake of perfect immersion, this exhibition did the opposite, focusing on those
very gaps and seams. The appeal of other worlds first emerges in the tools and
pathways that lead to them. Depictions of other worlds begin with mysterious
and detailed descriptions of those portals.

“[TIhen down you dive into the cellar. Let me warn you, you’ll have to lie

flat on your back. Total darkness, total immobility, and a certain ocular
adjustment will also be necessary. From the floor, you must focus your eyes
on the nineteenth step. Once | leave you, I'll lower the trapdoor and you’ll be
quite alone. ... In a minute or two, you’ll see the Aleph—the microcosm of the
alchemists and Kabbalists, our true proverbial friend, the multum in parvo!”!®

A magic and mysterious medium, the Aleph is a tool that allows for the perception
of different, strange worlds.* The description of the process leading to the Aleph
is every bit as striking as the different faces of indescribable, unshareable worlds
that the Aleph shows. Similarly, René Descartes offers the following description
on how to make a camera obscura, an old device used to create visual multiverses
through mechanical/optical means:

“Suppose a chamber is all shut up apart from a single hole, and a glass lens is
placed in front of this hole with a white sheet stretched at a certain distance
behind it so that the light coming from objects outside forms images on the
sheet. Now it is said that the room represents the eye; the hole, the pupil;

the lens, the crystalline humour. ...”?°

The two descriptions call to mind the recent immersive visual mechanism of
virtual reality and the difficult but exciting preparation process associated with
it. The originality of Kwon Hayoun’s XXth Attempt towards the Potential of Magic
begins with the participants sharing in the preparation time. The core of the
work lies in the time spent viewing other people’s virtual reality experience
from beside them; knowing that we too will be entering it shortly; and the idea
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of someone communicating the experience of that world ahead of time.

The connection to and disconnection from another world represents the basic
prerequisite for immersion, an act brought to the foreground as the exhibition

or performance itself. The experience of Hoonida Kim’s datascape starts from

a similar context: the visitor sits in a waiting area and awaits the moment when
they must temporarily graft on to a complex combination of LiDAR sensors,
computer, speakers, and performer located in a gallery space that is decked

out like a hangar. As the viewer awaits this complex vehicle and its transportation
to another world, the artist even provides videos and books explaining how

the device is implanted.

In Alice in Wonderland (1865), Alice falls for some time after tumbling into the
tunnel of the rabbit hole. As she falls farther and farther, she spends enough

of a subjective time to look around herself and think about the cat she has left
behind at home. With the temporal and spatial changes they present, art and
technology are tools and passages—passages to reality. The other world is not
a previously formed structure, but one that is shaped jointly, as the “passage”
of technology/art helps us to pass through “real time.”?! Seo Hyun-Suk’s work
deals with both tools and passages in a consummate way. The virtual reality
world and the long corridor of the actual gallery and museum are so perfectly
synchronized that the viewer experiences them simultaneously in both the
virtual and real worlds. The virtual reality and corridor function as a journey of
transformed senses and cognition. The various hallways that the viewer passes
through with Hoonida Kim’s datascape are the setting for an experience where
their awareness of the environment is altered. An Jungju and Jun Sojung’s
drone passes through a museum hallway that is a setting for contemporary
cognition and perception. Jeong Geumhyung’s work consists of a video along
with a chronological documentation of the production process and the changes
in the robot’s movements. The two facing mirrors in Kimchi and Chips’s Gaze are
endless passages of light.

18 Jorge Luis Borges, The Aleph and Other Stories 1933-1969, trans. Norman Thomas
Di Giovanni (Toronto: Bantam Books, 1971), 12. Emphasis added.

19 Jorge Luis Borges, Ibid., 13-14.

20 René Descartes, The Philosophical Writings of Descartes: Volume 1, trans.
John Cottingham, Robert Stoothoff & Dugald Murdoch (London: Cambridge, 1984), 166.

21 Focusing on temporal and spatial transformations as characteristics of modern sculpture,

the critic Rosalind Krauss explains them through the concept of the “passage.”
Rosalind Krauss, Passages in Modern Sculpture (Cambridge: MIT Press, 1981).
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Conclusion practiced by the artists naturally revealed itself at times, or allowed for the

While this year’s MMCA Performing Arts program was taking place under the discovery of clues toward a potential future. The multiverse theory posits that
“Multiverse” title, news about the so-called “Metaverse” was appearing regularly our methods of cognition and perception—and the subjects and world that are
in the media. It seemed as though our lives might be slipping into virtual reality formed as a result—represent just one of many different worlds. If the world is
any day now. The possibilities of a new life where virtual and real living are the product of subjectivity and cognition, and if we use technology and art to
overlapped and connected seemed like it might soon become a reality through draw upon different means of perception and cognitive systems, then to whom
technology. Ironically, however, there were also days when the museum was does the world actually belong? The multiverse is, in the end, a question about

unable to open because of COVID-19, and times when all of the museum’s staff the world.

and performers underwent COVID-19 testing. Viewers are practicing distanced
viewing during their visits and disinfecting their hands before experiencing the
VR and the Datascape. It was a year when the distance between real and virtual
seemed so very close, yet so very far. The contemporary response to “meta”—the
virtual and the transcendent experience that technology will afford us—has been
ambivalent. Ahead of any vague hopes for “virtuality and transcendence,” this
year’s MMCA Performing Arts attempted to focus on virtuality and reality as

a slice of technology. This “virtuality” and “reality” also form connection in terms
of temporal currents. To follow Deleuze’s distinction, while the virtual—in terms
of “virtual reality”—remains in a world of imagination, “virtuality” here signifies
something beyond established realms and a definite world. The virtuality
suggested by the multiverse is a technology-world beyond ordinary imagination,
ordinary applications, and conventional representation. The current state of
technology—in other words, the examples of practical technology shown in the
individual MMCA Performing Arts works—may not live up to our expectations (or
industry expectations). This finely split reality functions as trifles, as unexpected
errors, as a demand for human labor and caring. And as such, virtuality and its
finely cut slices form a cycle. The world suggested by the multiverse is plural
rather than transcendent, winding yet even, diverging instead of unifying.

With their skillful mapping of the virtual and real, the artists in this project raised
new questions about reality at the brink of illusion. This was also an attempt

to capture something beyond the visible in perceptible to capture virtuality

as something real. The artists also sought to expand the issue of illusion and
replication to matters of the subject and the world that shapes the subject.

They attempted to create an entire world to turn non-human beings into actors,
or to turn objects into beings-in-the world. They experimented with predicting
and applying the senses of other existences (such as machines and objects) rather
than holding on to those of humans. In the process, the reality of technology/art
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