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Hong Myung-seop’s Work: Resisting against Meaning,
through the Senses

By Kim Wonbang

What is the meaning and value of art? We often have an expectation or fixed notion
that a work of art conveys a message brightening life and the world. Modern Western
artists and philosophers who defined art as a crystal of spiritual sublimation bear
much of the responsibility for this. The system of commercializing art in post - capital-
ism today has been successful in glossing over artworks as things containing all of aes-
thetics and moral thought in order to maximize their material value. Something many
critics deplore is that art has long been related to the world of luxury goods through
high commercial value rather than dealing with the commaodity culture. Art as a luxury
item may now encapsulate a wide range of connotations, from creation of genius, and

peace for mankind and human rights, through socio-political reformation and hope of

utopia, to overthrow of global neo - liberalism and commodity capitalism, and even
self-criticism. For 10 years many kinds of biennale and international exhibition have
showed eloquently the extreme of such luxury and the fashion shows of art, proving
meaning can be a fetish.

Through ‘deep reading’ is the suggestion a work of art retains profound meaning
within it, which artist Hong Myung-seop criticized as “sterilized weight or antiseptic
politics”. It is a theological thought as belief in a miraculous spirit descending from
works of art. Whether deep reading is about the socially and politically critical or the
daily individual, decorating artworks with meanings and themes is like cutting off the
possibility of a spiritual-physical exchange, and temporal-spatial exchange, and het-
erogeneous connection between work and viewer. Meaning here is a product of logo-
centrism and intellectualism replacing the world with signs.

What was the subversive force that Georges Bataille - a thinker who attacked the
amalgamation of form and meaning in art through formless concepts - found in
Manet’s Olympia (1863)? A dominant evaluation of the work at the time was “an
unpleasant provocation as parody through a street prostitute’s cringe - worthy exhibi-
tionism, borrowed from master artists’ masterpieces”. But 20" century modern formal-
ists argued Manet’s flat space and lack of depth as a prelude to pictorial flatness, a
condition of the medium. While the former is a perspective confined to pictorial sub-
ject, and the latter is a perspective confined to pictorial form, Bataille saw Manet’s
painting as an aggression against painting itself through intentionally insincere pictor-

ial depiction and an attitude of seeing his painting as a strategy for de-sublimation,

shattering painting’s semantic function - the function of evocating the subject.

Did Marcel Duchamp’s Etant données (Given, 1945-1966) derive from a poor imagi-
nation, aimed at provoking the sensation of the cultured, with a plaster cast of a nude
woman with legs spread, and a gas lamp? For philosopher Jean - Fran¢ois Lyotard, and
Rosalind Krauss, it contains a strategy to dismantle perception, gaining definition and
meaning through excessive immersion in objects, that is, sensuous excessiveness.
Olympia and Etant donnees have something in common: they delay and disunite
meaning, and generate disagreement through excessive material, physical sensation,
which s also found in Hong’s work.

Hong has long been labeled as an abstruse conceptual artist. It is inevitable objects
entail concepts and meaning. But, as with Josef Kosuth, if conceptual art is defined as a
speculative idea in the existential form of artworks, Hong is an artist at the opposite of
such conceptual art. In observing the form of a concept, Hongs’ work is neither concep-
tual nor intra - conceptual. Instead, his work is extra-conceptual; an expenditure of the
conceptual as Bataille explained. The force in such expenditure of the conceptual is, as
mentioned above, excessively overflowing sensation, and the violence of sensation
which Gilles Deleuze found in Francis Bacon’s painting.

After Hong graduated from art college in 1977 he worked with a post-modernist
critical consciousness toward how the meaning of objects and arts are constructed and
deconstructed. He has explored the border where artistically significant objects are
formed. A border where elements are near meaning, transcending meaning, or are

except for meaning, or to borrow the artist’s words, “the other of work”, or “the exterior

of concept”. “l do not use concepts in my work to define my world. To make my work
more jarring by reusing concepts excavated through my work. The concepts perceive or
awaken their exterior as force changing and expanding sensation in life.” (Artist’s

Statement)

Hong’s three large installations at the OCI Museum of Art are all about ‘the others of
work’. The exhibition is not a retrospective exhibition: he would not display his work in
such an exhibition. For Hong, such a concept is a meaningless idea; an attempt to syn-
thesize, unify, and recollect; to construct fantasies like artistic soul and style, which he
has denounced. There is no spirit or soulin his work! His exhibition is not an expression
of soul but a symptom, like repetition-compulsion, encouraging viewers to join in.

A keyword in understanding this exhibition is sense: sense derived from material;
space and time, sensed through the body: all senses like sight, touch, and smell. He
says, “The body-subject is material and the sense of existence. To be precise, we can
contemplate a changed life-environment through the experience of change in our
body. ----- The frame of daily perception, visual perception, clashes of body senses, the
revolt of gravity resisting against the body’s daily perception ------ My body-senses lead
unfamiliar mutant sensations as if experiencing a foreign substance in the body.”
(Artist’s Statement)

Running Railroad (2012), Waterproof (2012), and The Way of Existence of Body-
Time (2012) all induce viewers to physical activities, almost like sport. In Running

Railroad a tape-drawing like a railway traverses the venue’s four walls, and ambiguous,



dynamic space and time is engendered as sound like the wind coming from speakers
installed in the following the rail-shaped drawing. In this space and time viewers expe-
rience his work with their bodies. Moreover, viewers execute exercise combined with
the senses of the body, resisting gravity in heavy iron slippers. They are no longer
Cartesian subjects contemplating the world from the watchtower of the soul separate
from the world of the body, but are body-time-space compounds, undergoing meta-
morphosis, becoming drawing and iron slippers. Their perception of things is compre-
hensively disturbed in the process. The body is added here to the sense of sight; time
intervenes in pure space; pure form shatters and becomes formless; and the orderly
meaning of things is disturbed.

Visual perception is here influenced by physiology. Unlike spiritual intelligence
seeking meaning, physiology is associated with skin sensation, muscle, pain, fatigue,
and sportive activities. The notion of pure visual imagery is revealed as fictitious amid
experience of following the trajectory of sound in iron slippers. It changes into creative
experience - visual-physical experience. In this respect Hong’s works are aligned to
Duchamp’s Rotorelief and Anemic Cinema, which criticize the concept of pure vision
and combination of vision and body. Duchamp transformed visual perception into
physiological experience by rotating images with a motor. Rosalind Krauss referred to
this as “corporealization of vision”, a typical overthrowing-strategy of the concept of
pure modernist vision. It means body suppression is involved in the concept of vision,
and disturbing vision by reviving the body is an overthrow of ocularcentrism dominat-

ing modern Western culture.

Close interactions always take place between spirit, form, and meaning; and the
body, sense, and hysteria. While the former control and suppress the latter, the latter
brings the former to confusion and castrates it. When hysteria is in plethora it damages
meaning and escapes from meaning. In Duchamp’s Etant donnees, an act ofimmersing
inand gazing at the female body through a hole in a gate is not seeing the object but is
allowing one’s interior to become the object itself, while also being deprived of mean-
ing. (Lyotard said when a male viewer is absorbed in the female nude in Etant donnees,
he who sees is the cunt.) We can know that his ultimate objective is to deconstruct
‘symbolic order’ maintaining art through the body senses from his comments that
“Crack and confusion derived from blasphemous resisting against our vision that has
already been power, and sound itself leading our sense and body to disagreement”
(Artist’s statement)

The new, lenticular work The Way of Existence of Body-Time, and Waterproof, done
at the Graz Residency in Austria share the same context. Sound such as viewer steps
and dabbling water cause cracks in our epistemological order. Like unfamiliarity dis-
turbing the familiar order of things, a Freudian uncanny mood. This mood is ‘the unex-
pected return of the oppressed real’ or ‘a surprise attack of the death drive’. The real
world here is but a political order of meaning sustained by consciousness, while
bizarreness is a dreadful disaster of chance shattering order anytime. Here, physiologi-
cal aspects in Hong’s work are not mere physical experience but a strategy overthrow-
ing the structure of spirit and belief. The artist refers to this as “mésentente”

(disagreement) after philosopher Jacques Ranciére, saying “l wish my work could trig-

ger and stimulate disagreement. ------ I'd like to generate with viewers experience of
dreaming about change, not who we are, but how we can change by offering distur-
bance to our consciousness of fixed identity.” (Artist’s Statement) | understand dis-
agreement Hong refers to is of course not as ‘social disagreement’ but as ‘non-social
action in society’, ‘non-contemplative action within contemplation’, or ‘operation of the

realinart’.

Hong does not see the other as a completely new, entirely heterogeneous, and fully
different being. It is not even a perfectly good being. A complete difference is another
concept of complete sameness. It is the same taken into the interior of form and mean-
ing and defined when Bataille’s ‘expenditure’ is completely restricted. The other here is
a weird unfamiliarity (called ‘the real’ by Jacques Lacan), accidently erupting among
palpable beings around us, or in the same, not as coming from a new world through
romantic emancipation. The other is also seen as a suddenly un-familiarized being,
indefinable as it always remains divided and deconstructed, with its own place. After
Bataille, we have an “accidental disaster occurring in existence itself, the overflowing
of existence”. In this sense, and as it has no meaning kept or understood, the other
may be resistant to all the politico-social and subversive only in this way: It is not resis-
tance but a disaster or terror in recent philosophy. The methodological context for
Hong’s work is involved in politics and is revealed at this point.

His work’s socio-political aspect is represented by unfamiliar feeling and the reac-

tion it induces, not by the messages it conveys. Hong expressed this as “an aesthetic

resistance trying to construct reality differently, not as art different from reality”. Such
unfamiliarity causes change in the stable status of the subject with a socio-political
consciousness, and so his work’s socio-political meaning is never lucid expression or
semiotic communication but is felt as simply an ambiguous allegory, and integrated
socio-political value and trust. In this sense, it is wrong to see Hong’s work as a pure

aesthetic exploration departing socio-political issues.

Allart is political. The problem is the theological, Enlightenment view of art, regard-
ing art as the object encapsulating political connotations, separate from the subject’s
existence. Hong clarifies his position here: “My work has no interior for critical social
concern, reflection, political content, or reality. If there is something triggering
response and friction in my work with the exterior, it is perhaps a dream of and reaction
to my age and world. That is my work’s political aspect and reason for being.”

Significant here is his work’s political attitude, not the artist’s political attitude
resisting politics. It is resistance of politics subjugating art under the medium of mean-
ing. A strategy for the resistance is to exploit the physical senses overflowing within
him. His oeuvre spanning 35 years, with infinite repetitions of entering the law of lan-
guage, the law of truth, the law of politics, and the law of all the fathers, discovers the
body’s blasphemous pleasure overflowing inside. That is not a peaceful pleasure, but
an act of repetitively pursuing contradictory pleasure secured from limitation and pro-
hibition, deficiency and postponement, the “jouissance” Lacan defined. Hong is, it

seems, painfully satisfied in the circuit of such pleasure.
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Plan of Exhibition Project
To create a sensorial body that confuses our cognitive foundations

The compositional conditions for this project are not created by me alone. Various elements of the exhibition include my creative works, produced either prior to the
event or retroactively. Such production is made possible by the works actively responding and interacting with themselves, as well as certain other internal and external
conditions of my creation. The exhibition yearns to transcend any and all categories and meanings that are firmly fixed or established. As such, this project urgently
craves new pairings and alliances apart from the standard requisites, so it might result in uncomfortable or discordant collisions between noises. A cacophony like this is
far removed from clarity and precision, so the end result may be a kind of sensorial friction or resistance.

These artworks extend well beyond epistemology; they are ontological events, and the politics of existence itself, which transform our mere existence into a matter of
extreme significance. They naturally invoke heterogeneity by grappling with unpredictability while simultaneously attempting some form of topological reconstruction. In
essence, the reconstruction is akin to the sensorial phenomenon that occurs when | touch my own body; | experience the touch from both sides, as both giver and
recipient. Thus, | am simultaneously subject and object, inside out and outside in, as if I'm dangling over the object which is already incorporated as a part of myself.
Inevitably, artworks unleash not epistemological effects, but ontological effects. In other words, they trigger a motor sensation that escapes the frame of cognition,
which must remain biologically bound to the body. This motor sensation has the power to stretch and alter the primarily physical changes and responses of life, and
ultimately to transform life itself. According to Henri Bergson's dynamic metaphysics, the fundamental basis of existence is creation and change. He criticized our
tendency to regard cognitive function as purely mental and psychological, claiming that we consistently overlook the fact that cognition is inherently based on physical
processes which we use to relate ourselves to the outside world.

My project is also connected to the social distribution of sensory awakening, which enables us to perceive what lies beyond any given concept. Any such endeavor must
employ a healthy dose of discord and tension. However, as Jacques Ranciére said, discord is an inevitable condition for democracy. In fact, he said that democracy must
be nothing but the point in space and the moment in time when discords manifest themselves.

My project seeks to visualize thought processes that are mutually dependent or that internalize one another as they traverse binary oppositions, such as subject/object,
you/l, and perception/perceived. The artworks are no longer simply aesthetic objects, as they begin to function within the tensile force of the “Other”. So this project
experiments with a subject that is renewed by being subsumed into its own antithesis. These works refuse to accept confinement within preexisting meanings or values,
even aesthetic value or artistic meaning, because those concepts are inherently tied to human sense and perception. This project represents an uprising against those
conditions, and which is aimed at the uncharted territory beyond those concepts. Therefore, it is an adventure in life that conspires to transform the physical nature of its
own existence.

From Detached Seeing to Conditions for Production

The concept of “seeing” or “appreciating an artwork” is inherently based on the belief that an artwork “has” the complete artistic qualities ipso facto. In other words, it
is immediately accepted that the essence of artistry exists somewhere in the work. Therefore, the act of detached seeing—i.e., one-sided, non-participatory
observation—was established and placed within a different plane from that of production. As a result, the aesthetic choice of how to perceive the process of “detached
seeing” has usually been refracted throughout history.

Nonetheless, my works are not to be defined as the “Other” which sits across from the audience at either end of a binary opposition. | absolutely do not want the
audience to be present simply as objects who detachedly see and appreciate the works. | want them to engage the works and serve as conditions for mutual
participation, for it is through such function that the works are truly created.

Seeing one leaf falling from a tree, a Taoist would say, "1 know that it's time for the season to change. Fall has come.” At first glance, this implicative anecdote seems to
say that the Taoist read the falling leaf as a visual signifier of autumn. But actually, the Taoist anticipates the season by understanding that one falling leaf in a small
yard is an inevitable component of the cosmic order of a seasonal change. From this perspective, we are suddenly susceptible to a profound insight: the momentous
onset of autumn is ultimately aligned with a single falling leaf in my yard.

There is power in our gaze, and the provocative resistance against the gaze eventually succumbs to rupture and chaos. In addition, noise leads our body and sense to
discord. | believe that such rupture, chaos, and noise can liberate our body, and allow us to live a life of innovation, rather than the other way around.

Thus, when the audience leaves the exhibition space, | hope they feel that their bodily sensation has been rearranged from its usual alignment and comfort zone. In
other words, | hope they fee

|u

paralogy,” in Jean-Francois Lyotard's sense. | also hope that, when they return to their normal lives, they find that their renovated
perception and sense irrevocably alters the world that they are constantly perceiving.
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The 30 pieces of Lenticular panels (90x115cm) with vertically interlaced images will be displayed horizontally in a line without gap, on
the left wall of the gallery space. Lenticular panels produce changes in an image as the image is viewed from different angles,
therefore this visual effect depends on the movement of the audience and places the decision on the image back to them. This is
against the common way of audience being in one spot looking at artwork displayed on a wall and let audience free themselves from
their one-way, passively contemplative attitude towards artwork. The inseparability between audience’ s body and the time/space
interrelationship creates a unique performance.

This urges a new function in time and space of physicality of painting and field of painting. Instead of presenting motionless opening
window like images, this project introduces audience to a place where the walls surrounding audience's body change lively as audience
are moving their body. Each lenticular panel has seven different images applied on in order to have changing images effect.
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Tape drawing

Seeing does not belong only to the realm of visual perception-it is actually a physical act. Thus, seeing is what our body feels and experiences
when it is exposed to and captured by a certain space. As such, seeing is the act of wandering through a drawing that demands a physical
response from us, thus invoking a surreal, hallucinatory circus of our mind as well. (Running Railroad, from the artist's note, 2004)

Formation

This project is based on the concept of topological space management, which | have been pursuing since 1982. The concept was well realized
in two of my previous works,

Level-Game (1997), Where Are You? (2003) and Running Railroad (1982-2009). By utilizing those two works and adding a sound installation,
| present a crossover approach.

This work requires the audience to use more than just their eyes; it is a full-body experience which heightens their awareness of the bodily
sensations involved with walking, breathing, and trying to resist forces of velocity and gravity. These physical and external elements are
significant conditions that give the work its efficacy.

This project is based on the audience's experience of bodily rhythms and physical consciousness which they are unprepared for. Thus, the
work aims to arouse a type of perceptiveness which the body could not possibly foresee. Exposing the body to situations and sensations that
it has never actively experienced before also causes an involuntary sensorial awakening. This work is designed to activate unforeseen
disharmonious sentiments that emerge from unfamiliarity and discomfort. Therefore, by creating an environment which transforms our usual
bodily experience, the work coaxes us to contemplate the myriad varieties and conditions of life.

Unlike ordinary shoes, very heavy shoes enhance people's motivation to walk for exercise.

Watching the unfamiliar and effortful bodily movements and activities of disabled people who cannot freely move their bodies initiates a
heterogeneous flow that produces involuntary sensations: resistance; rebellion against those bodily rhythms and senses which have become
automated by our daily routine; sounds of various speeds which capture our body; the rhythm of whirlwinds that enfold us.

Visual perception and bodily sensation are alienated from the ordinary cognitive frame, and they collide with each other. Gravity rebels
against the daily cognition of our body. Suddenly, our body is immersed in a new mutant sensation, as if we are trying out new prosthetic
limbs.

Installation Plan

1) Tape installation: Apply tape to the four walls of the exhibition room to create railroad-shaped lines running horizontally at eye level.

2) Cast-iron Slipper Installation: Place about 20 pairs of cast-iron slippers at the entrance of the exhibition. There should be two sizes of
sleepers for men (7 kg) and for women and children (5kg). As the audience enters, someone must encourage and help them put the
slippers on over their shoes.
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<waterproof2012>, RONDO presentation ; ‘Go with the Flow' in kunstbhad

Title ; “waterproof” (sound installation)
Artist ; Myung-seop Hong / Christof Neugebauer

The aim in our sound plan is not to make sound itself an object to contemplate(non-committal hearing), rather to construct a situation in which the beholder's body is engaged in
such an experience that makes the distinction between the space of the beholder's body and the artwork impossible.

Because sensation of our body cannot be separated from space, our perception is a matter of extension of body as a sensory organ, not a matter of producing thought. We tend
to believe that consciousness and material have a different nature and this dualism stops us from being aware of that the true existence can be only perceived within time
sequence with movements and changes. Transition by movements and changes make time exist its own distinctive way as a true existence.

Perception is not just a pure ability to aware, it is rather motional propensity that a creature as a living body develops in interacting with its circumstance ;_ like somesthesia. This
'sound project' can arouse sensation by a non-objectified commitment of a body. Instead of giving impressions for ears and eyes, this artwork leads audience to an unique
experience in a space that is inseparable from their body. As a result, we expect this can help our body arouse a new sensation by linking it with its surrounding space even
before our interpretation(judgment in mind) comes to mind.

Key word ;
Somesthesia

Against non-committal
Body(without organs)

Process ;
Experiment of image though body.
Experience water image through body in sound;
1) step in the ill-lighted room
to reduce sight
2) water sound which water surface hit the wall or object
to indicate non-existing water level in the room
3) walking in the wavering water
people might walk slowly since they can't see, and they should only use their auditory sense.
plate sensors installed beneath the foot ->to control people's sight and create specific rhythm of working

Title ; “waterproof” (sound installation)
Artist ; Myung—seop Hong / Christof Neugebauer
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3) walking in the wavering water people might walk slowly since they can't see, and they should only use their auditory sense.
plate sensors installed beneath the foot to control people’s sight and create specific rhythm of working
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Biographical Statement

Name: Christof Neugebauer

Adress: Sackstra== 22, A 8010 Graz, c.neugebauer@gmx.at
Birth: 15 March 1970; Graz, Austria
Education: School 1976 - 1989

University Graz , Art History 1990 - 1995
First degree: Master of Philosophy, 1995, University Graz

University Linz , Artistic handcrafts, techniques; Fine Arts 1995 - 2000
Second degree: Master of Fine Arts, 2000, University Linz

University Linz and Graz, Paedagogic in connection to Art 2000-2001
Third degree: Doctor of Philosophy, University Linz

Artistic Work

Experimental projects with sounds, dance, music, motion and sense perception.
Sound installations

Sound objects - the visitors can use them as musical instruments

Motion tracking

Using the human body as musical instruments

Choreokompositions - dancers can produce their own music while dancing ....
Compositions for Theater performances, Film Music, Music sketches, Songs....
Since 1995 - Exhibitions and Performances all over Austria, most of them in Graz.

Further information: www.christofneugebauer.at
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