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This interview with Choi Jeong Hwa was organized to comprehend basic information
about the artist’'s career. Therefore, the interviewers tried to check with the artist
about his past activites, roughly following a chronology by year, based on the artist’'s
memory and materials accumulated by researchers. Through this process, it was
possible to identify the artist’s works that had not been widely recognized and correct
unclear details about well-known images of the artist’s works. Furthermore, through
the chronological format of the interview, it was possible to learn how the artist’s
ideas and practices unfolded or developed and how certain attempts have become

his signature style while others were dismissed. At the same time, the interview was
naturally accompanied by heated discussions about aesthetics and philosophy of the
artist’s all-encompassing production of visual arts, ranging from his artistic production
to interior design, book design, stage design, photography, writing, corporate identity,
and working as a visual director for movies. Although the interview did not produce
answers, it was possible to identify questions and issues, often with a feeling that we
found some connections.

Of course, not everything from the artist's career was identified or discussed.
In specific, the interview focused on the period between the mid-1980s to the year
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2000. More specifically, it covers a period from the year 1984, when Choi was awarded 1984-1989 ([:’Iloi g

an honorable mention a runner-up award from the Joongang Fine Art Prize for an May 27, 1984. Clear,
artwork he had submitted during his military service, to the year 2000, when he S So, let's start the interview. I'll do it in chronological order. Perhaps we should start 1984 72+10%em
produced The Present of Century, an installation made for Jongno Tower that became from the period when Choi Jeong Hwa made his name in the art scene. Usually
the starting point for his public art projects. Thus, it can be said that the second half of mentioned with regards to this is the year 1987 when Choi held the Museum
the interview deals with the artist after the year 2000. This periodization is not done exhibition and received the grand prize from the Western painting section of the
just for the sake of convenience. For the artist, the period between 1984 and 2000 Joongang Fine Art Prize. But in fact, Choi received a runner-up award in 1986 and
cannot simply be called his formative years. For some, this period includes the time honorable mention in 1984.
when the artist reached his peak. It was during this period in which new attempts M And there was no grand prize given to anyone in 1986.
were constantly made while his existing practice matured, thus it is not fruitless to S No, and the little-known 1984 piece that received an honorable mention was a
examine the artist’s career year by year. In this sense, it can be said that this period painting that juxtaposed riot police and kindergarten children in vertical parallel.!”
saw the establishment of most of the artist's visual vocabulary and artistic concerns. C ldrew itin the military. With a pencil. Did it at the barracks.
Furthermore, Choi’s practice was also a prominent model for the new interest and S Oh, then is it associated with the experience of the military?
choices in Korean art, which went through the 1970s and 80s and was facing the new ¢ Military... That has a certain influence. But | guess there was more of an influence
social and cultural conditions of the 1990s. Thus, the interview was also an opportunity from the outside? | was in the Air Force, so it was a bit loose. But | made it while
to confirm the artist’s public role beyond his personal career as an individual artist. the senior soldiers were scolding me for not drawing their faces. So it's a pencil

drawing.
The interview was conducted at Choi Jeong Hwa's office in Yeonji-dong, Jongno-gu, S Itisin fact an ironic situation and there is humor in it.
Seoul, while all participants of the interview were comfortably sitting on a sofa, for M | can see that from the composition of the image.
five hours. There were inevitable edits and omissi while reviewing the transcription C Children and riot police. And the title says ‘Clear.’ Nothing is happening. (Laughs)
of the interview. However, | tried not to miss the progression of the discussion and S Right. The title is May 27, 1984. Clear.
its context as much as possible. | also tried to convey the casual atmosphere of the C That was the day | drew it.
interview. | would like to express my gratitude to Choi Jeong Hwa, who generously M |saw it for the first time. It's amazing.
responded to my questions which were often too direct and sometimes unenlightened. S And you received a runner-up award in
And | would like to thank Min Byung Jic for providing me with this invaluable 1986.
opportunity and for participating in the interview. C Butl like this. That | drew it with crayons

and glue. It is a drawing. A drawing
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overlapping two human bodies. That was a time when Neo-Expressionism was in
style. | had not done any oil painting then, and | could only do pencil drawing well.
With crayons and glue. | put kerosene in a sprayer, added crayons, and sprayed the
kerosene to make it spread and soggy. It was a work of expressionism, made with
the effect of such texture.

S Yes, and you received the grand prize in the following year with the work titled Che
(i, the body).

C  Why did they give the grand prize to this work? (Laughs)

S You often said in interviews that you created this work to receive a prize. What
made you so assured?

C There was some influence from Italian paintings.

S Neo-Expressionism?

C |putand drew some steel scraps and wood pieces on the canvas. One thing was
that | was guessing what the juries might like, and the other was that | saw what
other contestants submitted when | was submitting my work.

S Oh, the other works?

C Right. Though | cannot exactly remember how it was. Why they liked it... Well, in
this case, | think images which fascinated me were reflected in the work. It felt
like it was art if | would do it in that way for no particular reason. It also felt like it
was cool. And that was how things were normally done at that time. So | unfolded
images | had made with photo collages once again. So it was an extension of pencil
drawing. And | exactly remember the expression | used - 1 called it “FX.” Soit's a
kind of special effects. There was a movie with that title.

S Yes. There was one. It's FX: Murder by lllusion (1985).

¢ | had my own statistics about how one feels with certain textures as | often use
mixed materials. | had not seen many things, but | saw some exhibitions at Galerie
de Séoul and some catalogues of exhibitions. Well, | should be more candid.
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| realized that people would say certain things if | drew in certain textures. gjwmm
So | tested it and won the prize. Salo Exhibition,
You returned to school when you did it. ;:':’I‘::L:';;n"‘:
I was in my third or fourth year of college. 1988

You usually mention Neo-Expressionism. There are human figures in the work. 1

But | only did it at that time and never since. | quit all of it. p;;‘s;:':;m
In the interviews you did later, you mentioned why you did not draw faces. Exhibition.”
Oh, right. It was because faces revealed too much emotion. | did so since the first ot
year of university. There are some prints of the drawings somewhere. These are :;‘:""*' e,

all rough nude sketches. | cut off all the faces when | did them. Faces revealed
too much expression and | could not show the flesh. There must be the drawings
of flesh somewhere. | used crayon for them, too. Faces... Well, you have to look
at people's faces when you talk to them, but | wanted to do it without faces in my
drawings.

Faces were rather a nuisance, you thought. A similar work appeared in the solo
exhibition the next year, in 1988.

I had such works by then. At Kim Young-jung Museum.

Yes, at Yeonhui Arts and Design Building (Choi Jeong Hwa Solo Exhibition,

September 29-October 8, 1988). You showed drawings, i and llations
2]

all at the same time.
| showed them together. | installed a makeshift structure in front of the paintings.
There must be a photo of it somewhere. (Looking at a photo published with a
review in Gana Art magazine) Oh, you found this!'
Right, 1988 was the year when | was doing interior
design. That's why all of them appeared at the
same time.

What did? Installation? Was it influenced by that?
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C | puttogether things | had picked up at construction sites. So it was similar to the
one which got the grand prize at the graduation exhibition — | attached a lump
of metal that was really old. | did not draw human figures but rather monkeys in
the work. I don’t have the work or any photo of it. It must be somewhere in the
graduation exhibition catal, The construction sites | encountered on the way
from my place to Hongik University and the practice of picking things up — my
practice has been the extension of those things.

How was the atmosphere of the university at that time?

(Laughs) OK, Park Bul-ddong, Kim Hwan-young, and Jung Boc-su.

Ones that are also called Minjung artists...

They were my closest friends whom | met most frequently and hung out with.

What did you talk about?

We just drank at that time, no talking!

But it seems that you have a different trajectory from them.

Of course we must have talked about Minjung art. We did talk about it but it was

not so different from talking about everyday life to me. And there were also some

other Minjung artists, but they were not good painters. Park Bul-ddong and Kim

Hwan-young were the best in pencil drawing. Kim Hwan-young was the best one.

| was one of the three dexterous artists. But everything has changed since

I returned from my military service. Everything.

S Oh, different from when you were in your early twenties?

C Itwas not so different in the years 1980, ‘81, and '82. But (things had changed)
when | came back after completing the military service in 1985. There were Jung
Boc-su and some others, but Park Bul-ddong and Kim Hwan-young were doing
something different.

M And you just did the military service?

C Iserved three years. | did it because | had to. | went to the Air Force since everyone

O Mmoo mwonmown

oOwon

o

told me that the Army would be so difficult, but the Air Force was also difficult. [3]

Catalogue cover
(Laughs) from French New
Do you remember any exhibition from the early and mid-1980s? f:’h'i‘;‘i"';:‘::;"”
| remember an exhibition at Galerie de Séoul. Museum, 1982

The new figuration exhibition?
Yes, French New Figuration Painting Exhibition (Galerie de Séoul, July 10-August 15,
1982). That was one...""!

Was the exhibition really impressive? Many people say so. Was it like, “Well,

I see that this is possible with figuration.”

It might have been a difference in style.

Right, it was about a different style. A style is a style. | have no issue with style then
and now. But thoughts and ideas are different from style. When someone reads
something else from other people’s style, he does it wrong. I'm sorry to say this but
it's true.

Had you seen exhibitions by the Reality and Utterance group?

1 did not see their exhibitions in ‘82 and '83.

Then you returned from the military service and got along with people other than
Kim Hwan-young or Park Bul-ddong. That developed into the Mi or UA.O
exhibitions...

| returned to the university in '85. But | traveled to Japan and
Hong Kong before going back to the university. All by myself. =
Overseas travel still required permissions at that time. - rﬁ Ea*ﬁ@
How was it possible then? “‘Hqumﬂqm on France
| did not travel with that kind of permission. | went out with
a working visa. | made a working visa as an employee of
my uncle’s company. | did itb 1 didn't know about
Japanese art but all the professors at the university were
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reading Japanese books. Lee Yil, Park Seo-bo, Ha Chong-hyun, and Choi Myoung-
young — all of them. When | went to professors’ rooms, their books were all in
Japanese. They had Bijutsu Techo magazine, and they also had other books from
Japan. Before entering the military service, | knew nothing since my Japanese was
so rudimentary. | was in the third year when | returned to university in '85. Before
completing the military service, | studied Japanese by myself so | could visit Japan
and read Japanese books. And | went to Japan, saw art and visited art museums.
But it was the fashion shops in O do and Aoy that caught my eye. All
the other things were not as memorable. But Issey Miyake, Yohji Yamamoto, and
COMME des GARCONS — they were shocking. | was shocked to see how they were.
The clerks showed me the clothes when | entered the shops to buy them — It was
a world of the sensuous. The touch, texture, and then presentation and display —
They had them. And it was more fun to see them. | thought, “Why do these things
stimulate me?”

M More stimulating than art.

1 did not know art. | started practicing art when | was in my final year of high school.

| went to art school because | was told to do so.

How long did you stay in Japan?

It was just about three weeks.

Where did you stay?

| was onboard the ship from Shimonoseki, going all the way up through Kyoto,

Osaka, then Tokyo.

It must have cost a lot of money. How did you prepare that much money?

C Itdidn’t cost much to take a ship. No, | was almost starving. | didn't have much
money then. Almost none.

M So you visited Japan first and then traveled to Hong Kong? Why did you go to Hong
Kong?

o wmw o w o

]

o wnwo=x

| saw Hong Kong in comics and had some vague images about the place. And when :-immw“

I went there — The high-rises and skyscrapers. Hong Kong noir. “Waiting for Cold

I became blank — “Wow, what's all this?” x:;m‘(‘l‘:""":"‘"
Some people described your work as being ‘Japanese style.’ Mind) (July 1994),
Oh, gosh. There was an influence... But it was not in Japanese style; it's my style. BRES
(Laughs) ([:‘a]u.loquehvm
This is not about your work, but the critic Kim Hyun-do once wrote this. He saw you  Museum exhibition,
and Lee Bul around the end of 1987 and said, “Hairstyle and costumes that can be f;',"“"m"'

only recognized as being in the Japanese style.”? (Laughs)
| was a university student then... Well, clothing is also a way of expression. Don't all
cool kids who have talent and know how to play dress uniquely?

From when did you dress like that? Probably not in the first or second year...

After | returned to the school.

Where did you buy your clothes? Did you make them?

I made some. Some of my mother’s clothes, some of my fathers. It was all recycled.
And | grew out my hair then. | had extremely long hair.

So you went to Japan and Hong Kong and came back. When discussing the year
1987, Joongang Fine Art Prize is not the only event. Museum exhibition (February
11-17, Kwanhoon Gallery) is also mentioned a lot in Korean art history.*!

But | don't like that part and I'm not interested in it. The work | presented in the
Museum exhibition was like the Che (§, the body) series. | ted to do hi
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But it was just a repetition of what | had been doing.

M How did you create the exhibition?

C LeeBuland!led it, and the title of the exhibition was also like, | said, “What about

Museum as the title?” The typography of the title took different fonts used for

European castles. It might be on the cover of the leaflet. It was also about getting

interesting people to do something after graduating from university.

Do you think that Museum deserves the attention it receives now?

It never seemed that way to me.

The exhibition is quite well known.

Yes, even if it's not all that important to you personally.

Well, the exhibition itself and how it was exhibited might have differed at that time.

Museum is often discussed but not much known. There’s no photo documentation.

Only an essay by Yoon Jin-seob and some photos of participating works in the

catalogue remain.

Right. Nothing has been known about what it really was.

M The exhibition is also mentioned a lot thanks to its slightly ironic title. But you are
actually not so sure whether it was that important, right?

C Yes, | think.

Were there many reviews that followed?

C Frankly | think there were none. In fact, one of the people | met through the Museum
exhibition was a group called TA-RA. They happened to be around me, and | was
rather influenced by them. Their work featured things like machine parts and stuff
from interior decoration.

S There was a review of Choi Jeong Hwa Solo Exhibition (September 29-October 8) at
Yeonhui Arts and Design Building published in Gana Art. It's written by Park Shin-
eui.

C What does it say? Actually, | did that exhibition because Lee Yil told me before he
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passed away, “Go do it." 3.

Oh, that's right. At the end of Park’s review, she says, “I think that the exhibition is

too refined or artificial.”*

Well, he read that part well. (Laughs)

It might be that your work was different from Minjung art of that time. It doesn‘t

seem to be a compliment.

Right. Well, thinking about it now, it seems to be correct. Because | sought
phistication and inj d it artificiality. That's what made these structures.

The real stuff only starts now. You said earlier (while looking at interior designs)

that your installations and objects were related to interior design, but you had

worked for an advertising company before you worked for an interior design

company, right?

Wow, it was called Jesam Gwang-go (The Third Advertisement).

Park Shin-eui, Ibid

Yes.
At the company, | worked on almost all of the commercials for Hyundai Department
Store. | think you can find them here, the TV cials. Moving objects

made of paper. Shooting different images and connecting them. | made objects
resembling children’s toys with paper. That's what | did.

Since when?

Well... Around the end of '86. | forgot about it.

Around the end of ‘867 So then you worked at the company and received the award
from Joongang Fine Art Prize and did the Museum exhibition...

Yes.

Did you also regularly go to work?

Sure. | went to work... but | had to do something. Passion? | only had passion.
Was it Jesam Gwang-go?

The company was owned by Yoon Il and located in Chungmuro in Seoul. There...
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| forgot about it. You will find many of my works if you dig in the Hyundai el

“Interior Designers:

Should | call it a design philosophy... How did it begin? While you were working on L‘I}Lo ik

Department Store advertisements from the 1980s. Choi Mi-kyung. interior design? Or was it even before that? Sinchon, 1990
S Were you in need of money at the time? DQ.‘:;:,::,"‘“ o I’'m actually a very spontaneous person. But it was then, when | started workingon
C Sure, | didn't have any means to live. (November/ interior design. Well, of course | saw many construction sites since | was in college.  0zone, Jongne,

Then you moved to Omni Design in 1987, and you established A4 Partners in March 2?;‘:;’ e

1989 after meeting Choi Mi-kyung at the company. There's an article featuring you 51

1991

The construction sites and scaffolding were wonderful. But why did the completed
buildings look the same and idiotic? | constantly thought about that.

and Choi Mi-kyung just a few months after you started A4 Partners. (Looking at Advertizement You had picked up an advertisement image for a cabaret in Yeongdeungpo in 1987,
the magazine) It was published in a magazine called Designer.* It features interior i) which later became Made in Korea (1991)."!
design you did for YUPPIE'S and Sung-il Cinemart. 1987, Yes. | was interested in collected images and collected objects. When | did interior

Well, there was something like this. (Laughs) | did the interior design for Sung-
il Cinemart because | was close to Kang Kyung-a, the daughter of the actor Shin
Sung-il, when | was in school. That's how my first assignment came to be Shin
Sung-il's office. It was a good opportunity. And | did designs for other boutiques.
| guess it was around that time when | did the interior design for Ultimo as well.

| started working for fashion boutiques since then.

One interesting thing about this article is that you emphasized certain words.
For example, “something natural,” “freeness when taking off all the burdensome
clothes,” “eongteori” (sham), “props that are accidentally acquired.” And the
ceiling of Sung-il Cinemart's office was torn down and exposed.

Yes. It was the first time to do such a thing. In Korea.
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design for Ultimo, | think | gave them a manhole cover. The manhole cover with
some pebbles stuck to it looked so beautiful. | was working at A4 Partners then.

1990

Those interior design works naturally led to OLLO OLLO and Ozone...!*”!

Yes, there was no place | wanted to go for a drink and other places were too greasy.
So | had to make a space | was thinking about. That's how it happened.
Interestingly enough, the places where your design was involved — a cinema studio,
fashion boutiques, and ‘rock’ cafes — were related to the entertainment industry. It
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seems like this tells us that Korea at that time was changing — a kind of change in
the country’s industry.

C Right.

S Totalk about OLLO OLLO and Ozone, | think you believed they had to be different
from places in the Hongik University area or Apgujeong. They were in the Ewha
Womans University area and Jongno, which were a bit far from Hongik University or
Apgujeong. By the way, who were the clients?

C OLLO OLLO was owned by an older student who had graduated from the
Department of Art History & Theory at Hongik University. He told me that he was
opening a place in front of Ewha Womans University and asked me to work on it.
That's how | got the job.

S That means you could do it more freely, right? Different from when you did it for
Sung-il Cinemart.

C It was different. Because the contents of the space were different. | did as
I wanted at OLLO OLLO.

S So you removed things. And you left the walls untouched, made tables with
plywood, and you did the floor with...

C Ifinished the cement floor with beer cans embedded.

Were you welcomed by the interior design industry?

C No. Since my clients were so clear about what they wanted. And for Ozone, the
client was Choi Mi-kyung. She was the owner of Ozone. She financed it. And the
interior design industry welcomed me and helped me a lot. The monthly magazine
Interiors started helping me a lot since then.

S Right. Interiors magazine immediately featured Ozone on its cover in December
1991.*) | could see artworks in the photos of OLLO OLLO and Ozone — You were
also involved in their programs, right?

C OLLO OLLO was not known even after finishing the interior design. So we organized
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many parties to let people know. That was a way to do it. Since business was bad. E}mm e
That’s how it came about. December issue,
The years ‘90 and '91 are interesting. That was when you were recognized as an el

interior designer while presenting your works from time to time as an artist. And (o] _

you ditched the Neo-Expressionism you had practiced before. Z‘L’".Zi'&?."’
Yes, | tried hard to abandon it. With objects and photos... | really did Neo- Situba Galen,

Expressionism. (Laughs)

What was the first exhibition that featured your new work?

Mixed Media (Kumho Gallery, May 9-June 19, 1990). It was perhaps right after

I finished the job for OLLO OLLO.

The place doesn’t exist now, but in Yongsan, there was a place that sold stuff from
the U.S. military base. | picked up stuff from there and photographed it.

Oh, then these are tubes and gas masks used by the American soldiers. But why did
you choose them?'®!

I chose ones that others didn't choose. So the texture was marvelous, for a start.
The objects were related to life and death, but their shapes were interesting.

I started with curiosity since | didn't know about them.

(Pointing to the object in the acrylic box in the far right) What is this?

A sitz bath. A rubber tube.
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s Military and medical stuff, which people don't know well. [10] S What kind of place was Sonamu Gallery then? (12}

C That's how it was. Z';.":i.‘:’;’.’" L ¢ Jang Shin-yu owned the gallery. The gallery was managed by Kim Sung-bae who :“u"::nyus('i::'-'ry,
S What about this way of making transparent acrylic boxes and inserting things like Kimira Qatens worked with dried laver. 1980
this? M You mean the artist working in Suwon...
C That's my idea. | studied the display method. g;t]vd.y&old. C Yes, and we also went to Suwon to drink and hang out since we had something in
S Like a commodity, as if it were in a sh Oh, it reminds me of how Andy st common. We did the show thanks to him.
Warhol put the silkscreened images of Campbell’s Soup cans on a display shelf at S There are not many photos of the exhibition. (Looking at the photo) This photo
the exhibition at Ferus Gallery in 1962. What about this flower?"'"! shows a flower piece.'™
C Yes, this flower photo was done with artificial flowers. And | had the acrylic case C Oh, this one. | made this piece with photos printed on flower seed packets.
made by a signage shop while | was working on an interior design project. It was The product is still on sale.
just the beginning. The interior design and the expression | thought did not match S Oh, the flower seed packets at farming shops? Then you did the flower piece and...?
yet, but it was a meeting point. C This cross is also my work. And this is a police station logo.
S Another well-} hibition is Sunday Seoul (August 10-20) at Sonamu Gallery. S And what about this plastic bucket?
It's a little confusing that Museum was a title for an exhibition but the participating C Ithinkit's a work by Myeong Hye-kyung. Along with corresponding di
artists were collectively called a ‘museum’ group after the exhibition as if they were I think so.
a kind of a project group. S This exhibition also features the silicon models of cabbage and fish for the first
C That's not the case. The artists dispersed after the exhibition. time.
S It was the same with Sunday Seoul. Lee Hyung-ju, Myeong Hye-kyung, Kho Nak- C Yes. At this point, the idea of plastic fakes appeared for the first time.""?!
beom, and Lee Bul also did Museum with you. S It was a kind of an experimental period to some extent. | mean the year 1990. You
C No.We were individuals. The team bers did not have any particular tried an American military gas mask, plastic, and flowers. Then the gas mask was

attachment. It was just about dispersing and gathering.
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ditched and flowers and plastic became important. ,['31 seisioe c Oh, it's been a while since | saw this last. But aren’t the images all sexy and erotic? :; p—
M That was the year when you started using plastic. S That's right. It's strange. toimages of
C  Yes. And that exhibition was more interesting than Museum. L — ¢ It's strange. All the tools that help people are strange. These are all plastic. sy -
S There was also an electronic café exhibition in September 1990. You transmitted Jeang Hwa, S But these images have too strong an association. (1990) featured in
your images to Los Angeles. ed i C Right. There is a bit too much of additional ‘plus alpha’ stuff. T Disectionof
C Ahn Sang-soo asked me to do it. nr;i ‘-::::‘: e S Yes, that's right. f;;“ufi" n;::u
S Do you remember? What did you send? ‘ M It's quite provocative. Segye (March
C¢ Ithink I transmitted a poem, in the office. | don’t clearly remember the occasion. S Right. Many artists have used the gas mask in their works. And you also did a 1982), p. 61and
S Did you sense that people felt differently after Sunday Seoul exhibition? Did you display at the Unicorn Discotheque. There is also a photo of it in a magazine.® ! B0
guys feel differently? € (Looking at the photo) Yes. It was a discotheque called Unicorn. | only worked on
C  We felt that. ‘Oh, it's fun..” — | guess that's what we thought. Seen from that the entrance of the nightclub. And a mannequin sculpture by Kho Nak-beom and an
perspective, Sunday Seoul was more interesting than Museum... installation by Lee Hyung-ju. And the photo of capsule pills is my work.
S Museum and U.A.O were premature. But Sunday Seoul was more... I photographed pills. And the space was in a gold color overall.
C Yes, alittle more exciting. S Where was this club?
S report/report is known as the catalogue of Sunday Seoul exhibition. ¢ Near Gangnam Station. The area was cool around that time. When exactly was it?
C Yes.| made many books with Ahn Sang-soo then. | helped on the interviews with S Itsaysitwasin 1990.
people and helped him a lot. | worked with Ahn a lot from this period. ¢ When was Kho Nak-beom’s mannequin sculpture exhibited?
S Look at the contents inside, there are objects exhibited at Mixed Media exhibition, S At U.A.0 (Kumkang Renoir Art Hall, May 2-21,1988). It was the year 1988.
for example the photo of a gas mask.["*! C¢ Then you must be right. It would have been around the year 1990.
S Do you remember why you did this design?
¢ The owner of Unicorn came to me. Maybe we met at OLLO OLLO.
S With an interior design request? Oh, so you did it not as art but as an interior design
project. The image of the pill capsule is interesting and it was shown for the first
time here. It appears later in 1995 at Ssak (Sprout) and Ppyeo (Bone) exhibitions.
Cc Yes.You'reright.
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1991

Let's move straight onto the year 1991. There was the exhibition Made in Korea

(23-29 August, 1991) also at Sonamu Gallery. Firstly, let’s talk about the catalogue.

(Looking at the photo of the catalogue) ™!

Oh, | organized this with Kim Hyung-tae.

You did many things for this catalogue, right?

A lot of it. Editing, bookbinding, the texture, and it even had advertisements inside.

It had an ad for Esquire.

Yes. And the advertisement of Ozone is on the very next page.

And this label.

Wow, did you do this, too? | thought it was really brilliant to have an attached label

that resembled the clothing label.

1 did it. | worked for fashion companies, too. | also started designing logos,

packagings, and labels — | worked on CI (Corporate Identity) projects. That's how

I made the book.

| really thought this book should be featured in the history of Korean design.

Sure. It also used a completely new bookbinding method. It's such a good

publication...

In the book are the flags of all nations and also lace. | think this book should be

included in some collections.

| experimented. Looking back, it was so ahead of its time. (Laughs)

Your work for the exhibition was Made in Korea, which had the same title as the
hibition. It was an i llation made up of a blown-up cabaret advertisement and

three blue plastic chairs that are usually found in Korean saunas. The advertisment

photo was enlarged from a small image, right?"'!

Yes. (Making a gesture with fingers) A photo this size.

And you attached this...

1991
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C Yes, | put a hologram sticker around it. | put that instead of a frame.

S Oh, everything was banalized a little. The viewing chair, what people see, and also
the frame.

C Yes, Raiji Kuroda bought the piece after seeing it.

He bought it later. After your first overseas exhibition in 1994. He bought the work

when it was exhibited in the 4th Asian Art Show in Fukuoka.

This book — | want to have it, too.

Was it an exhibition catalogue?

Yes, it was.

Then you must have printed a lot.

I think | made 300 to 500 copies.

The book contains a variety of materials. How did you produce it?

All by hand.

Oh! How did you make them all? Was the catalogue also exhibited?

It was also in the show. | thought that it was a catalogue but it was by itself an

artwork. Wow, look at this now... (Laughs)

oM oOonmonono w

w

created Ozone Paper and Ozone Chaek (Ozone Book) together. These books are
important because they are the origin of books like Gaseumchaek (Gaseum Book)

[15]
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OLLO OLLO and Ozone opened in 1990 and 1991. You started organizing exhibitions
at Ozone. It started with Bio Installation in December 1991 and continued. You also

[15]

Choi Jeong Hwa,
OLLO OLLO,
Sinchon, 1990

[16]
Installation view,
Made in Korea, 1991
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that came later. We can also say that it was when you started releasing and building «[:'Z:i st

your images. print designs in the
It was like — ‘Let’s see together, let’s understand together.’ Since | was shaped L
through those images. (e

So you started taking your cameras around from that time? e
| took a lot of photos. 1991

They are indeed holistic. You tioned Cl a little while ago. But you also worked
on art, interior design, book design, directing and planning performances. That was
the beginning of your practice in a package. That began sometime between 1991
and 1992."”

Yes. At Ozone.

But in other words, you didn’t trust others.

It was also all-encompassing.

Yes, | had to. That's my character. | could pick the texture, expression, and
difference in colors. | did everything then. | don't do that anymore. (Laughs)

It also means that there was a consistency. And this is Ozone Chaek. The images
in this book are really great. It also used presidential election posters from that

o

o= on =

time. The poster for Bio Installation (December 19-23) — the first exhibition held at
0Ozone — was also brilliant, although you did not participate in it... "

| organized the show and designed the poster. | liked this poster made of
newspaper.

Right. Other people imitated it later.

You had sensibilities about ‘bio’ or ‘organic’ since this period.

That's right. Always. And my current works also have that, too.

Why has that concern continued for you?

I have been interested in ‘physiology,” ‘biology,’ and ‘bio.’ It starts from what is real
or fake.

Let me ask you bluntly. Why was it such an important matter? The issue of real and
fake.

At that time, | frequently mentioned the question about what would be a disposable
one between an artificial flower and a real one. The artificial flower lives forever but
the real one breaks and dies when picked from the stem. So, it’s a story of things
like life, living, and death. It was like that then. Well... | would express the same
thing then and now, but | cannot express it too clearly...

M You were concerned with both issues at the same time. You were concerned with
both the eternal and the disposable.

S Thisis a bit like a Mébius strip. If | have to talk about Choi Jeong Hwa's aesthetic it's
the one from this period. It's the one that formulated in the early '90s.

C Yes.It's the rence of opposition, an infinite cycle of opposition.

S We can talk about kitsch and plastic about your practice, but they are explanatory
subjects. Concurrence and opposition are the real issues.

M Right. These issues were Choi’s concerns from the beginning — the issues of life
and death, bio and plastic, and the harmony of real and artificial flowers.
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— Invitation postcard
for Show Show

Actually, these issues are related to the year 1992. Two interesting changes o, e, w2

happened in that year. One was that your language started to be seen. For instance,

particular conceptual terms.

| was not good with terms at least until then. (Laughs)

That's what | mean. You didn’t have an opportunity to speak before then. In that

year, you did an interview with Kim Mi-sook — your first published interview —

and your work raised interest among critics. They were the critic Kim Hyun-do and

members of the Art Criticism Research Group, such as Lee Young-wook, Lee Young-

june, Lee Young-chul, and Beck Jee-sook. That's how your words and conceptual

terms were introduced to the Korean art scene. Firstly, how did the interview with

Kim Mi-sook come about?

My friends at Seoul National University — Yee Soo-kyung, Kim Mi-sook, and Kong

Sung-hun, they were close with each other. | felt glad to know Kong Sung-hun

through them and we got along well together. | guess we

met when they came to Ozone. And Kim Hyun-do and

the Art Criticism Research Group also met at a seminar

at Ozone. Beck Jee-sook, Lee Young-june, and Lee 5 v

Young-wook organized the seminar at Ozone. i 3

I think it was a seminar titled “What Is Kitsch?”, held at s i

the end of the exhibition Show Show Show (May 6-30, \

1992).1"! i

Well, many of them got together and got to know each

other then. WA WA A

Why did you have an interview with Kim Mi-sook at a TELL

seminar room in Wa-U Hall at Hongik University? Was it o

some part of a program? Bri

o
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C No, it was just the two of us. ;‘m E——
S Then why did you transcribe it... included fater in
¢ Oh, | was going to make a book. S:‘:m:;::'
S Was the interview later titled “There's My Work, Too"?’ Kim Mi-sook and
c Yes. B
S All the words, or your early aesthetics, appear in the interview, such as “interferer,” Too: Contemparary
“strong things,” “deep things,” “a world with visual expressions,” “balance,” “real ?ﬂ'ﬁn‘:mn
and fake,” and “hating facial expressions.” ’é_"i’:n'::';" i
M Oh, that was the case. All of them are mentioned in the interview. 1995, p. 185.
S The interview was conducted on June 2. But in the seminar “What Is Kitsch?” held &
on May 30 at the end of Show Show Show exhibition, Kim Hyun-do and Beck Jee- Lee Young-june,
sook did presentations and mentioned the term kitsch. Were you there? ;:‘:";if,'x’."’i
c Yes. Image Criticism —
S What did you think about the term kitsch? | think the seminar bonded your work Z’:.,’".ﬁ:’s‘ﬂirkﬁ'
with the concept. ;‘;o":b::zﬁ*;;?
C Yes.l|wasn't knowledgeable then, either. | asked them and understood the term
kitsch. But | wondered why they described me with the term kitsch. | did not like
the term then and do not like it now.
S You actually use the word sometimes. You use it during the interviews and in other
occasions.
C¢ Butl must have used it like this. “Apgujeong-dong is kitsch and | am not kitsch.”
S But the members of the Art Criticism Research Group were interested in kitsch a
lot.
C They used it like, ‘commodity aesthetics and kitsch.”
S Yes, and that was when you met Lee Young-june for the first time. It all happened in
the year 1992. That story also appears in a book.®
M At that time, the concept might have been considered progressive.
S Yes, in fact, the concept of kitsch could chase two hares at once. One was the
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rejection of the high-art pretense and the other was an expression to describe the
particular Korean modernity.

It’s also related to Minjung art.

Yes. To put it another way, the year 1992 witnessed the explosion of your artistic
activities. That led to a conflict with A4 Partners.

Yes. We started fighting with each other.

What was the company business and what was the personal project...

And | just spent money all the time. (Laughs)

So you broke up with the company immediately after Show Show Show ended?

We broke up.

Right. So you quit A4 around June and established your office, Gaseum (now
Ghaseum Studio)?

Yes.

Then you named your studio as Gaseum right away? That means...

Yes. I've thought about it before.

Let's go back to the story of Show Show Show. It ran for a month with performances
every week allocated to different artists. Then, your hibiscus piece titled Big Flower
was also exhibited in one particular week.”*"’

That's right.

Why were you interested in the Korean hibiscus?

The flower was on the Korean 1-won coin and garbage trucks also had the flowers
in front of a sky-blue background. There were distorted hibiscus flowers and true
hibiscus flowers, and | had plans to collect the images of hibi which was known
as the national flower of the Republic of Korea. The nation and its symbol as we
thought — how much would they be out of joint? | tried to research the dislocation.
I will do it one day since | have not done it yet.

| am curious about the duo exhibition by Masato Nakamura (g4 A, 1963-) and
Takashi Murakami (# LR, 1962-) held in July 1992 at Ozone? How did the exhibition
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come about? Did you meet Nakamura in the Hongik University area?

I was friends with Masato Nakamura before that time. We first met when he
visited Korea in ‘87 or '88. | have been friends with him since then. So he brought
Murakami to Korea. The two came to Korea together and are still close to each
other. They are still two major figures in the Japanese art scene.

Nakamura installed a three-colored barbershop sign on the rooftop of the building
where Ozone was located. It is indeed an image that shares many things with
ym‘_[zll

A lot. He shared a lot with me.

In some ways, it seems like he snatched the images you would use before you did.
Maybe he did. (Laughs)

In fact, the barbershop sign is also a peculiar Japanese image.

Nakamura is also an artist with interest in everyday life.

And the exhibition also featured Takashi Murakami’s “Randoseru” work.

Oh, you had this document.

This is a picture from a magazine.? Was it an exchange exhibition?
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Exhibition view,
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¢ No.We invited them.

S Justto i her work before we finish talking about the year 1992, there
was a work exhibited in Diet (September 4-17) at Gallery Sagak. It is Wise Life and
Essential Ingredients.””*

C Yes, a photo work. | put the same objects in front of red and blue backgrounds and
saw how they differed. Yes, the red and blue we know, North and South, right and
wrong. | showed them. How the same plastic gun differs when it is photographed in
front of red and blue backgrounds. Kim Hyun-do organized the exhibition.

It's fun to see images like badges, toy guns, and rubber shoes.

I really liked it, but people did not seem to understand it. (Laughs)

The work is about ideology and division.

Also a conflict between Yin and Yang.

I still like the concept. All oppositions are really about being one.

O nwownv

1993
S One of your signature styles emerges in the year 1993 — plastic sokuri (baskets)
and piling them up. You were called “the kitsch generation.” In fact, that year was
the year of sokuri. (Laughs) This work was shown at Plastic Spring (Dukwon Gallery,
March 14-23, 1992) and also at Across the Pacific (Q M of Art, Octol
15, 1993-January 9, 1994). Your previous works did not feature plastic baskets.

[22]

424-98 1720l AT HAJ0| SF8 SEALICL (S7]122 WD WS FLA) 2y 2.

3O, AFIELE. W2 op2tol] SRS 2EHE B0 o{EA F2AXILL o, 227 2T s W
Hant el o, Jot Soll e i, @1 280l thiEH Y. 2 RES HOENE. SY2
BetAE $3 W uiZ o et s Zol B0 MUAS uhel ol I MA|HSE V=M HE.

o HE IS, D2 L2 0|0IX|7t SFh=d Mol g ch

3 M A EBoRE), AlHEOl H oI35t 28 224l (R)

4 ofciFR7|, Beto gt 0j0b7|= AT L.

o SYo s Um.

3 X XlEx Sobstn 20| A0jshs Zololl2. L& Rl ChE Al ofu 3 StLich

1993

4 199310l 2| FEte| MY YA (signature style) 0] SHSHE o], I HatAg A3z,
£ 20| SHEITR. ojuf ‘7| X|Mich'2Hs 2ol I EojtRILICE AMY 0] 517t AF2l2|

INTERVIEW

[22]
Exhibition view,

Diet, Gallery Sagak,

1992

[23]

My Beautiful 21st
Century, Plastic
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1993
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No, they didn't.

S Then the plastic baskets appeared around the end of 1992. Plastic Spring was held
in early 1993. Not only the plastic baskets but also the technique of piling appeared
at that time. !

C You're right. Plastic Spring also featured plastic meat slabs laid on the floor...

S Well, the pig’s head also appears for the first time in this year.”* | think you showed
the meat slabs before. You showed them in Sunday Seoul (1990).

C In Plastic Spring, | placed artificial grass in a fish tank where plastic meat slabs were
floating, like the five oceans and six continents. And there were gold fishes and a
soft-shelled turtle, which fed on them, in the water. | created an arrogant piece.*”!

S Why do you say that it was arrogant? (Laughs)

¢ Idid what | wanted to try... But an artist does what he does without knowing it.
(Pointing to the catalogue of Plastic Spring) | also produced this book.

S It's an image of cooked rice with green beans. It’s surprising.

C The book featured images, colors, and haphazard editing. | collected images and
objects at the same time.

S Itis so natural now to think about the piling of objects when talking about Choi
Jeong Hwa, but that was the first time. Was there any occasion that made you try
that?

¢ Well, | wanted to mimic the traditional marketplace. The experiences | had learned

from piled objects in the mark was something | did not learn from school.
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And these were beyond all the academicism. The context... Ajummas (middle-aged
women), alleyways, and marketplaces. These were things that started then.

10.
Lee Young-
chul, “Marginal
Culture and the
Identity of Korean
Contemporary
Art.” Across
the Pacific:
Cantemporary
Korean and Korean
American Art,
Queens Museum of
Art, 1993,

87.
Please refer to

S Actually, you might not have expected that the method of piling plastic objects
would continue this long. It was one of several things you did.

C You're right. It was one of several ways. But it has been continued so far.

S It seems that the word ‘marketplace’ is important, if we understand the method not
just as piling of objects but something that originated from the marketplace. That
has been continued till the present. To tell a different story, your work also received
attention from the art critics then. Because the critics from the Art Criticism
Research Group in particular thought that the use of cheap materials or imag
made sense.

¢ Did they? Was there such discussion then?

S Yes. There was. In the catalogue of Across the Pacific, Lee Young-chul wrote that
your work showed the traces of Korea's rapid industrialization — fakeness and
emptiness."” These came to symbolize the hastily-constructed y, b ing
a key interpretation of your work. In the later part of the 1990s, things that looked
fragile and that inflated and collapsed were all interpreted as being related to the
structural ' of Korean capitalism and modernity.

C Oh,itcan be read from that perspective.

S And it was indeed proved. Seongsu Bridge and Sampoong Department Store
accidently collapsed in "94 and '95, respectively.

C Well, that's true.

M Moreover, they were known to have been constructed poorly... Then, | understood
that your work was about the Korean society.

S Well, it was one of the major logics that led to Choi Jeong Hwa's work being
recognized in art criticism.

C Isee that it was situated in that context. Things like ppalippali (quickly quickly) and
daechung daechung (roughly roughly) ...
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It has that meaning, but piling objects does not only mean that.

That's right. Choi Jeong Hwa might have kept a distance from such sociological
interpretations. But for the Art Criticism Research Group members, his works
seemed to have good senses yet their meanings were difficult to read. Yet they
could find the meaning in this way. They interpreted Choi’s works as conveying the
condensed modernization and its fragility. And the title was also My Beautiful 21st
Century.

That makes sense.

It's because you put titles in a somewhat ironic manner since you usually say things
in that way. Although it could mean that, there were some other meanings, too.

| mean the meaning of piling things.

There are many meanings. Things are piled up in everyday life. But | see that Lee
Young-chul’s discussion gave power to my work.

Yes. It seems to have become an important logic in explaining your work. And you
correspond to that logic in the interviews you did later. In any case, the concept of
kitsch was understood not only as a style but also as a comment on Korea.

That's right. It makes sense with that connection.

(Looking at the photo) In fact, | want to know more about the fish and turtle piece
you mentioned earlier.

Well, I just tried it.

Was it because the fish tank was an interior design prop? Fish tanks appear in your
later works. The fish tank also appears in the movie Holiday in Seoul (1997).2¢!
When | exhibited at Ozone, there was an empty fish tank and also a photo of what
had been in the fish tank./”

Plastic Spring is important in the context of Korean art history since it also featured
Lee Bul's Majestic Splendor. It was a work in which a sea bream rotted in a plastic
bag. But rotting is also of interest to you, too. How can we understand what you
share with Lee Bul?
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We thought similarly. We always drank together.

We might be able to expand the scope then. | mean, the people with similar thinking
to yours. In fact, | think that we cannot reduce Korean art in the 1990s to Choi Jeong
Hwa and Lee Bul only.

Yes. So Myeong Hye-kyung was one of them then. Kho Nak-beom was also one

of them until we worked on OLLO OLLO. Myeong Hye-kyung's words, ideas, and
philosophy were the smartest. So we recruited her. She was in a totally different
world, apart from her work. She knew everything so well. Park Hye-seong was

also part of our group, but he disappeared in the mid-1990s. Kim Jeong-ha was

very smart and lovely. Artists and critics all liked her but she passed away early.
There were also Yu Jae-hak, and Kang Min-kwon was good. Kang Min-kwon was
extremely smart. He made a work combining Jesus and a Buddha statue — We said
we got a big fish but he is not around now. Most of them do not practice art now.

It must have been that you were able to stimulate and drive each other.

Right. It was not only Choi Jeong Hwa and Lee Bul. That's correct. Who else can |
think of? Well, there was Yee Soo-kyung. Kong Sung-hun was there together, too.
Kong Sung-hun was even beyond all these. | liked him from the start. | also liked his

[26]
Fish Tank, Holiday
in Seoul (1996)

[27]

Choi Jeong Hwa,
OLLO OLLO,
Shinchon, 1990

spider web piece. And there were also Lee Hyeong-joo and Kim Hyung-tae.

What can be the word to describe the ideas shared by everyone? To a certain extent,
these would be plastic, living organisms, rotting things, kitsch, the figure of a cross,
and religion. These would be the words. And if it gets wider, it'll get shallow...

Oh, it's an important part. Really, | have to think about this. | should try to connect
everyone... Kang Min-kwon, Lee Bul, and Myeong Hye-kyung... Oh, and Kim Seong-
bae played a significant role. He did so around that time. He always talked about
the universe, and created works in Mongolia or Tibet. He was around until the early
1990s. Oh, and it's too bad not to have Kang Min-kwon now. Anyway, to describe all
these in a simple term... Well, Lee Bul did it well. Majestic Splendor.

Among the exhibitions you participated, there was Oh, Korea! (June 19-July 2, 1992,
Jahamun Museum of Art).

Who participated in the exhibition?

The catalogue was written by Lee Young-june, and the participating artists were
Koo Bon-chang and those you mentioned — Yu Jae-hak, Kang Min-kwon, and Kim
Jeong-ha. The mannequin and kitsch exploded in this show.

Jae-hak looked like a mannequin. (Laughs)

Did you see other exhibitions at the time such as City, Public, Culture (June 17-23,
1992, Dukwon Gallery) or Apgujeong-dong: Utopia/Dystopia (December 12-31,
1992, Galleria Department Store Gallery)?

I happened to see them. But | did not feel anything boiling. It was silent. They felt
like that to me. They were not boiling like a furnace but suspended like an abyss.
What | felt from these exhibitions was that their individual elements were fine

but there was no sense of boiling. City, Public, Culture was a good title, but it was
similar.

City, Public, Culture opened after Show Show Show was finished. The latter had a
pressure to update Minjung art, while you didn't have that responsibility. If we are
to talk about art from this period, at least these two exhibitions should be discussed
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together.

Then Lee Young-chul did well with the Across the Pacific exhibition since he
combined different artists together. Oh, and there was another one, Kim Hyun-do is
important. He used to say important things, even while he was being quiet.

Going back to your interior design practice, you started publishing your projects in
magazines such as Plus. For example, the February 1993 issue features an article
about a fashion shop called FACERE." From there, you published your projects in
Plus, though not regularly. And Interiors became an important platform for you in
'94 and '95. But when you explained the interior design of FACERE, you mentioned
the word ggeopdaegi (shell, skin) many times.

Yes. | mentioned it while explaining about the outer shell and inner shell... The
texture of the shop was — the photo might not show it. | used hay. | used the
material used for mud walls directly. The CEO of Ssamzie company saw it and
asked me where | had been all this time and asked me to work together.

So you started working with the company since then...

No, he knew that | did the shop before, but | think it was at the shop where | met him
professionally for the first time.

You mention a lot about the shops Esquire and Botticelli when you talk about your

1.
Choi Jeang Hwa,
“Fashion Shop
FACERE." Plus
(February 1993),
pp. 184-185

[28]
Botticelli store,
1992

[29]

Esquire Emporium,
1991

o ono

interior design practice. What do they mean to you?'?*2%!

The symbols of refinement. To establish the grounds, standard, texture, and
methodology of refinement that everyone recogni And the possibility of doing
something else thanks to the existence of such things regarding refinement. A kind
of shield screen.

Was the Esquire shop a part of the brand Sorgente?

Yes. Sorgente was a branch of Esquire. | was commissioned by Ko Eun-bong, who
was the stepson of the company’s CEO. He quit his previous job and established a
clothing department, using an Italian name for the fashion brand, Sorgente. And

1 gave the name Botticelli. And so he claimed it was Italian refinement. He knew

it would work, and it actually did work in Korea. But Botticelli used the cheapest
plywood and jagae (cabinet inlaid with mother-of-pearl) furniture. So it was doing
something else based on recognition, support, and things that everyone likes.
Then the relationship between the two was...

The two sides of one coin. | always say that | worked on Ssamzie and Botticelli at
the same time. It was a kind of minimalism and maximalism.

Then, one should be with a lot of stories while the other does not have any story.
Of course, the Botticelli shop also exposed the ceiling and used plywood. Were you
sometimes not satisfied with the design for Botticelli?

Of course.

That's when it was compared to Ssamzie?

That's right.

It was also a compromise to a certain extent.

That'’s also the case. Regarding the ecology of the city — | think | wrote about

it before, and | mentioned Shinsaegae Department Store, Namdaemun, and
underground passages at the same time. It's the coexistence of these three. And
these have been existing together until now.

It just suddenly came to my mind that you mentioned this in the interview with
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Kim Mi-sook, but it was not Shinsaegae Department Store. You used the Daewoo [30]

Ghs tudio,
Building as an le. D Building and stalls in the underground ety s iy
near Namdaemun. You mentioned that your job was to balance. L
| suppose that applies to this case, too. 12

The concept of balance makes sense in understanding your work to some extent. 2Chol Jaong Hhva:

A Poor Hillside
You published i of constr sites, the Nanjido landfill, and scenes of ::l:gﬂhm
traditional marketplaces in Interiors — images which people who work in interior pim: ;:;:m'
design might not usually use. As if it was to balance. Hadgbold
y 2 3 gadeukan jib
It seems that to balance is to combine oppositions. (A House Full of
Happiness)
Of course. ) (Apr 1998),
And there was a sense of forcefully bending a stick. Pp. 246-249.

You quit A4 Partners around June 1992 and established Ghaseum studio. You
opened the office in Cheongdam-dong right away?

Yes. Of course | needed money, so | got some help. The interior design was
wonderful. | built a wall with sand and used feather as decoration.*”

Interestingly enough, the studio in the luxurious residential area of Ch dam-
dong took the concept of ‘poor hillside village.” And it became the concept for the
1994 Seoul Living Design Fair. The concept was ‘a poor hillside village that has
become a picture postcard.’

It's funny. Ghaseum studio at the time was, in today's words, something like a ruin.
| left things that should be kept, incorporating the
construction site and new materials. It was about
balancing once again.

The cement was exposed and the handrail was also
loose.

What was its relationship with the culture of
Gangnam at the time?

It was unfamiliar in the Gangnam culture. But | was
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asked to do things thanks to that. ::::u -
S Was it a kind of distancing from such culture? Sh'n’.w'Kwean
¢ Distancing, and also the way of coexistence. | was like, “Do you guys know about l‘:“""'r:;::;"
this? This is cooler.” and ‘Moon Village*
s lonce wrote about this issue.” The architect Zo Kun-young talked about the hillside [ a5 290
villages since the late 1980s. Is there any relationship? Visual Culture 13
¢ Iknew him and was close to him back then. (2010 B 1.
S How did you meet him and since when did you see him? ‘[:30',1““
¢ He knew Choi Mi-kyung for a long time. So Zo Kun-young designed the Chefline statement,
building. And he commi d interior design wh he designed buildi mm;mmm‘m
He did not do well, but the Chefline building was a big project. We influenced each A Poor Hillside
other. But I'm not sure whether | heard about those poor villages from Zo. B"‘ﬁ"':::";:;’”
S ‘A poor hillside village that has become a picture postcard’ seems to have been Posteard, 1993
conceptualized in late ‘93 and emerged in early "94. The concept was applied to the
Living Design Fair. To describe it, you mention ‘a wall that was not built upright.”*"!
C Yes,acurved wall.
S ‘A rough wall plane that must have been
built with cheap material.’
€ Yes, built with sand.
S ‘Linoleum that shows the property of o]
cement,’ ‘the sky is open,’ and ‘the EEk gy iy
exterior is important but the inside is more o R e J;'::z’;‘,«
important’ are some of the words used. ehase, MO oSy EANE wsgee QY .
€ Oh (laughs), it's fun to hear them again o ?ﬂ:'f'i;;ﬁ”w;?;qmm N
after a while... All the others were doing B Gegats, N UE Sdmur, UbEn R0 T
< 4 5 Gar C2Fe, furi MEOTa Yk Hwh ol
high taste at the fair, and it was seen as 3 }.,._. 2% e
being strange. And this is actually the Zanet nson 2u i#’:- ;“::;‘;‘"",",‘L’:*
dominating sensibility today in the areas ,‘.:; ::::,3"",,‘1,'; i I 57 e
Qig At 3y uges B2n e MR Hec, QUIRE ES
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suchas S, heong-dong, Seochon, and Bukchon in Seoul. | also see this now, and
realize that | used such an expression.

‘A poor hillside village that has b a picture p d.

It was done intuitively, right?

Though my intuition. Actually, | tried hard not to be seen as using my intuition...
You were visiting those poor neighborhoods, taking photos. Where were the poor
neighborhoods in Seoul then?

Sillim-dong and Mapo area.

Gongdeok-dong in Mapo-gu?

But it was not only the poor neighborhoods that | visited then. | also went to
Cheonggyecheon, Euljiro, and alleyways in the marketpl in otherr
outside Seoul. And Moraenae Market has been maintaining the same shape
then and now. It's wonderful. And it still stays there now. And Moran Market in
Seongnam always appeared in my works then.

Allin the city.

They're in the city. Inside the city — as | said earlier, it was to find the balance in the
city.

Why were you attracted to those places in particular?

Their adaptation and their use. It was also because of them. For example, what was
interesting then was not how they were living poorly but all the new ideas they had.
Oh, the designs created in response to their needs.

They are usually called the vernacular. They filled cabinets with coal briquettes
They really did. People did that all the time. So it was a repository of ideas, filled
with fresh ideas. Such was the place.

You mean, in terms of how they used space? Or including the architectural or
figurative aspects?

You're right. The figurative aspect and also the contents. So it was the very place
where practice and aesthetics worked hand in hand. | think so.
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Yes. It has a certain sensibility of being adjoined, sort of. It’s like the exterior and the
function correspond to each other.

Right. | was completely surprised at seeing that.

Regarding this, | think you have a rather ethical aspect. | mention this b you
might say that they were completely unrelated to you. You might say that there was
no reason for them to be adjoined and it would be fine without relating them. You
are often known for different aspects, but | think you rather have a lot of modern
sensibilities.

My interest in “architecture without architects’ could be one of them. They are the
original forms. | dare to call them my masters.

Since we are talking about architecture, you visited Bangladesh and India to see
buildings designed by Louis Kahn and Le Corbusier, right? Was it around the year
19947 Did you visit there only once, both the Louis Kahn and Le Corbusier sites?
Right, | went to two countries at once. | went there to see them both.

What made you do that?

Plus posted a call for application for a trip. That's how | could go there and get a lot
of experience.

There must have been a group of people that went there together.

There was a group of architects.

Do you remember who they were?

There were many. Actually, a student there is the most memorable person.

Were there also professional architects?

Yes. We went there together, but | think there were not many exchanges made.
What did you see there?

| saw architecture since it was an architecture tour. So | saw the remains and
contemporary architecture. | saw the ruins.

Did you also see stupas in India?

I had an interest in them before then. But it was a decisive moment for my plastic
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works. It was in Varanasi. | had piled up plastic baskets before, but | saw plastic
that | had not seen before. Because there is no distinction among beauty, ugliness,
virtue, and vice in Varanasi. And | saw thousands of people carry their baskets in
the morning since there’s no toilet. That's their toilet. But the scene felt very sacred
to me. And the plastic baskets | saw then really shined. But in fact, the plastic was
not different from the plastic anywhere else. So it developed from plastic baskets.
By the way, when did | show the piece with blinking lights and plastic baskets piled
up? | mean this. (Pointing at the installation view of This Kind of Art — Dish Washing
at Kumho Gallery)

This one shows This Kind of Art — Dish Washing, which opened in June 1994. It
appears to be from a similar period."*?

It was around that time, right? | think | created this piece right after returning from
the tour. And |l inserted the sound of birds, water, and wind. And from that point on,
I became completely sober in my thinking about the use of contemporary art.

1 did not mention this until now.

Then the influence of the architecture tour did not come from architecture but from
here [art]. (Laughs)

Right, this is how it came about.

But | think this piece reflected your continued interest in lighting.

That's right. Lighting is very important. (Pointing to another work) This one in fact
has all the lightings. This one was Miss Korea, Mister Korea. It had a sensor so that it
lit up when people came close.!*!

Oh, it has a ‘sensor’ mentioned in the caption. | thought that the result of the tour
might be related to stupas but it's not.

Yes of course, because moving from piling objects to stupas is a different matter.
What was your imp ion of the buildi by Louis Kahn and Le Corbusier?

They were nice... No, they were fine and good. In fact, there were similar buildings
next to Louis Kahn’s building and it was the same for the Le Corbusier building. To
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me, that was more interesting.
Oh, that was the case. I'm asking since there were not many pt of buildi

[32]
The Use of

by the architects among your photo slides. And there were too many other photos.
There were photos of other similar buildings or different objects. | actually went
through the slides to look for photos of buildings designed by the two architects.
That's right. What's more interesting is what happ beside those buildings than
the buildings themselves. Ordinary architects might have focused on the buildings
by the two architects. But | was more interested in other things. Thanks for asking a
candid question. These are the difficult questions, such as, what did you see there?
(Laughs)

Here is a scene from the exhibition This Kind of Art — Dish Washing. Regarding the
work you mentioned earlier — What's the meaning of the title Miss Korea, Mister
Korea?

Lump of flesh. There's no need for plastic surgery — the raw flesh, raw stuff, and
saengsaeng (liveliness). That was what it was about.

But it was made of plastic, and the light bulb — assumed as expressing the
liveliness — was also an artificial object.

But it was more beautiful when the light was turned on.

Expressions such as ‘the use of contemporary art’ and ‘purpose’ had become part
of the titles of your works, right? I'm curious since they are difficult to understand
at once. And | wondered if they were part of your interest relating to your interior
design practice.

| was interested in them and also lighting. And | was interested in glittering, too.
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You think a lot about the opinion that art should be in use. 3.43! _—_—

It means that art should be used in proper places and should find the right position. The dth Asian Art
Yes. | wonder the particular meaning of thoughts that art should have certain use... 'sd':::;f"““‘;‘;“: Art
Of course, | must have done a lot of interior design projects and seen many books

related to visual stuff, and read fashion magazines. But the word ‘use’ is not about

really using something or not. | think it's the same with the Miss Korea piece and the

use of plastic that there might have been different assumptions on the other side.

| mean the assumpti of the system, which were the screen fences, protective

coatings, r 1s, and the sy It was still a time when | did everything

| wanted, regardless of whether it would sell or not. And | had a bit of a combative
attitude toward such systems.

Do you remember what was the first work you sold?

It was around this time, so it must be Made in Korea.**!

Oh, it was exhibited in Japan. So, was it sold to the curator Raiji Kuroda at Fukuoka
Art Museum? So it was in 1994. The first sale happened overseas then.

| hadn't sold my work in Korea yet.

Titles such as “dish washing” and “this kind of art” seem to come from a very novel
sensibility to me. They also seem to have a literary sensibility. How did you come up
with these titles? You also mention the influence of Lee In-seong's literature from
time to time.

It was also a time when | was seeing (Lee In-seong).

If you think back now, why were you attracted to Lee In-seong’s literature?

Hmm... | was attracted to the everyday life depicted in his works. And (I was also
attracted to) the expressi such as “inhalation,” “exhalation,” and “endlessly low
breaths.” Those points felt so attractive to me.
| also recommended Lee’s novels to my friends
who studied dance. | did so because | was so
shocked to read his works. They were plain

HFetoll, Mxt2lE 3o, a2 ojo| ).
off, =7} 2Lojo} Sict, @t MZHF0| HaS|
X7t

and there was nothing special to them, but they twisted and consumed the readers.
Such a literary style was unique.

Had you previously been interested in literature?

Yes. | wanted to become a poet for a while. And | quit b I thought | ldn't
be able to make it. (Laughs)

| heard this before, but when we had conversations about Hongik University and
Sinchon area, you mentioned the influence of dancers and the body. | thought

you would mention the culture around the time when cafes were opening in those
areas. But | was surprised because you told me about the body gestures of dancers.
Ahn Eun-me came into play as | created OLLO OLLO and Ozone. | also directed the
visual of Aliral-Alario. | had a chance to experience the stage and saw the body of
dancers. Right, those were also related. And | was interested in things that were
beautiful and smooth and not academic. | see that there was an influence from that,
too.

The bodies that resemble the raw stuff, the bodies that are like lumps of flesh — You
had something about them.

Right, and when was the Sampoong Department Store accident?

That happened in ‘95 and Seongsu Bridge collapsed in '94. Those accidents
actually entered into your visual vocabulary.

You're right. Also put them in the literary magazine Munhak Chongsin (Literary
Mind). Because | could see them [coming].

Your interest seems to be in ‘the strong stuff’ that you often mention. It's about a
certain strong stimulation. Your body also gives a sense of strength when seen in
person.

That's possible in terms of senses. That applies to the notions of bio and raw stuff.
Well, it's about something strong, powerful, and remaining till the end. In reverse,

1 had rotten and decomposed bodies appear in my works.

According to a recent essay by Lee Young-wook, it is also read as a sensibility about
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something that sustains long, something solid, and certain things that continue.*

14,
Lee Young-wook,

to thing that bles a rock.

15.
“Choi Jeong Hwa's

C Ithink it's about something like a rock. Park Chan-kyong, S Yes. It's a similar narrative. Related to something solid are things that many people Undoing of Masks
s Life is something like that. Power is also something like that. It's something like D:‘:‘:;:jl“',:‘: unconsciously practice. This is what is called anonymous design. It's something :‘(’y":‘"'::,“_‘:;“"y
an interest in power. Like an interest in the physical power by which something is and Art.” Ways that is not unnatural but comes out of necessity since it's autonomously created by (December 1994),
materialized. g e one’s need, such as when you talk about the poor neighborhoods or the use of art. PR SE0E:
C That's where the notion of the great root emerges. pp. 38-40. C It's not something that is forced or played with.
S Kitsch is indeed powerful. It's powerful because it draws immediate reactions. S I think that you sense those things as strong forces.
Of course, | think that it comes from something deeper than a deceivable sense C Yes.|feel them as durable and something familiar.
which you usually denote as being kitsch.
C | often say that my work is primal baroque. Are they related?
S I think we can say that your work is close to being primitive. 1995
M For example, it is true that you stage things and have strong sensibilities. | say this
because your works give the strongest feelings when | go see exhibitions. And they S Yes, | will move on in any case. (Laughs) | think we should continue to the year
are immediate. 1995. At the end of 1994, there was a picture of you rotting cabbages or bananas in
S So, if it becomes strong, it can basically enter into being something kitsch. preparation for an exhibition in the next year.
But | think your works are not humorous. So, the key to understanding your work is C Oh, that process. Where did you get this picture by the way?
to think about why they are not funny despite having overt sensibilities. S Itappears in an article published in Lady Kyunghyang magazine."” | think you
C I think the questions are getting better — | guess we need to think a little bit more. were preparing for Rotten Art, Rotting Art. The work was exhibited in Visions of
M But the works are also humble at the same time. Happiness exhibition curated by Toshio Shimizu. Well, | have to talk about what had
S Yes. | consider it in two ways. The first is that there is a tendency to describe your happened before. The reason the year 1994 is important is that foreign curators
work as being nostalgic with regard to the fact that it conjures up memories of started inviting you in that year. The first was the exhibition in Fukuoka by Raiji
things of the past. But | think it is related to things that are solid and sustained. Kuroda (The 4th Asian Art Show, September 10-October 16, 1994) where
I think it is not about things of the past but things that are solid and sustained. you presented Made in Korea and A Room with a View as well as a model of meat
Baskets made of bamboo were once used in place of plastic baskets. In that regard, you had exhibited in the exhibition This Kind of Art — Dish Washing(1994).1% !
I think it's difficult to describe your work as being nostalgic. Or | think it can be C Yes, A Room with a View was a stack of tables and trophies.
regarded in that way, but that's not the end. S Making a tower by piling things up — There is a well-known photo of you standing
C Well, there's a term called “Jamais vu.” It's a reverse of “Deja vu,” meaning that together with your work. You said that you sold Made in Korea to the Fukuoka Art
familiar things look fresh. Isn’t that the root of primitive art? Now it's a similar story Museum. I'm not sure if this question is okay, but do you remember the price of the
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work?

| cannot remember. (Laughs)

Did you meet Raiji Kuroda in Korea at first?

Yes, | guess | met him at Ozone.

Were you introduced to him by anyone?

I think so. At that time, probably because the scene was too small, so someone had
a conversation with him and told him to visit Ozone, so he came and saw the space,
and so on.

How old were you two?

We were born in the same year — 1961.

After the exhibition in overseas in 1994, you started having exhibitions in Japan the
following year. First, you participated in Visions of Happil (Japan Found
ASEAN Culture Center, February 25-March 26). Then, Toshio Shimizu, the curator
of the exhibition, organized another exhibition Territory of Mind: Korean Art of

the 1990s (July 29-October 10) at Art Tower Mito where he was working as the
director. You presented gold-framed photos of rotting organic matter and intact
plastic models, which were Rotten Art, Rotting Art. They were featured on the cover
of Munhak Chongsin (Literary Mind, December 1994 issue) that you had been
designing.®
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Exhibition view,
The 4th Asian Art
Show, Fukuoka Art
Museum, 1994
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Real and fake. It was a piece that showed the two at the same time.

Yes. And in Visions of Happi you i lled a sh where food had rotted
and had maggots crawling out of it.

That's the Museum Collection (1995). It was basically to let things rot in food
containers for a party.

That was in early 1995. And in the middle of that year, there were the exhibitions
Ssak (May) and Ppyeo (July 7-21).

‘Ssak’ (sprout) and ‘Ppyeo’ (bone), both of which are important words. (Laughs)
Right. Ssak was opened in May. It was an exhibition to prepare for the inauguration
of Art Sonje Center, right?

Yes, it was an exhibition to let the land know what would happen there in the
coming days.

What's interesting about the exhibition Ssak was that two different trends met in

that exhibition. I'm not sure how it might sound, but ion’ and pt’ met
there.

You're right.

It feels like two things are juxtaposed — Ahn Kyuchul and Bahc Mo, and Choi Jeong
Hwa and...

Kong Sung-hun.
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Rotten Art, Rotting
Art, Visions of
Mappiness, Japan
Foundation ASEAN
Culture Center,
Tokyo, 1995
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Museum Callection,
Visions of
Mappiness, Japan
Foundation ASEAN
Culture Center,
Tokyo, 1995
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M How was the exhibition planned? {;oi _—
C Kim Sunjung asked for my help when she was planning it. So | helped her, Hwa, Passicnate
abundantly so. e e
S Did you do the design as well? The Chosun llbo,
C Yes,|did. 4y 13,1905,
S What about the commissioning of essays? There's an essay by Kim Suki.
C That part was done by Kim Sunjung.
S If the Ssak exhibition was a little gentle, Ppyeo was...
C A mess. (Laughs)
S That's why the media was more interested in Ppyeo than Ssak. The exhibitions were
highlighted under phrases such as a ‘rebellion against established art."® What's
interesting in the exhibition Ppyeo is that it was held at a house in Seogyo-dong
(351-10, Seogyo-dong, Mapo-gu, Seoul).
C Yes, | organized the house that had been empty at that time.
S How? Whose house?
C Oh, that's an exact question. Whose do you think it was?
M I'm not sure.
C It was the old house of Kim Sunjung. Well, | didn’t know you would ask this. (Laughs)
Yes, so Ssak and Ppyeo — the two are the same. What was the first?
S Ssak was in May and Ppyeo was in July.
C It's just two months difference. Then | was thinking about them at the same time.
S Then, did you receive the proposal first?
C Not exactly. | did the Ppyeo exhibition with Kang Kyung-a, the daughter of Shin

Sung-il. She had a great sensibility and made good works. It was when she was at
the San Francisco Art Institute. She said, “Let's do hing together, son
interesting.” So | said, “Let's make it happen.” and “Where should we do it?” Then,
she said, “Sunjung is not living in her old house.” She was in the same year at

school with Kim Sunjung.
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At which school... E!Pgl]ausiblq
The arts high school. Seoul Arts High School. So | contacted Kim Sunjung, and she Awakening, Ssak,
asked me how | knew that. And | said | had heard that the house had been empty, e Contar,

asking her to show me the place. And she said, “Yes, go take a look.” And when |
asked her if | could use the house, she said, “Yes, use the house.” So | used it.

What about the furniture in the house?

| took it all out. And it was in fact almost empty.

The title is interesting.

“Ppyeo (bone) and American Standard.”

So, were they two separate exhibitions? Ppyeo and American Standard?

No, they were the same exhibition. Ppyeo and American Standard is the title of the
exhibition. American Standard is the name of a company which makes toilet bowls.
| added the word Ppyeo to that name. It was not two but one exhibition.

To talk about the works in the exhibition, in Ssak, you sh d A Plausible Awak
where pig heads were facing with each other on a table made of mother-of-pearl. t391
And there was Miss Korea, Mister Korea, and there was a work with a sofa was under
asmall bulb.

Oh, in the photo, it’s the work titled The Use of C porary Art-Ssak, placed on
bathroom tiles.

Right. That work was done in the bathroom.

And in Ppyeo, you had an inflatable ‘finger’ titled The Thinker.!*"!

That work and another work featuring many artificial waterfalls. Those were
brilliant works.

Yes, the one with kitsch paintings of the

Niagara Falls. / Niagara.'*"

That and the dead trees.

And a toilet bowl with capsule pills inside. That
piece is titled Health Supplement. So these are
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the three works.
And the poster was good. And in fact the word “American Standard” was a
reference to Duchamp'’s toilet bowl, too.
What about the banner work outside the house?
This — | started collecting banners since then.
With regards to the exhibition Ppyeo, the year 1995 is an important year for you
since you made an inflatable, balloon piece. You had important transitions in every
year. Let's say 1993 was the year for stacking plastic objects.
Yes, it was.
Many people explained the inflatable as referring to the modernity of Korea, which
is the deficiency of deflation after inflation.
Yes, | talked about that from the start. It's the same with the crown (the work
titled The Joke). | said it was the Kafkaesque element that we encountered in our
everyday life.
Well, about the inflatable piece with an air pump. | read an interview you did

| here, and you 1ed that you saw the device in a catalogue of the
Printemps Department Store.
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Gallery, 1995
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Instant Niagara,
Bone and American
Standard, Instant
Gallery, 1995
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Right. | saw it in front of the department store. And | went to the factory.

Did you ask the staff of the department store then?

Yes, | asked where they made it. And when | went to the factory they told me about
and | worked with that factory for about ten years.

Where was the factory?

It was in Seongnam.

And now you work with another company that produces inflatable figures.

Then, that was the first time you established a relationship with the factory like
you do now, right? So it's been twenty years since you have been producing works
through factories.

Yes, that was the first time.

You didn’t need to commission anything from factories before then. You could just
buy silicon models and plastic objects.

So, inflating and making things bigger and such things had begun around then,

| thought that it was the easiest material for me to express my thoughts whether it
was contemporary art, staging something, or installation.

Seo Dongjin wrote about the Ppyeo exhibition at that time, raising suspicions:
Wasn't it nostalgic to the Park Chung-hee era? Wasn't it rather unethical,
aestheticizing the period or being nostalgic toward fascist customs.” Did you know
that?

Wow. | never knew. It's interesting.

To talk about factories once again, when you visited the factory, did you take a look
at catalogues and asked them to give you such and such things?

Yes, | did.

Then, the works that were identical to objects on the catalogue were Artificial
Evolution and Super Flower at Art Tower Mito. Were they produced in such a
way?[amasl

Yes, the two of them were exactly taken from the catalogue. Well, what was

17

Seo Dongjin,
“Nostalgia of the
Customary, and
Fascist Camp — On
Ppyeo Exhibition,

a Significant

Trend of Cultural
Mechanism in Art,”
Munhak Chongsin,
September 1995,
pp. 109-113.
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completely different was that | designed the operation.

Ah, so there was no air pump originally.

No, there was an air pump from the start, but | added a switch to turn the device on
and off. The owner of the factory was kind of a scientist and inventor. When | saw an
inflatable flower there, | asked, “Can | turn this on and off?” He then said, “You can.”
So, from there came the work with an on and off switch. It made the flower move.
We both acknowledged each other. Both of us were surprised and got along well
with each other. And we continued working together.

So, was the finger piece in Ppyeo from the catalogue?

It was outside the factory when | went there.

At that time, we didn’t have moving balloon figures that we see now in front of
mobile phone shops.

| think that's true. (Laughs)

Then, likewise, you ordered a robot in About Being Irritated — The Death of a Robot,
which was pr ted in the exhibition Territory of Mind, right?'*4!

Yes, that's what | ordered. | chose and changed the design and photos. | chose
amodel and asked them to make it. And they said there was a problem with the
copyright, so | changed it a little bit.
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Oh, so that’s why it looks a little... (Laughs)

But it was fine. And | came to meet Fumio Nanjo (#if#$£%, 1949-) through this
work. He said it was the best contemporary art piece he had ever seen.

Then, the plant models must have been in the catalogue.

Yes. But where did | mention about them being in the catalogue?

Yes. | think | saw that in an interview somewhere. (Laughs) Super Flower has a
subtitle, which is, “I, too, want to go to your side and become a flower.”

There's a syndrome called klep ia. All t have it, appropriating things
that they have seen and known and claiming other people’s things as theirs. If that's
the case, I'm the most serious case of kleptomnesia. Appropriating existing things
is a very universal human symptom. I'm a serious case.

Is that mentioned in this book? (Pointing to the book Originals, brought to the
interview by the artist)™

Yes, this book is interesting.

But it's difficult for people whose things are taken away. And | think you must have
such experiences, too.

Right, | do. | thought about that, too, since all the scenes | saw in the market were
things to take away. In fact, | didn't even know about the term kleptomnesia.

I thought, well, this is my story. It's another narrative to say that there’s no new
thing under the sun.

One of the products from the cat also developed into your work titled
Artificial Evolution. You seem to have been totally captivated by inflatable objects in
that year. It might be possible to say that the biggest discovery of the year 1995 for
you was the inflatable object that could be turned on and off...

Yes, that's right.

There's a well-known photo of Super Flower at Art Tower Mito, right? Were the kids
wearing undershirts Japanese children?

Yes, they were Japanese children.
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About Super Flower and other such works, you say something like ‘both sides are
right and wrong at the same time".

My ideas on “Mikki” (bate) and “Ppikki” (tout) were originated from there. And the
work was invited to the Asia Pacific Triennial. It was held in Australia. Artists from
around the world came to the exhibition, and the opening event was held in front of
my work. The work really did a job as Mikki and Ppikki. So | thought that | shall get
rid of the nobleness.

I think the reason your work is being so talked about is that it doesn't lack
nobleness. In short, it was strange to discover the sacred within the worldly. |
wonder what your secret is in making these works. This is in fact a similar comment
that | have already made earlier.

That's right.

Regarding the year 1995, you happened to work as an art director of a movie. It was
301302.

Oh, that was important.

You talk a lot about this work. What's the significance of it?

It was the first time when a professional visual artist worked on a movie in Korea.
There was art directing before then, but | think it had usually been just to arrange
things in display before | worked on it. | came up with the title 301 302. The original
title was A Woman from House No. 301 and a Woman from House No. 302. This is
from a poem by Jang Jung-il. There are many
overlaps. How | came to work on it was | did an
interview with the director Park Chul-soo when |
was making Munhak Chongsin and the publish
of the magazine was Kim Soo-kyung.

She is the CEO of Yeuleum Publishing and also a
poet.

Yes. And the director Park Chul-soo directed
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a movie with a scenario written by Kim Soo-kyung's daughter who had been
studying film and | was appointed to lead the visual direction. Because Kim Soo-
kyung dearly trusted me. When we had a meeting then, Mr. Park was astonished.
He was like, where has this kind of person been? | put all the stuff from my office in
there. The set and space were depicting things happening really in two rooms. | did
interior design for that, and | designed everything from the poster to leaflets. My
work Rotten Art, Rotting Art also appears in there. After that, | was offered jobs for
Korean movies constantly.

Yes. You continued to work on Holiday in Seoul (1997, directed by Kim Ui-seok),
Motel Cactus (1997, directed by Park Ki-yong), and Bad Movie (1997, directed by
Jang Sun-woo).1**!

| kept doing what | was doing, and interesting things were happening in the Korean
film history.

Like you did in the movie 301 302. And you worked on Cl (corporate identity)
projects around the same period.

It's a kind of total design.

Yes. | looked into your files, and there were countless contracts. The down payment
ranges from eight million to thirty million Korean Won. Wasn't it hard work?

They were done by senses and presented as they were.

Perhaps they might want to buy your visual culture.

Exactly.

Yes. The year 1995 is also important because you started regularly contributing to
the magazine Interiors. So that your images and words were released, at leastin a
regular manner to a certain extent. Then it became a bit sporadic. These are good
materials to read your thoughts. The urban images of poor hillside villages, Nanjido
landfill, and cities in Japan and South East Asia were released on these pages.

I could see your world in a consistent manner through these.'*¢!

I have not been able to sort them out, but | think | showed tremendous things.
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There are some sophisticated buildings as well as other unsophisticated ones. In Z:lm i
particular, there were images of buildings being d lished and chandeliers. There  jeongHwain
were also images of factories. | also saw an image of a seawall being built along the ~ joteriors March.
coast. (Looking at the essays written by Choi Jeong Hwa) What | thought as the

most important words you have mentioned are "architecture without arct
“sturdi " and “ inability.”

That's right. Are these all available in the library?

Yes, you wrote these. As in the monthly Interiors kept at the National Library of
Korea. (Laughs) You might be the one that wrote the most at the time among
Korean artists.

They were just idle talks, so to say.

No. | enjoyed your writings then.

At that time, monthly Interiors was published by Park In-hak.

Yes, he liked me so much. When | said that | would do something, he said, “Do as
you wish.”

And you also contributed to the magazine by request?

Yes. And no one could edit my pages. He told me to do as | wanted. (Laughs)
Wasn't it difficult to do everything by yourself? It seems like you don’t trust other
people so much.

But 1 like it that way. | don't trust people much... But | don't work like that nowadays.
(Laughs)

That was the year 1995, and you moved Ghaseum Studio from Cheongdam-dong to
Nakwon Arcade around the end of that year.

Yes, that's an interesting story.

So, your office was featured in the March 1996 issue of Haengboki gadeukan jib
(Home Living & Style). Your office in Nakwon Arcade and a number of props. And

[47, 48]
Ghaseum Studio,
Nakwon APT, 1995

19.
“6090: The 605
Seen from Choi
Jeong Hwa in the
90s,” Haengboki
gadeukan jib (A
House Full of
Happiness) (March
1996), pp. 66-73.

there was a blanket made with the patterns of military drill uniforms at school.!*”*!

C Oh, really? It was featured there?

S The concept of the article was about It was a special feature for “Nostalgia
of the 60s,” and the article was titled “The 60s Seen from Choi Jeong Hwa in the
90s."™ And Nakwon Arcade was also a building that repr ted that period.

C Yes, but that context is weak. It's not ‘nostalgia’ but ‘jamais vu'.

S What was so particular was that the office in Ch d dong was remini: 1t of
of a poor hillside village and the one at Nakwon Arcade felt more refined.

C Yes, they were somewhat in balance.
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Pt “Bitter Sugar,
Sweet Salt,”

Interiors (June

Moving on to the year 1996, ‘chairs’ appear in your work. In the June issue of 1006), g VAR,

Interiors, there are chairs you called “elderly chairs.” It was in the article titled “Bitter
Sugar, Sweet Salt.”2° 14!

Oh, this is important. | was curious about this part.

It's one of the important images for you. There are notable events in every year of
your career. You stacked plastic baskets in 1993, the inflatables in 1995, and 1996
saw the chairs.

Back to the basics. It also came with sturdiness.

Yes. | assume that it was a result of the continuation of concepts that had appeared
in 1995. You depict these with expressions such as “beautiful fossil,” “persistent,”
and “anonymous design.” And you created a yellow FRP chair based on these
concepts and had a photo of it along with the essay. And you placed it inside Sal,
the bar you designed and opened in May 1996. (!

That's right. Yes, | remember.

And you presented the old chair as it was at the exhibition Development Restriction
Zone at Kumho Gallery, which was co-organized by the museum and the Reality
Critique Institute. You mentioned, “It feels like an archetype that does not disappear
over time.” ')

That's what | said. “Beautiful fossil,” | like this expression. (Laughs)

And since you moved to Nakwon Arcade, starting from
that period, | think you mentioned a lot, for example,
Nanjido landfill, Moran Market, Cheonggyecheon stream,
and so on. And you also started mentioning the difference
between Gangbuk (north of Han River) and Gangnam
(south of the river). | think it's related to the relocation of
your office.

[a9]
Aged Chair
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Oh, that's amazing. (Laughs) Well, | had been visiting Nanjido landfill since | was a
university student.

Yes, but interestingly, the mid-90s was also the period when the landfill was
abolished. It was when the meter-rate system was implemented in the garbage
disposal policy.

It's interesting to see that in this way.

Do you remember where you acquired this chair?

In the Dongdaemun area. In front of the market.

Was it for sale?

I bought what they sold. The price was 10,000 Korean Won. (Laughs)

If you bought it earlier, the work could have been created sooner?

Well, no, it was just discovered at that time.

In fact, ambitious architects design at least one chair of their own.

That's right. For me, that's this. In the exhibition at P21 (Origin, Originality,
September 22-October 22, 2017), the most popular piece was this chair. | was also
surprised to see that happening. The product does not follow the artist’s intention
but the reaction of the audience. | think it's the same in art.

The yellow FRP chair is not a copy of this one, right? 152!

No, it's not. It's a different one. One that's more handsome.

You revered this old chair as your so-called ‘sabu’ (master). You call these
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archetypical objects masters. And you still have them sitting in your office. You say
that you are aging them. This chair has that stature.

Yes, this chair is made only with nails. | formed a sense of respect toward such a
sense of beauty since then. But you can see that right away, that it is important.
You can see that because it's you. For us it's just a chair. (Laughs)

When | go abroad and have some free time nowadays, | ponder on things like, what
| have done, what | am doing, and where | am going. Then, things like this emerge in
my mind.

When you were preparing for the exhibition Development Restriction Zone,

you wrote a book review for the magazine Architect. It was about John Milner's
Vladimir Tatlin and the Russian Avant-garde (1983, translated into Korean in 1996
and published by Reality Critique Institute). The title of the review was “Get Up,

the Voyage of Black Hours!"? It seems that you wrote the review because of your
relationship with the translator of the book Cho Kwon-seob.

Yes, he was actively asking me to write it, regardless.

Wasn't it the first time that you wrote a book review? Did you have any interest in
Tatlin?

Sure, | did. That's why | wrote it. And | still like Tatlin.

What, for example?

There was a talk of Tatlin in Korea in the mid-90s, right?

Yes. The exhibition Papers and Concrete
(September 1, 2017 - February 18, 2018) at
MMCA showed that there was interest in
the Russian constructivism in the 1990s in
Korea. Reading this book review you wrote
in 1996 on Tatlin, | thought that you were a
modernist. It'sa hat moralist asp
or an attitude that's truthful to materials.
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Chai Jeong Hwa,
“Get Up, the
Voyage of Black
Hours! Post-
terriotorial, Re-
territorial, and a
Little Bit of Pills,”
Architect (June
1996), pp.
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Things like your thoughts on the combination of materials and appearances.

22.
Choi Jeong Hwa,

C Right. Oh, my God. But | was insisting on not writing essays by request but | was “I= Tap Water the
pushed until the very end. (Laughs) Really, | didn't want to write that review. What :::;’:,‘:‘_:‘:If
was the title. “Get Up, the Voyage of Black Hours!" It's actually not bad. But | really Jjambbong+Jjaga,”
want to hide it. Lol

S But for me this writing is connected to your other works, such as concrete, cement,
and exposure (of things beneath the surface). ::,','oi py——

c TI:\at‘s right. The exterior shell, inner shell, and compressing, these stories are all I‘;::":;v‘:":'::
the same. Report — Is It

S Yes. So | thought that the ‘post-modern’ label that's often attached to you might not :::'a:;"";;)
be appropriate. pp. 80-85.

C Yes, it's absolutely inappropriate. That part, | cannot understand it even now. Since 5
I don’t know what's modern. Choi Jeong Hwa,

S The 90s in Korea in the architecture scene was also a period when people were ::':ww;a:?me
getting to know about modernism, too. z:f;mfz“w

C 1did not expect you to even find this, really. Plus (March 1997),

S And about Gangbuk area, around 1997, you talked about the area as a comfortable Bz
place with a human touch while Gangnam was like a maze where you could not
find your way.*” In around 1998, you said that it didn’t actually make sense to
compare Gangnam and Gangbuk. And you said that comparing the two areas was
a traditional way of thinking since any place was a familiar place for people living in
that neighborhood.”

¢ Did I change like that? (Laughs) Because | had lived on both sides. But | was talking
backwards about the inconvenience of the grid. Gangbuk was not organized in a
grid sy but was pr ding to be so. It must be mentioned in my other writings
then. Something about the vein, artery, and small veins. Gangbuk was made of
small veins...**

S Yes. It's mentioned in an essay comparing Gangnam and Gangbuk. There is actually
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an intuitive preference for small pathways resembling small veins. And there can
also be an unconscious animosity against Gangnam. So | thought that you had such
a way of speaking and changed to another person as the 90s were drawing to a
close.

M Actually, people don’t really know that Choi Jeong Hwa lived in Gangnam. He is
known as a person residing in Gangbuk.

C They don’t know that well. And they don't know that I did interior design in the
Gangnam area.

M You went to Gang to do ‘Gangbuk stuff’ and
stuff.’ (Laughs)

d to Gangbuk to do ‘Gangnam

1997

S To move on to another issue, you had many overseas exhibitions in 1997. For
example, you participated in the exhibition Promenade in Asia in Tokyo in March
that year. The exhibition ran for about a year, and you were invited to the section
titled “Sur-everyday life-ism” (March 14 - April 5, 1997) curated by Toshio Shimizu.

C Yes, it was at the Shiseido Gallery.

S The key work you presented in the exhibition was Sugar Sugar / Dangerous
Relationship, which was a pile of sugar biscuits constructed like an altar. The
sugar biscuits first appeared in the exhibition Development Restriction Zone in

[s3] [54)

A 0] 0] O E 2T AIAICHZE 1990 th B2 ZHBIA HOIMA| T2 #0| |7 LE s
a3 Mztg ek

2 AMY ZFSt 20l AU HE F 2202, 2RV U= B2,

3 SEME2 Y 22F. M7t 2 Yol AH2|0fE #ks HE.

o ZETIM 2R 2ReN LEHED. (D)

1997

4 ofl, CHE 0]0F7| & SH, 97'A0i 32l TAIZL FUASLICH ol F S 3UE SHoM F&!
{OpAJOpAHE (ZERATERAS) 200 ZCHE Wot S EMTR. o 1 St FRl MA|ld), My
AlOI= EAlR 7|80 ‘EYMFo| s ME2| THE (3 142 -48 52) 0l XCHE WAGLICH
off, AlMo|= Zeqal.

FRXEO|(H7H A7/ A-E 2D AR, MEDXHE MITHXE Yot 2 HLch
HEDRH= M 0[0F7|3H 19964 {IHLF X7 ) TAofl XS LI2 Z20d|2, 1997W0l=

= =

INTERVIEW

(53]

Sugar Sugar,
Promenade in Asia,
Shiseido Gallery,
1997

[54]

Sugar Sugar,
Promenade in Asia,
Shiseido Gallery,
1997

1996. In 1997, it was created in the shape of an altar, and there is a photo of people [s5] i

2 Plastic Paradise,
performing a bow to the piece."***" Choi Jeang Hwa
Yes, | had people bowing in front of sugar biscuits. :115;’:’);’:‘;’;1
Really? How?
| made people bow in front of the sugar candy, and on the stage where the sugar
candy was placed, a mirror was attached, and the image was repeated.
The mirror appeared for the first time in your work then.
Yes, it did. There was no mirror until then. And it is important that there was an
altar. An altar made of fake sugar biscuits.
Oh, it was made of plastic.
Of course. It was fake plastic. Sugar biscuits are Asian and Korean, but there is also
a derogatory expression in Korean that something is ‘covered with sugar.” And it's
consisted of the continued action of stacking, which is not sacred. | was thinking
that | would build an altar made of fake sugar biscuits. It was a kind of hypocritical
sweetness where hypocrisy became the sacred. | think | wanted to show that.
That's why | intentionally made people perform a
bow. It was a bit of a joke. And isn't that the reason
why people invite me, right? (Laughs)
And the exhibition Plastic Paradise was held at
Gallery OZ in Paris. A work with the same title is
well known.**!
It was my first solo exhibition in Paris, and | did
such a thing. What more could 1 do? | just took it
there.
It's a fairly large amount of plastic baskets. Didn't
they have to be moved by trucks?
If you stack them on top of each other, it's not that
much.

(53]
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#2570,
{OLAIORA R ),
AlMOIE Wajay,
1997
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1998-2000

S You had a solo exhibition in January 1998. It was at Kukje Gallery. Wasn't this in fact
your first solo exhibition in Korea after your work had changed? It seems that the
exhibition was held somewhat late in your career.

C It was too late. But | was still young at that time.

S You were about thirty-seven, thirty-eight years old then. Well, as you had done a lot
of work by then... You must have invested a lot of effort since it was your first solo
exhibition.

C I1did. ldid so.

S You had a lot of artworks.

That's why | tried to present many things. (Pointing to the installation view of Funny

Games) But | thought that this was showing the state of Korea.!**!

And this image has been a representative image of Choi Jeong Hwa for a while.

|1 thought, ‘This is Korea and this is also Choi Jeong Hwa."

When was the first time you found this police mannequin?

Before, it was before then. | saw it repeatedly on the road. It was put there so that

drivers would not drive too fast.

But there were accidents since drivers were too surprised to see the mannequins,

so they were discarded. Was it around that time that you picked them up?

Yes. It was when | was preparing for my solo exhibition.

Then, did you buy them? How many did you get?

1 got about 19 or 20 of them.

He dug them up from a puddle.

Like the Terracotta Warriors. You haven't seen it. (Laughs)

You bought each piece for about 700,000 to 800,000 Korean Won.

| said the price was too high.

It certainly paid off. You showed it all around the world.
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Yes, it became my representative image. EGI .

; ? unny Games,
So, you asked around after you first saw it on the street? Dislacation-
Yes, | did. | went to every corner. | went to Hwajeon. And to Susaek. | went there to g:’l'.’::‘;’:é:‘*i‘

dig up the ground and remove them. So | cleaned them up and repainted them.*” i

The factory you visited did not just produce this mannequin. Moring of police
It was just a regular FRP factory. | cleaned and repainted them before | put them in manhequing
the exhibition space.

How many are there still?

Not that many at all.

Speaking of which, what would be the historical narrative between you and the

factories? The inflatable structures factory in Seongnam was the first one, but what

about after that?

There were several individual factories.

Then, when does Chur-In(# A), the factory that you run, appear?

It started in 2008. Before then, | did the work through friendship and ti

Team members at Chur-In previously worked in the interior design field, so they

knew the scene and materials. | tried them and they were good, so we came to work

together.

Wasn't there any problem installing a police mannequin at the time of the
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exhibition? (58] then. 2.

C There was. The National Police Agency was against it and ordered the removal of E:::Er‘::: S He already knew you well. ?:a:l:::"v:r::
artwork, so we put all of them inside the building. So they were not visible from the syt N C Yes, he did. And he told me that he gave up on what he was working on after he saw ~ JResesfSheron
outside. They said the work was damaging the dignity of the police agency. | was 1998 my work and said “Mr. Choi, you are good at this part, so you do it.” So | asked him Sharon Bloomed,”
held for a day and half in the police station. 2. “You know what I'm doing?”, and he already knew everything. prrg i

S Onwhat charges? Jung Hunyee, S Itwas in the early 1990s. What kind of works did he know? Works like Made in Korea  pp-139-143.

C For the corruption of public morals. (Laughs) So | collected the evidences of my ,(:7;,,.‘ Z,?',',.f',’:,:' and Sunday Seoul.
exhibitions overseas through faxes to tell them that | was doing such and such :\Qrf,ozsu\g;)s.toz’:s. C Yes, he knew those works. It was the year 1993... Yes, it was around that time. It was
things. when | went to New York for the first time. | did not have much interest in New York

S To the detective? really. But Bahc Mo took me to all those deep and rich places. So | said, “Wow!"

C Yes, so | barely got myself out. That was a fun day. S Did you only visit New York at that time? You also visited LA or San Francisco, right?

S Andin 1998, there was the Taipei Biennale. It happened under the title Site of C Yes, | wentthere.

Desire, taking place between June 13 and September 6 that year.'*®) Another S What was the reason?

Korean artist who participated in the biennale was Bahc Mo (Bahc Yiso). This Is ¢ There was something happening then...

an interesting point. According to Jung Hunyee's writings, Korean art in the 1990s S Ifitwas in 1993, was it because of the exhibition Across the Pacific?
are categorized into two directions - one that consists of Choi Jeong Hwa and C Right, it was at that time.

Lee Bul and another around Bahc Yiso, which are explained through mania and S Oh, then you must have been connected through Lee Young Chul.
depression.? Did you have any personal relationship with Bahc Mo (Bahc Yiso)? C Yes, | think so.

Since when have you known him? S Your travel essay was published in a magazine.

Yes, | was really close to him. Cc Itwas? Where?

S Since when? You were with him in the Ssak exhibition, right? S The title of the essay was “Finding Hidden Pictures.” You mentioned the stars and
Oh, when | first went to the United States in 1993, Bahc Mo stripes of Jasper Jones and Robert Gober's works.*®
gave me a tour around New York. That’s right. Imagine what Did I1? | guess | wrote it. Anyway, | met Bahc Mo at that time and | was influenced by
kind of serious and interesting places he showed to me. him very much.

How did you get in touch? Who was it through? And you kept in touch with him afterward...

| don't remember much. Anyway, someone gave me his contact Yes. After he came to Korea, he started teaching at the Samsung Art & Design

so | called him. | said, this is Choi Jeong Hwa. And | met him. His Institute (SADI). And he contacted me to come visit him. | had a drink with him.
studio was very huge. It was in Queens. | saw many of his works That's how it unfolded.
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So you were together in Taipei in 1998 for a considerable amount of time.

That's right. We were together for a while. For a long time. Watching the sun,
talking to each other.

At that time, you mentioned expressions such as “making poor construction”
regarding Bahc Mo’s work. You mentioned it in your essay.

Yes. | was passionate about it. That his work was good. | was influenced by him.
But you were also making similar works from before. In fact, your works resembling
structures at construction sites were also similar.

Yes. Bahc Mo mentioned the expression “making poor construction” to me. He
completed what | had been thinking.

You must have shared something with each other.

A hundred percent. People usually think that Bahc Mo and | are distant from each
other, but you just made a good point. Bahc Mo was... | don't know. | think he also
liked me.

In the exhibition Ssak, you presented your work with Bahc Mo.

Oh, that was a good work. The one with a triangle, square, and circle. (The Weight
of Cezanne, 1995)

Did you have an immediate reaction that it was good when you saw it?

1 did. There were, | think, three layers. Though there was (a reference to) Cezanne,
triangle, square, and circle are the fund tals of mandalas. And they are also
the fund 1tals of pagodas. That's what | said. Bahc Mo was in any case a very
special person. He had his good friends and also other good friends. | must have
been one of the other good friends.

A relationship out of mutual respect.

We respected each other. It was so exciting. | was excited whenever he saw my
work.

Did Bahc Mo mention any particular work of yours?

Bahc Mo appeared in Yokohama Triennale (September 2-November 1, 2001) as

well as Taipei Biennale. Fumio Nanjo invited him there because he did the Taipei
Biennale. He invited us together. And we talked a lot there. He said he gave up (ideas
for) many of his works because of Choi Jeong Hwa. He meant the ‘pop’ images.
Oh, maybe that’s why Bahc Mo’s work developed toward a less pop art direction.
You avoided each other.

Yes, it was clear. | remember it very well. We gave something good to each other.

| remember exactly what he said. “I gave up everything | have done because of you,
Jeong Hwa.”

So that he could progress toward something more conceptual.

Yes. He could go into a more ‘pop art’ direction. He had that early in his career.
That's what we had talked about in Taipei in 1998 and confirmed in Yokohama
together. “How come you do so much better than me?” (Laughs) Then he said,
“Well, | can't do that.”

But he was few years older than you. Also your senior in college.

We didn’t care about our age gap. He was my senior but one that was not like a
senior. And that was what made it good. | have a good memory of it.

Well, we are almost done. | think we need to talk about public art. In 1998, you
created A Column is Columns, a work where you decorated a pillar of the Hakata
Riverain building with your works. Finally in 2000, The Present of Century was
installed at Jongno Tower in Seoul.** !

Oh, we are almost done, but this can be the longest one to tell. (Laughs)

Yes. In that period moving on to the 2000s, what made your name known in Korea
was not the art shown in exhibition venues but The Present of Century. And you
often mention about these works that many people appreciate and like them. If you
have any thoughts on public art, it would be good to talk about it.

Well... That's not really an elaborate question. If you can elaborate a little more, we
might come up with something to discuss.

Yes, then, you had a public art project in Japan first.
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A Column is
Columns, Hakata
Riverain Project,
Hakata Riverain,
1998

A Column is Columns was one such a project.

Then, what was your first public art project in Korea?

The Present of Century was the first one. At Jongno Tower. One that recreated
Gyeongcheonsa Pagoda using FRP.

Yes, | think that will work. While we were discussing the 1990s, we covered all the
others including Cl (Corporate Identity), interior design, art, art direction for films,
and book design. | think that public art stands on the way from the late 1990s to the
2000s.

Okay, about A Column is Columns in Fukuoka - The material for the work was
ceramic. The person who arranged it was Fumio Nanjo. They asked for ceramic,
rather than FRP or other materials. And that was the first time in my life that

| signed a 100-year contract.

A hundred-year contract means that you are still... S
It’s still active. The contract was with Kyocera (54 5#3:{&41), the Kyoto Ceramic c
Company. The company wanted to prove the technical skills of Japan, so they

said to me, “Choi Jeong Hwa, do not use materials that you've been using but do

it properly with good materials.” It looked good and was successful enough. That

was made of ceramic. | came to know Fumio Nanjo around that time and happened

to install a few more in Japan. But the reason why Nanjo appears here is, Samsung

(60, 61]

The Present of
Century, Jongno
Tower, 2000

/|

must have been on the VIP list of MoMA, and Nanjo must have also been on the
list. And this team of VIPs did a tour around Japan. And a team from Samsung saw
the piece commissioned by Kyocera. And they saw many of my works that had
been installed in Japan. Then | immediately received a message from Nanjo. “Choi
Jeong Hwa, Samsung wants something and what they saw is A Column is Columns.
They don't know what they will do but they want to have your work to save their
faces.” What this means is, they heard the name Choi Jeong Hwa for the first time.
They heard the name for the first time in Japan, though they were also from Korea.
Nanjo thus told me that they would look for me once they come to Korea. Then |
got contacted right away. It was from Samsung Life. So | wanted to make a fake
Gyec h Pagoda plated with gilding. It had a good meaning and result. |
think it was good.'®"

It is said that you wanted to have it upside down at first.

Right. Standing upside down like this. | proposed it. (Laughs) They were definitely
against the idea. But they told me nicely that the Cultural Heritage Administration
said no to the idea. It was a good excuse. If it was realized, it could have been more
powerful. So | painted it with gold color. Since then, I've been doing activities of
“Mikki (bate) and Ppikki (tout),” which was disposable public art. Many different
things come together to make my present practice of public art. My idea of being
public is seen in Gather Together And also in Happy Happy. It happened that many
people made many of my works together. Well. And in response to many weird
‘public (art)’ in Korea, | showed things like flowers and fruit trees.

These works tell about Choi Jeong Hwa in the 2000s. That Choi Jeong Hwa has
worked closely with the ‘public.

I was thinking, ‘What should | do?” Then | thought all of a sudden, ‘That's right.” And
I studied how | should do public (art). The ‘90s has made me what | am today. For
me, yesterday was not to go past but something to happen in the future. Tomorrow
was yesterday. It is like a Mébius strip or labyrinth.
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There was much talking about your work after you had done the work for that '[giihim Arist
building owned by Samsung corporation. in Residence,
Kirishima Open-Air
Museum, 2002

The work is no longer there anymore, right?
Because the building was sold. | think that the work is managed by the Samsung
Culture Foundation now. As | started working on ‘public (art),” | mainly worked in
Japan and also in Korea. It is a bit embarrassing to say this, but | was asked to do
things in Korea only after | was recognized outside the country. It was by a few
people, most of them from museums. | created permanent public pieces as well as
disposable ones. When Kim Hong-hee became the director of the Seoul Museum of
Art a few years ago, | was commissioned to produce La Vie En Rose. | removed the
signpost for the museum and installed that work. | did such works at the Gyeonggi
Museum of Modern Art. | also participated in public programs and education
programs at museums.

Yes, to talk about the beginning of your participation in education programs, we
might mention your participation in a project at Kirishima Open-Air Museum in
2002, right?'2!

Yes. When that happened, | was getting contacts from overseas. No, | started
making proposals since I've done things overseas.

Was there an initial occasion for that? From a certain point, your exhibitions always
had public programs. ‘Gather Together’

There was such an occasion. Firstly, it was a program to invite the most popular
artist. The primary condition was that | had to do a workshop. | did it since | liked
the neighborhood, since the hot spring there was good. And so | was thinking
about recycling all the plastic | gather from pl. | had visited during the research.
Then no, | decided that each participant would bring plastic pieces instead of

the entrance fee. That happened at first. | think,
my interest in doing public (art) has matured and
amplified since then without noticing. While doing
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it, l installed inflatables outside, arranged plastic pieces inside, and did public
programs, which became Choi Jeong Hwa's formula. And it evolved, so | did it
with homeless people for Natural Color, Multiple Flower exhibition (September
4-October 19, 2014) at Seoul Station (Culture Station Seoul 284).

S Since you mentioned Kim Hong-hee a while ago, | think it would be good to go back
to 1998, talking about (your collaboration with) Ssamzie Sport company. From my
point of view, to be frank, it sh d all your bulary intact. It featured a tent
whose color could be that of a multicolored sleeve or of circus. Kim Min-soo wrote
about (your work with) Ssamzie Sport.?” (¢

C Ithink he wrote well about me.

S Yes. It seems that he indicated in his writing that Ssamzie Sport was avant-garde
that advocated kitsch, and André Kim shops around Ssamzie Sport stores were
kitsch that insisted avant-garde.

C Yes, that seems to be correct. But in fact interior design or architecture is also
‘public’ work. That's why | worked on ‘public’ projects for a long time.

S This question is also related to the notion of ‘public,’ which is about the ‘political’
or ‘critical’ art that emerged in the late 1990s. | think there is an interesting
relationship. You participated in the i | exhibition of the alternative space
Pool (currently Art Space Pool). It was the exhibition Permeate (April 2-13,1999), a
dual exhibition by Chung Seoyoung and you.!*!! And you also presented your image
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slides at the invited workshop of the 4th Gwangju Biennale in 2002, which was
organized by Pool and Forum A.

Yes, | remember that. Lee Young June was also there at that time.

Yes. Jeon Yongseok and Park Chan-kyong were there, too. Your relationship or your
distance with the artistic trend of the so-called ‘post-Minjung,” how is it?

We just help each other over a glass of drink. It was like that then and it still is so.
When | helped ‘pool,’ it was done in that way. When it moved from Insa-dong to
Gugi-dong and designed the interior, | peeled the skin off of the interior space.
FlyingCity worked on it before me. | took apart the closed space and opened it.

| think that it vitalized the space.

(Choi answers a phone call.)

That's right. You just understood it very well. The late 1990s can be considered kind
of formative years. It was a period to move on to the 2000s.

About public (art) projects, you said you like that people appreciate those projects
and take photos. But for some, with regards to the so-called publicly-minded art or
public art, they might question whether your practice was the best effort.

Of course they could. That option should be open, too. What | do is one way of doing
public art, and | am just one of the millions and billions of grains of sand.

But that creates development and contributes to the next step.

Yes, that's right. But one can think that something should be connected to other
political things if it is to be meaningful.

Right. There are too many such thoughts. Although | don't have them that much.

| recently produced a work where | made the Olympic rings with children for

the Olympic Museum in Switzerland, and the people there were so satisfied by
doing such a thing and the result was beautiful. The title of the project was Happy
Happy Project. Everyone is happy. Children are happy, the museum is happy, and
participants are happy...

To be more straightforward, one can also think that expressions ‘happy’ and
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‘happiness’ are somewhat naive. It's suspicion about whether being good is
necessarily good.

C Yes, right. 1 accept all of them. I'm open, for sure.

S Butdon't you have any deeper thoughts? It's just a bit too simple to end your
remarks by saying that you know, you accept... | think you have ideas that
encompass whatever is political or happy. In other words, | think you have an idea
you're presenting, telling people that they might be right but they also need to push
themselves to think about such an idea nevertheless.

C That's right. There are layers. And it is to say that a program or system | create can

have multiple layers. It's a matter of how to speak about it... Of course | receive that

question first. Indeed.

Yes. People can think, “Does happiness make it all fine?”

| get questions. And | get this as the first one. But then, how would | answer it?

Are you actually worried about it?

Of course. | am concerned. Always. These thoughts come together. But at some

point, it happens that | come to take one question out and put another one in.

S What | think as related to this issue is, Choi Jeong Hwa in the 1990s was a very
ambiguous figure. Before becoming public, you seemed to have a great potential
and be lighter, but you were actually serious if one thinks about your practice. And
for some people, your work was received as being critical enough. And there were
many messages that you presented. As you moved onto the 2000s with public art
projects, | might say that your insightful thoughts from the '90s such as ‘something
that survives,’ ‘solidity,” and ‘sustainability’ are a bit less obvious... No, | might be
just picking on you. (Laughs)

M No, it's an important question. Indeed, Choi Jeong Hwa’s work in the 1990s is sharp,
serious, and avant-garde. But works that came out after 2000 look relaxed from the
outside.

S And Choi says that once again.
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And Choi also talks as if he has put down everything. Choi Jeong Hwa in part seems
to produce nice and good works after a certain point. Do you like the term public
art?

Okay, the term mind comes at the very beginning, and the public comes next. It is
that | always ask questions about the notion of public. What do you think an artist
should do other than questioning and working on things? How on earth can an artist
create them? The world that an artist creates can never become like that. Never.

I don’t know, but that’s how | see it. Some artists might be able to make it, but | see
it that way.

Since you said that, what comes to my mind is something you said in an interview
in 1992. You said that you wanted to make a certain kind of world. In other words,
you said you wanted to keep the balance. It was between the Daewoo Building

and a stall in the underground passage nearby.”® When | read that, | thought, ‘Oh,
this person has some dream, and he is not dreaming something on a personal

level but has a dream that is related to the world. But isn't it possible to think that
you become pleased, appreciated, and happy, somewhat diminished in a petty
bourgeois manner.

You see. You have to tell such a story.

| think | saw you as a kind of utopian. | thought so when you wrote the review of that
book on Tatlin.

| was, too. | have been saying | am uber-positive, but | was really a utopian when

| wrote the Tatlin piece.

Yes, it could have been a power that came from positivism, an idea to construct the
world somehow. | think this is not necessarily related to public art projects, but

I don’t think there appear expressions to do something about the world in your
work. Of course, it is awkward to have the same idea in a constant manner and it
seems completely natural to have different thoughts than when one was younger.
Yes, we should cover this. Well, at a critical clinic, it's not like “You're so beautiful.”

HH2. S2t C 2EA MR, ofH XIHs SHE £ UAX|SH L S| Mzt

O YES St MZbo| Lh=dlR, 19921 QIE{ oA o 20| LIRLINR, L= of®
MASOHED Yoin Yaie. & S RFD 20D Yo|=. HSYE D X|5tE 7HHy
ALO[OIA{ 2.7 112 12 BIA, OF O] Att2 |7}t 0| UCH 22 E QU= QI XH0| ofLiat
Mzt M2 Fo| Uctng. 2| o|F S Sotstn YEstn, 2AAVL0|F

AAN2IH o2 Ztopx{t{ 2! 20| OHLl 7}, MZHE & 4 UTotR.

UZ. 2 0]0}7]= StMOEHK.

He MUEE Y50 KEToIFeXI2 B A Zot2. EHER MEE XS mollz 2 1e.
e J22. M £ Yxol2tn g4 geligtedl, EHER 3 UE e BY
FEI|olFLYRIA 2.

of, o2 RE L= 8 + U= 2, 7t MYUS H=siEchs 4Ziole. 28|
S30|gZ2HEC} K APHE A2 Ot X2, o| R0l MAHS O EA 8 B2UCt sk E#o|
SHSX R A ol BE S U2 WUS W= AT 0|51, E AS wWeks o2 M2S
Sl Bl AT PAUB TIHX|2HR.

of, ol A =2 ot s, 22, F2|ElH Il = ‘FoI & FEIE 0| ojL|oL.
LI o2 M FREH 7 ofLt, 0@ 0[0F7|7F SEEHOF SHR. O|HIFEI=R. 2Fsh= OIEAH
Ato]. 20|, Mok W2 s, 22idl of o] S L, XIS 2 ol Yo| WRE A
ot

M7t 8 U2 X{7| U= ob=a|Ft ZZioll HIY S ZAUS W, M= ofL|of Hol of o F23], ¥E
Zop EAE. M7 i Hstn £ 80| o xjlo|x 2ol E|2jojn ch A2 UY
MiAt Zofl & StLE HER Aol 2. AHY X PR E 2302,

At MZsiR S, M0l 1990t th ‘ZHIXY, ‘SAX}, ‘ZE' 0[0F7|E & W= SRAIE7}

INTERVIEW

2
The exact

expression is, “It's

a world with visual

balance. We have

many places that c
are imbalanced. For

example, places

such as a gigantic

building near Seoul

Station and a stall

ina passage under s
the building.”

Kim Mi-sook and

Choi Jeang Hwa,

“There's My Work,

Too: Contemporary

Art and Materials.”

The Warks of Choi
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1995, p. 185. c

28.

yu Eue
“AIZ5 BEHO| U
AuolE 3NE
et Sl
2 U UK UL
=& Wol7kx1a
200{2. o1 WX,
M@ 22
ojoro{olsiil
2wWExawy
X|8 MEG WE
0| ;=S
2y, gols,
X715 W RE
2Aul: Horo|@
H21(1995),

p- 185,

100 2UE

The story should be about why you have done it wrong. So from now on, | think what
we now need is stories like “Choi Jeong Hwa lived this life.” “Okay, compliment that
he has lived.” “But why have you missed this perspective?”

What | have done is when 1e laid vinyl sheets under an African sculpture over
there, | said, “That’s not good. Fur matches better.” And | placed the fur. Everything
that | have done such as film, dance, design, and graphic was like that. It was just
that | had changed a chip in the existing world. In fact, | did nothing.

Indeed, when you were talking about ‘interferer,” ‘mediator,’ and ‘balance’ in the
1990s, | think it was a time when the Korean society did not develop that much of

a system. So, such an attitude as yours could actually have an influence. But now
that a certain sy is blished, and the sy hasb strict, it might

be possible to say that such an attitude might easily be assimilated, used without
giving any shock, or codified...

Right, the situation has changed now. In any case, | think it would be good to keep
di ing critical persp on my work somehow.

From the standpoint of those who study Korean art, Choi Jeong Hwa seems to be
two. One would be Choi Jeong Hwa on a personal level. It is to examine what kinds
of concerns you have experienced while working on your practice. The other is Choi
Jeong Hwa on an official level. It is about your position in describing the history of
Korean art in the 1990s and 2000s. For the latter, you must remember as much as
you can and narrate your memories. And you should provide materials, too. (Laughs)
Thank you for your talk today.
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