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The Heat, the Wind:
Eunji Cho’s Elemental Existentialism

Heejin Kim/ Curator and critic in visual art

Form Follows Flow

In the first page of Eunji Cho’s artist book Poem in Action,

the following line is to be found: “Form Follows Flow.” All the
forms that fill out this world morph along the chronological
loop of formation, transformation and dissipation then again
of formation. Thus every form that exists is essentially variable
and atypical, and its original can adhere to any ‘flow.” Perceiving
this given template illustrating that every form adheres to the
flow, art can only be in a dynamic state, and not in a static one.
In this sense, art becomes a performative act where different
elements switch their positions, move in action and operate
relations. In this performative act, time becomes perceivable
through bodies or things; it connects things that are usually
considered to be separate but indeed that are one and inter-for-
mative, such as the world and the being, life and everyday, the
history and the present and form and flow. In other words, ‘art
as time-based process’ is an act of articulating the order (or the
flow) that is not visible in a specific (form of) sense. This is why
art as time-based process is essentially an act of sensorial ritual
performing life within life, and thus it is destined to reach the
reflection on the existential meaning of being. Asserting the
single line of “Form Follows Flow,” Cho formulates her creative
and artistic consciousness toward the world, based on which
she perceives the world as a flow and practices time via senses.
And through her imaginative rendering of the line, as if it were
a quotation addressed by a lump of mud, Cho indicates the fact
that her creative and artistic consciousness is rather based on
the universal ethics of nature than pretending it were a unique
creation of hers. Cho is fundamentally a realist, who absorbs the
waves that diverge every moment and acknowledges that what

operates those waves originally is actually a thing.

Acts of Socio-Ecological Complicity
Within this conceptual framework, I consider that Cho’s specific
interest lies in socio-ecological existence. Her Mud series that
continued for around seven years from 2006 can be described
as a chain of actions of lives in struggle for the sake of their
socio-ecological existence within the peculiar ideological space
dominated by capitalist and developmental growth. The artist
exposes the erased or underestimated beings from distinct
spaces and circumstances to the public sight. And through
sustaining this act, she reinvigorates their as well as her own
existential dignity. This how the artist willingly came to name
this act to be a ‘complicity’

It is highly probable that Cho’s accomplices are social,
political, economic and cultural minorities. Still, in accordance

with her intended deviation from anthropocentric perspectives,
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the accomplices range from dust, a barren dump of soil in a
construction site, pieces of land sold at a giveaway price, a fic-
tional, minor figure from a forgotten novel, stray dog trapped in
a cage to the soil from a pit with traces of mass buried animals.
The fact that the variety of these subjects isn’t confined to visual
or tactile categories proves that the artist’s interest focuses on
their socio-ecological value than their individual and existen-
tial physicality. Cho’s act of existential inter-complicity that
describes socio-ecological values through exposing the impact
of her objects’ existence appear in different aspects according
to the individual texture of circumstances in which each is situ-
ated. She frees soil from the dump to fly away, while projecting
a passionate story of love onto the land that is reduced to a
mere piece of real estate condemned by a trivial cartographic
measurement. She sings songs written in a flattened language,
yet reawakens it presenting it with a new rhythm and melody.
Cho is an excellent writer and her writing varies meticulously
between script for actions, score for conductors, manifesto,
oracle and oral notes. From her text entitled Poem in Action I
discover the richness of performative elements and a relational
formalistic character that poetry used to bear prior to its
establishment as one of the prevalent literary genres. As such,
Cho’s series of socio-ecological actions can become a rebellious
political act disrupting the physiological discomfort that is cre-
ated by the system confined in conventions as well as political

and economical ideologies.

Elements and the Cycle of Life and Circulation

Cho’s artistic stance apparent in her work neighbors closer to
the position of performing the logic of real in the state called
nature, than to that of political resistance or ethical impera-
tives. It is comparable to the kind of stances where Laozi is
perceived as an activist and ecological philosophy becomes one
with social actions. Cho’s performances don't surpass the level
of interventions exposing and resuscitating flows. It is out of
the same reason why one cannot recognize any linear structure
or narrative end following the logic of cause and effect in her
performance. Borrowing terms from art history, her acts are
likely to be labeled as minimal in their stylistic outcome. But in
fact, they are optimized acts reinserting the beings that were ar-
tificially isolated and ruptured from the orbit of life circulation
back to the invisible cycle of life.

Cho’s work turns the dry existentialism of time-based,
process art that originated from the western tradition of
conceptual art in the 1970s to an elemental existentialism that
combines primordial acts, practical sensorial experiences, so-
cial and ecological consciousness. This is the authentic point of
departure that Cho’s work presents, from other activist practices
or sentimental humanism. Her work bears a primordial texture
that transcends the dimension of universal senses. This texture
derives from the physiology, sentiments, tone and meaning of
each element, from features created by the temporary forms
and images or from the electromagnetic field emitted by atoms.

Philosopher Sang-Hwan Kim calls it ‘incident of matters.
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In any case, it is clear that this primeval texture calls for forms
and that the artist thoroughly follows the physiology of material

texture to let her work connect to and become the flow of life.

The Heat, the Wind
In the current exhibition, the object of her complicity is human
being. The elements that compose the world under the human
skin are heat and wind. The heat indicates warmth, energy
and breath residing in human temperature, while the wind
corresponds to the source of force that puts human body in
movement. This is not a literary or religious rhetoric, but a sci-
entific statement. Inferring from the previously stated frame of
elemental existentialism, The Heat, the Wind can be assumed
to compose a complicity that aims for turning back humans to
life by referring to the heat and the wind operating
human bodies. Here, ‘human’ encompasses both groups of
people, including the ones that appear in the work and the
other as audience. As we well know by now, Cho’s acts require
accomplices.

We can start with The Emotional Case of Fall & Revival
1(2017). The artist’s perspective in the video repeats falling
down. The sense nausea and vertigo provided by the video’s ag-
itated image continues to linger in me, even after realizing that
the effect is obtained by turning the panning shot of the land-
scape vertically. Its plot is not to be determined, yet it seems
to be a physical reenactment of a series of sudden shocks. The
highest ‘heat’ in the exhibition is emitted from the two-channel
video of The Performers (2017). A landscape with an open and
dark abyss and another with a mysterious puddle are juxta-
posed. They reminisce about the landscape from The Emotional
Case of Fall & Revival I. In the following scene, a few Southeast
Asian figures in their middle age appear, captured by a camera
that slips away caressing their faces from the front, partially
showing their bodies and motions. Sharp looks, shaking eyes,
saggy skin around their necks, lean fingers and melancholic
hair, etc. show the hardships they had behind. A few words can
be heard at times, but the artist intentionally slashes the details
of interviews. As the perception gets blurred and languid to
the viewers’ eyes, the performers start their pantomime and
narration. The performance continues intensely reenacting
abrupt moments of killing and the fear, anxiety and indignity
of approaching death.
(I only experienced later from the artist that the performers in
the video are survivors of massacres that took place in Indo-
nesia and Cambodia some 40 or 50 years ago, along with the
fact that the whole story and aftermath of these two historical

incidents are not cleared yet.)

Knowledge and Non-Being

In The Performers different elements such as landscapes, bod-

ies, movements, voices and language appear, but each of them

are imperfect, either appearing with dug out holes or in incom-
prehensible states. This doesn't indicate any imperfections of

their shapes neither their damages but actually the
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A Common Space of Agony
The Performers conveys two messages. The first one is about
agony and the practice of time living through it. Living through
agony doesn’t mean to flush it away to survive, but to keep the
perception aware enough to stare at the wounds and to sense
the passage of time through the entire body. If Cho’s work were
about the aim to return humans to life referring to human
heat and wind, then the heat would correspond to agony and
the wind to the practice of time living through it. Non-beings
gain their existence through agony, presenting the ones who
perceive the heat and the wind with new existence.

As the trail of my thought reaches this point, the

ments through testifying the agony? Can we know that to share
that agony is the only principle of practicing our survival as well
as of resurrecting our existential dignity?

Cho'’s new work is loaded. It falls emitting heat, fluctu-
ates and flows slowly. Her performance that used to sail away
like a melody turned into a practice of life, far more complex
and heavy. Yet her typical elemental existentialism is un-
changed, that is free of notional and speculative loads. Her au-
dacity of following the primal principles of life and circulation
is also unchanged. The only difference is the temperature. Cho
dictates that form follows flow and that they are ultimately one,

yet for the form to become flow there exists agony as well as the

ETotL s = & S5 E At past three years’ time since Sewol Ferry incident that we lived practice of time detecting the nodes of agony. She once wrote,
through, overlaps. In that spring, as massive number of vivid “For us, / It is life, / Not tears.” There is no healing. We can only
4ko] 43 lives perished in front of our eyes like a fraud, I was sharing a share a slight sense of healing through a process where life
e85 Aoz A5t X 2A 9 «¢ste Al S 24 7F flat temporarily with Cho as if dragged by a certain destiny. Wit- practices every moment per new knowledge, to obtain existence
A4S 4383 & ofAloto] H|EA ST} AF U7 nf2 o] |3 nessing together the outrageous banality as well as the perverse *elemental: 7] 220l L] and unveil dignity. In this sense, Cho might be a rebellious
. . 1 o7 . L B R . . .
20| A AT} EfAbol] T3t QFS 4dfato] & o] o] violence of the government escaping from the responsibility Aol o] Pmal Sof =o] Q. realist, probably one of the sharpest ones of our times. And it
H|Z7| So] AE3}= 1ulo] ZE Zyto|ch A W A Ak following the incident was like a horrendous test challenging 2ol oJu]|= AFg)7] 95 &7} E7|sct. definitely looks like that The Heat, the Wind won't be concluded
Lrel 22707 o] TE T7ho] H9iE AXY the 11@1ts of. our sanity. Over tll'le period, we went hiking ~togeth— as a single cry out in the throes of death.
mjupa Aldo] Xt I The B w24 2o aket er a single time. We kept walking neck and neck, sporadically
o _ talking, along the pathways that spread long like a blade-cut
AY 27HA2 WEE 59 RFS Zohn] YA} o7

scar. After taking a break at a rock, we returned, just naturally.
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At the Verge of Representing
the Survival
Mijung Kim/ Curator, Art Space Pool

Eunji Cho’s solo exhibition The Heat, the Wind reminds me of
her formative works: it reminds me of her pervious works that
were conceived to raise up voice for those who cannot do it
themselves, with interest for the ones who are exposed to the
irrationality of being forced to dissipate following the demand
of the other. For example, in Dog Farm Concert (2004) the dogs
were consoled on a dog day when the consume of dog meat in
Korea drastically raises or in Venusian Eclipse, the Band and the
Encounter with Jiyul (2004), Cho dealt with the areas that were
destined to disappear under the rampant logic of capitalistic
development.

But while the meaning and the role of the socio-his-
torical background in her new work has increased, the artist
refrains to address them in her own voice or to react directly.
For the exhibited works, Cho visited and interviewed to record
the survivors of the Indonesian Mass Killings of 1965-1966 and
of the so-called Killing Fields, the Cambodian genocide carried
out through the 1970s. The process is crystallized into videos,
drawings and a sound installation within the exhibition.

In the two-channel video of The Performers (2017), the
interviewees unfold their memories in respond to the artist’s
questions. Some appear to have overcome the past, while others
don’t. The painful moments of ‘forced’ survival get revealed. Yet
Cho doesn't display either the vividness of their interviews or
the details of their stories. What is shown is only a chain of their
facial expressions, gestures or tears.

Those were the people who were confronted with the
death and had to move on for an immediate pursue of the path
of life. The sympathy and compassion of the moments when
their memories get articulated can be communicated, yet it is
still a landscape that we cannot dare to comprehend unless one

has gone through it in real.

The Weight of the Movement

To die—to sleep-nothing else?

And by a single slash of the sword, to say we only put an end
To the memory of spilled blood and the thousand natural
shocks

That flesh is heir to: ‘tis a humble desperation

Desired by the sword.

The voiceover is an adaptation of the renowned quote from
Shakespeare’s Hamlet and appears like a poem compressing
the lives of the interviewees. The voiceover is accompanied by
movements of pantomime performers who create a discrepant
atmosphere in the work. The voiceover narrating the physicality
and the pain imprinted in survivors’ bodies closely entangle
with the liveliness of the pantomime.

Cho trusts more the physical memory reenacted by
movements than a verbalized articulation. She expects that the
survivors’ memory can be expanded through the physical move-

ment of a third person. There laid the motivation why she

23 ofg PO, Pole BAYEA HH| & 4 AT
AR Saw 5HL B AEAE) AYL o5l HAstn
Qe 25T 4 Yrk.

Jefuh S AL S B god £8 ol §igld
o] Mutet abe} mhele] A5 AR A Abolof B
Zro] wyich. AEe) Fakdto] SE9HR geld gAY os
ois s 2AHY Bol7] Wiolck ST AHHQl BAx
BRSO AW, LEAE A 29 ulgt At
nhele ZE o] n £3HAol AR YEAFS] 7]ole AW
oI},

nhele ZA5HA QlElRolSe] WS st
A ste, 1 3ol ol stAet chATte) JEakgo] BAyet
DR DR DS EERE R e
Jge NAE 5 719} Fgolep] wet 93]e] 10 A
M A Bt 2 Bol7|7hA Bt o Rw At
2e)0) B Afo| 2 Qb 4R A o] oA uietE
AQA, & B AAAE 27t J o2 B ARS
YAL e ohdx] 253 Bk HEAET THY 4 U AL
227 “Aohdih ojul7} 747l F7ile] WAIRRY Holck

Aol pollAte B8] 724 FUE fact
shojEolE 4o] E48 B A4 alet Rao] Bt

A3 Ao 2 15(2017)°] A= Ak, BUEZE Hol A 9

O_L..
ok -1

o] B3 2 o|u|A & ARSI olHAE, AHA o] L A
sharo] ayElE QI Aote] 0.2, 1 o] 7)ofo] 2aAH
£219)% 9= E3Holtt.

:LE;]H] 0719 ;(]—uE.Q Z]L]— o)y ﬁoﬂ“: ]'7}‘7} 4.16

FAE uhsty ol&7tzA 9] 24l 9] 2r|gekE ad
E29E0] 9t} =29 o]gl= o] HEE Z Q] 3J2]= z}Al9]
neigte FEa| s, oz tolrly] gial Akrt s
5o} 4 AAShE At ke TEoiU) Sl
Fdglol 219e Wlel BAg AAslRc) RAstE
=55, $o 2 YolrZlth= 9ol «¢alsh= Aol
ST A FOIEY olop7|7F At o] E2YE2
%go] BEolA Holu} gho 2 Hojuzl7] 915 WAH ol ™
a59 g vl24 APYeiAl BETH B2 Avte) S
Tof) H]5hR Elglo] A3 o1 ZhAFHolch, Tejut “Aohol

FTOAE 55X $eS Pt 2u k. G
A7i7} st Aohe BlEE 1 £

11

realized the physical memory through the movement of the pan-
tomime performers. They were invited to improvise after viewing
the interviews presented by Cho. The artist didn’t intervene
during this process and to its results, and omitted deliberately
the detailed episodes in the interviews before providing them to
the performers to encourage their own interpretation. Thus it is
unclear what the performers perceived from the interviews and
with what kind of impression they performed, yet we are still able
to recognize what they saw from the survivors’ experience, from
some of their gestures and expressions.

But a curious rupture arises between the desperate his-
tory of the people who had only the death approaching if not the
struggle to find an immediate way to life and the dynamic of the
pantomime. The anguish of survival appears as if it were repre-
sented by the dramatic and symbolic movements. Those vivid and
passionate gestures and the survivors’ gruesome and tormenting
experiences are definitely put in contrast. Moreover, pantomime
is innately improvised and momentary, while their memory is still
ongoing.

Pantomime interprets and represents thoroughly the
interviewees’ feelings and interferes with the entire process, but
pantomime as a result of expression or representation that lacks
of interaction with the object creates sets further questions. In the
end, the role of pantomime almost stresses the impossibility of
representation rather than expanding the memory through phys-
icality.

I assume that through creating a situation that oscillate
between passion and ethical judgment, the artist intended to
return the question to the audience how to see or evaluate it. In
this sense, the only thing that could be shared with the survivors
would be the intensity of the weight that the meaning of ‘survival’

suggests. Because, to die doesn’t meant to sleep.

The Shadow of the Forest
Passing by the walls in triangular shape in the corridor-like
exhibition space, one is faced with The Emotional Case of Fall &
Revival IT (2017). The sound installation resonates in the room
with peaceful natural sounds. While The Performers presented
the gaze toward objectified bodies, The Emotional Case evokes a
sensorial experience to the viewers.

On the opposite side, The Emotional Case of Fall &
Revival I1 (2017), a video conveying the landscape of a forest is
played. Since the monitor is flipped upside down, it is hard to
recognize the image properly. In fact, the video was shot in the
Indonesian forest where the killings happened, a space shaded by
memories of blood.

Approaching another side of the exhibition after the
heavy confrontations, a series of drawings are presented, where
Cho portrayed her own helplessness facing the tragedy of sunken
Sewol Ferry. The repetitiveness of the drawings are traces of the
artist’s ‘performance’ to overcome her helplessness and to move
on. I picture her numerous gestures in attempt to create the heat
and the wind, which were symbols of life for her. The stories of

interviewees in The Performers overlap to this act of confronting
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something to overcome it. In front of these drawings, one can
finally imagine the bodies of the ones who were desperate to es-
cape the verge of death and to walk into life again. Of course in
compare to that, the artist’s performance is much more passive
and emotional. Yet we are all aware that ‘survival’ is uneasy to
everyone. Thus the drawings may be the most direct result of
the artist’s attitude toward the notion of ‘survival’

The background of Cho’s stories unfolded in the
exhibition is by no means light. It is not only due to the heavi-
ness of the historical background, but also because it is about
survival. When the sound of the wind that has been easily
neglected turns into the shades of blood all of a sudden and
confronting the self, intoxicated by the sense of heat generated
by passionate pantomime out of surprise, we are no longer
able to accept those fragmented moments of life at ease. In the
shades of the quiet forest, the weight of heat and wind ever

grows heavier.

ellst= AFRHE 2017, 2KH2 HIC|Q, 82 47
The Performers, 2017, 2 channel video, 8min 47sec
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The Performers (Indonesia)
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HIEMHA Performance

LI3|0]M Narration
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H|C|2 MZ Video Edit

J24E Graphic Design

$1X|E9 Local Interpreter

Sri Muhayati
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Bu Mudiji

Flora Handayani

STANDARMIME Group:
Damar Rizal Marzuki,
Richard Kalipung,
Satria Agustani,
Amir BM
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Ingrid Irawati
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The Performers (Cambodia)

QIE1S Interview Mrs. Lagn Vanny
Mrs. Kong Sareoun
Samoeun Kroch
Mr. Dork Penh

Z4242| =0l Arts and Crafts Seller
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HIEHA Performance STANDARMIME Group:
Damar Rizal Marzuki,
Richard Kalipung,
Satria Agustani,
Amir BM

L}2{|o]M Narration 0|5 Lee Dong young

}2E =& Sound Record & Min Kyung Hyun
Z2X| Eunji Cho

HIC|Q ME Video Edit £&%| YOO Yong-ji

124 Graphic Design Z&EZl Cheongjin Keem

¥X|E9 Local Interpreter Chanlyka Leav

Yon Davy




i
i
by
i
Y 1 i
¥
ik
Fath . 3
Lkt
o [
e
L
c |
k] d
&
1
T
....‘_&{
i
=T
s
Sy
L 1}
Ay
1§ B
1] I
N T
" ]
iy y i
1 RN
T s
b
y _'.
L. ey
Ok
et
5
1@ ! L
Ky AT
P
Y
] "-, |
R
ﬂm s
o -

=
- L ")

.I.
- : I‘ J
2R, 2017, 2B
titled, 20

Sl I
,- £ _-..._' it
H — = 2



LRCRNRSR RN
1\.‘ VP
ARt
R




FASH= MRS,

The Performers,










Lstet o] 2ot ZEEQl #|0|A 2, 2017, AHR & QIAER|0[M, 7HHF 7| The Emotional Case of Fall & Revival 2, 2017, sound installation, dimensions variable

&3 Rangga Purbaya (91X| =8) Collaboration: Rangga Purbaya (Field Recording)
Ryo lkeshiro (AH2 & C|ARR1) Ryo lkeshiro (Sound Design)




SH(S0 HIE S Lod|= SHAHT), 2014, F0[0f HE, 2} 255 X 18cm Lhstet S2tof 2t ZEE ol Ho|A 12017, 24 E BIE|2, 1E 16%

Untitled (A Study on Movements for Generating Fire and Wind), 2014, pencil on paper, 25.5 X 18 cm (each) The Emotional Case of Fall & Revival 1, 2017, 2 channel video, Imin 16sec




M|, 2014, Mof of2 ) W =22, 20.7 X 18 cm
Untitled, 2014, acrylic, pen on pages of book, 20.7 X 18 cm
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Photo: Ary Sendy Bagong

Dialita is the name of a choir that consists of women who
underwent hardships due their involvement to events held
during Indonesian mass killings of 1965-1966 or who lost their
parents, siblings, relatives and friends during this period. The
choir aims to invoke social changes through their concerts,
where they present an alternative narration of the oppressive
past through the beauty of sung melody and lyrics. Thus Dialita’s
concerts result into interaction and communication between
different generations, since their songs tell about the members’
lives, experiences and dreams. Singing songs that disappeared
from the nation’s memory over a long period of time, the mem-
bers came to cure their traumas, redefining themselves not as
victims but as survivors.

For The Performers (2017) the artist Eunji Cho visited
Indonesia to interview them personally, where their physical
movement and gestures are conveyed instead of their stories and
songs.

Tuti Martoyo

Utati Koesalah

Utji Kowati Fauziah
Yetti Harri Sapi
Yuli

Ingrid Irawati A

Executive Producer: Agung Kurniawan
Producer: Wok The Rock

Assistant Producer: Adi Adriandi
Production Manager: Venti Wijayanti
Dialita’s Manager: Irawati Atmosukarto

All tracks recorded by Oki Gembus at Kua Etnika Studio

Except “Salam Harapan”, “Lagu Untuk Anakku”, and “Dunia Milik Kita” recorded by
Firzi O at Masak Suara Studio

Album cover design by Wok The Rock

Mlustrated by Wedhar Riyadi

Cuisine Recipe by Bakudapan - Food Study Group

Produced by Yes No Wave Music and Indonesian Visual Art Archive, 2016
Free download released by Yes No Wave Music

CD released and distributed by Cakrawala Records

All tracks and illustration are licensed under the Creative Commons License BY-NC

This album is supported by Ford Foundation Indonesia

www.yesnowave.com
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Eunji Cho’s practice is based on the grounds of conceptual idea and focuses
on the ephemeral nature of performative acts. Anchored to notions around
her own body, Cho explores boundaries between the self and others. In her
recent projects, Cho started to engage performers with the aim to translate
movements into choreography or to orchestrate reenactments in which their
own subjectivity can interfere to the performance.

Cho had her 7th solo exhibition The Heat, the Wind at Art Space Pool
in Seoul, Korea (2017). Selected group exhibitions include Paranoid Zone,
National Museum of Modern and Contemporary Art, Seoul, Korea (2016);
APAP5, Anyang. Korea (2016); Plastic Myths, Asia Culture Center, Gwangju,
Korea (2015); Frame & Frequency, PlectoGaleria. Medellin, Colombia (2014);
Museum as Hub_Walking Drifting Dragging, New Museum, New York, USA
(2013); Playtime, Culture Station Seoul 284, Seoul, Korea (2012); “Dtang, the
Mud Said,” Duesseldorf Festival, Duesseldorf, Germany (2012); tempus fugit,
Kiinstlerverein Malkasten, Duesseldorf, Germany (2012); Media Scape,

NJP Art Center, Yongin, Korea (2011) and the 7th Gwangju Biennale: Annual

Report, Gwangju, Korea (2008) among others.
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