c@de 203

2025.4.29.-6.1.
MEA S=27 FHS

M

89

QIAlO|IES2Zt Insa Art Space

(This)
That

Space

INSA ART SPACE CLOSING EXHIBITION WWW.ARKO.OR.KR/INSA

re
=2
Ok
OB
Hu
r2
=



X2 ol =2l ojojX|et HAES2 RF 2AIOIESZHOISH  OJ2HE SAloll 22fof JUCt T2} &4 BE 1HYo|
210|3)o| 2! AlZte| mHHSo|lM AIRIEIUCE 22 B OHOEA S217HE EUCHZIUCL W20l 25'32] l0|S
324 3 A= 7|2 MEfS Z2h DEiE daE = 321 Qn|S S HiZtE=E AMS0E B XI0|7F AL,
2 = SZh axoll "7 AHojet S42|E Halsin olofl (a3 SZh2 QUnISS Latet uff 7|=l= 2
AESH= L2 0tAH oYy Tkt ALt S=E HIRSHH BHSS Oetsia, 0150 of Wilez 27| 9
SXEl= 24X SUo| OfLICt CiEt +R2 =0} HiY, UEXIS EABiCE o223 2lnjz2| 25t nt oj&7|2|
=M, =8 32| 7|52 20l FAS0l|= 252 ZXHAH Efdatels ZIHo] S2te| HAlet O =9 MHE 25,
he 2 2 HEg dyHs 4Ect

in}
1]

Q
o
2I_l
rir
A
|
O
2
rg
A
04
mjo
HA
Q
TUE!
[l
N
ro
N
=
]
ro

1999 22te|7|= Qlsl Ol&=20of MIZIXIH SZut &=t

o
Hf2t=Ct 021 =3tofl Xet ol YHMo| dgtoz, SR ESGETISH

Kl
1=}
2
N
IS}
_l:l_
{0
»Q
LI
o
kl
2
nl
in
u
rm
o of
s
o
I

210|Z2| MAt O dAH2 HY K=ol &X1H itz S22 HRES UX|sHA| EICt a2 A 2UAOLEMIE]
2E517|= oLt =22 0] 32te| Fust Efd o7l 3S0lM Tt QoIS 2 XIH 320l MHE 272
XH2z 0IF ZIFE = UZXIT 20jF0| ‘a2 S2Fo| TAIE oloiZich F7I1MQl X|He| Hats HolM XAl 7|12
2+ U A EX| 322 OHLRACE 0IR2 TAE T, Z2OHWS Salf ks 2tate| XHEsE =251EH &
/2 + Us 22" 32| 2n|E "ol =27t 20|32 #=S2| szl HE(S ZA22|0]X) 3, 45322
WELE el Fo|, Hylet EE, HIED} HE0| 12 SHE O|FeiCh OIROIME SE FA= AL ZIRHEIRSLE
O|R0IX|7|= ULt T2HAM QI0IS2 Zlet ol=of what 2005H011= ol2| CtYst &3z =8 STk WA o
Z17| CHE WAoo 2 elixl= ‘T3 SZFoIACt CHE S ZHE|2(YTL, =Zd2] 0|S), ojo|F Zviee| HAUS
337|20| 2F5h= tierHel d2o| H|F2| Z2tol2k= Sall 2i7t2| 2t&ut sliAo] 7HYUSH= Ot7t0|EE BH=S0] &=
FHYE 7|Hez Mz=2 HetS 1klstH Ti7et S, Z2HE 3 MAt 9SHe 2 AAlsk= 2lnlE of7to|EE



TE517| ARSI, ESE MEIZEE XY, 2H|uF S9
D2 OMEL 7|ESC) 2|1 20064 M= x|
st=20jsklsE =

2HF S En0|29E) 78NS
o

=]
pA
=

o
E
OK
rE
10
In
L]
™
ro

re
my
Q'I_l
rr
¥ O
~
I
Hl
o 0
> ro
B
e o
ErlHII
0%2
x| 3
gF-I
0|
§_h9
I =
X
| &
g =2
x

£, Al
08HAMNX|= St EfdQ|
ot7tol=, MiojLt, Y13&

ot
g S J‘._U\I ‘.’_“-._*1*94 Cifet Ol 4X0| M2 EEE

2Lt 20094 QlnjZ2e| 2 £2 0|RE RAS0| BF
Ol2T0|&C R ELEHA Q0|32 =7t & 7
X|§et= SZIe 2 CiAZ ‘S Elct J™o= ofT5|
QIn|Z2 CiAst AXXIER X742, I3 3ZHoIUC
.:.E:LO| F’E%&A | O = OfT5
2 SHEZ 3 AIFED QlojBolzts
32 9404 5 MER o752 oid & U= FATL
= 2034 op7folE Z2HE (QI0|F 330I3)
(2020I—=|)n gl (Q1o|Z EH=A)2020-2022!4)7t,
2021H0ll= (&7t Q1018 (2021-20221), M2l e
o2 2 (OIEE)(2021-20239) = 2 E|QULCY,

SHXIZE A[ZH0| X|Z+8 &ol= 2ln|3e| fH2
Al Z2 O 2|AEN= E75t, 2I0j30| ke
‘o SZFUXIE 2= EEe| vlr= JHSE(RICH
Q0|32 sS4 O|Ee] BE ASO| HEAH ¥
ME2ZE Estzs 2= SHSHRCEL JziLt Qio|
K, HE, UE S| THolg 280 X FX|
30| E|UCt e RE 0|02 EFHS =%
7|cHet etef 1 kr|of AIX{Z} HO{X[7| AI=IEHCE Q10
ORI =ZIE2 & 2172| 0|7 |ofl TXH O]
LHOJAM2{™ CIA| 2 Z{0| TLRSHC} 2 o Ato|Lt

RXRUS 20f5h= 2 OLIICE. Tf7e Aedat o

i
E

X

oH
o
L
r
ol

(]

k

S 1r

OH 4r |-n r
4
18

fifo

o W
mo Jm of
N

mjo

rz

]

F
ra

£ 0|1 AlIZIRAC.

H H=SHHAM o ZHH0| X[EE 5 U=K|, FAEC
QloiSofl chet etmel 2=Z0| o3| HA=XIoll chet
Z0]7|= Sict, ekdnt Heks B0l ALlsor JHH
Q10|52 ALKEIHME AZAE|X| Zet =2|SS XLt Ol
7o gt Zo =2 Xt2|sh| IRAC

O|M| M50l A=et RES ChA| Asteirt =20 EES
ZdsHiof Sti= o] AFHoIM 2loIE2| £ 22|11 oClE
AEE7LE 2 242t olofl (O SZH2 CHE AsiE=

ChAl QI0JZS R Etofst xwr
yloig B2 QnjZS Wit njg
o

0|S29| A=

= fIJII'I
rO E
CE N
=2 o
u A
s
-Olll I'IO
r >

r=

o

u
H
ir)
A

210|152 }712P 2, olHE
tCh Of70ll= Satlt Zat2 Me| 210jS0] U7 Lt

siC
§8 2iCt REXE 3= Hi2IStE O[0|X|S0] T, E=
o

0|30| ol 2|12 M=t 0EA SSJ7HL
L|

OIH=RI, 11 ALO] HIIZ! OIS S ORI TH7A5HLY
SHAERIZ 2= 2A2)7h et 202540 olnjZe
esy

O
Hu
lo
lo
=)
i

oj2te] ChEto| E|7|= °H:L
2 st 22 ZMSQ s
3|5tz Chal QInj8 S Zghst BFollA F2 |7t
SRIXIE SOoich2LE 20|Z0| 1 SZFo|UC= HelE
bl ZFo|en 1 LhEat Eo| ot
A, Ol= Z= Otx|2}o| =|o{A{of

0|Z 4 F0|E{ ¥ WMX|=2 CtSat Zo| st bt
g

3 me mp re



That (This) Space

We now stand before images and texts, each
originating from different points in time at Insa Art Space
(IAS)—a space that is closing, a space that has chosen
to bow out to be the past, and a space whose future

is unthinkable, How can we possibly organize and
explain the languages and voices left behind? This is
not a sentimental monologue lamenting over an ending.
Instead, it is a contemplation of where the story of IAS’s
twenty—five years should begin and which moments
should be revisited, though a vast amount of records are
available—transcripts, emails, documents, and catalogs
produced by IAS. The exhibition That (This) Space
engages with IAS through abstract questions and
tasks—what and where.

A linear enumeration of materials can hardly do justice
to IAS’s stories or defining characteristics. IAS may

be summarized by the word “support”, which was

the apparent purpose behind the birth of the space;
however, that alone does not explain why IAS has
become that or this space for so many people,
Transcending its function as a physical venue for
viewing and presenting exhibitions, IAS has served as
a platform for exchange and collaboration for some and
a site where research, discussion, critique, and criticism
were engaged on equal footing. As such, each person
describes IAS in various ways depending on their
experience—often referring to it as that (or this) space.
On the other hand, with its identity as an alternative,
non—profit space run by a public institution as a
fundamental base, IAS constantly agonized over

taking up new responsibilities while negotiating its past,
present, and future, However, this process was not (or
could not be) without persistent hurdles. Thus, sharply
divergent perspectives have been on the twenty—five
years of IAS and the space itself. The exhibition That
(This) Space acknowledges the many facets of IAS
evoked by its name and explores how these aspects
are interconnected. Furthermore, the exhibition examines
how the history of IAS and the concerns surrounding its

closure can be conveyed to both the present and the

future by overlapping I1AS’s twenty—five—year timeline
with that of the Korean art world,

The 1999 Korean Currency Crisis led to decreased
support for non—governmental organizations in the

arts, As part of the art policy to address this issue and
revive the environment for creative practice, the Korea
Culture and Arts Foundation (now Arts Council Korea)
recognized the need to provide spatial support for visual
artists to present their works. As a result, IAS opened its
doors on the third floor of the Insa Art Center building
and began presenting exhibitions selected through open
calls. While providing long—term support and organizing
its exhibitions and programs—setting it apart from other
alternative spaces—IAS was relocated to the third and
fourth floors of the Hakgoje building (currently home

to Galleryis) in Gwanhun—dong. Beginning in 2005,

IAS launched various projects and continued to present
exhibitions from open submissions. In collaboration

with the Pidgin Collective (Lim Minouk and Frederic
Michon) and Mikyung Lee, allowing artists’ perspectives
and interpretations to intervene, IAS established

the IAS Archive, which played a dynamic role in later
projects and exhibitions at the venue. Additionally,
programs to support emerging artists and facilitate
international exchanges were created. Finally, in 2006,
the Special Exhibition Hall of the Buddhist Museum

in Wonseo—dong was renovated for IAS—granting

it a standalone venue. In this unique four—story building,
including the basement, IAS aimed to serve as

“a space that bridges the before and after the exhibition,”
moving beyond its role of providing opportunities for
presenting works and exhibition curations.* Moreover,

as policy—related interests in international exchange

and globalization grew, and such duties were assigned
to IAS, research began on locality with both Western
and so—called “Third World” nations, including Vietnam
and the Middle East, extending its efforts into publication,
exhibition, and other programs. Thus, until 2008, IAS
underwent a period of moving beyond its initial mission

of supporting artists and producing discourse while



balancing various artistic practices, such as

exhibitions, archiving, seminars, workshops, and
publications. This is how IAS gradually developed its
responsibilities, constantly wrestling with its intertwined
identities and systems as an art space, public institution,
and organization,

In 2009, all the key components that determined IAS
were integrated into ARKO Art Center, reaffirming 1AS
as a space that advocates for artists and curators,

Still, IAS remained a hub for various creative individuals.
Though the project names and application process
changed—from the ARKO Young Art Frontier (AYAF)

in 2009 to the ARKO Creative Academy (2016), for
example—IAS has always been interlinked with projects
aimed at supporting emerging artists, establishing

itself as a space that introduces new artists, While
operating its twentieth—anniversary archive project titled
IAS 2000—-2020, 1AS also administered IAS Studio
(2020—2022), Monthly IAS (2021—2022), and Art Talk

(2021—-2023), an art professional training program.

Despite its accumulating list of exhibitions and programs,
guestions about “what kind of space” IAS was raised
more frequently, Everything around IAS in the art world
rapidly changed, and the pursuit of new ideas grew
urgently. Still, IAS clung to terms like “support,” “young,”
and “emerging,” wavering into a space that was neither
new nor old. Uncertainty surrounded whether the
space would continue, and the gap between external
expectations and internal concerns widened. Since

the elements making up IAS were always rooted in the
past, pushing the boundaries of an art space, as it had
before, revealed many areas in need of improvement,
This did not necessarily indicate a lack of budget or
human resources. It was also about reflecting on which
identities of IAS could remain relevant while reproducing
and referencing past experiments and practices;
furthermore, it raised the question of whether those
around and within had maintained their faith in IAS.

Continuously having to renew and reconsider its

direction and responsibilities, and after going through
ongoing and incomplete discussions, IAS will soon

become a point of reference from the past.

Let us revisit the question posed at the beginning of this
text and attempt to complete it: what about and where
should IAS be examined or explored? That (This) Space
introduces perspectives not previously considered for
re—reading IAS. Artists and curators who have
participated in IAS programs recall their memories
about the space. Thus, this IAS, which is composed

of the outlooks of those inside and outside the art

world, embraces the past, present, and future, In this
context, IAS may or may not be represented by its
accomplishments or as an outcome; instead, the space
is made up of images that linger like ghosts. There

are voices questioning how aligned or misaligned IAS
has been with the art world or institutions and how the
missing languages in between should be reconstructed
or interpreted. In 2025, IAS has become a place

where the responsibilities of today's art and its mode of
operation are discussed while serving as an unresolved
answer to the meaning of its closure, Instead of
reflecting on the discontinuation of a space by compiling
documents, That (This) Space investigates the unfinished
tasks for IAS as well as every one of us. Rather than
defining what kind of IAS was or has been, asking how
it became that or this space we know and tracing the
circumstances and positions that shaped it—can only be
done as its end is on the horizon.

* Baek Ji—Sook, a former Chief Curator at IAS, once said, “IAS organizes
exhibitions, but the emphasis lies on what comes before and after the
exhibition. (-+-) IAS's role is not limited to helping present an exhibition that
lasts a week or a month; its critical work will be to connect the processes
involved at the beginning and the end of an exhibition and to provide
extended support.”

— “ARKO Meets Art: Hello IAS!” Webzine ARKO, vol. 12 (March 2006).
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Art-Talker (Kim Malgeum, Kim Myungjin,

Ryu Heeyeon, Mun Jinju, Lee Sunju,

Lee Sora, Ji Ha—un, Ha Sukyung,

and Hwang Jiwon)

Time Patchwork, 2025

Mixed media, dimensions variable

(Design: SUPERSALADSTUFF (Chung Haeri))
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3 Open Up, 2001, 42 11=
Ml 7He] tHE, 2005, 52 45%
HS o, 2006, 42 36%
FHE S 5FObM, 2008, 52 15F*

=
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22 E0{zH, 2008**
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*(3 Open Up), <Al 7H2] CHE), <L % o), IHE WS Hoth=

E
Xlst SAIED 25 HAIFAM SSEULCE 250ME 2EY
oF 82| AZIRIE £ RHMELICE

*EUS 20{aH)= 0|2 QIAELITM AN @insaartspaceOfl A

ATTL YR7| T 5 UFLICL

Rho Jae Oon

3 Open Up, 2001, 4 min 11 sec

3 Stand In, 2005, 5 min 45 sec

Casta Diva, 2006, 4 min 36 sec

Looking for Carole Anne, 2008, 5 min 15 sec*

Bite the Bullets!, 2008**
*3 Open Up, 3 Stand in, Casta Diva, and Looking for Carole
Anne are shown in two locations: the staircase landing
leading to the basement and the second—floor gallery.
On the second floor, they play with an eight—minute break
between them,
** Audiences may encounter Bite the Bullets! on Insa Art
Space’s Instagram page @insaartspace at any time and
without notice.
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Gim Ikhyun
Vision, 2025
Photos, text, sound, single—channel FHD video, rear projection
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Folofl 2=M QUMb SAL & HiIH, 31x29%8.5cm
sk okl A|ZE EA[ZE OFO|HIE|E| O+, 2025
Zolofl CIx|Z A QIAY, 20X HE, 29.7x21cm (27)

Sulki and Min

Office for Archival Reproduction Archive, 2006/2025
Offset lithograph and photocopy on paper,

ring binder, 31x29x8.5cm
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Visual Identity Manual, 2025

Digital offset lithograph on paper, laser—cut,

27 sheets, each 29.7x21cm
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Uhm Jieun
(@ The God of Old Things, 2025
Single—channel video, 6 min
(Camera: Park Seonghyun, Lee Jinyoung)
(® Time Rope, 2025
Weaved posters, rope
+ Departure on the Stairs*, 2025
Performance, 30 min
(Script/Performer: Uhm Jieun, Jeong Kyeongbin /
Camera: Choi Yoonsuk)
*The performance will take place three times during
the exhibition. For more details, please visit IAS’s website
and social media channels.
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/
O AZILE EOHE /- AEEl= 2 oFEmR?, 2025 — QAHOIE&3ZH @& EA(2000-2025) 23|

o/
—_— o JI_'I;
in abundant, high—quality /---/ art institutions! /---/ Compared to the past, nowadays /---/ In the art system /--/ Isn't that today's reality? /---/
Nevertheless /--/ This time, IAS /-/ Such a moment or foundation /--/ Could it be just the beginning?, 2025
— Edited excerpts from Insa Art Space’s
administrative documents (2000-2025), bookbinding
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Q CI3-CI3R0E|AE OFFICE
2l7Al, 2025
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dark—dark tourist é

Legacy, 2025
11 Stories, sound and image installation
(Narration: Choi Hyunji / Design: Lee Jaeyoon)
*Please ask the IAS’ staff if you want
a printed copy of these stories.

Yo
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* drsiot Pak Boma
o2E & CHoy, 71, 0|8 2|1 =AME, 2025 Print Shop: Words, Concepts, Names and Portraits, 2025
= 7.,*,_, Z0| 2ol #[0|X ZZIE* QIM7|, SERF** Play, script, laser print on paper®*, printer, objects**

mass—market fragrances, actors***

*"‘-Oﬂkl Xfi SA Y 22 2l %*Q-EI= BE A4 79| B0| *All Ad—sized paper used for copying and viewing
*QIAlOj&&Zt 350 Hot U= 2, A7 E2 1 2|9 materials in the Print Shop.

A2 OtE @EX| **leftover items, trash and objects made from other materials
b TL QIAD|ESZ 35 2R H on the 3rd floor of IAS.

***referring to the visitors, audience and staff of this office.
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‘ Art-Talker (Kim Malgeum, Kim Myungjin,
Ryu Heeyeon, Mun Jinju, Lee Sunju, Lee Sora,

Ji Ha—un, Ha Sukyung, and Hwang Jiwon)

Art—Talker is the name of a group of nine curators who
participated in the Art Talk—Curator Program at IAS from 2021
to 2022, Art Talk was an extension of past IAS programs,
such as the Artist Development Workshop held at IAS and the
Artist—Curator Workshop organized by AYAF and ARKO Art
Center. After the program moved from ARKO Art Center to IAS,
it was structured into three sections: Artists, Educators, and
Curators. The Curators section, designed for emerging
curators with minimal experience, ran from 2021 to 2022,
Participants had the opportunity to engage with artists,
curators, critics, and designers, sharing their interests and
concerns. The program’s primary goal was to broaden
participants’ experience and perspective at a time when
opportunities for emerging curators were limited.

Time Patchwork is a timeline of IAS created by the nine
curators, each with direct or indirect experience with IAS.
The timeline examines IAS in three parts—Insa(dong), Art,
and Space-revealing each curator’s insights into the venue’s
history and exploring the interrelations between IAS, the system,
and society. Time Patchwork is not a chronological record
commemorating the past but rather a set of questions and critical
examinations posed by contemporary curators as they intersect
fragments of IAS’s history with the current art world. The piece
will continue to evolve, with new information added throughout

the exhibition, serving as ongoing documentation.

A Rho Jae Oon

Rho Jae Oon gained attention with his IAS solo exhibition titled
Skin of South Korea in 2004, along with his work utilizing online
skin and data. Rho participated in many projects at IAS, including
Four Years, 2000-2004 (2004), evr (e—flux video rental) Seoul
branch (2005), and Dongducheon: A Walk to Remember, A Walk
to Envision (2008). In 2005, he also designed the IAS website,
which remained until it was redone by Sulki and Min in 2007.
Based on his interest in cinema, Rho weaves scenes from
movies shot on film between the 1950s and 1970s with web
images, which are endlessly produced even without light. His
VIMALAKLNET (from 2000, currently not in operation), which the
artist referred to as a “multiplex theater,” is an interactive interface
that allows viewers to experience the work as long as they are
connected to the web. The system support for Adobe Flash shut
down in 2021, and VIMALAKI.NET has been unavailable since.
The artist’s early works are characterized by cropped images
that continue to enlarge until become pixelated, as well as a
collision of images and unrelated narrations, producing and
disjointing an unexpected third narrative—along with VIMALAKI.
NET. His early works, such as 3 Open Up and Fatal Beauty,

are often read as images of division; however, Rho stresses that

his pictures are like opaque skins—variable and fluid. Rho, who
wants his images to break down and flow simultaneously,
utilizes IAS as a screen for his works made twenty years ago,
attempting to fracture the past reading of his work. Each

piece temporarily inhabits IAS’s social media and physical
spaces, shedding light on different corners of the venue and
reverberating different voices. The images then break down,
resisting being contained as whole entities. Rho’s works, played
in the physical venue and social media space approaching
their closures, move beyond retrospection, creating collisions
and gaps. Reintroducing the artist’s works from the early 2000s
in a new format may destabilize the authority of the newly
transformed works and reveal their limitations. Whether this
endeavor will evoke new appreciation and stories or remain a
simple stylistic experiment is unclear. However, applying the
works to the current circumstances for new interpretation also
represents an effort to allow past works, which once lived in IAS,
to reference the future of this soon—to—be—gone venue while

creating unexpected junctions.

Yk Gim Ikhyun

IAS’s door used to be made of mirrors, but now the only mirror is
the entrance to the third floor. Gim Ikhyun reflects on IAS’s past
structure, where visitors had to see the outside reflection as they
entered the space, and the outside gaze directed toward the
photos remaining at IAS. These photographs, which confirm the
events at the venue as facts, suggest a path to the future and an
aspiration to reach it. The folder handed to Gim contains images
of furniture that is no longer at IAS, spaces that are no longer
part of IAS, and moments from the past. Recognizing that these
elements blend and interlock—the front and back of the photos,
now and then, this and that, here and there, and the beginning
and the end—Gim discusses the ins and outs of the photos
through navigation within IAS. If there is a difference between the
past IAS inside the photographs and the current IAS of today,
how can photography convey that? Recalling the objectives of
embracing the arts and languages outside of art, he brings back
the elements that constitute and the apparatuses that preserve
related memories—the internal and external aspects that comprise
IAS—into photographic images. This effort is not meant to place
the remnants at the forefront. However, it can be a way to share
the intricate ecosystem of IAS, which will only be accessible from
the outside once it disappears into the past—a method of passing

down memories made possible by photography.

@ Sulki and Min

Sulki and Min was responsible for 1AS’s visual identity in 2007.
For the project titled Frame Builders, which was to celebrate
IAS’s relocation to Wonseo—dong in 2006, the duo presented
a work that utilized the archive on the IAS’s second floor.



This experience inspired them to design the IAS visual identity,
which was accompanied by a user manual. The design process
must have considered the prospects of the staff members and
users of the venue. The designers’ original intention for the
symbol states: “Considering the diversified endeavors by IAS,
the symbol should be simple in structure /:++/, and this symbol
should represent any engagement of the venue. We were keen
on the fact that IAS’s main pursuits are largely categorized

into four: exhibitions, workshops, publications, and archiving.
Therefore, four elements come together as one unit to form the
symbol.” However, if this visual identity, which reflects the
venue’s clear direction and aspirations, becomes no longer
relevant—in other words, if it turns into an “unsubstantial symbol,”
what happens then? Sulki and Min, after twenty years, revisit
the manual. They erase the users’ names and fill the space with
colors. The holes, which either allow (or do not allow) anyone

to be users, and the colorful squares replacing the names

are juxtaposed. The user manual from the past, which once
represented aspirations for the venue, refuses to remain as an
artifact but actively chooses to remain blank—a response to an
uncertain future. The archive book produced for Frame Builders
also returns under the new title, Office for Archival Reproduction
Archive, and will be on view. Audiences will have the chance to
see the designers’ experiments, which took part in the archive on

the second floor of IAS.

¥ Uhm Jieun

The God of OId Things begins with a video that explores IAS’s old
water pipes through an endoscope. This video portrays a journey
undertaken by those quickly dismissed—looking into the past to
recognize their own positions and begin the process of renewal.
Departure on the Stairs, a performance piece that will be presented
three times during the exhibition, overlaps with both the closing

of IAS and the final collaborative endeavor of Uhm Jieun and

Jeong Kyeongbin. Referring to the fable The Three Little Pigs, the
performance opens with a scene in which the two artists host the
wolf at the brick house and engage in conversation. Audiences read
aloud the artists’ stories about art, gently saying farewell to the
emotional residues tied to IAS and the relationship between the two
collaborators. Through this, they find reassurance in navigating the
present. Each work acknowledges the past and seeks to reconcile
it with the present—ultimately as a way of preparing for an uncertain

future and supporting one another in the process of restoration.

® dark-dark tourist

dark—dark tourist travels to “places that have been (or will be)
forgotten.” For this exhibition, he compiles forgotten (or soon—to—
be—forgotten) stories from the marginal spaces around IAS, both
physically and sentimentally, following the traces of IAS from

an outsider’s perspective looking into the art world. The artist
explores things that have disappeared inside and outside the

art world over the past twenty—five years—the duration of IAS’s
existence. Personally researched and produced, the artist’s
list includes physical spaces, such as the bookstores that helped
distribute Journal Bol, IAS’s and Insa—dong’s primary
publication, as well as social issues of the time, like Y2K and
ADSL. Along with the list, the story investigating the car model
of the headlamp used in Choi Jeong Hwa’s chandelier piece on
the third floor of IAS also leads to an inference about the changes
that occurred within IAS and how they influenced the venue and
its surroundings. These stories are presented in audio®,
foregrounding the aural sense over the visual, appropriately
referring to the stories that are no longer visible or repeatable.
However, the artist’s work does not remain as mere memories
or recollections, as it provides a moment to realize how things
cease to exist and become absent over time, It also raises
questions about how the changes happening to this place will
influence us today.

*Please ask the IAS’ staff if you want a printed copy of

these stories.

Q Pak Boma

The third floor of IAS serves as office space for the staff and
occasionally as a venue for conducting programs. It is the only
area illuminated by natural light. In this space, which is rarely
open to the public, Pak Boma presents a play in which audience
members and IAS staff are featured as characters. Pak compiled
about 360 names and 400 words from various IAS—related
materials, including exhibitions, workshops, media, and reports.
She provided the list to Al to produce super categories of
twenty words and subcategories of thirty words and then used
these words to prepare the script. The script features both
imaginary and real—life characters, with Al randomly choosing
the order of each character’s appearance. Serving as a stage,
IAS is transformed into a “print shop,” where countless materials
were printed, discarded, forgotten, or cut apart over the past
twenty—five years. Audiences and IAS staffs—the characters

in the play—view the obscured archive materials, reminiscing
about those who have been in this space, their voices, and

their presence.
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