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INTERVIEW

Your major was sculpture. You called yourself ‘a formative
artist’. Probably, do you remember the moment when you
decided to present your final work as a ‘photography’?

There was no moment in particular, it was an evolution of ideas,
but the final point was when | was a student and saw works by
Peter Fischli & David Weiss from Switzerland, which assured me
that | should document my sculptural work and its declaration
needs to be radical.

You seem to use a unique production method whereby the
greatly political, social or historic event scenes are
represented on a real-size detailed paper model that would
be shot. Such a production method is very architectural and
at the same time, is reminiscent of the handicraft tradition of
photography. It seems that your use of paper as sole material
to construct your sculptural models brings attention to the
fact that the final stage of your work, photograph is ‘paper’.
Is there any special occasion or reason for you to use such
materials as paper and cardboard?

| like tautological circles very much, as it seems they are circular
but they are indeed very productive and like a spiral. So the use
of paper to show paper which is also ‘paper’ fascinates me.

| also like the material because it’s a stand in for anything.
Everyone knows it, and | like to believe that every person who
looks at my work has had paper in his hand on the same day.

If it’s in a book, it’s the book itself, if in @ museum it was the
ticket to get you in, or the banknote which you paid for, the
newspaper you read about the show, the paper cup you used
when reading the paper and so on. It’s so common that | can
count on such subliminal knowledge me and my beholder share.
It feels familiar on the surface and | can buy it everywhere in the
world, which supplies me with a very good palette, very popular
by demand so to say. But all this has been an observation over
the years, it was more out of practical reason for me in the
beginning. It’s a cheap, easy to change and not a big loss to get
rid of.

Your works are read as allegories for ‘production’ and
‘destruction’ as observed in the reconstructed site in the
photography that looks like a tragic accident just hit it and
also partly because you produce a model for 2~3 months and
then, destroy it after you take photography of it. Don’t you like
to present it as an exhibit?

The fragility is a welcomed element in the work although it

prevents me from showing the sculpture itself.
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Because your work images a certain place with no figure, it
seems to be closely related with architecture. Your work
appears to be somewhere in between photography and
architecture or vice versa. You once mentioned in an interview,
“Architecture has always been in the centre of my attention,
because it deals with utopias and ideas of a somehow better
future.” In 2011, you took photography of the American
architect’s John Lautner’s miniature model building at Getty
Research Institute. Don’t you want to take photography of
actual buildings?

| don’t know what the future holds for me, so | wouldn’t say no,
but it has not intrigued me so far. The interesting thing of the
Lautner’s models and also the upcoming series of SANAA’s
studio in Tokyo is the edge between something and nothing, or
something yet. If you look at the floor of Henri Matisse studio
you would find a lot of clippings and throw away, which still hold
the promise of another work. The left over often make a studio
such an intriguing place to be. However, if | shoot my own
studio, | think it would be all about me and therefore a tad
pretentious.

When reconstructing spaces that do not exist in the real world
for the sole purpose of photographing them, which matters to
you, that constructed sites and spaces do not exist in the real
world or that you turn a virtual space to an actual one?

The virtual space as an ideal world is interesting, but the
computer generated images make me fall asleep | find all | have
seen so far utterly uninspiring. Sorry.

Do you archive the image references about the architectural
spaces or specific events?

Yes | do. One day | will open my archives. The show will be
called ‘Archives on Demand’.

In your work, the producing process is very important. It is not
simply a ‘production’. The objects and situations you
observed, your memory of a landscape, the relationships
among objects, camera and you, the producing situations and
conditions, and the socio-cultural contexts of the final scenes
are entangled complicatedly.

You described it quite well, it’s complex. | don’t make more than
5 images a year, and | make most of what you see me, so there is
no corporate production. Sometimes it’s a group effort, but
control is everything, every inch of the picture has been
determined by me, like a painter, not like photography. It’s an
elaborated process.

Do you tend to determine the frame or angle before producing
a space for your work?

Yes, and hardly ever | changed it afterwards. | build the place in
front of it, so there is no point in changing the perspective later.
As you likened your role to that of a painter, people who

encounter your art get an impression of realism in paintings

from your work. First of all, upon viewing your works, they
tend to mistake them for real scenes. Next, when they are
aware that your works are fake made of paper - strictly
speaking, they are not fake in that they represent actual scenes
- they will be surprised with the handicraft perfection of your
works. Most of the audience seems to be more overwhelmed
by the latter aspect of your works. While they hang around or
get closer to your huge works, they will delude themselves
that they are in a real space. How do you calculate and control
such responses from your audience?

| do and | think you portrayed the beholders’ reaction accurately,
but if you compare it with painting, it’s not that surprising: no
one would call it a mistake to marvel at the realism of a good
painter of let’s say the 17th century. It’s all fake, as it’s all painted
and there are no gods and no one can fly, but we do see a
picture, can understand and admire it. In that way, | like people
looking at the work for a time, but what they see and whether
they are disappointed or mesmerized when they find out what
they actually look at is pure speculation on my part.

What do you think is the most important problem in our
contemporary photography?

| believe it has to do with the easiness the industry suggests in
image making. Our tastes have been spoiled by the back lit
luminosity on our telephone screens, where nearly everything
looks sensational and what we exchanged for it is the pleasure
of detail and professional printmaking. As | consider my work as
a window into my studio, (or someone else) | may have a
different position, as | am not competing with increasingly
insane levels of realism. It’s a notification that photography
became more accessible and therefore understandable than
ever. But it would be nice if art continues to have a place in
photography. And subjective photography is succeeding to and
switching the light off of professional, objective, journalistic
efforts. | don’t think we will have many photo-journalists left in a
decade. But too much subjectivity will weaken the medium, and
ultimately even everything out, like white noise. It’s a great but
challenging time for artistic photography and | don’t think the
solution is ‘abstraction’.

Is photography still an area of an unknown ‘potential’ to you?
Or, is it too familiar, accustomed and comfortable one?

| am not sure of the ‘potential’ these days. | long for a sublime
experience when | look at images, especially photographs. |
think the discourse became too well-lubricated machinery
including automatic understanding and mutual agreement.
Nodding is all around. It’s very hard to be taken away, and that’s
what photography can do if it’s on the top of its game.

What image would you like to produce ultimately through
photography?

An image which equals an old master painting.
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