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Contemporary images increasingly distance themselves from reality. In the realm of online virtual reality that
updates itself every second, reproductions undergo recurrent duplication, causing them to become obsolete,
unfamiliar and swiftly fade into obscurity. Within this realm, they leave only vague impressions upon the minds
of the living. Occasionally, the images are reborn within the present context, detached from their initial origins.
Edited, refined, and recomposed to alignh with the preference of the observer, the duplicate transforms into an
entity with its own distinct existence.

The title of this exhibition, Trophy, borrows from a series of works bearing the same name. | envision a
screenshot capturing a moment of an image floating online; scenes like polished mementos, prompting a
reflection on the contemporary customs of unhindered image manipulation and refinement, as well as the
uniqueness of all the images created by such gestures and the innumerably different originals. Ok Seungcheol
follows the question on the images’ identity in the contemporary media environment. In essence, it is a question
about the originality of reproduced images. Images passing through online virtual reality are reborn with the
principles of replication and transformation; they speak the language of distortion and editing and are
distributed through new channels. The artist collects various images both online and offline. The collected
materials are then distorted and processed, reassembled into new scenes, and then transferred onto the
canvas.® In the process of his artistic practice, each image builds an identity different from that of the original.
As we move away from the original form, the possibilities of its significance expands with the artist’s continuous
subjective interventions throughout his creative journey.

1.

"Rashomon effect”? refers to a phenomenon in which individuals involved in the same event perceive and

interpret facts differently. In the series of the works entitled Rashomon (2023), composed of three canvases, the
protagonists show different facial expressions each occurrence. Depending on the nuances of varying shapes of
the eyebrows, pupils, and mouth within a constant facial frame, the emotions conveyed by the faces change.
The colors cast against the high background respond to each expression. The three representations that spring
from a single image are the varying interpretations of the same situation. At this point, the truth of the unknown
person’s expression is no longer relevant. Depending on the speaker's point of view, truth transforms anew each
time. In this phenomenon, the image in itself becomes updated.

What the faces on the canvas evoke is a certain archetype dwelling in the subconscious of each viewer. The
apparition of the fragmented original is sometimes a person, often a comic book cover, or a split second from a
movie. Everyone's association has a reasonable basis, like the Rashomon effect. The picture screen, as smooth
as a digital screen, is the result of a meticulous process of repeatedly applying thin paint.®> The perfectly polished
plane unfolds a wide range of possibilities for interpretation. The virtual face that materializes on the painting
becomes alternative entities with the volume of reality, gazing upon our present. At the height of the audience's
gaze, the faces sometimes face each other and sometimes turn away. The light of the present shines through
the tall window on the wall. The canvases that hold both fact and fiction cast their own shadows. Each image
that occupies its own space and time amidst the passing days becomes the only original piece.

2.
In a small room within the exhibition space, one encounters the Trophy (2023) series. Redolent of a heavy plaque,

1 Marisa Olson refers to “a copy-and-paste aesthetic” as a formative language of the Internet era. Ok Seungcheol's work is often
categorized as “Post-Internet Art” (2008), a term coined by Olsen in her explanation of “art after the internet” (2006).

2 Originally the title of a short story written by novelist Ryinosuke Akutagawa. The term “Rashomon Effect” derives from the film
Rashomon (1951) directed by film director Akira Kurosawa, who adopted “Rashomon” and “In the Thicket” from the short stories featured

in Akutagawa’s anthology The Tale of Rashomon and Other Stories (1915-1921).
3 Ok Seungcheol initially majored in Korean painting at Chung-Ang University before switching to Western painting. Although he primarily

works with Western painting materials, elements of Korean painting are still evident in his unique and delicate brushstrokes.

KICHE



the image of a head with long hair takes the varied forms of both painting and sculpture. Each of the pieces of
Trophy materializes in colors that are reminiscent of glistening gold, bluish bronze, and rough stone on the
picture screen. The green of the chroma key screen fills the background of the images. By painting not only the
margins within the canvas but also the entire wall of the room, emphasizing the symbolism of the color. The
found image can be put in a new context according to interpretation. The sculpture piece placed on the pedestal
s finished with a smooth golden surface. The monument of the face that has finally acquired a three-dimensional
volume reveals a more demanding presence. As if caressing the smooth golden skin, | imagine the texture of the
image, feeling a handful of its weight. The body of the sculpture that occupies a corner of the living finally reveals
its back.

Ok Seungcheol's Trophy is akin to a marker placed at a specific point of images that constantly change their
identities. Like the trophies of an astonishing moment, the captured faces glow only to eventually solidify with
a chill. They are images with new identities, reborn as new beings. Putting off the naive wish to be the original
something, the picture screen appeals to its own uniqueness created by different interpretations of the same
image. The different hues cast on each face give each work of trophy its independent materiality, rendered to
possess unique attributes, even if resembling one another.

3.

The face itself is symbolic. Grave robbers who steal the mysterious symbol of faith and those who take victory
monuments as prizes for stealing the power of an enemy curiously covet the faces of others. Ok Seungcheol's
picture screen continuously captures the close-ups of the faces. It’s not a realistic depiction but rather an
abstract cartoonish portrayal. Due to the nature of the method, the structural features of the face are extremely
simplified. At the same time, the picture screen maximizes only the emotions revealed by the facial expressions
while concealing the specific identities of the individual characters. Therefore, the close-up makes the face the
pure material of affect.* Even a slight change in the direction or expressions of the face, the direction of
emotions found in the relationship between the work and a viewer shifts. Hence, Face (2023), turning away from
the audience, evokes paradoxical curiosity and tension. The imagined faces of those concealing their expressions
are even more affective than the conundrum that /rochi (2023) presents.

With each step up and down the exhibition space’s staircase gazes push and pull against each other. Some faces
study and turn away; some observe carefully then quickly glance away. Each face questions the identity of the
ambiguous archetype in our memories: Was the apparition ever real? What is the original source of fiction that
Is mixed with truth and has the potential to infinitely evolve? In the midst of the endlessly renewing days of
reality, the boundary between the original and the replica becomes blurred every time. Meanwhile, Ok
Seungcheol plants a flag on some of the images that freely float through today. It is to engrave the image of a
specific moment in the form of a unique physical property here. As a brilliant emblem of the present, as a marker
to avoid losing one’s direction.

4 Gilles Deuleuze, Cinema 1: The Movement Image, trans. Hugh Tomlinson and Barbara Habberjam (Minneapolis: University of
Minnesota), p. 103.

KICHE



SSEMUTE (EZID])
2023.08.31-2023.10.07 7| A

©59| 0|0 K| LOICH ATY 2 LE SHES A TOJRICH Of 27t HAIE| OISl ZHAS Al £0j M T

ol tt==2 LAl S &L, AR HOrA| 4L, 8 FAC = HESILE g A &9]7|& Br=otht. 07|,

Ro| 2t Otojl M 23| MEH EHOJ LTt BBt 0] 7|S0f Ttat HAE D, HHE D, YTHE 2

0| FA|Y (ER )L SHO| HE0| A X273 K| 20|Ct. 22012 Q= 0|0|X| Q| ¢ 27+ m &}

=1 —

= B8R MELE H==2. SSE2 SAIH OhA 238 = O|0[X[2] X 30| &t =55 £
M-datE ojOjX| e A=-30f Chet Z=0|Ct. 2212 7tdd=S E/ote O|0[A|= =X BHEe| AL

0

H
It
S
[ulo
0
N
=
In

T

MO O|O|X| & =&t 22 K22 HY S 7S50 MER FHoE T+

M ZO{EE ojn|9| 7Hs 42 SHECH BE| oY 742 Xvte FUH ME0| X|EX o2 Y

C}.
1.
S22 A0 BEE A S0 47| O E B8 Atz2S Aot L SiHote Y S 78| A Sths =

el StCE M| 7l 2t H 2 = {1 El <2t & F Rashomon>(2023) HATO| A QI =2 W OHCH & 0|8t 7 E 2 X

=3

Or2|AF S &2 QARSI AL ZEAHO & 712[AH ‘FA-=0 2 7|2| Ojee = J

O| 0| = (art after the internet)’(2006)0f| £tot 2 EO| AY A0 Al 1 Qrot 80| ‘A E_QIE Ul OFE (Post-Internet Art)’(2008)2| &
CHO[A Rp== AE= =L

g7 OFFEZIR R A0 JA #A. 27 o4 = T2 AL O 27 OFFERZrRES| M8 Terte5 (A FT) R 11 52| O[OF

2BHO| Teje 220] QIE Y 0]F2|/Y

4 Jx

N

KICHE



EPSEIPN;

L

L

I PSIN

| —

==
A

Ct Ol0O] X

3

L

e
®

Hra

=

=

E
3o|ch 259

0| 2 0| $}010| T}

T=

-
141 9| 7}

ol Al

—
O

- .

— |

=
o ols}

a4~

L O
2H
11

| I

=

ofLt. orLt2| O| O] X|0f A1 i

=
=

= B3}
O]

Q%0

AA

o}
2 M7t £[0] 22| A

L_

e

=

Rzt ct

—

AL

—
—

o
—

N

A

[0 M= QO HHO| F

SRV RPN

b= =X
O

Z+Zt
—1

—

| I—

U S K|t E L}
Sl

HX|0|H
[ = CH™

XH
aSi

=

=

5}

[
Tl

O|Ct.
-

o
|78 SAI0 22 HH{AS

A=A

=
=

/

S B M <E 21 Trophy>(2023) Y ZHS OFL

=2 ME

[

A
Lt

|
ol
AH A=

|.

=)
(-]

|

A
L

1
J

& /MU (EZI])

2023.08.31-2023.10.07 7| A
7t Ol MOt Al S-S AHA

| 2 A}

s

ol S 6K| 947 EICh 3hAbe| B Of What FAS ofH Ch2 a2 A

70 UL OFX| 2
| E Lk Apz

TAE[0f| A, &

K| 2 A
HA| B7

o
=
=

—
2,

L
=

—
O

= I
2bz} YL

ot Z1=0|CH 21212 2t 20N <ERL[>=2

KI-

ZICh A 20r7| A3 &9 =2=0| O|0jX|=2| B B

FOfL[2r St HEH TH & S Aot A

L

HH []

=1

-2 Cr. A 2 L O B4

o
=

1o

ot 2 YIS 2 E CHE XD 28}

= L2 QICt,

AL
=

= .

L

_I
O] M| 26 Aot <2t A4a>(1951) 2 25 H 2taa &1t

®)

HA

OH

FAH
1 1

Of
KICHE

_|

A
L

A Al

| SAlet 2X|0A =E 2L

O|C}. H| 2

AL

=]

= O QO
T —

IHEAE S dtas 0 TBEE H.2 2
E

=l B2

%;E

A BT

(Rashomon Effect) 2f= & =0 7} I}

713(1915-1921)0]|




SSE /|H CE2I])
2023.08.31-2023.10.07 7| N
SAHO| <ERT>S2 AA|ZH2 HK| S ZHHESHS 0|0|X|o] £ X|H0| 20t & YFO| EX|Q} Lt

T35 AZE2 HHRO|C O|Lf M3 2O{RICk E CHE A, 2

= SMZM2| O|OjX| &, =2 FHO| & 2 A of= =30t 2B S 0| F 0= A 2t 2 £2 0| 0[X[2] T

E S|M0| OtS 0Ll ZtXIo| © AUBS S ATBICH StLES| A= 2|of UjOfCt EH2| E2|R MR ZIZIo| (E

AOrC M2 &2 EFI0| == Br=C,

AH
I
fot
ot
il
]
u
o1
2
i
IR
tot
e
b
11
M
|
_‘0
HO
A
0
OH
10
>
ab
ot
A
HL
N
rn
n

e
H
o
e
DIJ
¢
0%
[ulo
o

TOE, 28 §AT FEfole E= 0|28] 214 & S| Y0 Hetorty, 1

—

oL
N
—
ad
s
|0
o[n
Ral
2t

ESE =40

o
rl_l
OF
M
N\
e
H
3
Y
)
Vv
N
o
N)
w
[ujn
rlo
19
M
A
o}
N
0>
=
N
021
oy
|Iffo
30
H
o
1

A U AES 2EWHE|= A0 32X S0l ME2E 240 UL 7R SA[OHL

jd

—y —
=tol =

ot
=
OF

L

1, E0/E X H2ECH M 2/ £ HLUZHs P=S. Motote] =0 222 7|9 & 255

[0
ok
10

SHE ==t 1732 08 AKUE 8 AURS=LED ZO|CH =L e Zel 7|14ot=, 12 7(0
Fotct YAz HRg Vtsde 52 e A2 o112 E=0] oh =0 FA0|LE 1. F Y B0 delk[=

=Me 2= 720 HE=d SX 2 8A = i SEOEC S5E2 L= AFE0 f&0r= 0/0]X

‘A EZ|IX TAH|OF: 2=-0|0|X]; S RlA 24 (M2 A 210, 2002), p. 197; Gilles Deuleuze, Cinema 1: The Movement Image,
trans. Hugh Tomlinson and Barbara Habberjam (Minneapolis: University of Minnesota Press), p. 103.

KICHE



	[TEXT] OK SEUNGCHEOL_Trophy_Paused, Versatile Components of the Image by Miran Park_KICHE(ENG, KOR)
	1.1
	2
	3
	4
	[기체]-옥승철_트로피

	[기체]-옥승철_트로피

