
Ecological	Situation-Composition	for	the	Grid	
	
Hyo-sil	Yang	(Aesthetics/	Critic)	

	

		

To	See	What	Was	Seen	

Ilex	Rotunda	tree,	in	the	family	of	Aquifoliaceae	or	that	of	Ilex	cornuta	Lindle	&	Paxton,	is	an	evergreen	

tree	common	in	Jeju	Island,	which	presents	a	grandiose	scene	in	winter	and	attracts	people’s	eyes	with	its	red-

bean-like	fruit	all	over	the	tree	until	late	spring.	As	this	fabulous	tree	can	be	truly	appreciated	only	from	a	

distance,	regardles	sof	how	it	is	called,	it	is	called	the	‘tree	far	away,’	or	‘meon-namu’	in	Korean	and	

‘meongnang’in	the	Jeju	dialects.	Ilex	Rotunda,	a	compound	word	consisting	of	Ilex	signifying	‘a	tree	with	

thorny	 leaves	 and	 red	 fruits’	 and	Rotunda	meaning‘having	 a	 round	 leaf,’	 locates	 in	 the	middle	 of	 the	

exhibition	title	of	artist	Lee	Sujin.	The	exhibition’s	English	title	is	Ilex	Rotunda	Village	and	its	Korean	title,	

longer	than	the	English	one,	is	In	the	Ilex	Rotunda	Village	Reeds	and	a	Pine	Tree	Put	Down	Roots	in	a	Stone	

and	Live	with	It.	It	is	reeds,	a	pine	tree,	and	a	stone	that	live	together	in	the	‘ilex	rotunda	village’	as	the	

referents	of	the	artist’s	ecological	imagination	and	the	foundation	of	her	poetic	synthesis.	It	is	the	ilex	rotunda	

village	with	the	spectacular	red	fruit	that	binds	into	one	scene,	or	into	one	‘village,’	the	plant,	the	tree,	and	

the	stone,	which	belong	to	different	affiliations	in	the	natural	ecological	system.	

This	relationship	that	the	artist	herself	saw	in	Jeju	Island	and	transcribed	in	a	literal	way,	in	fact,	is	an	

astonishing	accident	and	scene	to	humans.	The	‘cohabitation’	of	the	reeds	repeating	birth	and	death	every	

year,	the	evergreen	pine	tree	and	the	ageless	stone	–	which	takes	place	of	dirt,	the	support	and	nutrition	–	

has	already	existed	as	a	fact	even	before	the	poetic	imagining,	thus,	the	poetic	imagination	or	imagery	considered	

as	intuition	and	leap	always	come	from	the	nature,	and	nevertheless,	this	objective	fact	-what	we	saw-	is	the	

potentiality	that	leads	us	to	another	dimension	–	what	we	haven’t	seen	yet	or	what	we	will	see.	All	of	these	

arrive	at	us,	traversing	the	artist’s	sensations.	The	organic	materials	rely	on	the	inorganic	material,	or	the	

dried	reef’s	dead	root	and	the	heavy	tree’s	still	alive	root	stand	on	the	stone.	This	joint	of	the	three	preempts	

the	 ideological	 composition	of	 the	village,	gathering	together,	and	the	commune.	The	red	fruite	mbraces	 the	

factual	and	ideological	landscape,	and	the	trees	hanging	these‘feeds’	 favorite	among	bulbuls,	azure-winged	

magpies,	and	jays	make	a	splendid	forest.	

This	 abundance,	 this	 redness,	 this	 de-serial	 coexistence	 is	 a	 concrete	 material,	 the	 present,	 and	 an	

alternative	which	 the	 artist,	 an	 asphalt	Kind	 and	Jugong	 apartment	 generation,	 presumes	 or	 tries	 to	 copy	

through	the	installation.	Lee	Sujin	is	not	the	one	who	shows,	but	the	one	who	suggests.	Although	her	work	

relies	on	the	ecological	imagination,	it	is	not	proper	to	show	the	future	village,	an	imaginary	village,	because	it	

should	remain	as	a	flexible	and	soft	image,	a	metaphor	resisting	to	conceptualization,	in	other	words,	it	should	

not	be	qualified	to	be	a	visual	image.	The	exhibition	title	is	very	cautiously	made	and	embracing	the	exhibition	

itself	in	a	very	literal	way,	however,	the	installations	are	vague	and	decentering.	One	needs	to	remember	how	



much	images	of	an	agreed	coexistence	or	symbiosis,	or	concepts	always	borrowed	from	nature,	kill	imagination,	

in	 other	words,	how	much	 they	 repeat	 images	 of	 the	 already	 seen,	 not	 of	 the	 suggested.	Given	 this,	 this	

exhibition’s	flexible	and	loose	structure,	which	aims	to	show	that	a	difference	and	gap	between	what	it	saw	–	

and	the	written	–	and	what	it	will	see	–	and	the	not-yet-come	–,	in	other	words,	the	disconcert	or	dislocation	

between	the	seeing	and	the	emotional	reaction,	is	paradoxical.	However,	the	structure	must	be	preplanned	in	a	

very	cautious	way.		

As	for	the	installation,	it	wants	you	not	to	just	look	around	and	leave	the	village,	which	was	established	

on	the	support	of	the	floor,	ceiling,	and	wall	of	the	exhibition	space,	but	to	be	‘sensuously’close	to	it	so	that	

you	can	roam	around,	intervene,	touch,	and	even	step	on	and	mess	up	the	village.	The	artist	as	a	Seoul	child	

lived	the	time	when	low-rise	apartments	embraced	decades-old	trees,	residents,	four	seasons,	alleys	or	holes	or	

in-between	spaces.	She	lived	Seoul	as	if	it	was	her	town	or	village,	but	neither	the	city	already	read	and	seen	

nor	as	a	cold,	merciless,	and	hard	city,	which	a	country	child	would	find	as	such,	and	thus,	Seoul	is	a	fun	

playground	and	a	text	replete	of	stories.	Unlike	a	country	child	who	visits	Seoul	and	comeback	or	a	child	who	

lives	in	the	periphery	of	Seoul,	Lee	Sujin	does	not	consider	geometrical	grid,	industrial	objects,	and	artificial	

colors	as	anti-human	things.	In	this	cutting-edge	city	where	geometrical	grid	fills	its	inside	and	outside,	she	

plays	with	the	objects	and	shapes	lagging	behind	in	terms	of	the	function	of	grid-like	shapes.	What	a	construction	

professional	or	an	architecture	designer	threw	away	after	using	do	not	become	a	recyclable	thing,	but	a	toy.	

When	 these	 objects	 go	 through	 the	 hands	 of	 the	 person	who	 likes	 to	 play	with	 them,	 instead	 those	 of	 an	

environmentalist	who	seeks	a	serious	empathy	or	sympathy	with	the	abandoned	things	and	the	use	and	function	

left	 in	 them,	 their	materiality	 and	 colors	 are	 transformed	 into	 the	 potential	 status	 for	 the	 useless,	 poetic	

transformation,	and	symphony	of	images.	This	is	not	a	confrontation	based	on	exclusion,	but	a	synthesis	and	

collage	based	on	cohabitation.	Lee	Sujin’s	works	do	not	take	shapes	of	anthropomorphism,	which	argues	that	

nature,	the	human,	and	God	are	isomorphic	and	isosexual.	

This	exhibition	is	also	based	on	natural	life,	but	this	life	moves	within	a	grid-like	life,	urban	life,	which	

nature	does	not	have.	The	artist’s	strategy	is	to	gather	things	abandoned	from	the	industrial	processes,	the	

remnants	‘having’	mistakes	and	miscommunications	–according	to	the	artist,	‘the	twisted,	slanted,	and	

discolored’	like	the	unsellable	thread	because	of	the	wrong	dying	and	pieces	of	waste	glass	–	and	make	them	

cohabitate,	based	on	the	grid	as	an	aspect	of	metropolis,	the	coldest	and	most	harsh	place	for	humans	to	live.	

This	strategy	would	encounter	personified	images	or	intentions	that	once	surrounded	the	viewer	right	before	they	

arrive	at	the	exhibition	space,	however,	it	might	be	inevitable	to	have	the	gap	and	miscommunication	between	

the	artist	and	the	adult:	the	artist	suggests	rather	than	show	and	appeals	to	the	communion	rather	than	teaching	

and	the	adult	is	a	loyal	audience	and	lost	his	or	her	interest	in	playing	with	the	useless	and	functionless	things.	

As	such,	an	exhibition	space	has	appeared.	It	is	where	what	the	artist	collected	from	here	and	there	in	a	city,	

her	 playground	and	 laboratory	 in	which	she	‘obtains	 ideas	 for	 creation	while	wandering	 surroundings	 and	

imagining,’	and	what	she	added	coexist,	and	where	the	objects	and	images	interesting	to	the	artist	are	arranged	

without	any	relevance	to	the	conventional	display.	And	it	is	an	exhibition	space	where	objects	that,	according	

to	her,	are	far	from	each	other	in	terms	of	the	social‘relationship,’	or	‘the	organic	relation	between	non-



organic	things,’	and	thus	cannot	create	any	sensual	analogy	or	affinity	between	them,	in	other	words,	the	

almost	inorganic	substances	engender	an	organic	relationship	through	the	artist’s	imagination,	and	by	doing	so,	

make	the	space	similar	to	‘village’where	nature	and	the	humans	live	together.	

		

Stone	

What	stabilizes	the	(im)possible	imaginary	place	of	this	“organic	relationship	between	inorganic	things”	

and	connects	it	to	the	exhibition	title	is	several	stones	the	artist	found	out	and	secretly	added	to	the	exhibition.	

The	stone	of	Jeju	Island	that	erected	and	raised	reeds	and	pine	trees,	now,	becomes	an	image,	a	poetic	image,	

an	inorganic	substance	binding	industrial	waste	altogether	with	nature/human	being/the	god,	and	an	axis	that	

connects	artificiality	to	nature.	The	stones	serve	as	a	support	and	protection	to	sustain	‘roots’	of	the	artist’s	

play,	crossing	the	installation	in	a	de-contextual	and	de-constitutive	way.	As	the	artist	says	that	“the	spare	

things	constituting	not	only	the	ceiling	but	also	the	floor,	these	extra	materials	are	the	leftovers	exhausted	or	

cut	off	in	the	process	of	production,	manufacturing,	and	circulation,”	the	artist’s	intervention	to	the	industrial	

environment	in	the	post-industrial	society	follows	not	criticism	of	a	serious,	pensive	artist,	but	the	style	of	a	

‘dreamer,’	who	brings	up	play	and	amusement	from	what	the	artist	is	given.	As	the	‘creation’	 in	the	

impossible	situation	was	possible	due	to	the	stone	that	allows	itself	to	reeds	and	pine	trees,	in	other	words,	as	

the	stone	wearing	a	new	‘function’	necessary	for	cohabitation	endowed	the	artist	the	possibility	of	‘another’	

village,	the	stone	intervening	the	exhibition	space	would	be	a	present	to	the	viewer,	who	has	to	receive	the	

unfamiliar	sensation	engendered	from	the	juxtaposition	of	the	disparate	things.	For,	what	once	existed	‘together’	

in	an	awkward,	but	brazen	way	and	in	an	unstable	and	ambiguous	way,	or	what	is	poking	out	from	the	situation,	

the	leftovers	and	irreducible	ones,	their	insistence	leads	us	to	another	life,	to	difference,	to	something	not	yet	

arrived	but	on	its	way,	and	to	the	outside.	

		

Things,	Grid,	Relations,	Situation,	Sensation,	and	Sharing	

The	artist’s	work	prioritizes	 the‘relationship’	 between	the	exhibition	space	and	the	work,	 in	other	

words,	considers	the	space	where	the	exhibition	takes	place,	whether	neutral	or	site-specific,	as	a	temporary	

space	that	 she	(and	her	 things)	 intervenes.	Thus,	her	work	 is	a	one-time	thing	and	after	 the	exhibition	 it	

becomes	back	to	things.	She	barely	touched	her	things,	those	heartfelt	or	interesting	to	her.	Instead	of	becoming	

an	aesthetic	object	through	reprocess	or	reproduction	or	receiving	new	value,	these	 things	restage	the	urban	

sensation	as	 in	 the	state	at	 its	discovery,	but	 through	synthesis	or	parallel	with	other	things.	A	city	resists	

anthropomorphism	and	is	its	remainder,	a	place	that	stimulates	a	sensuous	reaction	through	its	own‘intrinsic’	

logic,	the	abstract	and	geometrical	logic.	A	city,	at	the	same	time,	is	the	very	edge	of	nature,	which	is	often	

generalized	as	a	place	of	melancholia	and	isolation	and	which	ecological	ethics	and	politics	incessantly	focus	on	

and	try	to	win	over.	The	artist	was	born	and	raised	in	a	city	and	now	tries	to	rethink	it	as	a	material	as	well	

as	a	base	for	her	poetic	thought	and	figurative	imagination	and	to	her,	a	city	is	a	scene	of	intimate	and	Enabling	

‘relation.’The	artist’s	ecological	imagination	is	nothing	but	this	village	and	this	is	the	forest	of	Ilex	Rotunda	

where	an	impossible	cohabitation	takes	place.	As	reeds,	pine	trees,	and	stones	live	together	in	a	place	far	away,	



the	impossible	coexistence	comes	true	through	the	artist’s	sensation	in	a	place	nearby.	

As	children	create	magnificent	stories	with	banal	things	from	alleys	and	streets,	so	does	an	artist.	Things	

thrown	away	and	forgotten	before	the	artist’s	arrival	begin	to	create	patterns,	shapes,	colors,	and	movements	

and	to	talk,	regardless	of	the	pain	of	creation	or	the	regret	of	immortality.	The	things	without	any	intrinsic	

(organic?)	necessity	or	psychical	(emotional,	human?)	affinity,	therefore,	get	to	be	together	only	through	the	

intervention,	connecting,	and	adding,	which	are	called	imagination.	This	cohabitation,	this	being	together	will	

have	an	accidental	contact	with	a	passerby,	sunlight	outside	of	a	window,	or	wind	blowing	through	a	window.	

For	what	 is	hung,	 leaning,	 and	 sagging	 is	 light	 and	precarious.	Because	 the	 artist	did	not	 control	 and	 fix	

movements	and	locations	in	advance,	but	practiced	the	exhibition	in	a	flexible	way,	this	opening,	allowing	was	

included	from	the	beginning.	Situation	is	about	always	being	open,	or	the	openness.	Situation	is	for	an	accidental	

and	open	life	in	which	everything	becomes	possible,	every	direction	is	open,	and	every	imagining	is	allowed,	and	

thus,	on	an	installation	or	stage	for	a	situation,	we	get	to	know	belatedly	that	one’sown	way	of	responding	or	

reacting	becomes	useless.	

Her	 ecological	 village,	 ‘Ilex	 Rotunda	 Village,’	 welcomes	 stones	 and	 industrial	 waste,	 and	 thus,	
welcomes	reeds,	pine	trees,	stones,	waste,	and	grid-like	life	as	its	cohabitator,	and	this	village	is	constituted	of	

coexistence	of	the	anti-human,	the	anti-organic,	the	anti-industrial,	but	at	the	same	time,	that	of	the	human,	

the	 organic,	 and	 the	 industrial.	 When	 considering	 this,	 it	 can	 be	 natural	 to	 remind	 Jacques	 Ranci	 re’s	

distribution	of	the	sensible,	or	le	partage	du	sensible,	from	the	coexistence	this	much	loose,	exhaustive,	and	true	

to	play.	The	new	distribution	of	the	sensible	takes	place	as	erasing	and	blurring	the	boundaries	that	the	previous	

sturdy	concepts	drew.	It	is	to	abandon	my	social	and	conceptual	place	for	the	sake	of	the	unknown	sensation	

‘left’	 to	 the	 abandoned	 and	 forgotten,	 instead	 of	 appropriating	 them	on	 the	 level	 of	 human	 emotion,	 to	

abandon	myself	in	order	to	meet	the	abandoned,	and	by	doing	so,	to	play	in	between	things	and	humans,	and	

thus,	to	live	in	the	place,	the	village	of	Homo	Ludens.	


