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Bdng Guihpp MEA dEduct. Sapel 2tel HIZAIE 1250 32 Hollol=el the worlc of disabled
g o WS WeiS MULUS 1 3 U FATOE BA Elof R Sy 2THIStS IS properly
Chdirpprsen Kerpd Disdhility A recognized within the
Arks & Culturp Cpnkpr gza. art world and reaches

Zoliet HiZoHe] FAlE Fritea]l= o] oilzt, O ZAIE wider audiences is one
AR-E4 22 £ & 267 228U Sl Estdls e of the most important
BEOlE3Ziel (MY : &2l ESEWIHIZ 1 2AIE HE ke orourtime.
- = = ° 1= s s ndeed, the Arts Counci
::LI'EE-I EE"Ié_‘.OI £|7|S diguct. -:El Alﬂla ?--.-:-olllﬁ 9!:{ England’s Disability
IS s ¥, 2 LjolM M22 dlES LS Lol o], Equality Scheme (2007-
B=n|E27M00A Al2tEl D &L C) 2013) identified making

disability arts and the
work of disabled artists visible and widely known within the
art world as one of its core objectives. It is only when different
experiences and perspectives meet to open new aesthetic
horizons that the true value of art is fully realized.

Building on this mission, the KDAC is proud to introduce
a new exhibition series titled Spotlight on Disability Artists
dedicated to shedding deeper light on the outstanding artistic
achievements of disabled artists. It is with great pride and
significance that we present artist Chang-Woo Seok, who has
built a singular world of his own and expanded the horizons of
disability art in Korea, as the very first artist to be featured in
this series.

The boundary between disability and non-disability is not
something to be torn down, but something we need the wisdom
to move across freely. We hope that Question Marhs at the
Fingertips, presented at Modu Art Space of the KDAC, will serve
as a starting point for crossing that very boundary. The work
of crossing the familiar boundaries that have long divided our
society, and of discovering new art beyond them, is beginning
right here, at Modu Art Space.
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He is famous. He already has nearly a hundred
exhibitions to his name—no small feat, whatever
form those exhibitions may have taken—and
has appeared incessantly on television and
YouTube. A constant stream of visitors passes
through his unassuming old apartment, wearing
the threshold smooth. They range from long-
time drinking companions and devoted fans
to prominent reporters from major daily
newspapers. Yet every one of their gazes is
drawn all too easily to the same place: his two
hooked arms.

I have no wish to recount here yet again
the tragedy that cost him both arms. There are
already far too many accounts that describe
his circumstances in such minute detail that
one is left wondering whether they should
have gone that far. Chang-Woo Seok’s fame
sometimes precedes his paintings, and because
he has repeatedly been celebrated as a man who
overcame disability, his works are presented less
under their own titles than under the description
paintings made with prosthetic arms. Rather than
considering what he sought to express, such
accounts dwell on the circumstances in which he
became disabled, a handful of striking episodes
from the years that followed, and, finally, a brief
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expression of admiration for the works he nevertheless
managed to complete.

The character ui ( in Chinese character) in uisu, the Korean
word for a prosthetic hand or arm, means ‘to imitate’ or
‘to mimic.’ For an amputee, a prosthesis is at once part of
the body and a device for withstanding the gaze of others
by concealing bodily loss. Put differently, uisu denotes an
assistive device designed to take the place of a hand, while
continually reminding us that it can never become a ‘real
hand.’ From a perspective centered on the nondisabled
body, a prosthetic hand must therefore be made to resemble
a hand as closely as possible, to the point of being almost
indistinguishable from one. Yet it is ultimately positioned
as a substitute that can never measure up to the original.

Chang-Woo

Seok does not use _

prostheses shaped MU= & B o|fE AIESIZ] ot=Ct. o U E Boll= & il

like hands. At the =3 A" sz Zne|st zl2lgict. 30lA| e £ B ojof S5l=

ends of his arms, in Ezo] ofz}l, 222 12|7| QI EF0|C}. (B2 2 o], 3 Jal= U

place of fake hands,  yoigte 1= oyl we stgsict. 71 BEEIE 251U, BUS ASAG B W) 7} B2

areroundedhooks — oustny Soll 212 22 ofme] shul<oll Hol Hetela, om|/~o|| 2
Alol=2 Z1alH &AI7I Holz| 1 20iz|A| gict. o]z{Et || 2 =
RS F S I £ R BX3CL, O Mg 32 il"'.‘:*.oll HAE

—_— T
7ksshl 2 dErk. O3-S J2|= 2103 J0| e ojeE St 2E

=
Zigde| M BFY S 217 ool S elo| E3{ll= £ =3k O3S J2|7)
2l S 551 <ol vl =2 Aozt 214d2] 2= 271 2F
YS i 20| S22 oot Lile] £442 &S o AESIA 2=t
ghdz] fl0llM 2tst= 22| 252 25k =HElof 911, BE Y2
USEl S ™ A LY EICE ol Lale] Hefa AARE S=5iHA|
SHIsH=s 22| SAUS S FHSR E £ AUrk= HollM, J2o| 21y a1y 2

8 =250 g25l= HFAl
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reminiscent of Captain Hook’s.
For him, prostheses are not
objects meant to look like hands,
but tools for painting (Indeed,
except when he paints, he generally
uses his feet—whether working on a
computer, putting some things away, or
picking up a paperweight). When he
rotates his body and engages the
muscles in his back, the force is
transmitted to a harness around
his shoulders. Cables attached
to the harness then open and
close the hook-shaped grippers.
Through this mechanism, the
hooks enable him to hold a brush
and draw lines, with a degree
of precision fine enough for
him to copy text into a small
sketchbook. At least while he is
painting, his hook prostheses
are not substitutes modeled on
something else. They are his real
hands and arms—and his tools.
Some artists shroud the
making of their work in secrecy,
but Chang-Woo Seok has chosen
to lay the entire process bare
before his audience. To paint,
he must bend his body into a
stoop, move back and forth
over a large sheet of Hwaseonji
(traditional Korean paper for calligraphy
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and painting) spread across the floor, and put the force of his whole body
into each movement. These actions bring his prostheses and his bodily
loss into even sharper relief. His movements across the paper are almost
excessively practiced, and the entire process invariably unfolds with
seamless ease. Because the physical limitations of his body and the
movements through which he deftly controls them are visible together
in a single scene, his working process naturally comes to be read by many
as a kind of performance. Under these circumstances, the viewer’s gaze
does not rest on the work alone. Perhaps what the audience has come to
see is his body moving busily across the paper—and the movements that
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structure of viewing that

produces it. Seok, of course, is well aware of this gaze. His body
is not something he can conceal, and the situation is all too
familiar to him. Even so, whenever asked, he willingly agreed to
demonstrate his work. He sought to combine the act of exposing
his body and the process of completing a painting into a single
continuous gesture, carefully calibrating the breath between
one movement and the next while maintaining an even tension
throughout. In doing so, he inevitably had to consider how his
body would appear to others and meticulously choreograph both
the time and the spatial trajectory required to complete the
work. What is particularly noteworthy here is that he neither
turned away from nor denied the gaze directed at him. Instead,
he incorporated that gaze into the work’s internal form. In other
words, he did not allow the gaze of others to determine his
movements; he organized the gaze itself as part of his artistic
act.

In this way, once Seok had decided to draw, he did not
choose the form and medium of his work on the basis of personal
sensibility or will alone. He objectively examined his physical
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condition and the mechanics of his prostheses, considering
what kind of work might respond most closely to his body.
Concluding that detailed depiction and the layering of
multiple colors would be difficult with his prostheses, he
chose ink wash, a medium that could be executed swiftly

in a single brushstroke, and adopted croquis as his artistic
direction. This was not simply the result of accommodating
his limitations. Rather, he analyzed the formal possibilities
that his body and tools could generate and created a visual
language suited to them. The mechanics of his prostheses
and their hook-shaped grippers inevitably imparted a
certain direction to his work, but he did not seek to evade
those conditions. In other words, he regarded his physical
condition neither as something to conceal nor as an obstacle

H;l;’:-II:HSinae 1 1



to overcome, but as both a premise and a necessity through
which his work could come into being.

Throughout the history of art, new movements have
begun with the acceptance of given conditions, only to
be shaped by contingencies that exceed their apparent
necessity. Seok’s practice likewise evolved gradually
through the many bodily experiences of adapting to his
prostheses. As his understanding of his body and tools
deepened, his movements acquired an increasingly broad
expressive range. Today, while retaining the fundamental
media of Hwaseonji and brush, he freely employs a wide
array of colors. His paintings, then, are neither works made
possible by his prostheses nor works achieved despite them.
Rather, they emerged from an ongoing process of taking his
particular physical condition—at once body and tool—as a
point of departure, exploring and adapting to it, practicing
continuously, and ultimately moving well beyond it. No one
yet knows what more his work—his arms—might attempt,
with the present as their point of reference.

He often says, ‘I like it better without arms than I did
with them.’ There is no self-deprecation in his tone, nor is
this a form of consolation meant to paper over a wound. It
is a kind of humor sometimes found among disabled people
who have fully come to terms with their disability, though
itis not easy fora
nondisabled person T3|LR7?” YAl 2 =51
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Addressing the Question Marks

gaze directed at him. Rather, it arises from his ability to
recast that gaze in his own language and respond to it on
his own terms. When children he encountered on the street
innocently asked whether he was Captain Hook after seeing
his hook prostheses, he reportedly introduced himself as
Peter Pan with hoohs. This was also the origin of Hook Pan,
the screen name he used during the era of dial-up, typing
on a keyboard with his toes. The Peter Pan nickname partly
comes from his youthful face, which makes his age almost
impossible to guess. Yet | believe that what is truly Peter
Pan-like about him lies less in his appearance than in his
spirit. He neither denies nor evades the questions directed
at him, but immediately and playfully turns them into
something of his own. His attitude springs from precisely
this cast of mind.

The title Seok proposed for the exhibition, Question
Marhs at the Fingertips, refers both to the question-mark-
shaped hooks at the ends of his prosthetic arms and to the
countless questions that follow him wherever he goes.
When people meet him, they readily pepper him with
questions: ‘How did you lose both arms?’, ‘How do you
paint without arms?’, and ‘Was it difficult to overcome your
disability?’ Yet the question marks posed by this exhibition
are not meant to perpetuate that kind of curiosity. Rather,
they ask what such questions fail to see. How do the
conditions of the body become a language of painting?

How do repeated movements and labor give rise to a visual
world? And what new possibilities can art create from what
we call a limitation?

Together, these questions also form the question mark
that he, in turn, poses to us.

:l;’jltusinae 1 3
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A. Voicing Bieup (=) and Rieul (=)

I look at a tree struck by lightning. “He’s already
dead,” thoughtless people say. After an electric
current coursed through him from head to toe, people
cut off the tree’s arms. The world etched a silent
scream into the tree.

I look at a windswept hill. The hill, over which
rumors hang thick, is home to a boy who tends the
tree. The boy examines the scars on the tree’s head
and pours liquid fertilizer over its roots. He moves
with diligence. His rib cage swells larger than that
shadowed hill.

Bieup and rieul, sounding out, throb beneath
the burnt skin. The heartbeat rings loud. Reaching
all the way to the boundary of the earth beyond the
mountain across the way, that sound, in a steadfast
posture, prepares the turn of the tree and the boy.
The soot that has slept for days on end without dawn
quickly awakens.

Though the body may be slow. A bud sprouting
from the tree stump sways. It is the promise that
shoots, leaves, and blossoms will open up the empty
places. The time of germination rightfully illuminates
the boy’s share. Honest sunlight settles on the crown
of his head, his shoulders, and the tops of his feet,
welcoming guests from the great city. This place is
a world in miniature. The tree cuts off the arms it
has grown again. Tomorrow’s tree, too, cuts off its
arms. The boy uses that succession of severed limbs
as firewood and kindles a great fire. Before long,
the light of the campsite gathers scattered breaths.
Those who are able to share their own portion will live
in the world given to him and his companions.

Paik Philgyun
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S50| £4z|= sHiHolct. Look at the promise, a fortnight on. The boy passes

through unsettling times in an unfeeling season. Even if

he is cast into a wretched world rife with violence. The
resolve to gaze into the darkness lays claim to another way
of living and so sets this ground ablaze. From the scorched
earth, the boy draws up his black share. He is a pioneer who
knows how to make a sapling of the share he has been given
and plant it in the wasteland. Along the path forward, the
seedling clutches its allotted ground with a single root all
winter long. The shadows sway in the same wind, each with
a story of their own. They stand firm, pace, and walk. They
run. They race ahead. They run in relay. They answer back
when told to stay still. They respond willingly and run as
they ought. They must run. Here, on ground already tilted,
the boy started later than the person beside him, who

had broken the rules countless times, yet he has not been
eliminated.

The invited soot surges endlessly toward the hill like
waves along the peninsula. Its cry travels toward the path
where the shade weeps beside the boy and with him. By
now, the boy is past seventy. A place the black throng freely
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ojoH=C}. O B= I} CiSl0] S0 2| Hbol] beyond the walls of neighboring
houses.
Fl4ielck - :
Point to the light, someone
2SE 22 ooE 430t SR A2k says. In his words, a black index
A= SF0lA 2222 20 A2 EAHEA A finger points toward the blazing
Zl2lE gkl 2zlolct. =e p|gst= 2H4lS Lol sun on the hottest day of the year.
Si=r}. ARHSH= AEES ARo)| 2= LR ETlS Of the thousands of fingers, it is
=Ll oo e - P =1 thesharpest.
S0 22 MEsks 242 a1Esi 2= 39Sk Look at the innocent apple and
SHEYE2 SZoll 22 £LHI71E HZUC HZ2A B2 the pure head ofthe snake’ two
E£EoR 1Y W E32| A E¥S FEL. people say. Let us open our fists
toward the end that has yet to
come; half of the world is still alive.

No, the bach of the hand faces upward, three people say,
contradicting them all. All that remains on the small hill is
the hope that two parallel gazes might meet.

The wrists and elbows embrace the air like old trees
and flying fish in rhythmic motion. All those shadows dance
fleetingly, mingling with the night that has passed.

Where have the missing arms gone? In the past—a
universe that has physically vanished—the sculpted arms
move toward their rightful place, true to their nature as
free beings. The arms hide, pushing away the self they hate.
Dawn, hiking through the mountains, picks up a piece of

WD
Paik Philgyun 1 7



oMl siE=

CIE Zo|2 FoiIct.

Ol &lAL AlZtol2}= oF= O] M E] Zilol| Al
" 2 = 5270 LA 212 2 uniz]

AMizkztolch. M2tollA| = o] sholl 05| ZaHsHAHLE ofZol

S ZHo 2 A 21t 2ol SHSICE 3 AlEe] fEkE
o| £50] MAIE SAleict. ojlAl= Q1=

MRS UEol= 2l]oll O

S
T

4ol 7kzl=z=2

S5 &0} Alelel 71xlE ohshed= <ol MWsia, 1 ol waf = £t

et 25 gt LR Fgeich(Easn). LS e ARM 4F HES A6,
Alche] Z4zEE 7125k 2I7l2 A £2 Al E0| o2 C Y
ok 33 % £ 2 B E £50| 5iLte] Elo|ck(—#E2).
0|3 S ofAlo} Aofl 25toll 7|ukst 24k (ER) ZUS FE5H=
ﬂ%!—?—ﬂlﬂle :9. o|4=7t &bl gict. 3= ofiliof] S ol A=YOR

o|s2] 2|12 E el O Afolof| RS 2H8¢ict. 2|2l 112 of2Y

Z3 floju=2 -'i'--?-IE AZ2pt 72 & RS AH = 8ER

HEEIoL d20lAH=

2| nz|e} gl ROiE 1YSk= X CH=

ZhSeict. O9| I'-l X8 d&sie el RUE AYSI= EOE

=0| Elc}. & M= ol FE

SN2 do| ot Zrt, F2| USS

= =
SEsHs ETE M| Soieh BHO| oA, AHSATE 220 SUCIE

18

wood asleep on the mountain path. The twilight, swimming
beneath the surface, draws out the mystery embedded in
the water’s course. At last, the arm taps out the opening
sentence of the oldest question with its fingertips.

In the cosmos, the span of a day is relative, ranging
from mere seconds for one person to an entire lifetime
for another. For Chang-Woo Seok, arms make a fleeting
appearance within the longest of days, as something still
present or absent from the very beginning. From a place
that reveals what gives a person’s finite life its worth,
the humanity he renders in ink and wash gazes out at the
world. For him, there comes first the will to make the most
of his humanity, treating each day as a life unto itself; and
in accordance with that will, the brush too moves along a
single breath, a single path. As one who seeks a way, he
copied the entire Bible by hand; as an artist who records
the sensibility of his time, he rendered scenes of countless
people living together, side by side. All of that ink painting
is one single stroke.

Working with his prosthetic arms, Seok has built a
realm of ink imagery rooted in the calligraphic culture of

TR ETo
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Northeast Asia. He tenses his shoulder muscles to open

the spring-loaded metal hook of his prosthesis and fits a
brush into its grip. A small projection beneath the hook
was designed to allow users to scratch an itch on their

own bodies, but for Seok it works together with the hook
to support and secure the brush handle. The prosthesis
connecting his body to the brush becomes another brush,
extending the handle. The brush'’s full length exceeds the
distance from his shoulder to his knee. The handle and
brush hairs amplify the body’s vibrations: the longer they
are, the larger and more conspicuous the trace left by even
a slight movement. When pressed down, the brush hairs
spread, thickening the stroke; when lifted, they gather
back into a point, thinning it. To achieve these effects,
Seok uses his legs and waist to tilt the brush or bring it
upright. This sequence of controlled bodily movements—
bending or straightening the knees, lowering or raising the
torso—draws the strength of his brushwork from the body’s
center, activating the path from his lower abdominal center,
to the brush tip. Painting that guides the brush through
the body’s rotation and recoil engages muscles throughout
the body rather than in any isolated part. In other words,
Seok’s handling of the brush resembles his everyday use of
his prostheses. For the artist, every moment spent using
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HollA{ his prostheses is, in effect, practice in handling the brush.
FZ Painting in this manner demands considerable practice and
zHog AN equally considerable expenditure of physical energy.

Chang-woo Seok walks a path more honest than any other.

HMEPIE? wdd Seok sometimes skips the step of adjusting tonal
EHE= Z33Hzict. 22| gradation, in which the ink-laden brush moves from the
SH2LUS R . inkstone to a dish where the ink is diluted. He keeps the

process relatively simple, allowing the ink to fling itself
onto the paper without intervening steps that might invite
hesitation or delay. He also works primarily with long-
haired brushes. Here, the graceful flow of the brushstrokes
seeks to emulate moving water and is grounded in the
principles of yin and yang. The brush moves slowly or
swiftly, turns toward or away, and lifts or presses down.
The strokes are large or small, thick or thin, angular or
rounded, firm in structure and full in body. They are dry
or moist, gathered or dispersed, sparse or dense, smooth
or rough, strong or weak. Amid all the cycles of nature lies
Seok’s supple ink-and-wash painting.

Seok’s drawings resemble the electricity that once
coursed through his body. The sensation that shot through

zo 0| A== Yo SHL L5 2
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him still lingers in his body. He suddenly sees a resemblance between
diagrams that lay out electronic circuits and drawings that arrange
brushstrokes. While he orchestrates the flow through strokes and
empty space, the agile movements of his prostheses lead to a practice
that actively embraces both chance and necessity in painting, unlike the
unforeseen injury he suffered in the electrical accident of the past. Ink and
paper do not always work in harmony; at times, they resist one another.
The extent to which water carrying pigment spreads through each fiber
structure may differ from what the artist anticipates. This is akin to
skaters encountering ice in different conditions from one competition to
another, or outdoor athletes competing in different weather each time.
Rather than imposing specific conditions on the support, Seok adapts his
approach to the surface he is given. His drawings are watching the path.

C. Chang-Woo Seok’s SUMUK Humanity
Unlike the gestures of ordinary drawing, which rely on the joints of the
arms, Chang-Woo Seok moves the center of his body to wield the brush.
His lower body, trained through countless hours of practice, transfers
the image of the body. With each movement, ink gathers around the
points where the center of gravity is formed and the muscles tense, then
flows again. Seok’s lines describe the body and, at the same time, bring
bodily movement into being. Most of the human figures that appearin

c. 4o 22 0lF
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Seok’s ink-and-wash paintings are alter egos of the artist,
with their thick thighs. They are another self, and the
reason they appear as professional athletes in motion is that
Seok understands himself and his ink-and-wash painting as
another form of exercise.

In Seok’s ink-and-wash paintings, brushstrokes that
transfer the image of one body multiply into images of other
bodies. They may be afterimages of a single person moving
at different temporal intervals, members of a particular
collective, or successive stages in a process through which
a form gradually dissolves into abstraction. Each bodyis a
trace that organizes a sequence of time. As the traces left by
preceding movements overlap with signs of what is to come,
one body appears as many, while many bodies can once again
be read as a single movement. Different speeds, postures,
and intervals distinguish individual figures while proposing
new relationships. A single brushstroke translated between
the individual, the group, and abstraction.

=zto| 71 Z}2|2} The heart of a reader absorbed in countless martial-arts
Elo|e zz2l0| 5t sp=ol| novels seeks benevolence and righteousness, and eventually

EIHZIHAM gt 2 of2]

invents a form suited to them in painting. A body that trains
while dreaming of breaking away, belonging to no particular

S3d 2ol of2| 2 power, becomes the ground of an autobiographical

CiAl Stte| 233 EH narrative. Chang-Woo Seok is bearing witness, with his
olsic}. M2 Ci2 £ 59} entire body, to his own being put to use. For Seok, who
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develops a new system
of movement and
tempers the muscles  MIAIE X
and senses required to  ajzio] 2 0f2] ARZOIA| $712 ol Atztel 2
performit, paintingis =y 2210, qaes oS Yol £7 HSo
both a training ground
and a utopian space
in which the existing
order can be rearranged.
Having earlier raced ahead with restrained brushwork
and stirred a surge of exhilaration, Seok now sets aside the
skills he has honed over many years and listens again to
the sound of the world. Just as flowers bloom in the spaces
left by each stroke that prunes a branch of plum blossoms,
stories raise their heads in the spaces of Seok’s paintings.
Among his ever-changing forms and exuberant energy, his
paintings made by dabbing the brush almost perpendicularly
against the support fill the picture plane with dot-like
strokes, leaving behind a restrained resonance. The
governing principle is not the irregular addition of strokes,
but a single stroke that gradually unfolds from one dot
to the nearest, designing regular intervals of blank space
between the dots. The blank space between dots is an
interval that presupposes a line. Each dot exists as an
independent entity while simultaneously suggesting a
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connected cluster formed by the preceding and following
dots, indicating the direction in which the body moves.
From a condensed trace, a sign of heat emerges, and energy
flows once again.

What will the next task be after those already
undertaken? The practitioner alternates between restraint
and liberation. In a lineage connected to the Donghah
Peasant Movement, he pursues a human-centered synthesis
grounded in the philosophy of heaven, earth, and humanity.
Within this interweaving that gives expression to such
an aesthetic sensibility, someone glides through a space
overflowing with vitality and offers a prayer. Munjahyang
seogwongi —the fragrance of letters and the spirit of books:
the movement of transcribing the entire Bible by hand with
a brush, grounded in religious faith, is a confession of one
person’s sincerity. As one who weeps together (immanuel)

20| 3E S ol L 45 25
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and one who writes together, Chang-Woo Seok also layers the multiple
aspirations of others through colors imbued with a ritual quality.
Overlapping colors become resonant utterances connecting Seok with
the world, while his immense ink-wash humanity suggests expansion.
He carries what belongs to one person over to many, and what belongs to
many back to one person. Seok has repeatedly presented performances
based on the tradition of imprinting before the public,’ proving himself
in every moment. At festivals broadcast live, the world made a promise
of a share for him and his companions, and it will keep that promise.
Everyone in every village across the world watches Chang-Woo Seok.

At the center of the world where Seok presents himself and his ink-
and-wash painting, he dismantles the longstanding schema between
the body and art and liberates our consciousness. As a movement toward
deinstitutionalization, resisting the social barriers he has experienced
over the years, it is time to present an art without arms in a history of
a world with arms. Just as the movement of one person multiplies into
countless people in Seok’s ink-and-wash painting, he continues to wait
for a time when the share of sensation with which he occupies space
and time can flow without obstruction like water, take root in barren
ground, and finally bloom. No—we must change it.

D. Flying Boy
Seok’s gaze falls on a boy walking through in the air. This reality runs
parallel to another line of the world in which Peter Pan and Captain
Hook are adversaries. Here, in this reality, Seok, who uses the hooks
of his prosthetic arms, lives boldly as the master of his own world,
neither chasing nor being chased. Looking back on thirty years of artistic
practice, he gives proof of the proposition that he himself has always
been a walking body. His drawings bear witness.

A sound taking flight amid falling dots. Against a backdrop where
the invisible emerges through the visible, the bird the boy drew some
thirty years ago comes to mind. A bird he gave his son as he pondered
how to be a father. In that line drawing, | see the resolve of a bird
that holds its place with confidence. Where a single swan turns back,
hundreds of crows take flight.

1 Bieup (&) and rieul (=) are the names of two consonant letters in
Hangul, the Korean alphabet, roughly corresponding to “b/p” and
“r/1.” Both recur in the words that open the first five paragraphs of
this section, beginning with byeorak (“lightning”) and baram (“wind”).
This repetition links the paragraphs through sound in the Korean
original.
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Chang-Woo Seok’s work cannot be understood apart
from his body. One might, of course, ask whether any
work of art can be understood in isolation from its
maker’s body. Even so, | propose that we return to
Seok’s own body as a starting point for considering
his paintings. He has long drawn attention as a
disabled person, particularly as someone who paints
with prosthetic hands. Yet | wonder how much
attention has been paid to the particularities of his
own bodily experience. Before reaching too readily
for the familiar language of art criticism, let us begin
with this body.

Through her ongoing encounters with
people with disabilities, the author Asa Ito of The
Remembering Body* seeks to explore the singular
experiences of the body that can never be shared with
others. She writes that each body forms a locality
of its own, one that cannot be fully captured in
generalized language. Memory, arguably the book’s
central concept, is inscribed in each of these localities
of individual bodies. Ito pays particular attention
to how disability, whether congenital or acquired,
weaves and interacts with memory through everyday
bodily experience.

The experiences of Rena Nishijima and Koichi
Omae, both interviewed in the same book, seem to
offer clues to understanding Seok’s body and work.?2
Nishijima lost her sight entirely, while Omae lost a
leg; in both cases, the body is understood to hold
within it both its pre- and post-disability states.
Although completely blind, Nishijima continually
takes handwritten notes as she talks. She does so
without relying on braille, even returning to circle
notes on earlier parts of the conversation, continuing
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Hd '%'OiOF s “'ﬂOI to write just as she did when she could see. She explains

ojLja} c}= E that she already has mental images of both the conversation

AEsI= 2og and her notes. Omae, a dancer, realizes that his heightened
o) A

awareness of his missing leg has led him to rely too heavil
olsH3171= ?—"'1' LIS o his upper body, throv%rin,c:l;g his entire body ou‘é of balancey.
22oHE A2IZE E23} He then develops new movements by cultivating the sense

HZsta, 2010l M= gl=  that the leg is still there—imagining phantom toes. This
clale} wtete] 2zl a.Iso opensup a .different way of overcoming the phantom
A5 2ol ASSS limb pain exper|e|.1ced. I?y many amputees. In these cases,

o 2 the body before disability is not confined to a past preserved

MM 2HE 2= in thought or imagination; it is made present through the
movements of everyday life.

Non-disabled people generally understand the onset of
disability in terms of lack and think of devices as substitutes
for what is missing. They assume, for instance, that it
makes sense for someone who has lost their sight to rely on
hearing and touch, someone without legs to rely on their
arms, and someone without arms to rely on their mouth
and feet in everyday life—and that the body will naturally
work this way. This is not entirely wrong. For some,
however, disability is understood in terms of a body that

|'|
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ot M T2 i} Mot 20toi] Al2] Alzlof| HIS0, functions differently—a body with
Makeali 5t Al2to] 2oj|A YojL= UES S535 something added—rather thana
2 21510}, dare= A2 ol=2| Lo|ol] 2Heiztol|Af gap that must be filled (in order to
= =10 HIASEALAE = o g ees
7o 2t AIDE £ TE oiT A2 S ol4E AFES becomf: normal), lelrmma connects
e == e the visual perception she has lost
A%E 33 of2] UERAIA olo] AEHE, 27l= to her fingertips, while Omae
SASHAPIZ O3-S O 0|2 2 5SS LA AlE awakens his muscles and finds his
azg Oa)y7|2 0SS HYT, ofujf ojut w2 balance by inzlaginir!g his missing
E78 3 chl ofoll XACHE W ol4E Abgspzlz  eBANd toesinmotion.
oImio| ZHINC}? O] B Q12 Chao| ZHofol=0| The experiences of Nishijima
=Hol 283 == e and Omae discussed above may
‘AEE|EeH= 0152, Yt Lol RE E A ASE offer clues to what takes place
0]0{7}= A3} ALR CHx 2ol 4ledo|2AcCt. 2F7}7} within Seok’s own body. At
aa)7]of] 24 AFRSIZIE S ZAS ofsHsH BApH the age of twenty-nine, Seok

lost both arms in an electrical
accident at work; he now paints
with prosthetic hands. As he has

HiZolle] AlidolM £B517120 = of Hzst ’e‘.E—OI
Easict. 4el 22 ol olHd| 2ol 2l2|S

o7} thAIFHct= 2HEolM 4HE £ glon, JHChH recounted in several interviews,
zlalg] Wl o2 £ E 2= ZHo| o 20|51A] he began drawing by chance,
oloAlL 7| SH= o| FAIE SiE{S2| ot7] mE2o|c}. discovered his talent, and decided
- to continue. Early on, he chose

S| o I ’
_ ;'j: Eai_ill-l- ML 2uﬁ:||°”.| ozt ﬂl‘i7|'1|E to use prostheses with shoulder
70 &S AFSRIC). J0H 22 &2 OFF ol 2 supports rather than hold his tools
o1 S Aol = Zolct. oY, ‘=2 O3 - 2F—'-|7|E in his mouth or with his feet.? His
S5 MMEIH, 222 Bo| 2RES C}EXOR choice stood in marked contrast
2210|A| OIS T I A{EHSSIC). 7]E1e] ZollA] XS] to the approach oii many artists
AAME, M3k20| a3l BE Efolo] AIME 0|45 who have lost their arms and

continue to paint with brushes
‘& 2yl thAlHIZ A 2| 2|57} o, 222 Zol held in their mouths or with their
feet—a practice known as MFPA
Artist(Mouth and Foot Painting Artists). 4 Understanding why
Seok chose to paint with prosthetic hands calls for a closer
look at his practice, beyond an explanation framed from
a non-disabled perspective. The idea that his prostheses
simply replace the arms he lost cannot account for his work.
Asking whether it might have been easier to hold his tools
in his mouth or with his feet rests on that same premise and
does little to advance our understanding.
Like Nishijima and Omae, Seok works with two bodies.
Since the age of twenty-nine, his arms have been both
absent and present. The arm comes into being through the
act of drawing, setting the body’s muscles in motion on
multiple levels and reconfiguring them. As the exhibition’s

rE
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curatorial statement aptly observes, the arm with which
Seok draws is not a hand-shaped prosthetic substitute
designed with the gaze of others in mind. It extends the arm
he had before his disability, inscribing new movements—
even movements he had never attempted before losing his
arms—into his arm (the shoulder and back muscles connected to the
prosthesis). In doing so, it serves as a device that actualizes
both bodies—the body before disability and the body after
it.

Crucially, Seok’s two bodies emerge in and through
his artistic practice. When he draws, he concentrates on
giving his gestures form at the tip of the brush, rather than
on rendering a subject he has visualized in advance. This
also explains why he has staged the process of making his
paintings as live performances alongside exhibiting the
finished works. In everyday life, he has no qualms about
using his mouth or feet, or relying on the hands of others.
Drawing is an exception. Here, he engages fully and directly
with his own body, recalling and readjusting the movements
of his arms and the muscles throughout his body that make
those movements possible. He wears a harness across his

30 M, S22 0l4el &
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back to secure the prostheses to his shoulders. Moving them
and the attached brush requires him to use his entire upper
body, including his shoulders and back. This entire process
is also fully exposed to the audience in his performances.
Thus, Seok’s work becomes a space that reveals the
particularity inherent in a single body—the body before and
after disability, the body that is inevitably dependent on
and connected to others, and the body that re-examines
this and stands anew—as well as the multiple meanings that
arise solely within that unique terrain.

We are now in a position to draw on established critical
language to discuss Seok’s work. Interpreting painting
in terms of bodily gesture is a familiar approach in art
criticism. In her earlier writing on the body art that emerged
in the United States in the 1960s, Amelia Jones argued that
this practice brought sustained attention for the first time
to the layers of social meaning carried by an individual’s
body. ° During this period, the art world saw a marked
increase in efforts to make the body literally visible in ways
that earlier art had not. Even when the body had appeared
in art, its particularities had typically been effaced. Now it
openly expressed the material realities of individual lives,
including race, class, and gender. This also opened up new
ways of creating and interpreting work in the traditional

o|E5tn HAZAE 4ol gl= S aAUS FI15HH M2 M= 501 2I'd S8}, O S48 21
otojl Mat WillSH= S50 o|0|E EhH E=iL Rolrt,
ol H|24 Mol 2HS £F517] 2lsH 7122l HIB Aol S L] B 2ol 7+ssHZI.

2|3k Jel M3 2 Eojli= 2ol 0l= HIFdM 22| 24 E% okLict. ¢%o] o} E2|of EL(Amelia
Jones)= 19604CH O|Z0llA 873 ‘HIC| OLE (Body Art)’ S HISIH, H|24 $F Al2te] 20| 2|

Akz1Hel ojn|, O FH|7t 2HH o 2 ChRIz|A| El2ick Hal3ict.® o] A7 UI§°I Foll= 71Ee| o/
ZZ0ME 202] 22t ‘LIHI'E L O E FHAESHE AES0| fFHoRE [olnlsH FEZIA|

El2ict. 4 Bolc) Siojate =W x{2]£|7| olzo|H nl=olAe] ‘B'2 °|1‘|| 08 E2M7F =St
S U4, S AS-AIF -4 S2 = Sl =Iict. ol= M E tHAIZ A ‘S|2P & H4tst
sHAddshs E CHE ZE ol= Zol7]|x 3UCt. 0I= 2H 3|5te] ofo|2ol2t 2 £ AS ME EX(ackson
Pollock)S HAFA|Z|= §HH, FEE] #L|H(Carolee Schneemann)2 E0| 72l 2}419] LIS AISHH
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medium of painting. Jackson Pollock, an icon
of American modernist painting, may come to
mind here. Consider, too, the image of Carolee
Schneemann drawing lines on white paper as
she swung her naked body, suspended from
arope.® It has since become common in art
criticism to read painting as a material trace of
the artist’s body in all its complexity and of the
gestures it makes.

We might develop this reading further
by drawing on Rosalind Krauss’s examination
of the medium in the wake of postmodern
criticism. As we have seen, with the emergence
of postmodernism in the 1960s and 1970s,
painting could no longer be reduced to the
two-dimensional surface described by Clement
Greenberg.” Necessarily created through bodily
movement, painting became a material trace

gl Z0| gloj] 4= 10f 5¥ct.f 0]F, 2l of the body’s social and historical experiences
ole| B30l £ 1 Al AH7} Ui and memories. At the same time, drawing on
= = Rosalind Krauss's thinking, we might say that

23|z Sz OF S H= | X=12 ’
E: ;; ": : I:! 2E AR the medium was being renewed and expanded
HIZ FHoll LstEIAC. under new conditions, retaining a memory

2|1 070l EAERH H|IF of its own specificity rather than erasing it
0|= 2Z=E 33} A (Rosalind altogether. For Krauss, medium specificity
Krauss)7} ZESH 0ja| 7HE S S2|HA
BESSHE + U2 A 20 2M &8 Higl 20|, HIOIE R EAERELIE2]
EiS7121 1960-70ALHE Z|LHH 2|2l=, O 21 (Clement Greenberg) 7}
ojof7|t Zil-?-_IP- EHORU ATE £ giAl EIAC)” OH2 B2 282
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cannot be reduced
to isolated physical

attributes—flatness, £dgl32|7| WAIE I143H= ololl 25 eiZo]
three-dir.nensionality, E|9iCh O3{L} 22 2i7to| ¢S wa, ¢a} ojl
or materials such as B2z Al o|&E AFRSH Oa)= Ho| oS HHo|s

canvas and paint.
It takes different
forms according
to epistemic, experiential, and historical
conditions.® Thus, painting, now attentive to
the body and itself heterogeneous and plural,

is a reinvention rather than something wholly
new—one that retains a memory of its own
identity as a medium.

It is worth noting here that Seok’s
drawing, through which he engages and
activates the particularity—the multiplicity—of
his body, follows long-established practices in
painting. He favors an East Asian calligraphic
idiom, working primarily with brush and ink.
Even in his recent work, with its far more varied
palette and simpler, more abstract forms, the
brush remains indispensable. He continues
to make expressive use of bleeding pigment
and to work on paper, the traditional support

WHOIICH: ES Z2AIE|Z SCt. SHAITH A
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of East Asian painting. By retaining and evoking elements
of tradition while responding to the conditions of his

own body, he has created a genre in which the distinction
between East Asian and Western painting no longer holds.
He freely mixes materials, and his compositions bring
together Western croquis techniques and the calligraphic
abstraction of modern Korean painting. The resulting
hybridity goes beyond a synthesis of styles: other than,
like his body—which neither fully erases what came before
his disability nor remains bound to that past—his painting
allows disparate times and conditions to coexist in the
present.

Critics have often discussed why Seok remains
committed to his particular way of working with brush
and ink. Yet their explanations, drawing on his own
accounts, seem to have gone little beyond presenting it
as a convenient means of painting with prosthetic hands
rather than holding a brush in his mouth or with his feet. As
we have seen, however, his reinvention of brush painting
reflects a more layered set of choices than convenience
alone can explain. A brush is, after all, acutely responsive

3“' S0, 22 0ldel B
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to variations in force, speed, and pressure. For Seok, brush and ink
therefore offer a medium through which to inscribe the movements of
his entire body on the pictorial surface with the greatest immediacy.
He shapes his medium around the way his arms—more precisely, his
prostheses, activated from end to end through his shoulder and back
muscles—remember his former body and create it anew. At the same
time, the medium itself is reconfigured through its encounter with the
local and historical conditions in which this body is situated.

Let us return to where we began. How much attention has been
paid to the particularities of Seok’s own bodily experience? Rather than
approach his work from a non-disabled perspective that assumes a lack
to be overcome, we need to grasp the complex meanings generated by
his newly augmented body and medium, as his paintings themselves
demonstrate. This reading, however, must extend beyond an account
of Seok’s achievements alone. We must recognize that the language of
contemporary painting cannot simply discard the specificity of its past,
while also examining how the body that paints gives form to its own
multiplicity and heterogeneity in the present. The language of criticism,

too, now needs at least two bodies.

OlE ohAl (zz® 52, [7]2i5H= B MAZI 71212 of2H|
IS ZEAIF|E=TH (et 2020), 0] HS 223 Lio|
AT A[EA ZAE E3ic).

| S5 olHe 42 Mol 291 a2 E S7Ict.

o223, “F 2 U ME2 B2 LFCH”, MEhAz) A2lH,
2019-10-19: https://www.hani.co.kr/arti/
society/handicapped/305007.html

‘FE3knze® o 22t R E ChSo] ol YHlolxIE
S5l 2telEt £ 2Urt. https://mfpa.co.kr/

ofajot 24, 742 [Go] back to the body, which
is where all the splits in Western Culture Occur],
Egjlo|Al | HA{(4E2 2), TolE7e] ZJ(nlnAlA: 2007),
16-47.

Carolee Schneemann, Up to and Including

Her Limits, 1973-76, crayon on paper,

rope, harness, 16mm film projector, 6

videos, dimensions variable : https://
www.schneemannfoundation.org/artworks/up-
to-and-including-her-limits

Clement Greenberg, “Modernist Painting,” in
The Collected Essays and Criticism, Volume 4:
Modernism with a Vengeance, 1957-1969, ed. John
O’Brian (Chicago: University of Chicago Press, 1993),
85-93.

ZAUE T2 A (UE £Y), EsH0lA L] sl - ZAE-
OHA| A AlcHe| Ol& ] (H4EEtA, 2017)
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Hur Hojeong

Asa Ito, The Remembering Body: How Inscribed Memories Make the
Body Worh, translated by Kim Kyung-won (Hyeonamsa, 2020).  am
grateful to my friend Yurim Kim for recommending this book.

Names appearing thereafter are rendered as they appear in the same
publication.

Eo Eun-gyeong, “Building a New Dream after Losing Both Arms!,”
The Hankyoreh, Society section, August 18, 2008. https://
www.hani.co.kr/arti/society/handicapped/305007.html

Further information on “mouth-and-foot painting” (QZ#&#)
is available on the following organization’s website: https://
mfpa.co.kr/

Amelia Jones, Survey: [Go] Bach to the Body, Which Is Where All the
Splits in Western Culture Occur, in The Artist’s Body, ed. Tracey Warr,
translated by Cheol-Woong Sim (Paju: Mimesis, 2007), 16-47.

Rosalind E. Krauss, A Voyage on the North Sea : Art in the Age of the
Post-Medium Condition, translated by Jihoon Kim (Hyunsil Munhwa A,
2017).
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ol =-. =0l 1||-|'7| I &2]21 Zo| 1. When I was little and still crawling, | was
of ot 5= % Fjl_ happily playing on the wooden veranda when
an ear of barley flew up from the yard, where
barley was being threshed. Thinking it was a
snack, I swallowed it. It lodged in my throat, and
I couldn’t breathe, giving my parents a terrible
fright. I’m told the hospital was so far away
that they feared | would die on the way, so they
didn’t dare take me. My mother put something
into my mouth and pulled out the ear of barley.
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2. When | was eight or nine, | stepped on
a piece of broken glass while sledding in a rice
paddy in my neighborhood. My mother treated
the wound, but not all the glass was removed. |
kept running around, and when she noticed me
limping, she checked my foot and found that
the wound had festered. She then removed the
remaining glass. 1 still have a scar on the sole of
my right foot.

3. Around 1970, when | was at Baemoon
Middle School, 1 was traveling by train to
Gyeongju on a school trip. At a railway crossing,
some students from our school shouted as
a group of schoolgirls passed by. The boys
accompanying the girls took this as catcalling

My

Chang-Woo Seok




4. TSR 1804 1 Pittoll 4l 501 = ALI0| SB0IE SHAIE 0|2
S8 22 5o AS BT So0hA nfa stoivh 914 U] £HI 22 Sem ZE HIICH
H7lS0| 2 HER 2 43

FOLt ORHIONA| EL7t LA S4ollA| Lsi] Latn
soich. J2E| 1 £2 S0 ZHSE of Sicka Hh,

5. 20 7hH Sl & OhAl2 =3} ERD L2Ch} i B0l 2= ASHoll 2| =517t
olciol| =02 Sasich. Malet Chalol A4S UKL ALT 2 HEZ o5tz ok
22451 uhS 0|21 ChS ' FITHEHA B 2 HE 3|2 wetch,

6. 19844 102 292 124 302 Foil CiLIA 2|AlollA 2171 HH S 22,900V0il
ddEelol 114 e7 2zt Ul 2|23t KE| £ £ H, ST DIF0|4 = F HA HH,
o 250 442 201E 2 S| HAHHIA e, 2 Al U717 7L s E €2
dZoloiFolA £, 2% HEZO| 3 214 210l S 7l 2] &2 0]4] =, 24,
58 Wrlslo = M7|71 &3] Lt F LolEt A .

and threw stones at our train. One stone hit a window frame,
bounced into the carriage, and landed squarely in the middle of my
forehead. 1 got off at the next station, had a few stitches put in, and
then carried on with the trip. That incident left me, normally such a
well-behaved boy, branded as the ringleader of the catcalling. Even
now, | hope whoever threw that stone will turn themselves in, pay
my medical bills in full, and clear my name—and redeem themselves
in the process. That was when I learned that you can get hurt even
when you’ve done nothing wrong.

4. When | was in my first year of high school, the tenant in the
next room was a woodcarver. | was fascinated by the animal figures
they carved and tried doing it myself, but ended up cutting a gash
about five centimeters long on the palm side of my left thumb. It was
such a bad cut that I felt faint, but | was afraid my father would scold
me, so | told my younger sibling not to say anything and treated it
myself with medicine | bought at a pharmacy. But that same hand
would later be burned beyond saving in an electrical accident.

5. During my military service, | sneaked out in a jeep to go
drinking one winter night. It was snowing heavily, and the jeep
plunged off a hill into a rice paddy. | injured my head and legs, but
I didn’t return to base straight after the accident. | accomplished
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my mission first and went back the next day,
then spent about a month being treated for my
injuries.

6. At around 12:30 on October 29, 1984,
I suffered a 22,900-volt electric shock while
inspecting electrical equipment at work. |
was hospitalized for a year and a half. | had
two operations on my head and skin grafts on
both arms once, followed by two amputation
operations on each arm. 1 also had surgery to
remove a piece of wire accidentally left inside
one arm during an amputation. I had a skin graft
on my shin, which had been burned where the
current exited my body. Muscle tissue from my
back was grafted onto the site of a third-degree
burn in my left armpit. The fourth and fifth toes
on my left foot, through which the current had
also exited, were amputated.

7. During an exhibition of my work at
Jeongdong Theater, | walked into the glass at
the entrance on my way out after taking care
of some business in the office, leaving a small
cut above my eyebrow. The glass was so clear it
looked as though nothing was there. Apparently,
quite a few other people had practiced their
soccer headers on it too.

8.1n 2007, | went to the hospital with chest
pain and was told | had esophagitis. For two
months, | stayed off alcohol and was on my best
behavior. Then, while in Beijing for an invited
exhibition at Yonwoo Gallery, I collapsed in the
early hours of the morning and nearly died on
the spot. My wife did something resembling CPR
and likes to boast that she saved my life. But as
I drifted in and out of consciousness, | heard her
saying she couldn’t live without me. Her voice
sounded as faint as a mosquito’s buzz (though|
was told she was actually shouting very loudly), So I did
my utmost to stay alive so that I could save her
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life, and I succeeded. After returning to Korea, | went to the
hospital and was diagnosed with variant angina.

9. In 2008, a health checkup revealed a problem with my
liver, and further tests confirmed that | had hepatitis C. I'd
had a blood transfusion during treatment after the accident,
and the hepatitis C virus had come along for a visit. | then
received interferon treatment for a year, from September 17,
2009, to August 31, 2010. Every Friday, Dr.Won gave me an
injection around my belly button. I’ve been struggling with
the side effects: flu-like symptoms, insomnia, irritability,

a low white blood cell count, and anemia. I’ve also suffered
from itching for two months, and now my hair is falling out.
At this rate, Chang-Woo Seok may soon be as bald as Yul
Brynner. Anyone wishing to have their picture taken with me
must book in advance.

Saturday, February 20, 2010. Sunny.

2010. 02. 20 E. 2i=. Those are all the accidents | can remember---

Olg &ZiLt= At S 10. A few years ago, | woke up needing to pee. When |
got up to go to the bathroom, I saw that my wife was heading
10. ¥ i A 22 there too. I tried to beat her to it and fell. With no hands to
Alck7 Ao] opdgl break my fall, I hit my forehead on the floor, leaving a gash
Sparaloll 71243 2lojLil that needed ten stitches. In cartoons, people see stars when

they get hit on the head. That day, | saw stars too.
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7l2i= Zio] Hof Skatatoll 11. In 2022, things started looking blurry, so | went to
Mz 7241 Sichzt an eye clinic. 1 was told I had a macular pucker in my right
w0=ic}. 2k £0| 210f eye and severe cataracts in both eyes. The doctor suggested
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HAH =S WAL dHol2t= 2SR
QI3 10242t ZoUCk7t ES OtALY it done. After the operation, I could see the
zaoto|c}. wrinkles on my wife’s face. When I told her
she looked old, she told me to take a look at my
o1& 2127H2] 7|SILHs M1 AT own face. 1 looked in the mirror and saw an old
e = A= H/ST ML face looking back at me. I couldn’t make out the
H2|ct. small print, but when I copied out the Bible by
hand, I could see the words clearly. The doctor
suggested surgery for the macular pucker in my
right eye, but I was told it would require general
anesthesia and would not restore my vision, so |
decided against it. Buildings now look blurry and
bent through my right eye, so it has become a good eye for painting.

12. In January 2023, 1 had chest pain after a performance. | went to the hospital,
where the doctor asked whether | was still taking my angina medication. When I said
I had stopped in January 2015, the doctor asked how | had managed to stay alive for
eight years without it. I said | had spent those eight years copying out the Protestant
and Catholic Bibles, along with hymns from both traditions, with a calligraphy brush.

13. In the summer of 2024, | had an upset stomach and went to a local clinic,
where 1 was told | had enteritis. | took the medicine for a week, but it did no good,
and | developed a fever, so | went to the emergency room. A CT scan and an MRI failed
to show what was wrong. Another CT scan revealed that my gallbladder was inflamed
and swollen. They inserted a tube through an opening in my abdomen to drain the bile.
After a month of drainage, 1 had surgery to remove my gallbladder.

Because | had been misdiagnosed with enteritis, | went without food for ten days.
When I finally drank some water, it tasted like nectar.

That’s it for Chang-Woo Seok’s accident diary—all the accidents | can remember
so far.
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Around 12:20 p.m. on October 29, 1984,
Chang-Woo Seok was struck by a charge of 20224 BHLYZE &
22,900 volts, resulting in the amputation of 2 AlZ0] =0
both arms. I have worn prosthetic arms ever ut712to] of Ol£ = uro| olof 2 2
since. Rather than resembling human hands, samTmisT s aTl = =

each prosthesis takes the form of a hook—finer chdct.
in appearance and far more capable than Captain Zi okoj] QIS = 2ME}7f H U=
Hook’s own—set at an angle calibrated for one T AZEE= ZnalE

L T
purpose alone: to draw. I i
Because | draw with prosthetic arms despite 2| ENES A0i510] e-mail =

having no hands of my own, those unfamiliar
with my circumstances often assume that |
manage everything in daily life entirely on my 718 MolE st 2= s a2},
own. Those who lack this background knowledge D B L5 § 4 9l Ho|
are sometimes taken aback, and it is for this

- FH LS AHel
reason that I set down this record. o o

What Chang-Woo Seok can do: breathing, 2t A2st717} 27kS stk
speaking, hearing well; my sense of smell is ol 23H= S &ni{&H ozl
keen, my sense of taste is fairly good, and my oojuH 22 Lt 221 2 el M4E
hearing, too, serves him reasonably well. my
eyesight shows the effects of age, though it
remained relatively good until the cataract surgery in 2022. And though I have lost
two toes, my two feet still carry me well.

At home, when the phone rings, 1 hold it with my foot and take the call. On the
computer, | have trained myself in a hunt-and-peck style of typing with my hooks,
so | exchange e-mails, manage my blog, online community, and website, and chat on
KakaoTalk. I fit a brush into my prosthetic arm to practice calligraphy and to draw as
well. Thinking it over, there is more I can do than one might expect—and yet once |
step outside, it becomes almost impossible to manage daily life on my own.

My

Chang-Woo Seok
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As for what | cannot do: when
I wake in the morning, | cannot
dress myself, | cannot wash my
own face, | cannot feed myself, and
when | go to the bathroom, I cannot
undress or dress myself, nor clean
myself afterward. When going out,
I cannot take the bus, since it pulls
away too quickly and I cannot grip
the handrail. On the subway, back
when paper tickets were used, |
could hold one with my prosthetic
arm to pass through the gate, but
since the switch to cards, I can no
longer manage it alone. | mostly rely
on taxis, and before | owned a car of
my own, I relied on the vehicles of
volunteers.

When 1 go out, I can’t even
answer my phone on my own (though
I recently bought a Bluetooth headset and can
now take calls by myself), take money out
of my wallet, or open and close the
doors of most cars. | don’t know what
it is about my body, but every time |
have hot soup or spicy food, my nose
runs. | can’t wipe it myself either, so
my assistant has to do it for me.  was
putting others in so much trouble
that | went to an ENT clinic for tests.
I was told I had neither rhinitis nor
any allergies, so | went to a hospital
for further tests. There, 1 was told |
was allergic to mold.

Even when | want to go out, |
have to stay home if no one is there,
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because | can’t get dressed on my own. When
I come home, someone has to undress me
before | can do even simple things by myself.
One important thing is that | don’t normally
wear underpants, so I can urinate more easily. |
usually keep my clothing to a minimum at home,
so when | want to go out, | can’t leave unless
someone helps me get dressed.

Before | developed a heart condition called
variant angina, | would sometimes go out
on my own once someone had helped me get
dressed. Now, though, I can’t take the necessary
emergency measures myself if an attack comes
on, so my wife has ordered me to always go out
with my assistant. 1 do as I’'m told.

If someone makes plans with Chang-Woo Seok around mealtime and then cancels,
1 go hungry because I can’t eat on his own. When | know I’ll be alone, I usually have

food prepared so that I can eat using j
those preparations aren’t made. Whe

ust my mouth, but when I’m expecting someone,
n | have plans with someone who seems to enjoy

breaking promises, | sometimes go hungry all day. Even though | know how often they
let me down, | wait, thinking they’ll surely keep their word this time. When they break
their promise yet again, | simply accept it as my lot in life. Of course, whenever my

wife calls to check, 1 always tell her I’ve eaten well.

My wife stopped working in 2015, and since then, this has no longer been a
problem.

I believe that keeping these circumstances in mind when meeting Chang-Woo
Seok will help us better understand and support one another.

The End

Sunday, December 5, 2010. Cloudy. Revised in part.
Further revisions made on September 13, 2026.
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The nude is one of the most fundamental subjects in

academic art training. Chang-Woo Seok likewise began

drawing in a nude figure-drawing class at the Hyundai

Department Store Cultural Center. Amid a group of middle-

aged women, the sight of him drawing with a pencil fitted

into his prosthesis must have seemed strikingly unfamiliar.

As the model changed poses every few minutes, his body 20|9iC}. E,‘ ls.'%!'-?-o“}ll

also had to remain in constant, rapid motion, leaving the
traces of that struggle across the paper.

In his early work, Seok used pencil and concentrated on
rendering the details of the human body, such as skin, hair,
and fingers. Once he began painting with a brush, however,
the distinctive brushwork of ink painting came to the fore,
while the modeling of volume fell away. In the process,
the figures’ arms and legs became elongated beyond
their natural proportions, and certain parts of the body
were boldly omitted altogether. Seok has said that these
transformed bodily forms sometimes feel like self-portraits.

Croquis, a genre that captures the overall movement of the figure in a single
sweep, was inevitably the form most closely attuned to his physical condition.
The repeated drawings were not merely practices in representing the human body.
They allowed him to sense for himself the body’s weight and balance, its tension
and release, while learning to understand the movements of his own body and
prostheses. For Seok, then, drawing the nude meant depicting another person’s body
while simultaneously discovering his own anew.
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A — i Seok’s sports series captures athletes at their

_i_ most brilliant. He repeatedly watches footage
of competitions, analyzing the flow and balance
5 ° rh 5 of the body and the direction of its force, before
p swiftly transferring the most dynamic instant

onto the picture plane. His subjects range from
Michelle Kwan to Yuna Kim, iconic athletes

of their respective eras. He is so absorbed in
those decisive moments when the human body
performs at the height of its powers that he
says athletes no longer interest him once they

HYo| £Zx A2 2L 718 have passed their prime.
HiLl= =712 £28 2o|ct. O = F7| That an artist who wears prosthetic arms
HAl2 HEES A B 20| S211 Y, shou!d depict the body at the height of its )
slo| ubste B3 5|, 71 A4Sl pl.nysmal powers may at first seem paradoxical.
A a1 71k =1 CHALS His work, hov.vever, does not |:est ona c0|.1trast
ELHE =M Sl WA FACE A HEE perween bodily loss and physical perfection.
0|2 256 ZAdololl 0127|172 BIHE Instead, his sports imagery brings the athlete’s

E35l= M4solct. 2MM7|E Z | movements and the painter’s movements
MAoAlS E0|S =7|2] 25ichn st together within a single picture plane. To

e N e  render the athlete in motion, Seok must rotate
:c.’:ff I_Zr 9_I?_I2|i_lz||7|_:|jll_=2.| SHE his own body with great force, so the depiction
2Elsk= 28A Y sl st of athletic movement also becomes an
ol+E 283 271t et expression of his own distinctive physicality.

A|de azich= Al o= ddzdoz For Seok, sports imagery therefore serves both

slel to portray another person’s body and to trace

- - _ the movements of his own body as it responds.
ZEa} 2 /d S tiulShs ol 24z ot The moment the movemelrts of twopbodies
23 222 £42| 29|= Ho) overlap within a single frame, distinguishing
223} Slvle| 2l gt S otofl between the athlete’s body and the artist’s
3] === f| Q). M40 221 body becomes irrelevant. There is no room
AMEEI7] SISHA ZE7H= 2pAl0] 22 hen? for a hierarchy of perfect and in.1perfect.
24=13] 514300k 51, 270l 2= 40| bodies, or.normal and abnormal bodie.s. I.n his
- = = = sports series, the standard of normality is not
A= nReE 25¢2 30| Er. a goal to be achieved through overcoming.
hatM MA20|H| AXEXE J2ICH= 242 At the moment when the movements of the
Ejolo] 22 BAlsH= =Alof] 2 22120 athlete and the artist interlock, that standard
LS5 zjole] 2ole 2 transcends its original meaning and is rendered
apelofatm et & oic. powerless.
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Anonymous figures fill the picture plane, overlapping and
intertwining until they merge into a single mass. Some
thrust their arms and legs in different directions, while
others draw their bodies tightly inward as though poised
to burst forward at any moment. Bold lines swept out in
a single motion, spreading pools of ink, and shifting tonal
gradations foreground the relationships and currents
generated among the figures rather than delineating each
one individually. In the process, another figure—one not
initially intended—may emerge by chance.

Rather than existing as complete, self-contained
individuals, the figures take shape by leaning into and
overlapping one another. They appear at times as a single
person, at others as layered bodies or as one another’s
shadows, moving continually between the individual and
the collective as the people takes form. Here, the individual
and the group do not exist as separate entities but emerge
through
arelationship in which each constitutes the other: a community.
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It is not uncommon in art history for an artist’s late work
to expand toward flowers and vivid color. Chang-Woo
Seok used only ink in his early work because working with
a wide range of colors posed practical difficulties with his
prostheses. Over many years of practice and experience,
however, he found modes of expression suited to his
physical condition and began to work with a broader
palette. This was not simply a matter of overcoming
limitations, but the result of a sustained inquiry into how
to use his body and extend the range of its movements.
Seok has said that the inspiration for this color came
from the sight of a crowd seen from above at a flower

festival in Spain. In the period immediately after that trip,

he began from relatively direct floral forms, but as time
passed the concrete image gradually faded, leaving only
abstracted flow and movement on the picture plane.

The dots on Hwaseonji surge and scatter in different

Igo 2 dalAam Eoix] 1,

bt gt Algle| QIES

Arsict. 24zte] Hol 2of
siLtel 222 ol2 WA,
Zelgiol 2xoja
gatsts Ake| o
TaIALI 24te| 20|
Ea{uict. o]z ojnjoilA]

Z1 2 ME Z2lE
oloiz|7} okct. =
dY2 Lol MES
Hu=a, Halel oSS
HE5HH, ol sttel
Y U= EBcR

Eaizict.

directions, at times rising up roughly from the surface. Each dot represents an
individual figure. As the dots come together to form a single flow, they reveal the
collective human form that has long been a central concern of the artist, constantly
moving and expanding. In this sense, flowers and human figures are not separate
images. The two forms continually cross into one another, undergoing change and
movement, until they ultimately flow together as a single, vital current.
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Seok refers to his performances as demonstration.  E}Qlo| Al&7}z| 2iQie| Srloz
In ordinary usage, a demonstration shows a ZAUsH= ofleH W27} Eict

product, technique, or piece of equipment
in action. His choice of term reflects his
understanding of performance not as an
autonomous, self-contained work, but as part
of the process through which a painting is made.
therefore, is not a separate medium detached
from the finished work. It lays the entire process
of making before the audience.

The sight of him twisting his whole
body, fitted with prosthetic arms, as he fills a
monumental picture plane inevitably risks being
consumed as an unfamiliar and exceptional
spectacle. Even so, Seok consistently appears
entirely unconcerned with either the violence
or the curiosity of the gaze directed at him. By
refusing to conceal his body and exposing the whole working process, he
does not evade the audience’s gaze but passes directly through it. When
the exposure of his body and the completion of the painting become
one continuous movement, his live drawing demonstration moves
beyond merely showing how a work is made. It becomes an artistic act
that incorporates both his body and the gaze of others upon it into the
formal structure of the work.
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2014
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Az{al, 4t

2 Slulio] B, of 2 AMojl2t, 1A
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p.85 =al7]1 2017 Zolol ¥ 46 x48 cm p.108-109 =70 2008 Zolofl = 140 x 480 cm
p.86-87 Zdot Ex|Ea= 2014 Zolol 140 x 480 cm p.110 =4 2008 Zojofl o 140 x 240 cm
p.88 EfAE 1 2011 ool o, =5 95 x 180 cm p.111 =4 2008 Zolojl o 140 x 240 cm
p.89 Zdot 16 2009 ol 70x70 cm p.112-113 =4 2008 Zojojl 140 x 240 cm
p-90 Short Track 1 2009 ol o, == 70x45cm 4. 472 p.115 =4 2025 Eoloil H 160 x 130 cm
p.91 Short Track 2 2009 Sololl o, =5 45x70 cm p-116-119 ESHED) 2025 Sololl Eghl= 140 x 720 cm
p.92 Short Track 4 2009 Sololl o, =5 45x70 cm p.120 = 2020 Solofl EEtl= 140 x 77 cm
p.93 Short Track 3 2009 Sololl o, =5 45x70cm p-120-121 4 2025 Zolofl = 145 x75cm
p-94 Short Track 5 2009 Sololl o, =5 45x70cm p.121 4 2020 ZSolof| Et= 135x70 cm
p.95 ZE1Ll 2008 Eolofl o, =5 69 x 69 cm p-122(zh 4 2026 Zolof| Ehl= 177 x 97 cm
p.96 ZE16 2008 ool ¥, =5 69 x 69 cm P-122(%) 4 2026 Zolofl Ehl= 177 x 97 cm
p.97 ZE17 2008 Solofl o, =5 69 x 69 cm p-123(zhH 4 2026 Zojojl 177 x 97 cm
p.98 Zs21 2008 Sololl o, =5 69 X 69 cm p-123(2) 4 2026 Zolofl Eehl= 177 x 97 cm
p.99 #E39 2008 Zolojl 69 x 137 cm p.124 Z4 2020 Zolofl 22 70 x 76 cm
p.100 240 2008 Sololl o 135x69cm p.125 F44 2020 Solofl EEH= 70x76 cm
p.101 37 2008 Soloil ¥ 45 x54 cm p.126 4 2020 Solofl EEtl= 70x76 cm
p.103 =4 2008 Sololl o, =5 140 x 240 cm p.127 4 2020 Sololl Egt= 70x 76 cm
p.104 =4 2010 Sololl o, =5 240 x 140 cm

p.105 =4 2010 Zolol o 240 x 140 cm

p-106 A 2004 Zojojl o 240 x 140 cm

p.107 Q 2004 Zojol o 240x 140 cm
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