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Korea’s leading sci-fi and technology artist Lee Hansu has constantly had interest in cultural hybridity, showing fantastic, audacious spatial compositions. He uses sci-fi video, installation, and photography and digital and analog materials such as LED, cameras, sensors, lasers, fluorescent lamps, motors, and projectors. Lee also may be the only artist interested in the universe, aliens, and ‘hybrid monsters’. His trademark motifs, such as aliens, Buddha statues, dragons, tigers, heavenly maidens, chrysanthemums and lotus flowers are very significant and recurring elements in Oriental myth and New Age religions. These Lee separates from their original context, appropriates, and transplants into pop culture. Referring to these as ‘icons’, Lee adopts them as his subjects and intentions. 

His concern with such icons reflects a Korean fetishism caused by a high level of industrialization. In our economically advanced society, commercialism has left marks on culture, like tattoos. The artist represents human lust with New Age religions like Raëlism worshipping extraterrestrials, replacing Buddha and Christ with aliens. Issues he raises reflect the reality conventional ideological values disappear, only exchange value is considered significant, and religious icons are replaced with pop culture idols. Icons constantly proliferate inside Korean society, backed up by the power of capital. Images proliferate within the cyber world and turn to what Lee calls icons. These are randomly mixed and crossed with one another amid the flood of advertising and culture images.

The features of Lee’s colorful, hallucinatory work derive from his awareness of shifts in social, economic, and cultural environments, and a fusion of technical materials and mediums. His work lies in the ambiguous sphere where social criticism intermingles with fetish icons, raising issues of East Asian identity. His message appears serious alongside religious elements. 

In Lee’s work colors appear vivid and bold. He employs intense fluorescent colors such as yellow, pink, pale green, orange, and scarlet from neon signs and LEDs; metallic gray, and intense, sensuous colors from cutting-edge materials like black lighting. In Lee’s work, color is spatialization. In his work, light and colors create a specific but limitless space in combination with an ambiguous background of sound and video images. 
His early work is closely associated with his experience of the social resistance movement in Korea in the 1980s, maintained while studying in Germany. Evocative of human conditions, The Potato Broiler (1998) reflects his awareness of social issues inherent in German society. Both in Korea and Germany his work has consistently reflected his social concerns. 

The establishment of his early style began with his rice painting in Germany. His recent work addressing his concern for tattoos is an extension of this. He glued grains of rice on a canvas solidly applied with vivid paint such as red and jade green. He left marks with rice embroidering a sleek, glossy surface. This method portrayed his feeling and ideas, just as external lighting do in his LED work. Oriental, colorful, and hybrid icons rendered on a round acrylic plate show a passage from the Blue Cliff Record, a collection of Zen Buddhist koans, including “If one sees a barbarian, he can see the barbarian, if one sees a tiger, he can see the tiger.” 

The formation of Lee Hansu style – conceptual art and post-pop

Lee Hansu’s style inherits the mainstream of contemporary art broadly and diversely. Inherited with the legacy of formalist modernism, his style has aspects of conceptual art and post-pop art. His idioms were influenced by Joseph Beuys and Nam Jun Paik, and his performance by Matthew Barney. Lee has completed his own distinctive style by adding sci-fi narratives, American pop-art elements, and entertainment aspects with motifs appropriated from Eastern religion, culture, and identity. 

Lee’s style is most profoundly influenced by his teachers John Armleder and Sylvie Fleury. Armleder was an academic advisor at Braunschweig School of Art in Germany, effecting Lee‘s attitude toward artistic work and idioms. Inspired by Marchel Duchamp’s readymades and Vladimir Tatlin’s Constructivism, Armleder has constantly modified Duchampian ideas within a spatial context. He presented a new way of seeing thorugh his autographic gestures, utilizing readymades, like Nam Jun Paik with his Piano Oxygen (1985). Unlike Duchamp’s readymade, he produced work involving viewers that could be used as daily items. Lee shares the same critical consciousness as Armleder, but works differently. Lee puts emphasis on the problems of hybridity and Asian identity, adding Fleury’s pop art elements to his work.

Fleury’s work, in which femininity stands out, addresses issues of consumption, added with playful sci-fi elements. The unique aspects of Lee’s work, such as commodity-cuteness, faciness, amuseument from refined pleasure, appear derived from Fleury. In Lee’s work lasers like a spider web are perilous apsects of those passing through the space, constructing the space archiecturally. In his marvellous yet perilous world his imagination leads viewers into adventures. He converts viewers crossing through space with lasers into girl knights in German B-class movies or Luc Besson’s SF flims. 

Space odyssey: dreaming of a cultural turning 

Lee Hansu explores the problem of East Asian identity through traditional religious icons, the kitsch features of commercial products, and pop-culture narrative elements. This originated in his undergraduate days at Hongik University in Seoul. While studying in Germany, he engaged in folk, and social work also. In the first solo show in Germay, he exhibited two spacecrafts with rice paintings. With spacecrafts and dragon shapes he made an extensive attempt to encompass the cosmic, beyond the forkloric, in pieces from the mid to late 1990s including Janus Chamber, Weatherforecast from the Uranus, NASA, and Robot II. 

His attitude to work making shows initiative and is future-oriented, employing sci-fi factors. His work was profoundly influenced by Luc Besson’s The Fifth Element, Aliens, Blade Runner, and Resident Evil. “We feel progressive yet ironically political lust in expanding cosmic space,” he says. In Janus Chamber (2001) Lee creates a cool-colored space like a discotheque with heart and dot-shapes of fluorescent pink and blue filling the gallery. The shapes, densely arranged on a wall lend a fantastic feeling to his work, with black lights flashing from the floor. The spatial fantasy this work creates derives from lines of visual perspective rendered by the hearts and dots, drawing viewers toward many luminous points, like entering a spacecraft. A gap of density is represented by intense lights of ultra marine, fluorescent pink and magenta, simulating a gravity field, creating a mysterious experience of space. In this work viewers have an experience of entering another space, following the fluorescent dots and lines in virtual perspective consciously and physically. Black lighting from the floor adds more fantastic vitality. 
The gallery space is sensuously expanded in Weather Forecast from Uranus developed from this work. It looks cosmic and mystic, and like an individual’s inner space seemingly externalized while remaining infinitely open. Like an astronaut a viewer can run a small spacecraft with a remote controller through bright green stars on the glossy gray floor. They can operate an unmanned spacecraft and explore a planet in this temporary virtual space. This is particularly popular among children and viewers alike, working interactively. 
The artist uses geometric elements stemming from planets and snowflakes as referential material. Using photographs offered by the NASA, Lee questions if a cultural turn is possible as if a gravity turn is required for a space travel. What he intends is a cultural turning point, inspired by the concept of a physical turning point. When virtual energy accumulates and goes beyond a critical point, it is actualized, producing a visual, physical outgrowth. This moment of being actualized is the turning point. 
It is interesting that his inventive intention of a cultural gravity turn comes from the pursuit of energy conservation and economic effect. A gravity turn is a concept in physics. This concept is based on the theory that a spacecraft can traverse space by using nearby planet gravity-fields, as if connecting two distant points by folding paper. Through swing-by, traversing once too far-away points becomes possible. Lee’s Swing-by allows viewers to travel borderless space on an imaginary spacecraft.
Lee has been much inspired by photographs featuring macroscopic worlds, stars, and the universe, and photographs of microscopic worlds of molecular structure. For Weather Forecast from Uranus he sets 20 models of green stars in a geometric structure on a silver aluminum floor. Flashlights are set in these stars, flickering at irregular intervals, producing differing outlines. The gallery space is lighted with black lights. The geometrical star-shaped models appear extremely beautiful and fantastic. This work was later combined with the video work in Laserman’s Spiritual Exercise.
Lee generates a fantastic atmosphere through the creation of sci-fi possible worlds. As mentioned above, this was influenced by SF movies such as The Fifth Element, Resident Evil, Blade Runner, and Solaris. The emotion therein relates to the fact SF novels and films - including Philip K. Dick’s novels, Arthur C. Clark’s 2001 Space Odyssey, James Ballard’s Crystal World, and Frank Herbert’s Dune – have taken up a certain portion of market-share in Korea since 2000. His inquiry into this SF content allows him an imaginary experience of space and nostalgia toward eternal mythic time and cosmic mystery. As the ancients before modern science thought Uranus was the last planet at the end of the solar system, in Weather Forecast from Uranus Lee visualizes the dim sense of messages, like star light from the end of the world. The end of the world here is a marginal space where he stands and seeks. Lee’s concern with the perception of star light and a laser beam as messages is evocative of the fact the word ‘angle’ is etymologically associated with ‘messenger’ conveying God’s words, or ‘seal’.1)
Through sci-fi, technological art, Lee intends to convey unknown messages unfathomable with globalized, capitalistic, and commercialized logic. With this he tries to carry an angel’s messages, attains the unthinkable, and sends words from the future that will come like a flickering light. What he dreams of is a strong cultural gravity-turn like an enormous gravity-turn enabling a ‘space warp’. 
---------------------------------------------------

1) Nakazawa Sinichi, Symmetric Anthropology: Alternative Intelligence Discovered in the Unconscious, pp.148-149; Barbara Newman, "Love's Arrows: Christ as Cupid in Art and Devotion", in The Mind's Eyes, 2006, pp.267-272; Barbara Newman, "Love's Arrows: Christ as Cupid in Late Medieval art and Devotion", in The Mind's Eye, pp.267-268
(원문 중 eys / Barbara newma 표기 잘못 수정요) 
Lee dreams of an event-horizon that makes possible the arrival of the impossible, to which such a cultural gravity turn and the theory of the black hole alludes. This exploration may provide a thread for a new East Asian identity. He dreams of a world, namely an expanded cultural universe like an SF world different from the world of humans, where ideological, political conflicts are pervasive. This progressive attitude is confirmed in his installation National Aeronautics and Space Administration (NASA) appropriating a passage from the NASA homepage, without ideological implication: as explorers, pioneers and innovators, we boldly expand frontiers in air and space.

Icon and humor 

The use of icons in Lee’s work is implicative and at times humorous. Through them he criticizes material society. His criticism associates with reification caused by pop culture, reversal of life in consumer society, enjoyment of commodity fetishism, and transformation of traditional icons to fancy products, where the commercialization of traditional icons is a degradation of transcendental value. His work has fancy, kitsch elements, causing discomfort. In other words, emotional residue remains under the surface of his commercialized icons. In his work icons are small, attractive, and objectified while some large objects arouse monstrosity and absurdity. As objects of worship his Buddha statues have holes in their chests. His Buddha heads look like the stone of Orthanc in The Lord of the Rings by J.R.R. Tolkien. Plastic dwarfs seem to be an illusion, embodying a weird fantastic scene.
Humor fuses with pain in Death of Mickey Mouse (2002). Mickey Mouse is a cartoon character and icon of the Walt Disney Company, representing American Ivy League elite. In this work Mickey Mouse is presented through useless, insignificant, and cheap rag dolls, mass produced and sold at souvenir shops. The theme of light and the fluorescent lamp, penetrating Mickey Mouse’s body looks comic yet in a sense generates an atmosphere of Samuel Beckett gestures and the theater of the absurd. What this work presents is an indiscernible situation of an assailant entangled with a victim. As Lee represented wounds caused by World War Two, and racism in German society through his early work The Potato Broiler, his sense of pain derived from a double-bind that makes meaningful action impossible is apparent in this work. What this traumatic pain is like, and what it is for, is up to viewers.2) This torturous situation and sense of unbearable confinement stems from questions surrounding his identity as an East Asian man in the age of global capitalism. 

Reflecting American-European aspects, all forms show post-pop icons as a result of East Asian commercialization and capitalization. Light penetrates a tightly shut shell, fossil-shaped emergency-landing spacecraft, and Mickey Mouse images, symbolic of imperial America.

-----------------------------------------

2) The concept of ‘double bind’ Gregory Bateson presented, to describe a contradictory situation in linguistics and ecology, refers to an emotionally distressing dilemma caused by a contradictory order. 
This puncturing and leaving traces like those from an epidemic onto the body of an image in Sky Crash appears in Buddha-Hybrid Trend (2006) and Dangun-Hybrid Trend (2006). Scars like tattoos, holes, and penetrations leave a subtle, curious sense of pain in three-dimensional kitschy artworks made of plastic. As critic Lee Sun-young and poet Cho Won-kyu pointed out, puncturing lends an aesthetic emotion associated with the sublime felt when encountering the inexplicable, uncanny, infinite, domineering, familiar and yet unfamiliar weirdness in Lee’s pieces.3) This sense is not actually overwhelming in Lee’s work. Rather, his work foregrounds weirdness by adding commercial fanciness and pop art-like touches. 

Lee’s work expresses disgust at the atmosphere of a souvenir shop packed with American pop characters including Disney commodities rather than elevation by the uncanny, and shows our environments as surrounded with kitschy elements. As sociologist Zygmunt Bauman suggests in Modernity and Its Outcasts (2004), commodities are always reinvented, but are destined to degenerate into something unnecessary and waste. His work holds vague possibility, seen in his raising kitsch to the level of avant-garde. He discovers and presents seductive factors in kitsch rather than criticizing any kitschy environment. 
Lee’s work has elements of a game made of rules - dangerous rules like laser beams. A mechanical world of lattices, organized in a solid relational network operates with rules. When rules are respected, freedom is available. In the world of a matrix woven with a net of light, communication or forces are represented by the rays competing or condensed into visible form. 

In Death of Mickey Mouse, Mickey Mouse is penetrated with a glittering fluorescent lamp, at a cross-section of communication forces and relations, and exists perhaps as a result of a condensation of rays or its own cause. Like Disneyland, a fantastic world and a model of the American dream, Mickey Mouse remains in the commodity world of globalized capitalism. The dominating elite, symbolized by Mickey Mouse, respect the rule of the game. They know how to win but the relational net of forces penetrates their bodies. 
In Fairy with a Thousand Eyes holes in a body through which light passes are reminiscent of marks caused by smallpox. These holes lend a dreadful weirdness to the work. In Cloned Angels, brilliant light comes from many angel heads, scattered and intermingling on the floor. Lee questions an object’s physical property by presenting an object’s direct penetration in social, communicative networks.
Lee’s work takes on the character of games. In Global Multilayered Defense (2002), using laser beams, viewers can play a game while passing through space filled with laser beams. If a viewer touches a laser beam, a buzzer sounds, and the viewer is ousted from the space. 
---------------------------------------------------

3) Lee Sun-young, New Aesthetics of the Sublime in the Age of Transnationalization, MU A Monster Technopia, 2004
This game appears aesthetic, with intense colors, with risk removed, and viewers are invaders from outer space. A viewer can reach a blue circle like Earth by avoiding laser beams or overcoming the safety system. For viewers who realize this game is artificial this circle looks like a blue moon. Viewers are usually considered passive, but are here attackers who have to perform. Lee’s game shows rules are not inevitable but should be obeyed in the field of social, symbolic games, and everyone’s position may change depending on their viewpoint as participant.

All Side Seeing Helmet, made with an old German combat hat, looks like an invention by an eccentric scientist, offering a panoramic view through a wireless camcorder, transparent tube, and convex mirror. Viewers can wear the helmet, and scenes are projected on two monitors, showing the panoramic view, and the viewer. The game/gaze is also addressed in Contemplation (1998). In this work a wooden box with two open sides is presented. As an acryl lens is set at its center, and two people appear distorted when they come close or recede. This distortion symbolizes misrecognition due to differences in social and cultural backgrounds.

In Laserman’s Spiritual Exercise Lee shows an objective observation from outside the field of view. What is shown is close to the ‘autopsy’ of Maurice Merleau-Ponty, observing a system including oneself from outside, so the subject is in-between space. Autopsy also refers to the gaze from an impossible position, showing the back of oneself. Like observing oneself in a dream, it is an impossible gaze in reality. Our consciousness observes the system including ourselves, identifying ourselves with others and incidents.

The visual image of MU-A: Monster Technopia I (2003) flows, proliferates, and metamorphoses like butterfly wings. It is like a projection of inner consciousness to the outside, or trajectory of energy inside the brain. Contemplation presents inevitable distortion of perception and awareness through a screen-like medium between two subjects. All Side Seeing Helmet deals with the externalization of consciousness and reciprocal subjectivity through depiction of fear and lust for rampant gazes from all directions: this theme is represented through screens, projectors, cameras with built-in sensors, videos, and monitors. His recurring topic, that extraterrestrials are not perceived subjectively, represents the absolute other, existing ‘always and already’, but ‘not-yet’, ‘nowhere’ and ‘now-here’. 

Lee Hansu addresses reciprocal subjectivity leading to introspection about others through technology or symbolic language. There is something inevitable to defining the boundaries of a local society or residents’ identity, and others are excluded from identification. Others as non-humans, or strangers, different to me in terms of race, nationality, class, or skin color; absolute others in the form of gods, monsters or aliens; others as inhuman things like technology and language ----- My identity is eventually engendered in the relationship with these others while defining their limits.4) 

Lee’s unique presentation of commodities in industrial society and ways of dealing with the gaze from mass media suggest compare with Nam Jun Paik’s Piano Oxygen (1985), TV Buddha (1974), Good Morning Mr. Owll (1984), Bye Bye Kipling (1986), and Communication Tower (1994). Lee’s is another form of meta-layered work of assertion attempting to describe the frame of self-referential, cognitive observation, observing one’s behavior from the outside of a meaningful system through the reinforcement of interactive features of technology.5)
A German soldier’s combat hat in All Side Seeing Helmet, with a panoramic, omnipotent view is pleasurable like an electric shock. This is a reversed Panopticon, a type of prison designed by English philosopher Jeremy Bentham. It is closely associated with obsession for self-exposure, or crave for the gaze, referred to by Slavoj Zizek in Did Somebody Say Totalitarianism. 
“What we have here is the tragicomic reversal of the Benthamite-Orwellian notion of the panopticon society in which we are (potentially) ‘observed all the time’ and have nowhere to hide from the omnipotent gaze of Power. Today, anxiety seems to arise from the prospect of not being exposed to the other’s gaze all the time, so that the subject needs the camera’s gaze as a kind of ontological guarantee of his or her existence.”6)
Commenting on the popularity of the reality shows televised on a real-time basis, Zizek presents the realization of individual fantasies in the age of popular media, showing that action and desire is possible when they are re-intermediated, and are inevitably connected to the other’s gaze, guaranteeing the subject’s existence. A true fantasy is not the scene itself captivating us but is at the side of the impossible gaze inexistent and imagined.7)
After Zizek, through novel, eccentric inventions such as Laserman’s Spiritual Exercise, Global Multilayered Defense, and All Side Seeing Helmet, Lee addresses the need of others who guarantee my existence as an object. He questions non-existential, imagined gazes. Michel Foucault’s gaze of panoptic surveillance is requested by the subject who gazed at with lust for the gaze. Lee’s work reveals a subject who comes into being by placing himself as object of mutually exchanging gazes and the dynamics of the exchangeable system of gazes. 

-------------------------------------------

4) Maurice Merleau-Ponty, Phenomenology of Perception (Phénoménologie de la perception), Trans. by Ryu Eui-geun, Moonji Publications, 2004. pp.508-509, 557
5) Theoreticians Niklas Luhmann and Slavoj Zizek have commented on the cognitive frame of this second-grade observation. Artists have constantly explored interactive, interface aspects by using diverse mediums here. 
“There are no visual midea.”, in Mediaarthisstories, The MIT Press, 2006. pp.400-401
6) Slavoj Zizek, Did Somebody Say Totalitarianism, New Wave, 2008. pp.382-386
7) From this perspective we can see a vulnerable point in Foucault’s discussions on the Panopticon, prison, or managed society. 

Slavoj Zizek, Did Somebody Say Totalitarianism, New Wave, 2008. p.379
Cultural hybridity, aliens, and the monstrous 

As a child Lee was interested in the social in sci-fi, technology, and religious and cultural hybridity. This interest questions traditional East Asian identity, especially within Korean art. To represent these this he employs traditional East Asian icons such as Buddha and Bodhisattva images, marrying them with common everyday items.8) In The 21st Century Bodhisattva for example, Bodhisattva appears as a dwarf, wears cone-hats in Snow White and the Seven Dwarfs, while in Robot II the Bodhisattva is replaced with a scarecrow-robot with the eight hands often used as advertisement in shops.
Fairy and Buddha images as typical East Asian icons are familiar to him, but are completely decontextualized when represented in colored plastic as if cloned. Poet Lee Won-kyu sees this feature of Lee’s work as putting more importance on ‘langue’ than ‘parole’, making a thing of linguistic form. Although works such as Cloned Angels involve many decontextualized angels’ heads scattered on the floor, Non-identified Space-creature Hunter Killer Rocket targets the viewer, and National Aeronautics and Space Administration echoes America’s imperial conceit.

“If cultural icons with different connotations and denotations are combined, new meaning emerges as established meanings are offset. If the new meaning is vague and a new direction is unclear, the grammar of the hybrid is emphasized rather than the message. I thus think Lee’s main concern is perhaps with the hybrid, not the message, the ‘langue’ not ‘parole’.”9)
MU-A: Monster Technopia (2003) presents a monstrous hybrid. It is an interactive installation in which aliens synthesize with diverse icons such as the Virgin Mary, Jesus, and Buddha, modified through animation, dependant on viewer movement. Curator Lee Jun reads this work as a satire on the status of religion in contemporary society. He considers this work as a representation of a state where images are synthesized with ease, modified, and proliferate infinitely through digital technology and the Internet, and asks if traditional religions are still effective.10) 

(주10 표기가 누락되어 있어 삽입함)
This work uses Raelian followers as video material. Lee attended a Raelian ritual employing Eastern meditation to explore heterogeneous religion through hybrid icons, and invited Ralelians to perform directly for Mu-A Om, Mu-A Dane, and Mu-A: Monster Technopia (2003). Raelism is a minority shamanistic, polytheistic religion founded by French Claude Vorilhon, combining many elements such as the Buddhist swastika and Indian Om meditation. 

-----------------------------------------------

8) The term Bodhisattva generally refers to Mahayana Buddhism and the pursuit of enlightenment and perfection to attain Buddhahood. In Buddhism, bodhisattva refers to a saint who practices six paramitas (perfection of virtues cultivated as purification), and Buddha who serves the benefit of all sentient beings. A bodhisattva attains Buddhahood after 51 stages of practice for the benefit of all beings. Some scholars interpret ‘bodhi’ as ‘practicing wisdom, and ‘sattva’ as ‘practice existence’.

9) Cho Won-kyu, Hybrid Art as a Universal Language, MU-A: Monster Technopia, Da Vinci, 2004

10) Lee Jun, Futuristic Fantasy, Hybrid Landscape, MU-A: Monster Technopia, Da Vinci, pp.50-51

Synthesizing complex, intricate flows of contemporary art together, Lee makes use of shamanism and New Age religion, and lends an East Asian character to his work. He does this through tradition and modern Western modification rather than Buddhism or Confucianism, dominant ideologies of the Goryeo and Joseon periods. Raelians, a New Age religion from France pursues love and peace, through communities in a state of selflessness. Their consciousness is shamanic, encompassing Christian and Buddhist aspects. They believe in and aspire to a race of extraterrestrials more advanced than humans. Raelism compares with Korean shamanism or Mitreya sect as it includes performance reaching a state of trance.  

Lee presents the extreme hybridity of performance as a phenomenon. Worship and ritual operate in his work as a collective psychology within commercial society. Capitalism and fetishism in consumer society is a sort of religion in contemporary society. But old religious rituals still have a function: while consuming commodities people seek the sacred, exposing a fundamental paradox. A Raelian ritual anticipating the arrival of extraterrestrials is appropriated from Buddhism in his work, but appears fetishistic and decontextualized, like a Buddhist statue made irrelevant to Buddhism. It works as an example of absolute otherness infiltrated into each individual’s inner-self, impossible to understand, but recurring. It has something to do with a pursuit of femininity too, like ancient motherhood workshops. For Lee, Raelians hint at a sub-cultural border. 

Lee’s concern with Raelians connects with Hwang Sok-yong’s novel Barideghi (2007) addressing pre-modern, modern shaman healing, and Bong Joon-ho’s film The Host (2006) dealing with otherness beyond the normal family. Writers and artists including Hwan Sok-yong find solutions in classical fables like the Tale of Simchong, pansori, Goryeo songs, and Joseon collections of literary works and novels. 

Lee considers elements of shamanism prohibited by the ruling class as significant, to discover a Western, modern religious attempt in Raelism. Find the theme of his work in Korean tradition, comes from his experience of student dissident movements against the military dictatorship of the late 1980s. Although Lee’s critical perception of the situation is critical, alongside artist and friend Park Eun-tae, and Choi Geum-soo who established neolook.com, Lee works different to them following his study in Germany. 

With the influence of the West his work’s social engagement is different from other artists through its hybridity. Unknown future symbolized by aliens are already in the self. Find communal infinity beyond individuals and sacredness in the postmodern era appears as religious ritual. He marries Buddhist statues and mediums with elements of performance to express an aspiration to find his inner self. He starts from where Nam Jun Paik stopped, influenced by Paik’s machines, critical attitude toward the gaze and medium, a German post-minimal, conceptual tendency, pop art by Sylvie Fleury and Andy Warhol, both passive toward consumer society, and performance by Matthew Barney.

Mandalas in Mu-A Technopia 

In the Mu-A Technopia series moe-game elements, a salient feature of the age of the avatar, are addressed through modification of images reminiscent of mandalas alongside religious topics.11) Characters such as Alice in Resident Evil appearing as the viewer’s altar-ego who has an adventure instead in Alice in Through the Looking-Glass, and What Alice Found There by Lewis Carroll are hinted at in this series. 
In Mu-A Om a woman in a space-suit sits with legs crossed practicing meditation, muttering incantations. A transparent, egg-shape object moves like a fluid life form. When it overlaps with other parts, enlarged, distorted forms appear.12) In this work a hexagram representing Jewish identity combines with a Buddhist swastika, (official emblem of the Nazi party when reversed), generating a strong impact. Like the monotonous meditation music used in Lee’s work, it demarcates an unclear territory before a message is perceived. Eggs or embryonic forms in his later work in videos representing a chaotic state before birth show birth of a new self attached to an object.13) Aliens in an embryonic form are compared with inhuman technology, presenting a new technology horizon.14)
Lee gets ideas about aliens from shamans or heterogeneous beings in a hallucinatory state, or the fantasies of those who have experienced UFOs involving general paralysis by alien gaze or medical experiment. Such experience entails extreme psychological tension and pain. Such fantasies come from an experience of religion in a primitive form, integrating waiting for prophets, supreme leaders, and mediators in the Millennial Kingdom movement in the West and Maitreya in the East, into a state of shamanistic self-forgetfulness.15)
---------------------------------------------------

11) Moe (萌え?) is Japanese slang from the verb ‘moeru’ (萌える?) meaning ‘to sprout’. This word is often used to express the adorable, cute, and pretty, and preference for the attributes of a character’s appearance, personality, occupation, and social status. Its use has increased due to the spread of mobile phones and Internet.

12) In dialog between Alice and a lamb the white rotund thing Alice aspires ascends to the shelf.

13) Ronald Bogue, Deleuze: On Music, Painting, and the Arts, pp.74-75
14) Bernard Stiegler & Jacques Derrida, Ecography: On Television, Trans. by Kim Jae-hee & Jin Tae-won, Mineumsa, 2002 
15) For Raelians, immature human spirit is close to an embryonic state. They advocate spiritual practice through everyday meditation alongside minimum possessions, love, and body training, to reach the highest good and enlightenment. Shamans and contactors with aliens are given superhuman spiritual strength and a new body. They rely on pseudo-religiousness and superstitious belief shared by those waiting for UFOs. According to their statements collected from the Bible and Quran, their goal is love and peace.

Sung Si-jung, UFOlogy: Encounter with Anthropology, Sallim, 2003, pp.60-61

MU-A Dance involves a woman in a space suit from MU-A Om dancing a MU-A dance as if in cosmic space, and gives form to the rhythm of pre-linguistic semiotique, called ‘chora’ in Plato’s Timaeus, referred to by Julia Kristeva. The mirror image of a dancing woman is made by the dance itself, change in motion, and non-spatial time. 

Lee raises questions through these video images, about the simulacra infinitely proliferating in virtual space like monsters through incessant modification. But I think this work emphasizes a state of selflessness, annihilation of self, indicated in the title MU-A (無我).16) 

In MU-A Monster Technopia, and MU-A Dance, Lee combines Raelian performance with installation, while in A Fairy with a Thousand Eyes he demonstrates a monstrous angel fused with Buddha. MU-A (無我) means the state of losing one’s position, or ecstasy. Before claiming my identity, Lee considers the environment as a base for my genesis. He represents this state mechanically and technologically. He affirms all given things in the name of technology. His complete affirmation brings forth joy and ecstasy. He loses himself in ecstasy, represented diversely. This state is repetitively suggested in A Fairy with a Thousand Eyes emitting light from the body; Cloned Angel, in which decapitated Buddha heads radiate light on the floor; and Janus Chamber, decorated with star and heart shapes, exuding a hypnotic serenity like a discotheque. 

Lee’s work questions me, and this tosses me into a given environment, relating me to an experience of selfless ecstasy. Within this, sensuous experience is presented through unfamiliar hybrid synthesis that results in something monstrous. With his concern for hybridity his Buddha statues appear as imports from Europe or Japan rather than Korean. He represents an ambiguous East Asian identity through a vague Orientalism this way. For Lee, the term encompassing all is the ‘kitschy’. For art critic Cho Kwang-seok Lee’s work is progressive but culturally shocking if seen from a distance.17)
As in a shamanic state of ecstasy, space for religious aspiration, or a ritual, MU-A Technopia points out a psychological place like an abyss that a subject undergoes before birth. This space for ritual in reference to Raelism indicates a mysterious luminal place existing as a non-substantial occasion. A Raelian ritual displays a space for worship and waiting, and video images of this visualize this ritual space is in an individual’s mind, in the form of absurd expectation and fetish worship.18) Although embellished with reason, science, and technology, these images confess our inner self is obsessed by fetishism, pseudo-religious ritual, the kitschy and hybrid. Lust for commodities and avatars and immersion in anonymous network relations reveal his work’s religious character. A dragon broken into pieces and decapitated Buddha heads scattered on the floor are reborn into light in a state of selfless ecstasy. It is a state in which ‘self’ is not yet engendered or existent, and the plane of consistency in which it is not yet categorized or named. 

--------------------------------------

16) The term ‘chora’ is the concept Kristeva brought from Plato’s Timaeus.
The Kristeva Critical Reader, 2003. pp.162-163
17) Cho Kwang-seok, Discourse on Cultural Hybrid, MU-A: Monster Technopia, Da Vinci, 2003. pp.22-23 
18) For the ritualistic characteristics of the liminality of a threshold, refer to Victor Turner’s From Ritual to Theatre: The Human Seriousness of Play.
This ecstatic immersion within the plane of consistency is beyond the level of normal ethics and laws. It appears grotesque. The plane of consistency as the inexistent, unthinkable, and things belonging to the others, is experienced as the monstrous. As the space of monstrous selflessness is beyond the individual it is thus suggested as religious through icons from traditional Eastern and Western religions. 

The adventure of losing, shattering me, and becoming a new ‘I’ in the horizon of selflessness is inhuman and impersonal, but at times attractive as in Fancy Nirvana. Although we are always ready to be bewitched or bewildered by external things, it is in another sense playful like a game. It is paradoxical and painful as in the chest with a hole (Event Horizon II), decapitated heads (Cloned Angels, Unknown Strikes back), and a prisoner engraving crimes he committed throughout his life in Franz Kafka’s In the Penal Colony (In der Strafkolonie). Culture itself comes into being in the refined yet monstrous amid the heterogeneous. Culture originates from chaos given order as an abyss of simulacra. As in Lee’s work, it is a synthesis of the heterogeneous that is not in a logical context, and thus fundamentally monstrous.19)
In MU-A Monster Technopia (2003) a video unfolds in which an alien is synthesized with religious icons, such as Jesus, the Virgin Mary, and Buddha, (depending on viewer position), and modified into monstrous appearance. In this work Lee appropriates the basic Raelian idea of pursuing an ideal world through contact with extraterrestrials, but presents it as a symbol of extreme hybridity. De-sanctification and random modification through ritual is rapid in this work. A scene of hybrid metamorphosis questions the simulacra of Jean Baudrillard and Gilles Deleuze. Its effect is popular and fancy, but its content is serious, questioning civilization, science, and Eastern and Western religions. As technology-art, it is audacious, candid description about changing environments in the era of the Internet. Relations between subject and object and objective thingness obvious in the past are no longer guaranteed by scientific and technological progress. 

Like Schrödinger's Cat simultaneously alive and dead in a box when we look, observation and its object are generated and revealed simultaneously, at the same horizon. Lee’s work demonstrates an entity that appears in connection with a mutually changing virtuality. In MU-A Monster Technopia (2003) Lee concentrates on a strange relation that is monstrous. It is a real appearance of a completely open state in which all including Buddha, the Virgin Mary, and others can be integrated indiscriminately, without distinction between good and evil; an undifferentiated state before individualization; and a network of entangled and dissolving forces represented by crossed laser beams. 
----------------------------------------------

19) The plane of consistency Deleuz denotes is the state simulacra is pervasive. For more details on this, refer to Division of Deleuze Thought compiled by Sowoon Sewon, Greenbee, 2007
(원문의 plan of consistence는 오기인듯 -------- 이는 plane of immanence라고도 함.
위키피디아 참조: Plane of immanence is a founding concept in the metaphysics or ontology of French philosopher Gilles Deleuze. Immanence, meaning "existing or remaining within" generally offers a relative opposition to transcendence, a divine or metaphysical beyond or outside. The plane of immanence thus is often called a plane of consistency accordingly ------- 참조 후 삭제)
In Lee’s work religious icons from tradition and popular culture are mass-produced symbols of strength in the form of light. In his work the force of aliens, fairies, cupids, hearts, dragons, chrysanthemums, magnolias, lotus flowers, and Buddha statues is signified by laser beams, indistinguishable from his work’s sci-fi, technological work. He represents Korean environments and situations unified by globalization through hybridity. As suggested by his Buddha statues, he sees the feature of Korean icons as hybrid. 

The angel image in Fairy with a Thousand Eyes with many eyes and wings is reminiscent of the ancient Western angel, seraph, meaning to burn or, as ‘saraph’ in Hebrew, meaning a fiery, flying serpent. A seraph or seraphim is a synonym for serpents that bit the people of Israel in the Book of Isaiah. This snake is also mentioned in Numbers.20) Seraphim became a type of celestial being and later archangel mentioned in a Judaic ritual, forerunners of Cherubim in Christianity. They appeared alongside the Jesus image in the Middle Ages, with six or eight wings, (in medieval illuminated scripts), symbolizing divine puissance.21)
The monster-angel with seraph wings on the Buddha body in Fairy with a Thousand Eyes (2004) and the dwarf in The 21st Century Bodhisattva are illusory beings that cannot exist in nature, triggering expectation for singularity like a kid hoping to see aliens. Fancy-Nirvana is a huge installation with a Buddha-angel characterized by Buddha heads in four fluorescent colors. The Buddha heads radiate laser beams projected in many directions, crossing in the air and glittering, symbolizing bilateral communication. These heads, emblematic of a computer network or cross of consciousness, fill the space with colorful light, stimulating a childlike innocence. 

Lee’s work aggressively appropriates religious icons from Buddhism, Hinduism, and Raelism and summons something beyond the capitalized, profane Earth, as the term ‘alien’ connotes. With Sky Crash (2005) recalling an emergency-landing UFO, and a UFO and those waiting for aliens in I Want to Believe, Lee represents a future interfering in the present like something unpredictable and impenetrable but soon to arrive.22) His interest in aliens associates with an exploration of a new context engendered when objects decontextualized and combined disjunctively. He illustrates this context through hybrid, heterogeneous forms at the boundary where cultures clash and blend. In his work religious icons and their value fragment, losing their context of the cultural milieu of commercialized post-capitalist society. Lee’s icons are thus indecipherable images that can be inserted in any context. However, they have nothing to do with connotations of typical Korean Buddhism and Christianity, and are distinguishable from other commercial images. Lee seeks their possibility to contact non-daily experience through their infinite attributes without their theological connotations. 
----------------------------------------------------
20) Jesaja (6:1–3) records the prophet's vision of the Seraphim:"... I saw the Lord sitting upon a throne, high and lifted up; and His train filled the Hekhal (sanctuary). Above Him stood the Seraphim; each had six wings: with two he covered his face, and with two he covered his feet, and with two he flew." Num. 21:6 "So the Lord sent fiery serpents among the people, and they bit the people; and many of the people of Israel died."
21) Barbara Newman, Love's Arrows: Christ as Cupid in Late Medieval Art and Devotion, in The Mind's Eye: Art and Rheological Argument in the Middle Ages, 2006, pp.276-281

(원문의 주22가 누락됨, 확인요망)
These icons in the past conveyed religious meaning and helped define a nation’s identity and are now merely grotesque, impenetrable, even monstrous in a commercial environment. Discovering the monstrous we see another definition of monsters as special, escaping from prison-like individuality in post-capitalist society, from an abyss of confusion and fusion; something we have not considered; and something new from the outside. 

Aside from the definition of and reference to otherness that should be removed or defeated to maintain one’s identity, another significant connotation the monster presents is demonstration with others, suggested in the Latin origin ‘monstrare’. As Gilles Deleuze states, it departs from the individual or pre-linguistic. It is also outside and inhuman, deviating from the category of the humanistic and regulation of one’s identity.23)
What does Lee achieve through these images? Through his work he questions East Asian identity. For Lee, he fails to find any positive Asianness in East Asia’s traditional, familiar icons, such as Buddha statues. Such icons have long been eroded of value by the logic of commodity and profit, the crust of commerciality, and coarse, lowbrow kitsch. Rather, Lee discovers Asian identity in remainders of modern pop culture, communication via the Internet, mobile phone communication, game culture, and iconic commercial culture.

Lee presents a forgotten truth and significant meaning of monstrousness through audacious rearrangements of reminders, surplus, and residues of East Asia consumerism. Through angels and monsters, Lee discovers an exit from the conditioned kitsch base of commercial society. He also finds this in human selfishness and lust, sci-fi and the mystic, the cosmic, and the post-humanistic dehumanized and decontextualized. 

For Lee discovering East Asian identity begins with fragmented, kitsch, and hybrid situations. He shows that much is kitsch and the surplus of industrial society, but with potential and unexpected effect within hybridity, blending, fusing, and affirmation. Although Lee’s work begins with appropriation of commercial, kitsch, and popular icons, he reveals through these an invisible world inherent in visible flamboyance and an innate divine horizon.

------------------------------------------

23) Maurice Blanchot, Outside of, Ingan-sarang, 2006

Tattoo, imprinting, experience, and spatial communication

By reviewing his recent exhibitions we find recurring keywords: kitsch, alien, sci-fi, virtual space, tattoo, and pseudo-religious group, Raeliens. His interest is triggered by his belief our society has an innate kitsch background. Lee presents the kitsch as it is, before devaluation. His adoption of sci-fi elements to escape capitalist logic, and his concern for post-human externality, such as the extraterrestrial and heterogeneous, are linked to his affirmation of kitsch culture.

The C+ Swingby series (2007) displayed at the Gana Art Space in 2007 is an extension of Flashback (2006) and Ouroboros’ Dream (2006). In one of the photographs from this series, a woman wearing a white dress and silver shoes stands in the night with an alien from a sci-fi movie. A halo around her head is symbolic of a divine area. This series includes a photograph featuring the artist wearing a space helmet standing with an alien holding a crystal ball. Fancy, ornamental icons he appropriates from commercial tattoos include the chrysanthemum, fairy, lotus flower, moon, roaring tiger, Indian flying fairy, and Medusa like spider woman. These icons symbolize a commercial culture and cracks in the body’s surface.

In the LED Painting Series (2006-2007) Lee creates a variety of tattoo images such as a magnolia, chrysanthemum, rose, cupid, dragon, fairy, Buddha, and tiger with LEDs in flamboyant fluorescent colors on a circular ground. At Gana Space, 10 round canvases with images depicted with LEDs are displayed on the first floor like a prelude to the main show, alongside a series of large photographic pieces juxtaposing an alien and human in outer space. This typological photographic work questions East Asian identity and tattoos appearing in the photos question the nature of human desire and humanity. On the second floor is an installation featuring a dragon in pieces decorated in red and blue fluorescent color. What does the dragon corpse mean? Does this reflect the mirror image of Jacques Lacan? I recall the vision of Saint John in the Island of Patmos who underwent a shattering of his selfhood and the world broke into pieces before his eyes through Lee’s work, linking to a profound mythic context. Like in the Apocalypse, it is a vision where the psychological tangles with the cosmic. 

Fluorescent tubes stuck in the body of a Buddha statue and corpse of a shattered dragon ---- is it a relentless shattering of a mirror image in the imaginary that Lacan argues? Or, is it a severance of time in the rhythmical movement of the dragon, or murder of a monster? What is the monster? And, what comes from this shattering? In Lee’s work the monster is a hybrid cultural entity and culture itself. In his work the monster comes into being just as an alien arrives in a science fiction story, as something not yet existing or imagined. Meanwhile, the monstrous appears surreal; a grotesque monster-angel in Homage to Salvador Dali.24) In Lee’s work, divinity dwelling in humanity is with the monstrous humanity, or hybrid humanity of Buddha, Jesus, the Holy Mother, and angel, on the same plane of consistency; plane of immanence. (원문의 plan을 plane으로 수정요) This recalls something unthinkable, invisible, beyond the event horizon, where gravity is infinite and there is a black hole. 

For Lee tattoos are an ‘inscription on some surface’ adopted as a fancy icon of non-mainstream popular culture. They respond to divine icons appropriated from Eastern and Western religions as contemporary, commercial, lowbrow, sub-cultural, non-mainstream, kitschy, and popular icons. A tattoo is an indelible mark inscribed on the body. Regarding tattoos and piercing popular among youngsters in contemporary society, Renata Salecl argues in Perversions of Love and Hate that aspiration for this is ‘the return of the real’ reflecting a desire to seek indelible worth in the world where all is frivolous and commercial.25) In contemporary society young people are bombarded with beautiful images by the media. One of the ways to resist this forced identification is to execute actual deeds or leave unchangeable marks on the body.26) 

Contemporary thinkers often have a special interest in writing or inscribing, placing importance on imprinting events in an incorporeal sense, echoing medieval thought and attitude toward impressing and marking. For example, an angel was seen as ‘the seal of God’, and the Jesus icon began from the imprint of divine power on the veil Saint Veronica handed him to wipe his forehead. As the Bible was not described arbitrarily but transcribed what angels said, icons were impressed like a seal, without human ability.27) In a religious sense imprinting the body is very strong, and in contemporary philosophical language, it is close to an indelible bodily memory like trauma that cannot be captured with consciousness but is unforgettable. The seal of God is remembered as a trace like an indelible trauma. Trauma generates repetition in everyday life for overcoming pain. An impulse and habit is formed through this and a habit turns into a custom, intervening in the formation of social identity.

------------------------------------------------

24) In this sense, Gilles Deleuze discusses a monster from an abyss as an escape from the individual in Difference and Repetition.

25) The oppressed or residual enjoyment that cannot enter the symbolic in Lacan’s theory becomes a reason for repetition. Deleuze argues about repetition, but for him, problematic is repetition associated with the death impulse. Hal Foster commented on ‘the return of the real’ in detail. Its meaning should be grasped by means of Lacan’s theory. For theoreticians influenced by Lacan’s thought, the real is something that cannot be represented with the order of the symbolic, and only appears as the form of trauma.

26) Renata Salecl, Perversions of Love and Hate, b Publications, 2003

27) Jacques Derrida pays attention to ‘ecriture’ meaning ‘writing’ in De la grammatologie. He also uses terms such as ‘arche-ecriture’ or ‘trace’. Noting the character of ‘writing’, ‘written trace’ becomes evidence of one’s existence in a phenomenological sense.
A tattoo is the insertion of indelible, painful marks traced on the body. People have been forcibly tattooed as part of an identification system in American prisons, and in Australian and New Zealand society. Tattoos are rites of passage in tribal societies before it becomes a nation. They were used as an ethical obligation within society, like rites of passage, and imprints of subculture through an artistic grammar. They remind us of modern theoreticians Marie Fredric Jameson and Jacques Marie Emile Lacan, arguing post-capitalist society presents the real through the imaginary as trauma, and something indescribable and unrepresentative. 
In popular movies tattoos are used as an icon for the self tortured in a temporary space of transition in a subculture or at cultural boundaries. In Blood Diamond, dealing with political, economic conflict in South Africa, young soldiers captured by rebel forces are forcibly tattooed. In Days Wandering, an independent Korean move by director Kim So-young, addressing Korean aspects of students abroad, Korean adolescents who to adapt to American society tattoo each other without reason. They remain self-tortured and imprint the crisis of their identity at the border of heterogeneous culture.
Didier Anzieu uses the concept of ‘skin ego’ to argue that a strong impression and psychological change from the external world are based on bodily existence or structure. Also, the skin has a distinct characteristic as boundary or surface between interior and exterior. For Anzieu the skin is ego between the self’s inside and outside; between the ‘id’, and composites of external connotations.28)
Lee’s concern for tattoos is an active embrace of subculture in an over-culture, artistic language, showing a metonymic interest in the meaning of imprinting, marking, and recording a pure incident with the body. In Europe in the Middle Ages, an angel was ‘the seal of God’, icons were from the external, and ‘something imprinted and engraved’ as Saint Veronica imprinted the face of Jesus on her veil, and Bible writers recorded what angels said.29) Lee presents the religious as an aspect of a cosmopolitan or non-mainstream subculture. His tattoos come from the border of cultures; a hybrid culture of different origins. 

In The Black Head with the Third Eye, lasers like a thousand eyes flash at regular intervals to reveal an image. Web-camcorders between the eyebrows of a Buddha head transform viewers into a digital Mandala, showing them on a wall in real-time, so interactivity is embodied. Viewers appear to morph like a caterpillar and overlap with a tattoo. The image of a viewer turning into a Mandala appears fluid with form changing restlessly. The image reveals the insignificant presence of the coldhearted neutral screen in contrast with a video-image created by reflected light.

---------------------------------------------- 

28) Joanna White, Mark of Transgression: The Tattooing of Europeans in the Pacific Islands, in Tatoo, ed. by Nicolas Thomas, Anna Cole and Bronwen Douglas, 2005 

29) In early Christianity angels conveyed holy words to apostles and the Jesus icon was the Jesus face imprinted on Veronica’s veil and inscribed on the spirit.
Herbert L. Kessler, Configuring the Invisible by Copying the Holy Face, Spiritual Seeing, 2000. pp.71-72

(원문중 copyimg을 copying으로 수정요망)

Jacques Derrida argued the importance of writing and recording as original marks facing the authority of ‘vocal logos’. For Derrida, writing is not an act of writing but an original record or mark. For Derrida, recording means “The mark never appears in a phenomenal experience of existence.” 

The image is innate in a ray of light, and is only momentarily embodied on a senseless medium when projected. The true nature of the image is implied at the contrast between fluctuating video scenes and the heavy medium as hybrid simulacra proliferating in moments. Lee’s work embraces momentousness as a sensuous material and shows light as an ephemeral, instant medium, holding philosophical concern at the skin as surface where interior meets exterior.30) The spatiality this temporal momentousness forms is part of the border, for anthropologist Victor Turner, and the plane of consistence for Deleuze. As a condensation of singularity, a meaningful incident works like a thin screen imprinted on the body. 

A constellation of stars is the main motif in Lee’s work, in the background of his photographs, and shining like a tattoo of LEDs on a round canvas. Lee’s constellations are developed from rice paintings made during his study in Germany in the late 1990s. The round canvas like a celestial shape is used for this type of work, decorated with appropriated symbols. Ouroboros’ Dream (2006-2007) exhibited at Gallery Mano in Gahoi-dong, Seoul, represents sensational senses recalling something neurological found in the subtitles of the film The Science of Sleep and Damien Hurst’s circular paintings.

Light from the Buddha statue with a hole in its chest that looks like a rescue-robot with a crystal ball on its head (Event Horizon II)(원문에는 사상의 지평선 I로 되어 있는데 작품사진 보니 사상이 지평선 II가 맞는 것 같은데요???? 확인요망); or the light radiating from a bizarre fairy whose body is covered with holes like marks of the plague signify the strength of modern icons and represents the viewer’s gaze. This alteration of strength from two directions like electronic energy in the Internet is fleeting and reciprocal. The intense light penetrating the body is in Unknown Strikes back, Mickey Mouse, Hybrid Buddha, 21st Century Bodhisattva, Sky Crash, and Hybrid Dangun. 

Through a representation of light and the gaze Lee presents a relational space created when the viewer gazes at the Buddha and fairy statues, reveling cracks in the real as a momentary space of communication. Entering the venue, viewers lie in the space of communication woven with beams of light. The gaze and energy formed by the light offers a temporal, physical experience. 

--------------------------------------------
30) The moment Lee addresses is the temporality Alnka Zupancic argues through Nietzsche’s ‘noon’: the time of a divergent event here and now. The brief moment like the nostalgic time referred to as the ‘eternal present’ of Fredric Jameson’s post-industrial society. 

Lee’s work enhances the potential of the visual to its extreme through viewer engagement. The space of his expression is two-dimensional in the form of panel painting, and three-dimensional, like the room in Fancy Nirvana filled with light and objects, redefining empty space as a cosmic game. This space looks fantastic as a discotheque. 
In the video work Laserman’s Spiritual Exercise, a man in a space suit uses ‘qi’ (spiritual inner energy) to exercise on a snow-capped mountain. It is laserman, training like a Daoist Zen priest, radiating beams of light from his fingers to reveal the form of the ‘qi’ and represent non-physical modification. For Lee Jun this is an avatar infinitely proliferating and morphing in virtual space, and humorous parody of a religious icon.31)
Seolsan-sudo, from Seolsan-sudosang, a Palsangdo, from the eight scenes of Buddha’s life, is practice on a snow-capped mountain. Palsangdo illustrates the eight scenes of Buddha’s life including birth, leaving home, practice, achieving enlightenment, and entering nirvana. Laserman’s Spiritual Exercise features a laserman, armed to the teeth, training on a mountain covered with leaves. This work combines video images projected to a wall and models of stars in Weather Forecast from Uranus to show experimental combinations the media as a self-observational, self-referential system and religious asceticism through physical training.32) 

The image created by projected laser beams is like a thin, non-existential, unstable, undetermined membrane. The image is projected onto a snow-capped mountain, as a dynamic image, with meaning completed in combination with the installation Weather Forecast from Uranus, representing present memories. 

Lee addresses momentary video images with a thin, fickle feeling using light that can be combined with three-dimensional work. Using screens, projectors, webcam cameras, and sensors he creates a vague, incorporeal feature. Lee represents the future as inserted in the present; a distinct continuum, where temporal length is interpreted using spatial intervals. In musical variation there are no fixed passages despite diverse changes: in Lee’s work modification of images and light appears in the form of changes in simulacra, projected onto a thin, intermediate medium. 

------------------------------------

31) Lee Jun, Futuristic Fantasy, Hybrid Landscape, MU A Monster Technopia, Da Vinci. pp.50-51
32) Palsangdo is a genre of Buddhist painting depicting Buddha’s life. It is usually housed in palsangjeon or yeongsanjeon in a Korea Buddhist temple. Korean palsangdo took its reference from Fo-pen-hsing-chi-ching, or Sutra of the Collected Stories of the Buddha’s Deeds in Past Lives. Its idea is described by those respecting The Lotus Sutra. The painting presents descent from Tusita Heaven; preparing the birth; observing the mundane world; leaving home; practicing on a snow-capped mountain; overcoming the spirit of evil; teaching the dharma; and entering nirvana. Seolsan-sudosang consists usually of six scenes.

His realization of the momentary and frivolous along with the creation of an intense, visual atmosphere and indefinable background sound perceived as vague noise raises the problem of synesthesia, combing two or more senses.33) Although Fancy Nirvana depicts an ascetic’s ecstatic experience, but for external observers it looks arbitrary, ridiculous, and shabby. In Double Trans, Lee projects his own appearance onto a tattoo with three monitors. This creates a pattern on part of a wall. Projected light does not create visible form without clashing with the wall: the wall is a limit, a condition, and ground for a tattoo. Light emerging through a wall or screen; half-matter neither existence nor non-existence; an inscription without thickness as a half-existence, is where fantasies dwell. Rays of light appearing only as they clash with a wall or screen, and projected light in which forms are entangled, recall a plane of consistency before division.34)
This sense of unrealistic space is embodied through color or colorful light, as in Fancy Nirvana and C+Swingby, or as quietly droning noise, or a momentary flash of light or fleeting time. His recording fleeting video images on a plane records aesthetic perception intense, indelible, yet impossible to fix. His interactive installation displaying viewers within a Mandala is an extension of this. Art critic Lee Sun-young points out that his digital Mandala is a modern version of the Oriental Mandala symbolically representing cosmic truth.35)
For Andreas Broeckmann a performance is evocative of an interactive system, in terms of the practice of a program, and an observer is included in a technical system as trigger or observer of programmed results. In this work, recalling an interactive system, a performance of a physical spiritual practice executed by laserman is an embodiment of a program triggered by a command.36) A participant joins and remains observer outside the system by being physically involved in a programmed narrative. Laserman as performer practices, depending on an automatically mechanized program, and has a dialog with a machine as in a B-grade sci-fi movie. In this type of work performers compete or converse with programmed machines. Laserman on a snow-capped mountain is a manifestation of an avatar that automatically executes a narrative program’s command. In this type of work, the performer inside is the same figure as the outside observer, recalling a system in which one interacts with himself in a close time gap.37)
------------------------------------------------

33) Foissant has mentioned ‘synesthesia’ as an approach to reality. 

Louise Poissant, The Passage from Material to Interface, in Mediaarthistories, The MIT Press. p.243

34) This concept derives from Gilles Deleuze.

35) Lee Sun-young, New Aesthetics of the Sublime in the Age of Transnationalization, MU A Monster Technopia, 2004. p18

A Mandala is a map to enlightenment for a practitioner to become one with the core of the universe through meditation. Mandala is a Sanskrit work combining ‘manda’ (nature) and ‘la’ (possession), referring to a ‘circle’ filled with the true nature of the universe. The fundamental elements of Mandala are the circle and square. It is said a Mandala helps one discover the center of one’s life. Suggesting eternity and dynamism, it represents multi-dimensional space and time in a two-dimensional figure.

36) Andreas Broeckmann describes recent similar interactive work.

Andreas Broeckmann, Image, Process, Performance, Machine, in Media Art histories, 2007. p.200
37) Broeckmann, Ibid. 
Spatialization of color and light 

Lee’s exhibition is meaningful in that his works, such as The 21st Century Bodhisattva, Cloned Angel, and The Third Eye with a Thousand of Buddha Heads, presents forms through projection and overlapping of colorful light that define viewer space beyond a mere synthesis of hybridity, and his other pieces such as Janus Chamber and C+Swingby generate abstract space through a blend and cross of diverse colors, as seen in a dragon cut into pieces. 
Lee’s work makes full use of colors and embraces obang-saek, the five primary colors applied to Korean architecture, art, Mandalas, and everyday items.38) In his work lighting is luxurious, fantastic, and rhythmical as a disco. Lee’s motif references aliens, dwarfs, and Buddha heads. He highlights special communication among virtual races beyond the order of the Earth. The crossing rays of light are reminiscent of computer communication or nerve impulses through synapses.39)
His romantic interest in communication with extraterrestrials, NASA, and science fiction, represented in laser beams but inconsistent with any language or established cognitive systems, has lasted long since his work Weather Forecast from Uranus, providing viewers with a second-hand experience of manipulating an unmanned space craft, wandering among stars. 
Also, Non-identified Space-Creature Hunter Killer Rocket is an example that combines the notion of the missile and interactivity between viewer and observer, using a NASA missile chasing unknown life forms. The motorized missile with the sensor on its two ends, suspended at eye level in a dark space, responds to movement and chases viewers. Viewers automatically recorded by the missile are displayed through the monitor inside the missile. Through this work viewers observe and are observed through an automatic and moving mechanical eye, reflecting the mechanism of seeing and being seen.

Global Multilayered Defense (2002) is an extension of this work. Laser beams intermingle in the venue where a blue circle is on a wall. Viewers are encouraged to play a game in which they pass through space without touching the lasers, some linked to sensors. If one is touched, a warning light and sound occurs, so the viewer must leave for breaching a rule. In this work, recalling dangerous lasers in the sci-fi movie Resident Evil, viewers play a game of replacing roles, replacing themselves with invaders, and objective observers, like a camera between subject and object. 

------------------------------------------------
38) Obang-saek is based on the principle of yin and yang, and five elements. It is the key to the perception of the universe according to Eastern thought systems. Interaction of the two energies yin and yang gives birth to all things. Yin and yang become heaven and earth, and produce five elements, wood, fire, earth, metal, and water, corresponding to blue, red, yellow, white, and black. 

39) Gilles Deleuze distinguishes the tree from the rhizome structure in A Thousand Plateau. 

If one reaches the blue circle without touching laser beams he wins in the game. The blue circle represents the sun of Plato’s Cave, place beyond the frame, and place of the camera’s gaze. The viewer as observer works to remain in the space of rules, and aggressively plays the game. The rules are presented as something incomplete, which must be obeyed to join the game in a given space.40)

Messenger Z is an extension of his concern with bilateral exchange and communication. As Z is the last letter in the English alphabet, it refers to an ultimate, final message. In this work including lasers and elephant dolls, propellers attached to dolls rotate when a viewer approaches, and lasers project luminous and pretty hearts, dollars, cupids, ‘victory’ and ‘love’, enhanced with black lighting. Messengers carry popular cultural icons such as heart and angel shapes. These are enhanced to a state of practice described in The Consumer Society and Simulations, and The System of Objects by Jean Baudrillard, arguing people want to be loved as consumers.

In Weather Forecast from Uranus Lee provokes a sense of distance while viewers manipulate an unmanned spacecraft, strolling through mystic space scattered with green spiky stars on an aluminum floor. Reminiscent of Hans Holbein’s prints of impenetrable, gravity-free space, this video work involves viewer interaction, generated through projected images and stroboscopic light. 
A wireless camcorder in a probe transmits video images, projected to a wall. The subtle shaking of the projected images reflects the speed of a vehicle. Viewers feel like becoming giants or kids walking through stars because of the gap in height between green sea urchin-shaped stars and viewers. Under black lighting this space has an adventurous, thrilling, interactive sci-fi magnetism like the sea bottom where unidentified creatures dwell. Lee creates sci-fi space viewers can join in this way. 
This is the space hidden in everyday life, but a place where fantasy becomes reality on the border of reality and imagination, a place where imagination interacts with reality, a place that makes the impossible possible. Fredric Jameson has accounted for space using Henri Lefebvre’s concept of space. The two conventional categories of space Lefebvre classifies include Euclidian, geometric and mental space. Mental space is separated from real space, and then classified into theoretical discourse.41) While the concept of these two present spaces see space as the outer appearance of direct expression from a conventional perspective, Jameson does not see space as a neutral, objective category, but as a social component created through physical practice. Space created by artists through artistic practice is real, invisible, and innate. 
--------------------------------------

40) As for rules, refer to Roger Caillois and Jean Baudrillard. 

Roger Caillois, Man, Play, and Games (Les jeux et les hommes), Trans. by Lee Sang-yul, Moonye Publications, 1994
Jean Baudrillard, Seduction, Trans. by Bae Young-dal, Baekui, 1996, pp.182-183
41) Sean Homer, Fredric Jameson: Marxism, Hermeneutics, Postmodernism, Trans. by Lee Taek-kwang, Munhwa-gwahak-sa, 2002, pp.227-228
In this sense, Lee’s sci-fi space brings about virtuality, and makes the impossible possible by placing viewers within it. This space becomes much more special and meaningful with its unrestricted gaming characteristics. This features in the fantastic space of The 21st Century Bodhisattva, tinged with, decorated, divided, and redefined by laser beams dancing, ever-changing, generating flower-shaped circles on a wall; constellations in the form of heart and cupid on a wall, triggered by afterimages in the retina.
Lee’s work gives form to time in a rhythmical space through projected laser beams, varies gestures in figures and forms through video work such as Laserman’s Spiritual Exercise and Mu-A Dance, and changes dynamic images forming a sense of time through the maintenance and passage of gestures, motions, and modifications.42) Considering the afterimages on the retina from Lee’s fluorescent color, shining, and pretty forms, it is surprising his work is based on a coarse and kitschy source. Plastic Buddha heads in fluorescent colors, or extremely flamboyant, visual, and colorful light piercing through the Buddha statues articulate a sense of space every time the light projects. 

In terms of viewer interaction his concern with temporary spatiality confined by fluorescent colors is a feature presented through The 21st Bodhisattva, Fairy with a Thousand Eyes, and Fancy Nirvana. A dark room studded with fluorescent color stars and hearts exudes a fantastic, cosmic sense. Cloned Angel and Fancy Nirvana emphasize baekho, the white spot between the eyebrows of Buddha, and bright light from decapitated Buddha heads. Laser beams the baekho are projected onto the marginal plane of space and portray distinctive icons such as cupids and hearts. Through these works Lee gives form to the shock of cultural identity beyond the event horizon of the black hole theory. Laser beams, radiating from the baekho, represent a world of instantaneous, splendid colors, engendering a selfless and ecstatic illusion.43)
The disjunctive form of Buddha heads, reminiscent of a fairy appears directly. This directness derives from its weird form: the Buddha statues are decapitated, or have their heads replaced with crystal balls. These heads radiate light through baekho, the third eye. As the ten thousand eyes indicates, the crystal balls symbolize the eyes of surveillance and management, or omniscient and divine gaze in the era of Internet and digital communication.44) The gaze of these transparent balls is fantastic and pervasive as the embodiment of a omniscient gaze with magical power as in medieval holy paintings.
----------------------------------------------
42) Deleuze argues the connections between modified form and abstract machine.

43) An event horizon is a boundary between the universe and a black hole where gravitational overcomes any escape. This horizon is the limit of the world and visibility.

44) Norbert Bolz, Am Ende der Gutenberg Galaxis (At the End of the Gutenberg Galaxy), Trans. by Yoon Jong-suk, 2000, Moonji Publications, p.158
Pierre Levy, Collective Intelligence (L'inteligence collective), Moonji Publications, 2001. Pp.132-133
Like neutral sound close to noise intermittently heard in the venue, the light radiating from the Buddha statue with a crystal head recalls a field of energy. Although this work remains decontextualized it shows Lee’s connection with a deep-rooted East and West collective consciousness. There are Seraphim with many wings housed in the Catalonia Art Museum: Sestov’s poem says “The angel’s whole body is composed of eyes.”, and Catalonia’s angel has eyes over its entire body in the West, and there is Indra in the East. The eye of the heart is an expression of omnipotent ability like Seraphim’s wings. This eye is a typical icon of the West, praising the sense of sight.45)
Works at the Gana Art Space in 2007 including Buddha statues radiating laser beams, a dragon cut into pieces, round acryl panels with fancy tattoo-patterned constellations, large photographs featuring aliens in the background of a fur advertisement, and fluorescent lamps radiating flashes are an extension of Fancy Nirvana and Laserman’s Spiritual Exercise. Another feature of this exhibition is distinctive sounds and flashes echoing rotating lights radiating from crystal Buddha heads. In this work flashes from Buddha heads are produced at intervals by the sparking of fluorescent lamps. Lee gives form to a fleeting moment of experience through this. Also, photographs have two focal points, designs with tattoo-like constellations are on round acryl plates in fluorescent colors, broken pieces of a dragon appear on the second floor, laser beams radiate from Buddha heads, and projected images featuring believers in a ritual appear in an egg-shaped light projected onto the wall.
In this work featuring Raelians, Lee brings only its form as the case of cultural hybridity. This also responds to the stage of the cosmogonic egg defined by Mircea Eliade and the embryo before ontogeny. The process of ontogeny is made through the process of creating the form of multiflying dedoublement. Through a composition of animation images, Lee presents morphologies of generation similar to the metamorphosis of insects. The process of ontogeny includes endless metamorphoses through mixture, division, replacement, and rearrangement. At a glimpse this process looks grotesque, but is an essential process of life. Through a composition of images Lee presents individualization, a journey of new birth through endless metamorphoses.46)
Viewers feel and think while passing through the space where Lee’s works are placed. Where Lee’s works are placed, pretty pop art hues and playful devices stimulate an experience of the splendidly visual. The effect of Lee’s work triggers a sense of time when combined with an experience of space. 
-------------------------------------------

45) Refer to Isaiah 6:3 as to the Western thought on the mind’s eye.
46) Ronald Bogue, Deleuze: On Music, Painting, and the Arts, Routeledge, 2003. pp.74-75

Shim Se-kwang, Deleuze and Literature, Division of Deleuze Thought, Compiled by Sowoon Sewon, Greenbee, 2007. p.237 
Lee’s work is amazing dealing with colorful, grotesque forms, and its real effect is embodied in the retina of the viewer, as an incorporeal perceptual impression and sensation. In the exhibition are constellations, Buddhist statues radiating light on the second floor, broken pieces of a dragon in flamboyant colors in a corner, and an installation with fluorescent lamps generating flame-like light. Maximizing the flickering of fluorescent lamps this work maximizes the moment of twinkling in an eye. The flickering flash of light recalls a flashing moment of perception and consciousness.

Lee depicts enlightenment completed in a moment of a blinking eye. Appropriated from master Uisang’s Beopseonggye (Song of Dharma Nature), scholar of Korean literature Koh Mi-suk writes in The Butterfly and Warrior (2006): “A heavenly fairy descends to the earth in 500 years, and brushes her sleeves against a rock. She does this again after 500 years. ‘Ilgeop’ is the time span in which the rock is worn away by the brushing of her sleeves. An idea is an infinite ‘geop’.”47) What Lee ultimately shows through his monsters is ‘ilgeop’ contained in an idea and blink of an eye. 

------------------------------------------------
47) Uisang, Beopseonggye (Song of Dharma Nature)
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