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CONCERNING ORIGINS

Toshiaki Minemura

1

In 1962, Insik Quac was about 45 years old. At this age the great majority
of mediocre artists adhere to the adventures of their youth or converesely,
this is when the regression called “maturity” begins in the form of a betrayal
of those adventures. However, for the extremely small number of gifted artists,
this is frequently the time of that first step into a new development which
surpasses all expectations. For Quac, it was the latter. Anyway, what makes
me want to make such an estimation is the fact that in that year he ac-
complished a great transition. This transformation was both within reason,
and contained the fundamental trait which one might properly term an
emergence from the cocoon, or a rebirth. Frankly speaking, that time was the
first appearance in this world of Insik Quac as an artist with his own particular
language.

It was probably a little after the beginning of March. An important change
arose in his tableau into which, shortly before this time, he had introduced
such things as wire, go stones, light bulbs, and glass fragments, crenting an
effect which we might term a “free-form painting with variegated objects”. A
sheet of plate glass in which he had produced cracks with a steel ball was
embedded in a thickly applied layer of paint and covered about half the face
of the painting. This might appear to be simply a continuation of his work
up to just the previous month — particularly that group of works in which
scattered fragments of variegated glass fill the face of the picture. However, it
is not simply that; this work clearly has in it the sprouting of something new
and different. In short, the relationship between the tableau and its materials
had begun to reverse. In opposition to the logic of tableau wherein a mani-
festation (or a reproduction) is realized by weaving items into the surface
order of a work for meaning or as material, in this work the items do not
assume the simple, subordinate role of material. Here the items try to attain
the role of a total field bearing the entirety of the occuring eveént phenomena.
In short the “logic of the thing” begins to surface.

This transformation was not accomplished by a simple negation of the
tableau — a general destruction of form which was the mainstream of that
time. A sheet of glass bearing the event phenomenon of having been cracked
by a steel ball was first stuck uncomfortably to the middle of the surface.
Glass fragments, employed as material just like before, were then arranged
around it together with a paint-plaster mixture. The glass fragments used as
material soon disappear, the thickly applied paint stops asserting itself, and
the cracked sheet of glass begins to take on a sort of autonomy, as though it

\

were gobbling up the tableau. In other words, in spite of appearing to comply

with the form of the tableau, they in fact modified the form, and established

the “logic of the thing”.

It was probably in the summer of that same year that this conversion from
“the material” to “the thing” was perfected. In July at the latest, a glass piece
which sufficiently exemplified the work of a reborn Quac — a tableau which
was not a tableau — was created. If we consider that this was only a few
months after the outset of Quac’s rebirth, this might justifiably be evaluated
as a galloping transformation. But when we consider the reasonably sound
course that it took, it seems preferable to say that this transformation required
neither too much nor too little time.

Ironically, Quac’s first folio was published right after that. Since it was
limited to his works from 1956 to May, of 1962 at exactly that point of
time at, which the artist had taken his first half-step into a period of massive-
transformation, this book was completed without yet seeing any ample result
of the change. In other words, that state of affairs in which a fundamental
shift beginning in 1961 from the “free form painting with variegated objects™
to, in 1962, a radical conversion “from the material to the thing” was ac-
complished must not have been evident to a third party in the process of
compiling this volume. It is not surprising that the paintings of the preceding
five years, paintings tinged with expressionisme and which smacked of a
successive surrealisme, informel, and monochromisme in his style, came to
be rather heavily relied upon. For example, in the article “An Avant Garde
Artist: Insik Quac and his Works” included in that book, Takachiyo Uemura
introduces the works of 1961-62 as follows:

* “The next step—works which exhibit his most recent intentions. These are
experiments in works of “matter-ism” . . ... Material in which he found
special interest is utilized freely, without restriction. For instance, in
“Sakuhin” (“A Work”) white-painted light bulbs are arranged in a single
line on a black and yellow background. There are other works in which,
wire floats in a raised line on a white surface, or in which go stones are
inlaid on a white monochrome. Such works as the strange form described
in wire and string and mounted on a gold background have in part the
sense of a basrelief, and are intriguing for they convey the sweat of the
artist and the reverberations of his mind. In one group of works, beads
have been affixed to silver or yellow monochromes; in another, black
braid and white paint — there is even a group of works in which he has
freely used a wire brush, spangles, or chopsticks.



When we look back from the present on these “‘material-school type ex-
periments”, they seem to have reached their terminus in the works created
from cracked glass. These are works such as the one with the fragments-of

a cracked glass bottle stuck to a white background, and the picture with a

cracked special type of glass stuck to a plastic background.

These works experimenting with “matter-ism” are still in the experimental

stage, and what form of development they will exhibit in the future is

uncertain. Additionally, as works, they have not yet attained the level of
crystallization achieved by his previous series of monochrome pictures.”

(Italics not in the original.)

Uemura should not be criticized for taking Quac’s works in this period as
“experiments in matter-ism”. Because Quac’s transition in 1962 was guided
by the contents of the works which preceded it, the link between that transi-
tion and “free form painting with variegated objects” appears even more
impressive to the nearby observer. Moreover, the concept of “utilizing freely
without restriction material in which one finds particular interest” had long
before entered the avant garde creed.

For serveral years following 1954, Quac displayed his worksin the Yomiuri
Independant Exhibit, and, he said that whether they had entered their
twenties or not, he associated with Ushio Shinohara, Masunobu Yoshimura,
and Tomio Miki. Quac, in his slightly distant standpoint, must certainly have
watched with keen interest the activities of these younger colleagues of his.
Moreover, if we consider that the Japanese art world was exposed to massive
change through the disintegration of form and the liberation of matter in the
period between 1954 and the 1962 currently under discussion, it may be
quite natural to view this transition of Insik Quac as a delayed conversion to
“Matter-sim”.

However, it is precisely because of this that we, who are currently re-
evaluating Quac’s works with an advantage of temporal separation from those
times, must flatly reject such a view. The problem did not lay in the free,
unrestricted use of material; rather, it is in direct opposition to these. It was
nothing other than the problem of a conquest of the concept “matter”.
Quac’s younger colleagues were transforming the symbolic sense of things in
reality and things with intrinsic meaning. They were either taming the thing
to be proper material for what they wanted to express, or conversely, trying
to let it run wild. Even though Quac seemed at a glance to be wearing a
similar expression at that time, it was rather that he was trying to establish

himself on the side of the logic of the thing itself. In such a case it was neither .

the materials nor The object. If it was the material, the material was probably
subordinate to the formative process; if it was The object, that was probably
subordinate to its manipulation with regard to the question of meaning or
purport. Around 1960, almost all of the works of the Japanese avant garde
artists followed one of these two trends. This situation was not limited solely
to the three artists previously mentioned — it also included Shusaku Arakawa,
Tetsumi Kudo, Jiro Takamatsu, Natsuyuki Nakanishi, Genpei Akasegawa, and

.the Gutai-Group. (A striking interest in the self-activization and self-propaga-
tion of the thing and the event phenomenon is a distinctive feature of the last

four artists just mentioned. However, we must rather say that it is an extension
of the automatisme in surrealisme, with a fundamentally different point of
origin from the “logic of the thing” in Quac’s works.) Destruction, action,
objet, confusion — even though all of these concepts familiar to the young
avant garde artists of about 1960 may seem to be relevant to the works of
Insik Quac in 1962, there is actually only a very loose relationship. Just by
the very looseness of this relationship, Quac was predicting without realizing
it the work of the still younger generation of artists that would appear several
years later at the end of the 60’s.

When we try to match up Insik Quac’s works with those of the “Mono-ha”
(“The Object School”), a group of artists who began to project at the end of
the 60’s, we may be confronted with problems from both sides. Also, this is
not the place to go into such fine comparison. Anyway, there is no room to
doubt that U-Fan Lee, the theoretical mainstay of the “Mono-ha”, derived
much from his relations with Quac, and conversely, that many of Quac’s
works were placed in a new light because of this acceptance by Lee. In Lee’s
piece titled ‘“Phenomenon and Perception”, displayed in 1969 and later
shown at the 1971 Paris Biennial, a sheet of plate glass is placed on the floor,
smashed by a large boulder, and then exhibited as-is in just that state. With
this work in particular, we cannot help recalling both technically and con-
ceptually Quac’s 1962 landmarks.

In this work Lee makes a conscious attempt to structuralize that path of
the “logic of the thing” that Quac’s footsteps spontaneously set out onto. Of
course, considering it to be induced by Quac’s precedent does not in the least
mean that we are discrediting it. Rather, it is precisely this type of relation-
ship that modern Japanese art should have held as its internal structure, but
ultimately has not been able to hold up to now. The fact that both Quac and
Lee are Koreans who moved to Japan in their youth should not become an
excuse for us to particularize and ignore this problem. .



This transition in 1962 was both the transformation of Quac as an in-
dividual and also the foreshadowing of the transformation of Japanese art at
the end of the 60’s. We ought probably to bear it in mind as a subtle, yet
profound event.

The works of cracked glass which were to some extent perfected in the
summer of 1962 expressed two points of view with regard to the object.
When these two unique points of view became closely linked in the same
work, it became something which couldn’t help revealing a concept. One of
these, as was mentioned in the previous section, is that the thing bears a
totality in which event phenomena arise and action operates, and so it must
be seized as a total field. The other point of view is that the identity of the
thing must be preserved.

These works readily call to mind the fact that in the worldwide tide of
New Realism and Neo-Dadaism at about 1960, many artists experimented
with accidental creation of the painting by an “event”. The Japanese art
world didn’t even wait for the appearance in 1961 of Niki de Saint-Phalle’s
“Feu de Volonte” (“Shoot at Will”) in which the painting was created by an
“event” with a carbine rifle. Long before this, Toshio Yoshida of the “Gutai-
Group” had fired holes into a board with an air-rifle (1955), and in the
following year Shozo Shimamoto colored a large surface with a canon made
from an iron pipe. Because of these pieces, Quac’s works were also spoken of
as if the glass had been cracked by an air-rifle, and it can not be denied that
attention was. to some extent drawn to the work due to such dramatic inter-
pretations even though they werent created by an air rifle. Perhaps such
pieces as “Boxing Picture” (1960) by his younger friend Ushio. Shinohara
were another element in the background of Quac’s works.

But when we look back upon Quac’s works, an essential factor that we
must guard ourselves against is a superficial confusion with the anti-art move-
ment which occurred at the same time. Whether it be Niki, Shimamoto, or
Shinohara, as they were, after all, shackled by the fundamental concept of
painting that works are created by applying paint to the surface of an object,
they did no more than devise a number of variations in procedure and form.
Consequently, this type of anti-art could not be but a single episode which
occurred on the perimeter of painting. In opposition to this, Quac’s glass
works which at first glance appear to inherit the form of tableau actually end
up negating the principle of duality (expression and material, reality and its
reproduction) in painting. Perhaps he did shoot a pane of glass with an air
rifle.” And if he did, it probably wasn’t at all related to any act of expres-

sionism or anti-art. This becomes evident when we consider that, as will be
noted later, all of these works were focused on one point — the preservation
of unity.

Quac’s cracked panes of glass are simultaneously the signe of the event
phenomenon that occurred there and the field of its occurrance. This totality
overcomes the duality of painting, and because of this, these works have a
positive sense of being intimately related with the event. Consequently, the
degree of tension in these works is related to how the ‘““unity of the thing”
embodies the “totality of the field and the signe” of the event phenomenon,
and never depends upon the dramatic character of the event phenomenon
itself. As the artist himself has said about the cracks, even if the small steel
ball is struck slowly and carefully, this, rather than having a harmful effect on
the degree of tension of the work, is the taking of a more reasonable ap-
proach. Dig a hole in the ground, cover it with a sheet of glass, cover the glass
with a wet piece of paper, and drop a steel ball. Or affix a sheet of glass to a
board, and while the paint still retains a good degree of pliancy, strike it with
a steel ball. Once, twice — an accumulation of preparations and attempts with
no guarantee that they will come off.

What, after all, may have been the goal of these various devices — devices
which seem to aim at achieving a thoroughly natural result? The other,
previously mentioned unique feature of the perception of the object in these
works is directly related to this question. While breaking glass, preserving the
unity of the glass. In other words, in order to actualize the totality of the
“signe and field” of the event phenomenon, one has to, one must preserve the
unity of the object. Or perhaps this relationship should be diagrammed as the
relationship of two operations mutually attracting each other in the following
manner: on the one hand (the side of the action), the activity of the destruc-
tion of glass by seeking the unification of the field and the signe of the event
phenomenon, calls for the preservation of the identity of the glass; on the
other hand (the side of the object), the glass demands its own destruction in
order to realize its identity. Consequently, perhaps we must say that the
demand of the item to preserve its own identity grappling fiercely with the
demand of the item for its own transfiguration has risen majestlcally as a
unique characteristic of Quac’s works.

2 .
Actually, between 1962 and 63, Quac created several pieces of glass works
apart from the cracked glass items, but all of these, regardless of differences



in type or shape of glass, are designed to affirm their own identities as objects.
The work with small, variegated fragments of glass stuck to a large rectangular
sheet of frosted glass as though they were strewn about on it. The work with
two kinds of small glass fragments stuck one on top of the other in the center
of a square sheet of glass. Or, the several sheets of small, square glass stuck on
top of each other in the center of a glass mirror. All of these works are nothing
other than glass on top of glass, or to restate this — “the event phenomenon
glass” on “the field glass”. This is precisely the reason why I wrote, at the
beginning of the piece, “the logic of the thing”.

I don’t know how far Insik Quac tried consciously to delve into this “logic
of the thing” at that time. But in the light of this characteristic that runs
through all of his glass works of 1962-63, and of the way that he then switched
over to producing a group of works using sheets of brass, it is, clear that these
were’nt at all examples of experimentation with intellectualized conceptions,
or capricious whimsy. The demand of the item for unity found in Quac’s
works prophesized not only the previously mentioned works of U-Fan Lee,
but also the 1968-69 works of Nobuo Sekine (“Emptiness — The Farth”,
“Emptiness — Clay”) and the works of Kishio Suga starting with ‘Paraffin”.
There were all expectations that this would reach a higher dimension of
development through these artists. If the term “higher dimension” is in any
way misleading, it may be better to say that “they would attain an ideal, or
a vision of a single concept”. This is because this younger generation had
taken off from the point where Quac’s two views of the object (described at
the beginning of this section) had been violently fused together, and hence, to
them the “logic of the thing” had already been surpassed. To them, it had
reacheéd the stage of seeking the unselfishness of action and the self-identity
of play. (This is also the reason why I hesitate to call them the “Mono-ha”
((“‘Object School)).)

In the short period between 1962 and 1963, only a few of these glass
pieces were created. Rather than saying ‘“‘created”, perhaps we should say
that item by item the resurrection of a new view of the object was attempted
and then observed. Consequently, there are only a limited number of works
that we may gaze upon at the present time. It goes without saying that the
achievements of the artist Insik Quac were not limited to these few glass
works. However, I feel that I should say without any hesitation at all, that the
best of Quac’s art appeared among these few pieces of glass work. Above all
else, the series of works with the occurrance of cracks achieved the very
highest level of tention. As was mentioned previously, this is not because of

the dramatic character of the action of striking glass with a steel ball or shoot-
ing glass with an air-rifle. This level of tension comes from the unity of ““field
and signe” achieved by the thing “glass”. At that time the action had already
anticipated the unselfishness appropriate to the unity of the thing.

3

Although the works of Insik Quac branched off in several directions after
1963, we may be able to regard them as stepping off on the line of continua-
tion or development of the “logic of the thing” exhibited in his glass works.
For example, a work in which he drilled small holes into an iron plate in a
circular pattern appeared around 1968. Rather than seeing this as the influence
of Fontana — of course the possibility that the artist studied Fontana should
be fully considered, and this would be extremely natural — it can be more
easily understood from a viewpoint considering Quac’s movements since the
glass works, exploring and pursuing the identity of the thing. To begin with,
Quac’s works lack Fontana’s spatial perception; and secondly, Fontana’s
works lacked Quac’s fondness for the imperfect circle.

However, we notice at first glance that although the views of the object
spoken about previously were unified at the departure point, the cracked
glass works, they seemed to be for a short while pursued separately in these
later works. Along with that, it began to seem as though the spontaneous
character of the glass works was gradually hiding itself, and that this was
resulting in an ideblogical hardening. We may perhaps say that in about 1967

.insik quac went through a crisis period. The group of works in which a brass

object above a conceptually painted panel embrace another space or exterior
as well as presenting this space or exterior through the opening, even present
one with the sense of a retreat from the “logic of the thing” to the “logic of
the tableau”. At least, the conceptual separation of the field and the signe is
unmistakable in these works. Quite possibly, it became difficult for Quac to
grasp immediately the true outline of the “logic of the thing” that he had
discovered in 1962, and his advances and declines for several years may have
been inevitable. It seems as though symptoms of this began to appear right
after the cracked glass pieces. ;

There are the 1963 works in which a pair of sunglasses cracked by stepping
on them with geta are embedded in a canvas whose surface has been treated
in an informel style, and the picture of fire destruction created by rolling a
piece of burning characoal over an undercoat — painted canvas. However, if
we judge these works from the considerations of this article, we might say



that they are essentially works which must be ranked just behind the 1962
glass pieces. Both of them try to capture the evidence, or make a direct
record, of the event phenomenon in order to avoid the reproduction-of-reality
type structure in painting. Within these limits they hold a consciousness of
the same problem as the cracked glass works, but lack the support of the
“identity of the thing” as found in the glass pieces. Because they lack this
support, both works are unable to capture completely the totality of field
and signe, and as a result end up in the duality of painting.

In this respect, from the very beginning the works using sheets of brass are
presented with a solution, mamely, the identity of the object. By substituting
this material with more plasticity than glass, we can cut it, tear it, drill holes
in it, twist and bend it, but we cannot produce an event phenomenon intrinsic
to the essence of the thing which will correspond to the cracks in glass. The
scratch marks of a nail that frequently are found on the surfaces of Quac’s
brass plate works may be to substitute for this. In any case, it is true that
while hardness disappears from the work thanks to the plasticity of the
material, on the other hand, it is easy for the operation to structuralize as the
“logic of the thing” an event phenomenon containing an aspect of deliberate-
ness. The most successful example of this may be the work where a ruled sheet
of brass was divided in two, and then reconnected with wire like the seam of a
looseleaf notebook. The drawn lines as with the metal, though being separated
gain a perfect unity by, in this case, their exquisite imperfection. We are vividly
awakened to the original unity and totality by the tearing apart and separa-
tion — a world charged with the “logic of the thing”.

Nevertheless, it appears as though it was here that Quac, who held such
a structure, came to a crossroad. There was, on the one hand, the problem of
the two dimensions of the same surface, and on the other, being forced to
think about the same phenomenon on a different surface. The former was the
problem in the works following the glass pieces; the latter seems to have
begun when he cut, tore, and drilled holes into sheets of brass, delving into
their “depth”. This interest in “depth” or “different surfaces” gradually
began to take shape, and in 1967 and 68 gave birth to the previously
introduced series of conceptual tableau. For examples of Quac’s work, they
were large, amazingly perfected neat works, but it is hard to say that they
were successful. For, it goes without saying that here the different surfaces
are not examined closely from the viewpoint of the “logic of the thing”; the
space which naturally should be questioned when we consider different sur-
faces is missing. Fontana, Quac’s predecessor in cutting, tearing, and drilling

holes in surfaces, also attempted a framed painting in 1965 because of an
interest in the “different surface”, but this Baroque painting achieved its goal
by objectifying space. On the other hand, a lack of space along with soft
coloring is a characteristic, is the essence of Quac’s art. For works like the one
just previously discussed, this may appear as a defect, but for art which has
no intention of copying space, this cannot become a defect at all. Insik Quac
does not fit in with any concept of a “different surface” which presumes the
intervention of objective space.

Actually, Quac’s work returned to his characteristic of simplicity three
times. This was in his works of steel plate after 1968, and in his Japanese
paper pieces from 1969. The important point is that they were not different
from his cracked glass pieces. They are consumed by the problem of how to
make the identity and the dissimilation process of the thing co-exist in order
to test the unity of the field and the signe. There is a hinged flap like the top
of a tin can from the works of holes drilled in steel plate, and Japanese paper
affixed to its flat surface as though it didn’t want to be cut off. While I was
visiting his studio, Quac pointed at the effects of some patches of rust pre-
ventative on some steel plate that he picked up this year to use in his works.
“Seven years of rust is part of the work”, he said jokingly. This joke was
entirely to the point with regard to his works, and, with Duchamp’s accumula-
tion of dust (time), touched upon a naturally different problem.

However, the most remarkable aspect of these steel plate and Japanese
paper works was that after 1968, the circle was gradually turned into a surface.
I don’t know what kind of origin this circular form came from. In January of
1962, prior to coming up with the cracked glass works, he created a tableau
in which he had embedded tiny light bulbs in a circular shape, and in that he
had already formed the imperfect circle with one part open that he has
frequently attempted to depict in his most recent works. But on the other
hand, we also find that in the process of switching over from the brass sheet
series to a steel sheet series, circles were developed from simple holes. Just
before stamping out a circle, a hinged scrap of imperfect circle like the lid of
a tin can. If we were to search for its origins, perhaps we may say that this
open circle finds its way more to the original image lodged at the base of the
consciousness of the Far Eastern cultural sphere than to Zen painting.

However, there is no need, at this early date, to comprehend Quac’s actions
of drawing circles from the context of cultural history. According to what we
have spoken about up to now, the necessity for a connection between this
artist and the imperfect circle is clear as a problem on the individual level.



Rather, the problem must be in which field should the image of the depicted
circle, or, the depicting of the image of the circle, acquire the totality of the
nature of the thing. The structure of painting needs to be inquired, as long as
one depicts. At that time, where should the painting rank the image? If we
recall that at first the “logic of the rhing” came into being at the point where
the image was excluded, it appears that Insik Quac is presently attempting to
grapple with the most serious problem he has ever met by depicting the
circle.
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ACTION AND IMAGE IN THE WORK OF INSIK QUAC

Joseph Love

Looking at one or another of the works of Insek Quac is like seeing the
view from one of the angles of the path encircling Mt.Fuji half way up. Hills
and valleys are visible at each spot, but the scene changes surprisingly when
you turn a corner. When this artist, born in Korea about 60 years ago but art-
educated mainly in Japan, speaks of the beauty of his natural materials—paper,
brass, glass, etc. — and about, the fully Eastern way he wishes to approach
them, in works that go beyond his own action or the objective image impressed
in the material, to something transcendental—the action goes beyond itself.
But every time he changes his materials, his attitude shifts enough to cause
drastic changes in the results. This I felt in the few hours when he patiently
pulled out work after work for me to view in his studio, where many have
hidden for a long time (he proudly showed me a yellow work in rough plaster
and paint, which had a ten-year layer of dust on prominent spots—he did not

brush the dust off, but fixed on with glue “the natural work of ten years”.) To-

appreciate the steadiness of his aims and the surprising changes in the results,
it might be profitable to trace the work through the years.

In the fifties he worked mainly in an Orientalizing version of international
informel painting; the scumbled surfaces and bright accents and spattered
colors were a decorative frenzy that gave no promise of what would come
next. He began to break out of this in the early sixties, by introducing non-
painterly materials; first the round stones used for Go games, and metal wire,
which he used expressionistically, not quite the anti-art stance of the Yomiuri
Independent artists. The first breakthrough comes in 1962, with “62-206”, a
panel covered with white plaster and bond made into a thick, scumbled
surface, with the broken upper half of a thick glass soy-sauce bottle stuck in
the center. Not a protest, but a thing of beauty which he tried to change as
little as possible.

Looking at his works of 1963-4, one might get the impression of wilful
destruction, as in the green sunglass lenses stamped with his heel to shatter,
then attached to the thickly textured off-white picture surface. The ex-
planation is in the 1962 sheet of rippled glass with bits of fragments from a
variety of bottles cemented in a casual pattern over it. He mentions that these
all were objects for ordinary everyday use, with a natural beauty that would
have been trapped within the bottle until that object was shattered. So this is
an act of liberation, of kindness, to let us see this bit of natural beauty. In an
age of extreme artistic sophistication this aim seems almost sentimental,
except for the fact that it is so shockingly direct that it forcibly tears the
veils from our eyes. One of the most sensitively beautiful works in the show is

the 1963 sheet of plain, greenish glass with a small square of bluish glass and
a rough fragment of pink glass laminated onto the center, both pieces scratched
in scrawling patterns. It is an eccentric piece, and speaks of the process of
looking, speaks of the effect of piling and transparencies, and yet it is not
explanatory, not didactic. This sets it apart from a kind of concept art which
is always talking, always teaching us lessons we do not particularly need to
hear. The naivete of the presentation is disarming, the message simple.

Kindness toword materials and us is found in another glass work of 1963,
He glues a pale green-yellow cloth to a wooden panel, bonds a sheet of glass
over it, then before the glue dries he hammers two places in so that no glass
is lost, that what has been done (not so much what 4e has done) be preserved
for our enjoyment and participation. Like the thick, irregularly split fragments
of stained glass in the Sainte-Chapelle windows in Paris, we are unable to see
glass until it is broken. A release again from the prison of another form.

One of the most severe destructions is burning. Yet when Quac rubs a
glowing stick of charcoal on white-painted canvas, even the burnt holes seem
unreal illusions like gentle movements of sumi ink on the spaceless space of
the surface. We can hardly call this a destruction.

In 1965 in order to reveal the beauty of brass he bends, scores with a
sharp-pointed awl, dents, snips with scissors (or as he says it, “following what
the scissors tell me to do™), and “sews” together with brass wire. This favored
material reminds him of his childhood in Korea when he picked up the hot
rice in brass bowls, and scooped it into his mouth with brass chopsticks.
Part of his sustenance and partner of his hands, it has been a material to work
on in an extremely tactile fashion. Looking at one of the larger brass sheets
bent into a flowing form, sliced down the center laterally and casually sewn
together with brass wire, he mentioned that he did this partly in opposition
to Lucio Fontana’s sharply knifed cut in the canvas that enabled him to
create a new kind of space. As against this, Quac wanted to make a non-
temporal space, one that went beyond our spatial categories into something
more universal, a liberated space. He combined this material with wood: on a
black-painted panel he screwed a square of brass, cut and sewn again even
more casually. Lines scored the same shape as the outline, and a square hole
was cut in the middle too—all, as he says, to bring the brass to life, and placed
in relation with the wood to bring the materials into an unbalanced balance.

This work introduces his 1967-8 period of combining brass with painted
wood in an extremely ascetic fashion. The jagged cuts and casual sewings are
missing, and a more obviously cosmic imagery is beginning to emerge. Of this



the two works that suggest most sharply the traditions of thought stemming
from Buddhism and subsequent Zen (both still active forces in Korean
thought) are the circular “Spring (Star)” and oblong “Spring (Sky)”, both
titles also very new for this artist who merely numbered his work before.
There is no conscious searching out roots, but a natural acceptance of them as
they dig deep down into his past. The oblong diptych’s right half is black-
painted wood with a small raised square of brass in the center. A door has
been cut out, but almost closed, revealing only the suggestion of bright red
behind, a gorgeousness hidden to intrigue. The other white panel is completely
devoid of images. Almost shocking, it refuses to suggest, and contrasts the
rich hiddenness of the brass-red-black of the right panel with utter absence,
yet an absence that contains a fullness precisely because of this simple con-
frontation. Other panels echo this theme, but none so pregnantly. His “Spring
(Star)” is a large circle in white-painted wood, in the middle of which is a
finely machined flat dish of brass with a circular hole drilled out of the center
to leave the lid stuck out like an open tin can, and show a brilliant red inside,
and another small hole drilled in the center of that one too. This is one of his
simplest works to date, one that states his case most transparently.

From this point on, circles form his main theme, and yet here he does not
merely repeat a pattern. There is always another series of material elements
that move in and out to give concrete variety to his work: Jron. Three circles
cut out of this thick, intractible material, a few holes drilled through, and
others partially drilled to form what might have become a circle if he had
wanted to. Another fully cut out with a drill, hinged off to the side. Another
buffed and shiny on the outside, rough and black in the middle. Isit a question
of iron or circles? He would claim something that goes beyond both. Paper.
Draw a circle in fresh.handmade kozo paper, stretch it wet and when it dries
the circle pulls free. “Not I, but the paper cuts itself!” How much to leave to
chance? No compass is used; the drying pullsin chance patterns. But the circle
is a circle, and in his own mind it has to do with that completely free action
that lifts chance to the realm of the absolute, suprassing the world of ap-
pearances. Much process art (and this too is a process) exalts action and its
results, but this denies that kind of action in a completely open- ended act of
cooperation, almost without reflection. A kind of wisdom. Wood. Paint a
plywood oblong black, drill holes in a circle pattern with an awl. Then paint
it some more, until wood grain and flat paint surface balance. Precarious, but
delicate.

One of his most revealing works'is a recent one, produced over seven years.

He bought the piece of iron in 1968, but waited for the rust to form, to make
its own patterns, to enliven the iron. Numbers chalked on the surface by a
workman remain as black traces, indecipherable as ancient hieroglyphics.
Rust-stop paint leavings accidentally sprayed on a corner still remain. He
finally scrawled a rough circle with chalk this year, and the work was finished.
Patient cooperation, waiting and acting.

There is a deep peace in the work of Insik Quac that comes perhaps from a
life of modest dedication to very clear artistic aims, deflected not at all by
the pressures of publicity and art competition. The work and the man are at
one—this I felt as soon as I was greeted at the door of his studio. There was
both familiarity and distance in the work, a quality that goes beyond both
subjective and objective categories. It is not surprising that his work has had a
strong impact upon young artists of the early 1970s—although since his work
has not been shown since 1968, this is not publicly recognized. We might see
him as a sort of underground precursor whose attitudes—now more common—
were a rarity in the mid 1960s, if they existed at all. His work shows one
outstanding quality that many a young artist might emulate: love for those
materials and objects of ordinary use that form the matrix of life. This is
what I mean by his “kindness toward his materials”. It strikes me that, just
as “Italian Realism” in the films was only one small corner of a greater, more
splendid Italian reality, so Quac’s “everyday” reality is something that tells
us something of greater beauty than the wilful messiness of concept-process
‘everyday reality’. A basic optimism in all his work comes from a humility
before realities that encompass and go beyond him. Perhaps he is saying that
processes are interesting not just in themselves, but because they lead to new
fullnesses. His processes, his actions are open-ended, and so go beyond them-
selves into what he calls the freedom of chance. I wonder if ‘chance’ is the
correct word.
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HmE%% - LIST OF WORKS

SIZE em (hXw)

No. TITLE YEAR MATERIALS
1 {EfH61-100 1961 73.0X52.0 o, BE. BEE. i
Work goishi, gypsum, powder colors, panel
(doroenogu)
2 {Ef61-206 1961 91.0X91.0 &, HE. WEE. RBEE, R0
Work wire gypsum, oil colors, powder colors, panel
doroenogu
3 1Ef62-102 1962 91.0X91,0 TR, AF. LR <20
Work electric bulb, gypsum, powder colors, panel
doroenogu
4 {B&H62-206 1962 73.0X51.5 AT AR, AE. SR
Work glassware, gypsum, panel
5 {EfM63-100 1963 51.0X73.0 G TTA AE, RN
Work sunglasses, gypsum, panel
6 1B 1962 123.5%35.0 B A
Work glass
7 fE@ 1963 61.0X61.0 S
Work glass
8 fEdm 1963 90.9X116.7 Foap PINZ
Work canvas
9 {Ed 1963 75.0X103.0. HS A, B, E
Work glass, kireji-cloth, panel
10 fEf65-2-1 1965 85.0X56.5 SRR, VT e A LR
Work copperplate, ligquitex, plywood
11 & 1965 73.5X91.5 EH&N, BE&EE. VxT v A, AW
Work brassplate, brasswire, liquitex, plywood
12 fedfh 1965 56.7X94.0 B, BEstE. Vx5 97 A, AW
Work brassplate, brasswire, liquitex, plywood
13 fEf65-5-1 1965 100.5X107.5 &R, E&ita
Work brassplate, brasswire
14 fE&65-5-2 1965 98.5X83.0 HEiR. B, VX792 A, A
Work brassplate, brasswire, liquitex, plywood
15 1Ef65-6-2 1965 117.0X71.5 HHER. Eigste
Work brassplate, brasswire
16 {Ef65-6-3 1965 92.0X99.0 BRI
Work brassplate
17 e 1967 85.0X85.0 B, VX7 o2 AL AW
Work brassplate, liquitex, plywood




No. TITLE YEAR SIZE cm (hXw) MATERIALS
18 fEf 1967 111.1X91.5 H@iR. VxT v 7 A AR
Work brassplate, liquitex, plywood
19 fEf <]é!l_}’8267"; Fif!ﬂH’IEQl.7)><366.0 B, VX T v A 2R
MWERIZED 1975 S
Work (1975_{remade because of disappearance) brassplate, liquites, panel
20 R(E) 1968 2R=162.2 BSRIR. )X TF v AL SR
Fountain (Star) brassplate, liquitex, panel
21 R (%) 1968 162.2X276.0 BEIR. VX TF v s A, RN
Fountain (Sky) brassplate, liquitex, panel
22 w8 1968 2R=50.0 IR
Untitled ironplate
23 i 1968 2R=30.0 531
Untitled ironplate
24 fER 1968 2R=40.0 K
Untitled ironplate
25 mRE 1969 86.0X86.0 FIHE
Untitled oriental paper
26 4 1969 86.0X86.0 FHE
Untitled oriental paper
27 4w 1969 85.0X85.0 FIHE
Untitled oriental paper
28 4miE 1969 85.0X85.0 FOHg
Untitled oriental paper
29 4miE 1975 71.6X71.6 VXT v AL AR
Untitled : liquitex, plywood
30 fmR 1975 92.0X92.0 VX7 v 7 AL B
Untitled liquitex, plywood
31 fmE 1975 67.0X45.0 FRAR
Untitled tronplate
32 1975 91.5X78.0 R, F3—7
Untitled tronplate, chalk
33 fmE 1975 91.3X91.3 Ak, &
Untitled oriental paper, india ink
34 4w 1975 91.3X91.3 k., &
Untitled oriental paper, india ink
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INSIK QUAC

Born in Korea

1937-38

1957

1959
1954 -

1956

1965

1967

1968

1969

1970

1971

1973

exhibits at the Independent Art Association Exhibition takes part
in the refounded Nikakai Association; invited, in 1955, to the Art
Culture Association and receives its prize

retires from the Association; one of the founding members of the
new Ecole de Tokio

retires from the Ecole

exhibits at the Yomiuri Independent Exhibition; exhibits several
times since then (Tokyo)

elected for the Asahi Shimbun New Face Exhibition and receives
a prize (Tokyo)

exhibits by invitation at the Tokyo Biennial, shown later at such
places as Kyoto, Takamatsu, Nagoya, Kita-Kyushu, Saga, Sasebo,
Morioka, Sendai.

exhibits at the Five Contemporary Artists Exhibit (Gallery
Shinjuku, Tokyo)

exhibits by invitation at the Contemporary Korean Exhibition
(National Contemporary Museum Tokyo)

exhibits by invitation at the Sao Paolo Biennial; exhibits at the
wood, iron, mirror and paper exhibition (Baikatai Gallery, Tokyo)
exhibits by invitation at the Contemporary Korean Exhibition
(under the auspices of the Korean Daily, Seoul)

exhibits by invitation at the Contemporary Korean Exhibition at
Paris

exhibits by invitation at Myonq Tonq Gallery Exhibitions, Seoul

Oneman Exhibition

1940 Minakai Gallery

1950 Saegusa Gallery

1953 Sanseido Gallery

1955 Komastu Store Gallery
Shinjuku Fugestudo

1956 Kokusai Kanko Kaikan Salon

1957 Muramastu Gallery
Kunugi Gallery

1958 Kokusai Kanko Kaikan Salon

1961 Takegawa Gallery
Nantenshi Gallery

1962 Chuo Gallery
Chuo Gallery

1963 Naika Gallery
Shinko Gallery

1964 Gendai Gallery

1965 Gallery Crystal

1966 Takegawa Gallery

1967 Gallery Crystal

1968 Gallery Shinjuku

1969 Tokiwa Gallery
Kinokuniya Gallery

1975 Osaka Formes Gallery

Atelier 2388-2 Sakahama, Inagi City, Tokyo

Teagu, Korea
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Tokyo
Kobe
Tokyo
Tokyo
Tokyo

Tokyo

Tokyo
Tokyo
Tokyo
Tokyo

;
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