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Text Francesca Gavin

Haegue Yang in her exhibition
When The Year 2000 Comes
at Kulje Gallery, Saoul, 2019

© Haegus Yang, courtssy
Kukja Gallery, Seoul, photo:
Chunho An

The undefinable Haegue Yang explores where sound, weather and subjectivity collide
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Fluidity on Nonagonal Crystal Matrix — Trustworthy #400

2020

Various security envelopes, graph paper, sandpaper, laser prints,
salf-adhasiva holographic vinyl film on alu-dibond, framed

2 parts, 86.2 x 86.2cm; 43.2x 43.2¢cm

Courtesy of Galeria Chantal Crousel, Paris

Photo: Nick Ash
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Zla?slmsrmeﬂats ~ Airflow of Pyramid Winnow
Artificial straw, powder-coated stesl frame,
casters, plastic raffia string, artificial plants
180 x 85 x 95 cm

Courtesy of Galeria Barbara Wien, Berlin
Photo: Tas Kim
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Mundus Cushion - Yielding X

020

Clear-coatad plywood, adjustabls fest,
screws, pags, chip foam, canvas, wool
‘yarn, cotton yarn,jmasyam

182 x 311 x 308 cm

Courtesy of the artist

Installation view of Hasgue Yang: Strange
Attractors at Tate St lves, 2020.
Photo: Tate (Matt Gresenwood)
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Where do theideas for your exhibitions come from?
What is the impetus?

Haegue Yang: In working across different
Iocations, | rely on the institution as my first lens or native
informant; 1o obtain initial knowledge about the place
and its local and surrounding communities whera | am
exhibiting. Inquiries about the core of life in the locality
and about tha bonds and relationships oftan challangs
my previous assumptions or lsarnad knowladge of a
place and tha paopls who live thera.

When | posed these initial questions to the
curators at the Bass Mussum in Miami Beach, Florida,
USA, | had a speculative idea in my mind about sthnic
commeoenality in migrant socisties, as might apply to
the Spanish-speaking Latino community there. My
institutional partners were not convinced about my
assumptions of pan-ethnic readings since they know
too well about how each group holds distinct cultures
and charactaristics. They also murmured about annual
hurricanes as a shared and common experience
among the population. That really stuck in my head,
and | startad to research the histories of weather and
cyclones. Aimost simultanasously, | also received an
invitation to make an exhibition at MCAD in Manilainthe
Philippines. | was aware tha ragion is also impacted by
typhoons, becauss those in South Korsa almost always
arriva from thers. Whole communities bond against
the disastrous damage and devastation caused by the
weather evary ysar: which is not a social issus, nor a
cultural or civilizational lsgacy.

Answers and responses are as varied as the

communitiss and institutions | work with. The issuses,
challenges and communal experiences are diffarent in
the rural and coastal communities of Cormnwall, UK, for
example, than in places with different climates, histories
and cultures. But, thera are also commonalities, and
these can span and connect across geography and time.
The mythologies, hopes and anxisties that are found
in communities today can echo across the globa, and
throughout histories and eras.
What interests you about the aesthetic nature of
what you're researching here? Looking at the St
Ives show, the visuals of chaos, weather and craft
all feel very important.

HY: Broadly, as my thoughts grow and devslop
and references becoms despar, the material, visual
ideas and mathods follow.

Imagine an infographic which predicts the
behaviour and of a cyclone, for
and across a waek. The whole trajectory appears like
acona — avary common graphic form — and refars to
an incraasing unpradictability from the point of ‘now’.
That's what we know, today, through Edward Loranz's
scientific study of Chaos Theory, or the butterfly affect.

At Tate Stlvas, my vast wallpaper work Non-Linear
and Non-Periodic Dynamics rasponds to the culture,
climate and weather that | ancountsrad during my visits
to Comwall. Whare land meets ocean, unpradictable and
polarised weather oftan accompanies violent coastline
phenomena. In this work, photographic elements of
waather and water are intersparsad with mirrorad motifs.
which rasamble the butterfly affact. Although fixed as an
imags, the work suggasts moments of phenomena that
hold multipls potentialities and futures. And you cannot
divide communities from the landscapes in which they
live. People are shaped by, and shaps, the land itself.
Mundus Cushion - Yielding X refarencas the time and
skills of the hand-craftad knealar cushions found at
tha church in Zennor, near St lves, and the hopes and
anxisties found in their motifs. Many of thase tell the
storias of a community bound with the land and sea.

Thetitle of my exhibition at The Bass is In the Cone
of Uncertainty, and the show in Manila is The Cone of
Concern. Bothterminologies arise from methodologiesy,
such as weather foracasting ors as well as chaos theory,
which reflects the human bsing's desira to predict the
future — a very basic human curiosity. An instinctive
reaction, like fear, is a fesling in front of tha uncertainty
— curiosity is another.

working h abreath
of methods and unconventional media?

HY: Broadly, as my thoughts grow and develop
and referencas hecoms daspar, the matarial, visual
ideas and methods follow. | do not want totie or assign
mysslf to ane working method, process or practice. |
continue to work with venstian blinds and othar materials
and agonize about them over a long period of tima, but
| don’t want these materials to prescribe my artistic
identity. The journay itself is more important, and the
feeling of genuine engagement. So in terms of the
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salaction of motifs or the decisions on processes and
matsriality, | would say halfis a cumulative evolution and
the remainder develops through research, encounters
and expariences. It is both plannad and accidental.
Many of your sculptures and installations have a
sound element. Even sculptures that are quiet but
have the p ivati
of sound.

HY: | used to work with sound rather indirectly.
Sonic sffacts occur from motorized venstian blinds,
which rise and fall as the slats click open andthen closed,
orwhen a slsctric fans, or rabotic moving lights moves
a sound of the motor, or a ventilator.

Other sound effects might appear conscious
and intentional but tha boundaries of my control over
this vary. Sonic Half Moons, for example, ara hanging
sculptures which periodically demonstrate the sweeping
and rattling sound-patterns that they are capable of
making. Their sounds depand on factors such as the
strangth and motion of the facilitator activating them,
orthe atmospheric conditions in which they are shown
Inthe Liverpool Biennial 2018, | used recordings of rain,
storms and wind from the British Sound Library. | was
also grantsd parmission to usa the racordings of ambient
bird sound and camsera noises that documentad a 2018
mesting batwsan the North and South Korsan leaders,
hsld on a public footbridge in the Korean Demilitarized
Zons. Their public conversation could not be heard but
the background sounds wera racorded, and this audio-

was into exhibitions,
including at Handles, MoMA, New York, USA. The
recorded noises operate as a disembodied vessel,
carrying notions action, avent i
unheard convarsations, and unknowable outcomes.
Have you ever used human voices?

HY: A sound piece with human voice, Genuine
Cloning, connects three current solo exhibitions: at
Tate St Ives, UK; at MCAD in Manila, Philippines; and
at MMCA in Seoul, South Korsa. The work features a
TTS (text-to-spasch) clone of my voics, which speaks
about oneself as being without a boundary such as the
bady, whils the DMZ birdsong recording was insartad as
chaptsrs, dividing sounds batwean my ASMR voicsover.
The voiceis flesting, floating and drifting in the air, yet still
able to communicate. The dissmbodisd, artificial voice
states itsslf as an outsider, yst it is closs to a human
bsing. It mischievously observes us, and mocks what
humans do with the non-human. The voice contemplatas
the act of naming typhoons and cyclones and describes
the Typhoon Committes, consisting of 14 countries who
contribute to a pool of names as if it is the most fair
thing to do with natural phenomeana. Annually, soma
names are re-circulated, but the namas of notorious,
damaging or deadly cyclones are retired from the pool.
Anothsr nama from the same language will replacait, to
maintain the same ‘fair’ proportions. So, the typhoons
get strange national flavors to them as wsll. They used
to only call them by femals names.

Looking at ideas of nation and identity are
intertwined here.

HY: Thera are many commodifisd voices on the
markst, developsd for navigating in your car, or sven
animating your domastic rice cooker or refrigerator.
The devicas spsak in a designated languags, in which a
gender and age is suggested. For the show at the South
London Gallery, | orchestratad over twenty diffarently
accentad English voices, from open sources, such as
‘English female voica with French accent’, ‘British female
voice with Indian accent’, or ‘male voice in American
English with Japaness accent.’ They repeat a sentence,
“The source of art is in the life of the people.” This
motto is inscribad in the woodan marquetry by Walter
Crane inlaid into the historical fioor of the South London
Gallery, which is now hiddan and invisibls undernsath
a new floor for its protection. Installed right above
thae original spot of the motto, | placed spsaksrs with
motion sensors and your own body can trigger the
chorus of twenty-two synthstic TTS vaoices chanting
the santence. The voices appsar real and compslling,
perhaps dus to their vocal imparfections. By tracing
the motto over and over again with one’s own bodily
prasence, | wanted to honour the artistic engagement in
tha notion of the people and espacially bring institutional
legacy and spirit into the present by extending the
notion of ‘paople’ to migrant communities and the non-
human, as well as the technological. Forum for Drone
Speech - Singapore Simulations was commissioned
by the National Gallery Singapore, which is located in
a historical building. This work includes a racording of
asocial robot ‘Nadine’ reading out a script | wrote from

ility of andth
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its non-human perspective, and was supported by the
lab at the Nanyang Technological University (NTU).
Maybe you've heard of social robots?

No, | haven't.

HY: Social robots are made to socialize with

human baings, and have convincing facial expressions
and conversation skills. The NTU's social robot Nadine
is a source of national pride and can conversa in six
international languages, including two of the official
languages of the country (Mandarin, English, German,
French, Hindi and Japaness). She speaks without an
accent and looks European. In fact, her appearancs is
basad on the chief of the lab, who is a famale scientist
from Switzerland. Adopting Nadine's parspactive, the
script (spesch) contemplates her non-human identity as
well as questions of ethnicity and belonging. One can
encounter Nadine’s approximately 12 minute speach
near the historical balcony of the former city hall building,
facing Padang Square, where the self-governance of
Singapore was announced.
You've been based in Berlin since 2005, and now
teachin Frankfurt at the Stadelschule. The diasporic
experience, that idea of belonging or migration
seems to come up in your work, without directly
being about identity politics.

HY: | think that | am very direct and frank about
my interests in identity politics, but | am slusive, vague
or ambiguous to soms peopls, becauss the identity
| kaap paying attention 1o is the identity of absance.
‘You bring historic and diasporic artists and crafts
into your exhibitions, placing yourself in dialogue
with art and alternative histories. What do you find
interesting about those combinations?

HY: Human experiences are built on what came
before. As there are universal phenomena = such as
weather and climats, or absence - thers are repeated
questions, ideas and practices that are reimagined and
enacted across multiple times and cultures. We can
have an individual or parsonal response to a universal
sxpariance, without realising how connected we ars.

The Sonic Intermediates — Three Differential
Equations, shownin Strange Attractors at Tats St lves, is
atri-part sculpturs representing a spaculative sncounter
betwsean thres figures of British Modsern Art: Li Yuan-
chia, Barbara Hepworth and Naum Gabo. The threa
artists all journeysd and worked internationally, and
their paths are both closely and distantly interconnectad
through events, geographical locations and art histories.
‘Their Isgacies still impact and resonats today, and this
work brings the three figures into conversation bayond
the conventions of era or place.

The ‘strange attractors’ motif goes back to
theories of unpredictability. The movement of a particle
— tha shift from hers to thare — we call it the buttarfly
effect and we cannot predict its path or expect a
linear result. But, we are also certain of interrelations.
Sometimes, the consequances of the butterfly swing
could bring a rainstorm. That's the reality, and for me,
peacefully somehow, it's a perfect kind of formula.
Imagine the artists’ ralationships and the affacts upon
sach other, and now ourselves?
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Non-Indépliablas, nues
2010/202(
Eg;‘\ng racks, light bulbs, cabla, zip ties, terminal strips

Nomvugp\mbla nue ~ Crowny Figure in Crossed Lag
183 x 105 x 78 cm

Non-Indépliable, nue - Lifting Up

191 x 140 x 75 ¢

Non-Indépliable, rlI.IB ~ Threa Hsarts Lifts a Sprout
198 x 144 x B2 c

Non-Indépliable, nue Three Timas on Shoulder

264 x 188 x B2 ci

m
Non-Indépliabls, nue — Sandwich Swing Squeezad Betwsen Buildings
129 x 156 x 108 cm
Courtasy of the artist
Photo: Nick Ash
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Sonic Half Moon Typs lli - Larga Light #22
2015

Powder-coated steel frame, powder-coated mesh, staal
‘wire rope, brass and nicksl plated bells, mstal rings
187 x 84 x 84 cm

Courtesy of the artist

Photo: Florian Klsinsfann
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The Intarmadiate - Tiltsd Bushy Lumpy Bumpy
2018

Artificial straw, powder-coated stesl frame, powder-
coated mesh, casters

203 x 120 x 120 cm

Marc and Annette Kemmisr Collsction

Photo: Studio Hasgus Yang
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