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Shin Yeasu! (Music critic)
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1

Olivia' was deep in thought. At times, she es-
caped from her thoughts into the scene before
her eyes. The cameras hanging from a crane, at-
tached to a dolly, in someone’s hands—all faced
Olivia. She returned to her thoughts and, for a
fleeting moment, acted out the motion of think-
ing before she started to sing. Vibrating her vo-
cal cords, Olivia hummed. Although her mouth
was shut, the sound leaked out of her body. Here,
Olivia thought once more. And in synchronicity,
everything was in motion.

Though the cameras faced the same direc-
tion, they managed to catch scenes that differed
subtly in nature. Depending on the ways they ab-
sorbed light and color, their speed of focus, and
the object or body they hung from, the scene
and movement the cameras were mediating
changed. These cameras moved constantly, as
if to align themselves with an angle that would
glean the best shot. They would focus on Olivia
before bringing the wallpaper behind her into
clarity.

The wall shifted from time to time. It would
keep its place for a while before suddenly chang-
ing spots. Pasted onto a faux wall, yellow wallpa-
per seemed to quiver with vivid patterns. Three
kinds of wallpaper had been prepared that
day, and the wall behind Olivia would suddenly
change patterns on a whim. All three wallpapers
sported vibrant colors and patterns; depending
on the lighting, their entire aspect changed.

The lights continued to change color and
position. They illuminated the subject and wall in
hues of peach, brown, and other colors as they

The name of the person identified as
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“Actor” in the score.
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lit up the face, revealed silhouettes, or halved the
face with their brightness. These lights moved
of their own accord, refusing to blend into the
scene or become part of the person. In this do-
main of synchrony, where all things moved in
tandem with one another, lights too continuously
shaped color-and form. In all likelihood, this was
the light’s process of finding the balance in ev-
erything.

At first glance, the four subjects of Het-
erophony of Heterochrony (2021)—namely, Ol-
ivia, the cameras, the wall, the lights, and all
that surrounded them—seemed to be occupy-
ing the same time and space. But the more the
movements of these four subjects through the
five-channel video and eight-channel sound in-
stallation were scrutinized, the more doubts
arose. Initially, the work came across as the
same scene observed from many different an-
gles. At other times, it appeared to be different
observations taken at different times that just
happened to be arranged concurrently through
several channels. The occasional humming was
at first understood to have been recorded when
Olivia filmed on camera. But at some points, Ol-
ivia's appearance on screen and her humming
seemed not to coincide.

Time did not flow linearly here. No mat-
ter what, it was twisted and tangled up in some
way. Familiar acts, nothing out of the ordinary,
aligned in unexpected ways. Everything seemed
to unfold in synchrony, only to become a jum-
ble of the past and present. What was seen and
heard seemed to exist on entirely different
planes of time. Repetitions could be told apart
only ambiguously, whether they were facsimiles
of the past or a present separate from the past.
Here was a chain of deviations in time. In this
realm where curious, undefined perspectives in-
tersect, a question emerges: what on earth do
we call this arrangement of forms that move of
their own accord?

| Key-word

The word heterophony is almost the only key-
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word to my unlocking the secrets of this work. It
combines the roots hetero-, meaning “different,”
and -phony, meaning “sound,” referring to a spe-
cific state that takes place in music. While the
term itself is obscure, we easily encounter the
situation in our daily lives—for instance, when
two people are most definitely humming the
same song, yet the resulting sounds are quite dif-
ferent, or when a person changes part of a song
while singing in unison with another, but they’re
essentially singing the same song. We call this
state of entanglement heterophony, where we
alternate between the same and different in an
indefinite, flexible manner.

There are, of course, other “-phonies.” Sev-
eral concepts in Western music, beyond hetero-
phony, refer to the ways voices intertwine, such
as monophony, homophony, and polyphony.
Monophony involves a single voice or melody.
Homophony is a form based on chords, where a
single voice comprises the main melody as oth-
ers stack upon it in harmony. Polyphony is when
multiple voices sing their own melodies inde-
pendently and come together at various inter-
sections. The main differences are whether they
have a single voice or many, and how these voic-
es are prioritized within the score.?

These concepts evoke the following im-
ageries: monophony as a single, moving line;
homophony as a castle wall stacked high with
bricks; polyphony as a group of straight paral-
lel lines connected by a few perpendicular lines;
and heterophony as both a line and a mass of
tangled threads. While monophony, homopho-
ny, and polyphony are relatively easy to visual-
ize, the form of heterophony is hard to define.
This is because heterophony is composed of the

“same-but-different” or “different-but-same” el-

ements. Depending on where we stand, hetero-

E et 383 o= FAEo] dEHZEYUHA A
ef Qtoll A W= Ao whet AJA|Zzd Eebxict

197] f2o] SRRz} MAlshs ofd gl
250] iy, 11 EHOA EHE 4SS ¢

2 101*7} Foetx 119 S9N HFE =
Exeet ko] o F EJXT Bk 2 Ho]A JReHe o] & Aot}
‘Jorgatel] ZgtEE AL oflch ‘W2 A %£ ArEe] B4 giAl o2
F27he B4 kg e S g 5 % B4 glE Soddx
V3R gl = o] B o2 HHto] B} o] L& B Aol Yt 892 241
ARete ge xS B4 ugogs Fol= JRE 7H & YA A&,
HAUZL Az ert glugs 19 rge ?L?%J, TAHs slobx y, H3jet
SN AFH e L Axete PH A& (A& A, 2019), 124.

2
While voices and songs were given
as examples, these concepts are not
limited to vocals. “At times, the melody
intended for a voice became known
as ‘parts.’ Eventually, the word part
permeated the industry, and music
played in the range of the soprano-or
bass would be called, respectively, the

‘soprano part’ or ‘bass part’ regardless

l"()

of the involvement of vocals. Melodies
were sung not only with voices but
also with instruments. Some melodies
resembled songs even without a
singing voice. Thus, music was able to
form parts without the voice.” Yeasul
Shin, “Short Outros,” in Automatic
Piano by Cheon Heerahn (Seoul:
Changbi, 2019), 124.
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phony can be seen as a search for “similarities”
within differences or “differences” within similar-
ities. This is subject to constant change, contin-
gent on the relationship these subjects create in
a heterophonic state.

Consequently, the main interest that hetero-
phony presents is not limited to the entangled
voices on the surface level but extends to the
“relational state” they create, which at times con-
fuses the audience. Subtle movements that tiptoe
the line between what is the same and what is
different, voices converging towards the goal
of sameness or diverging from sameness to a
state of difference—all this can be found within
the state of heterophony. The dissonance these
movements and voices create between sense and
cognition questions when a sound can be consid-
ered the same or different.

The problem is that Oh Min’s heterophony
is not limited to sound. It is not even as simple
as substituting another subject for sound or re-
placing sound objects with other objects. Instead,
a type of phase inversion takes place. In music,
heterophony refers to a state where different
voices commingle and tangle within a definite
time range. Thus time acts as a condition and
scope, not an ingredient needed for creating a
heterophonic state.

However, the title Heterophony of Heter-
ochrony pronounces that heterogeneous “times”
compose the state of heterophony. My explana-
tion presents a “tangled line, or mass, of times
that are either the same or different.” Then how
does time, rather than voices, entangle? How
should we understand a mass of time, rath-
er than a mass of voices? Why do times come
together in a heterophonic state? In the usual
sense of heterophony, the audience identifies the
similarities and differences between the individu-
al melodies and traces their relationship. Hetero-
phony of Heterochrony, on the contrary, allows
the viewer and listener to sense the similarities
and differences between times and trace their
relationships.



oleti Alzte ZAxte] &gl ‘G AapstE’ 71Hel

wel o BEo 2 ARE 4 ot

a. ool RoltE Bel shets gEuiol
A & 7kl Tkt £He AFo] Ho| =8
Wg wET) We ave Yok

b gealuloks gl Fuleks 4a 2 g
7} kAl gEulol Boz thizh. e x9ol

z7E)o] gafulots] @2 Wl He avz
c. &ajulots AZRT) Foleks 3¢ Aot A
A& vhETh E The £go] Z7tslo]

sl1 e F7]2 9o Mg vt Ho| &

oo 4% b

ul.lru

d. gelslobs sigRth Fuiets AN & 9R12
2AEG £9e A AlaetET Ho| Axo
g7)elch

e. geulol: BYYS vietun FEHOE ¢
o}, Feflets Seulclo] 28 & BT} Hol =
e $37)8 HEUT £y Ao TARE
RED, We 9 EEo T ofF HAls] 29I

U FA9 YEe M2 wxIsHH FAFOR o]Fo7
t}. hoF o] 3B A A|HATL o] B ARFTHH o]
AL SEHZEY7} ohuat YR FE XL 7t
& & YRR FESfoF & AL Ik A
SEzagd] sEHEEME o] AEa7t F o
u]gsA o2 2402 ¥EE7| o[t} o
£33 HoFe A2 ofe 722 XY
589 G4 FAME Sagu|2 FAS AEEolr)?

£ 7

160

On the left wall is a video documenting
the people recording this sequence,
while in the lower right corner,

| The Structure of Time

Once again, there are four subjects: Olivia, the
cameras, the wall, and the lights. Each assumes a
choreography they all perform simultaneously. It
takes each three full minutes to complete. While
the movements of each subject remain indepen-
dent, those three minutes can be divided into
five segments by the moments when these sub-
jects “collectively change.”

a. Olivia looks at something. The cameras ad-
vance towards Olivia. The light illuminates
her silhouette. The wall remains stationary.

b. Olivia moves. The cameras gently retreat,
only to advance on Olivia once more. An
additional light illuminates Olivia’s face. The
wall remains stationary.

thinks. The

change positions, moving up, down, and

sideways. Another light is directed at the
wall, changing colors at short intervals. The

c. Olivia cameras repeatedly

wall moves a little.

d. Olivia hums. The cameras gradually become
fixed to a spot. The light gradually fades.
The wall moves to the left.

e. Olivia faces the filming crew, moving spon-
taneously. The cameras alternate their focus
between Olivia and the wall. The lights cre-
ate shadows on Olivia’s face. The wall slow-
ly creeps to the right.

The actions of these four subjects intersect and
co-occur. If the three-minute sequence were the
work in its entirety, it would have been more
closely likened to a “four-part polyphony” than
to a “heterophony”—but what happens next is
crucial. In Heterophony of Heterochrony, the
sequence repeats five times in subtly different
conditions. Among the five-channel videos, the
difference is most clearly indicated by the circles

below.3

separate from the rest, is a moving
score that coordinates all of the
sequenced time and choreography.
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If T understand correctly, the following major
conditional changes occur in each iteration as
the three-minute sequence repeats five times
(these may be completely different from what
others identify):

First,
three cameras simultaneously unfold the
scenes they have captured concurrently.

Second,
one camera simultaneously unfolds three
different takes of a scene.

Third,
two channels show a scene taken simulta-
neously, except for one channel that offers a
take from a separate time.

Fourth,
two channels of the three showing Olivia
switch to two of the filming crew.

Fifth,
three different wallpapers are shown at the
same time.

Here, different cameras may have filmed at the
same time, or a single camera may have operat-
ed at separate times. Presented are pairs of the
same and different timelines, as noted by the
appearance of different people and walls. Some-
thing most definitely is repeated, yet there also
most definitely is dissonance. All of this is rath-
er absurd. No matter which way we turn, there
remains something unsatisfactory about our hy-
pothesized explanations. It is possible to consid-
er all the events as independent by neglecting
the affinity among them. Then again, to call them
repetitions raises the question of how much re-
semblance—or lack thereof—can be tolerated
before something is considered different. Here
lies the fundamental question of whether some-
thing not entirely identical can be deemed “rep-
etitious.” Where do we draw the line? This ques-
tion most likely applies to all time-based works
that involve repetition.

In Heterophony of Heterochrony, a wide
spectrum of moments inspire such questions. I
sense a kind of discrepancy within these five
sequences. It brings me to a constant aware-



olojFich EA(FAFH) A Y Rol: 2t o] A(R)AE ness that “time,” against its steadfast linearity,
Hol:= Zo| ZYUglo] wagtth, IRt o] Aol FE is slightly off and can no longer serve as a reli-
able premise. Things that appear synchronous
(FIB¥, at the same time)* or asynchronous (&
= we) A= ohdx] YAt GlEzAaRY) 5 Bf, at different times) continuously intersect.
H2Z oA ewle TulA of o]2jd Alzte] BdE However, whether they are the same or differ-
k=T, ent—things of the past, the now, or entirely

2 YR 2R, obrte] AUR] A7 ARJAA], 1L

new—continues to cast doubts. Why does Oh
Min compose such time twists in Heterophony of
Heterochrony?

| omel xE-c7)

| Oh Min’s “Here-Now”

3} Qule QARG B ot AlAdE dolE ot
2o A|7F 7]9 B & grEoigth Al7]o) weE FAE Artist Oh Min has been engaged in the language
=24 DT PN FASe TE dysis IE of visual arts by producing time-based media

works based upon having musical performance

HolA whgelslaL, 1 FASE 23 A=K GL A as her mother tongue. While her works’ themes
E&3) 9Z= U 2F R AE LESAE T have varied slightly from time to time, they were
3} 2} all born within a series of questions. These

TARtEe] ARN LA AFe] BT B themes were never separate but closely knit to-

gether. A few examples are as follows:

FE AN 2d TR B (@Y, B, The “performative nature” found in the con-

2|3 b, 2014), ARGIEY] AEst A, RE F centrating expressions of the performers’ bod-

' (oL Qtale] T Az B, 2015), AHR ies as well as the filmed media of Marina, Lukas,
d Myself (2014); th terials, ice,

3 exQlolgs A ddolz ATHT 4 B an yf:e (2014) ? ma ema's practice an‘d

exploration of expressions for time-based media

(«AABA», 2016), 2] Z=x4 7ide] gk A works in Youngwoo Lee, Shinae An & Elodie Mol-

Y, 2017), FERIeL £3Ate Ao #AE HE let (2015); the sound relationships reconstructed

BLooU} YL RAo] a TAS: A(@AT in the specific language of objects and movement

Sodo] W R in ABA (2016); the experimentation on the mu-
b, 2017), A& FA BT At FH A sical concept of polyphony in Five Voices (2017);
h =
-1

o] A&, 2018, HAFT 9 AHFD, 2018, <AFT the composition of audience reactions and fa-
Azl 2018), A7t Fxet T M W3 AY cial expressions as materials for performance

(@BRIor Zolsh A, WA wlE, &7)e @ A by distorting the relationship among creator,
performer, and audience in Audience and Per-

& AKX Ao X ol 2ALS olJulA] o]AIAl o
dg, ARF, AeA, oF, SBE, oJH, o4, ] formers (2017); the study of the scope of prac-
Q3] o]gL olgE, oFY, FElE, BEE, FAT tice and performance in Etude for Etude (Dance
4 following example explores a longer
L0] | BLe =F ¢ X|HA|ZHo] 7 » o . K .
s R A = 5 Al What does “at the same time” mean duration of time: “It is hard to use both
. . 3 =1 [«} =2 N
: - FAE ozl #& msteTle NE BAE ol °}=7] ot "F &8 in the first place? In our daily life, the hands at the same time doing different
R Sl FA R e EE o StEEdA E 71K A& Al 71 phrase describes an instance when tasks.” According to these examples,
gegtoL} Fu} 22 g Azt F 7Y oy oYt o] -g—e:]]—ou o]5}4 ojulx more than one event occurs in a given “at the same time” denotes both short
olide] Abzio] Hhgd u 2 At E A= 2ol e §47HE ohg} moment or short timespan. Here moments in time and longer ones. In
g5 }\}ﬂ o AAE 2 B X] 45)s A7 E% TG B 4\_ ey are some examples presented in the this manner, the more we expand the
R = Aparo] & wol Ae oldl Ao EX 11 e Standard Korean Language Dictionary: domain of “synchrony (same time,
diEAa Feol dag 2ol As 18 o $A o) agds “The two showed their faces almost simultaneity),” the more ambiguous
A9 %"]9\1‘4’ “AEE A M2E FAIZE o AI7E = @3kl Cﬂ_xﬂ?_lx]g at the same time”; “They stabbed each becomes the moment when the
2EFH” 22 AEo] Yok shRlT Rpaxd 2Rk other at the same time.” However, the synchronous turns asynchronous.

165



4, 24, sled, 4%, 324, 574a%de,
o2 HEHUA TR, 2018), thH A& &
2o -7 A x]- B Ao digk Pad
(FREb, 2020, FAXD, 2020, <Etixb, 2020), &
A AZE A AR £3F A R F-037)'EHe
WAI(«412356>, 2020)7HK]. 17 2519 B2 ayst
o BElE 52 YA gk
o] Iolx Ed AtetEE vHESlY X|&H o
2 g3 Mde 2ol Mgl Ao 4, 393 F
o g AP S o] FE AEY TA, 283 RKF-7)
o} 283 GEEa2EYY FEEXLhoME o] g
Eo] gtefl Rof Alztolgt: diFA] ot shitel Adigt
EAHE o8} BUglol E55= Yolgl 2 o] =Y
2 EE 1 AN 59 g9g FEsL UREL 1
BE shisht abs| Auic 23 o)n FAE
H AZEUAME MEA dEolxl ARES EA
At
HA Mg GHRI2YY JHEXLhe Az
2ol FAEE ARG )RR AIZHE ‘A7t 7]
gk At olete BEAYE F2 Ao 210 xtets
R o] BY E3 uhRTkAIR ATkl 7RISR, ]
H2azY9] 2 2iht AlREE FHIH AE2x
et & o] Agdls ddetde gk zHoz
A AZEE O W RE A5k Qe RERA Y Al
gict, a2ja ol e AE A
FHe

nlo

ok r% fw)
_D ﬂé—!; m]

o

go] 3 A T A
215 6 go], Alzkel il A 3H 0.2 ARt o] 2
A B oA A7 £ Yz of gIckS

olojx 4. FHRAZY ] FHHZELHE 3B
we] AlEAE O ¥ Rt &2 Mz gEXw
o7} okl ohAl el A[RAE vidste TA L
Z AIZEE Rt O YRl Hojx]= do] FAY
K] O] AIQIA] AESHA W= o] FRE o7 AlFo] gt
AR AMEE g e A

Zko] 4 7Hs % AimEhe AL E B)7] HsidE &

5

28712 o] Bdg ‘A7t 718 AR (time-
based installation)e} E# 3t}

164

Composition) (2018), Etude for Etude (Music
Performance) (2018), and the serial work Etude
(2018); the experimentation on the structure of
time and material for performance in Jinan Kang,
Yeonwha Kong, Minjung Kim, Sungwan Kim, Ki-
tae Bae, Yeasul Shin, Jinyoung Shin, Sulki & Min,
Woosup Sim, Min Oh, Sanghoon Ok, Minsung
Lee, Sinsil Lee, Yanghee Lee, Youngwoo Lee, Tae-
hun Lee, Hyewon Lee, Taesoon Jang, Kwangjun
Jung, Joseph Fungsang, June Moon Kyung Hahn,
Yunkyung Hur, Sungjin Hong, Chosun Hong,
57studio Live performance (2018); the relentless
questioning of the genre, media, composition,
execution, installation, and viewing approach of
the interdisciplinary arts in Absentee (2020), At-
tendee (2020), and Invitee (2020); and the co-
nundrums surrounding conceptual, constitutive,
and performative time as well as the “here-now”
in 412356 (2020). Oh Min’s works up until today
have come to form a current in serial expansion.

The following concepts, appearing and dis-
appearing repeatedly, have been continuously
explored: a work’s materials, the construction of
time, the interior and exterior of performance,
and the relationship between what makes a work
and the “here-now.” And in Heterophony of Het-
erochrony, these concepts pool together under
the overarching theme of time into one enor-
mous whole. A mass in continuous movement,
the work has indeed established its own place in
itself. Through gradual inspection of its interior,
however, we discover newly articulated ques-
tions strongly correlated to past themes.

As the term implies, time has been a condi-
tional basis for “time-based media works.” Het-
erophony of Heterochrony is also time-based
and, thus, finds its basis upon time; however, the
work employs time as its material more specifi-
cally. Namely, the work contains both a condi-
tional time, corresponding to its duration, and
a material time, forming its interior. Apart from
such experienced time and compositional time,
the work also embraces enthusiastic questions
about the very concept of time.?

Oh Min calls the work a “time-based
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Next, the composition. Heterophony of Het-
erochrony repeats a three-minute-long sequence
five times. Or time is composed by arranging in
order five sequences that are similar but some-
how different. This construct prompts questions
about whether what happens in the work occurs
simultaneously and whether it gives rise to a het-
erogeneous temporality in which different points
in time coexist. To deem time a suitable material
for composition, the artist would have had to go
against the so-called “naturally recognized flow
of time” and actively engage in its incorporation.

Then there are the inside and outside. From
time to time, the one filming and the one filmed
are not readily distinguishable. While some cam-
eras film Olivia, who sits in front of a wall, other
cameras film the cameras filming Olivia. At some
point, two figures from the filming crew replace
Olivia in one channel, and Olivia replaces the
two figures in another. As the subjects switch
places, the space for simultaneous observation
becomes much broader. The inside and outside
of the camera, the inside and outside of the per-
formed area, and the inside and outside of the
performance all end up indistinguishably inter-
mingled. Notions of the inside and outside grad-
ually blur.

And the relationship. Olivia, the cameras,
the wall, and the light move independently from
one another. The figure in front of the camera is
very likely to be construed as the most important
person or “main protagonist.” In many instances,
all movements would be instigated by or function
for this figure. But in Heterophony of Heteroch-
rony, it is difficult to identify such a clear-cut hi-
erarchy. Subjects composing the work move in
their own flow. One element does not overwhelm
or dominate another. To me, they seem to pursue
the most equal relationship possible, sharing the
time and the situation.

Last, the “here-now.” This work, which
deals with time, thoroughly investigates the

“here-now.” The “here-now” might appear lucid

at first glance, but will likely turn murky when
synchronous and asynchronous times are -ques-
tioned; the more one delves into its identity, the
more evasive it becomes. Where and when is
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the “here-now”?® Up to what duration can we
consider “now,” and up to which point can the
spatial concept “here” encompass? Observing
the installation in which synchronous and asyn-
chronous time, the inside and outside intertwine
elaborately, the subject of the here-now begins
to feel like an unfathomable duration or size, a
mystical unknown.

The people captured in the work seem ful-
ly focused, urgently viewing the here-now un-
folding in front of them. But in this new flow of
time, jumbled among the five channels, tracking
down the “here-now” seems rather tricky. The
here-now of performative time does seem to ex-
ist within the on-screen practitioners’ bodies. In
contrast, it is impossible to know how far the
here-now of constitutive time can be extended
or twisted. It comes to mind that the here-now
of conceptual time might have been an illusion,
never actually existing. Also, to the audience,
who must track all such levels of time in the ex-
hibition space, the here-now of experienced time
again becomes as urgent as it was for the practi-
tioners’ bodies on screen. Different times flow on
the exterior surface, the inside, the support base,
and the outer world of this work. And these
times circulate endlessly.

| Movement

Everything surrounding this work moves
multi-dimensionally, without stopping even once.
From whichever part the audience starts viewing,
the time and space of Heterophony of Heteroch-
rony are not fixed at a single point. Everything
continues in its own flow while crossing every-
thing else. The viewers identify the relationship

between these components and become aware

Though many units are available to
measure time, the minimum unit that
can be used as a “single” unit starkly
differs by the situation, speaker, and
experience surrounding that time. As
Oh Min once said, “now” can denote
this very second, the hour, or even the
year, relative to each person.
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of the flow of time as they continue to observe
the work. Oh Min says,

“... The beauty of time comes from it produc-
ing an ‘invisible image,” ultimately, through
a ‘visible image.” Whatever the material, as
soon as it is placed upon time; it ‘disap-
pears as soon as it is seen. Here, ‘memo-
ry acts as a ‘technique’ that turns this dis-
appeared time into the abstract. The same
goes for the acts of creating, practicing,
and appreciating. Simple observation is not
enough when it comes to appreciating time-
based art. The audience must proactively
consume its duration, collect sensory mate-
rials, remember them, and then, from rec-
ollection, abstractly combine relationships
among the images to draw an invisible im-

age. Only then does the appreciation com-
»7

plete.

Let’s indulge in a little imagination here. What
would we be seeing if all these preconditions
were reversed? It is most likely that only one
shot of the many taken from multiple camer-
as would remain. A single-channel setup would
have sufficed. Olivia’s humming would not have
overlapped. The walls would not have moved.
The optimized light would not have clung as
tightly to her skin or to the wall’s surface. The
cameras filming other cameras would have been
unnecessary. And we would not have been able
to see or hear the people directing the cameras
or the scene. The result might have been a sol-
id and complete “here-now.” There might have
been no reason for the work to have any dura-
tion at all. All of these would have been true if
the artist’s goal had been to make a virtual scene
orderly, final, and closed.

However, Heterophony of Heterochrony un-
folds upon time its plentiful movements, which
can never end as one fixed scene. As long as
there is time, never will its movements cease.
And the world where bodies move right before

Oh Min, Artist Statement (January
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the viewers' eyes and the world that has been
video-edited move differently. Oh Min writes,

“Time in film is different from the time of the
‘live.” Time in film is a rectangle, while the
time of the ‘live’ is a polyhedron. Outside
the rectangle are many tremendous secrets,

but the polyhedron can hold none.”®

There are countless potential worlds outside
the rectangle. The sensory information placed
in the rectangle is only a very small portion of
what happened at the scene. It cannot contain
as many multi-dimensional hours or experienc-
es of a polyhedron. Thus are secrets made. In
comparison, many subjects enjoy, intersect, and
move by their own “here-now” in the time that
is “live,” without any secrets. Moreover, this does
not solely occur in the “time of the live,” distinct
from video, but also in real life, in everything
that lives and moves in time.

| The way back to the outside world

St. Augustine once remarked, “What then is
time? If no one asks me, I know; if | want to ex-
plain it to a questioner, I do not know.” It is not
only time that comes across as clear-cut yet ends
up drawing people into a conundrum. Music and
performance, which unfold in time, provoke the
same bafflement. The moment one asks what
music is, music refuses to be grasped and quiet-
ly vanishes. The same is true of performance. A
series of events that occur in a time and space
involving so many performers does not finalize
in a fixed shape. In many instances one cannot
tell where the event begins or ends, nor what its
scope is. Perhaps it is fundamentally impossible
to draw a single, concrete conclusion regarding
what happens in time.

If so, why does Oh Min continue asking
questions about time? Why does she discover
time in its multiple layers or create a temporal
structure by stacking them? About time, Oh Min

Oh Min, Artist Statement (2020).
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answers:

“Time is an abstract concept created by
mankind (Leibniz) and a form of intuition
of the world (Kant). Because time results
from change in matter (Mach), it does not
flow without change (Aristotle). At the same
time, time also flows regardless of change
(Newton) or does not flow at all (Rovelli). If
it does flow, its speed is relative (Einstein).
The present is the past concentrated (Berg-
son), and simultaneously, the past, present,
and future are mere optical illusions that
persist (Einstein). Time can be measured,
but it is difficult to know what it actually is.
It might be that time does not exist at all
(McTaggart).”®

Despite such disparate views, if senses encoun-
tering art or the world are not distinct but are in
continuous interaction, then contemplating time
through art will ultimately relate to the senses of
time in general. That is why addressing time is
so urgent and significant.

Heterophony of Heterochrony seems to ex-
plore a pure inner world, separated from the
rest of the world. But upon closer reflection, it is
clear that it holds Oh Min’s exploration of time
that actually occurred in, and was constructed
and experienced in, the real world. The under-
standing of time and synchrony, as well as the
discussion of time and relationships, ultimately
connects to an experience of something. There is
no fixed scene in our experiences created within
time, and the frame's inside and outside always
vary. Inside time, the world does not stop but is
in constant movement. And as we observe and
experience this, we do not stop. We too are con-
stantly in motion.

Moreover, if this is the essence of time,
rather than creating a virtual “here-now” that
comes to a single ending, the disparate time in
Heterophony of Heterochrony, generating doubt
itself

about the existence of the “here-now,”

Oh Min, Artist Statement (January

2021).
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Shin Yeasul

Shin Yeasul is a music critic and a
member of Heterophony. Shin’s critical
writing started from a curiosity about
contemporary music. She studied
musicology at Seoul National University
and was awarded the Auditorium Prize
for Criticism in 2013 and the Hwaum
Criticism Prize in 2014. Shin authored
The Things of Music: Musical Score,
Automatic Musical Instruments, and
Recording (Specter Press, 2019). She

is currently a part of the Sonic Fiction
research group and is working as

the editor of Korean Contemporary
Composers and Compositions.
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seems closer to the truth. Seeing the installation
that disjoints time with five channels of video
and eight channels of sound, the audience real-
izes that what “I” see and hear is a tiny part of
a picture that can never be completed. Inviting
the viewers into a dark room and placing them
inside intersecting times, the work enables them
to experience the inner workings of the world of
Heterophony of Heterochrony. At the same time,
the work allows them to experience a method of
sensing the world composed of a heterophon-
ic structure. And this is one of the ways that we
may understand how the world is constructed,
the world where we can have experiences in
time.

I do not understand Heterophony of Heter-
ochrony by seeing or listening to something in
particular. Instead, 1 become more fully aware
of what cannot be seen or heard. An unknown
area, an unseen or unheard area, is more clear-
ly sensed, while the surrounding time and space
expands and thickens. Heterophony of Heteroch-
rony reveals the tacit point that cannot be seen
or heard by letting the viewers see and hear
something. This is just like the very last moment
shown in the work’s sequence, when the light
actually lands on Olivia's face to reveal the outer
shadow.



