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Regarding The Distance between Words

Minhwa Yun
Cake Gallery Curator

Translated by Sujin Lee
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Stepping in between Words

In Sync/Spliz, Sujin Lee speaks as she
writes. No, I mean she writes down what
she says. I cannot decide which action
precedes; however, it is clear that the two
actions are deeply interconnected. From
the speaking point of view, the speaking
voice kindly waits for the hand to finish
writing down what was just uttered.
Because of this, the voice moves far away
from the rhythmic intonation and the
speed that are easy-on-the-ear. From the
writing point of view, things are not going
any better. It is obvious that the hand is
writing as fast as it can so that it does not
disrupt the speaking flow, but the hand
never moves fast enough to catch up to the
speaking. The letters lining up from left
to right soon lose their sense of direction
and begin running here and there on the
paper. Since this is how the text is written,
it is just too hard to read what it says.
Speaking seems to grow tired while
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waiting for the writing, and writing
struggles to chase the speaking. In Syne/
Split, neither speaking nor writing
appears to be successful. From watching
this simultaneous “speaking-writing,”

I manage to make out two things: the
voice that fails to speak and the text that
is indecipherable. In some ways, Lee
attempts to combine the two acts together
to track down how they are related to each
other. However, the result is that both the
“mouth-language” and “hand-language”
lose their characteristics as language.

The “mouth-language” tends to drag the
endings of words and often produces

a murmur, and the “hand-language”
becomes abstract lines created by the pen
running on the paper. We are reminded
that the alphabet is a series of unrelated
sound units; it is a nonlinear system by
nature. However, the meeting between the
“mouth-language” and “hand-language”in
Sync/Split separates “language” from the
speaking voice and the act of writing. The
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process helps us imagine what writing
and speaking may have been like before
language was born.

I wonder how the voice and writing
came to join language in the first place.
Before language was there to assign a
meaning, what did the voice express and
how? Likewise, before language became
a tool for deciphering, was writing
something to be “read” or to be “seen?”
These questions leave me pondering
how we connect the voice with spoken
language as well as with written language.
Furthermore, they make me think about
the ways in which one utilizes the voice
and the written word. Most of Lee’s work
deals with the space between language, the
speaking voice, and the written word. The
reason I have chosen to describe Sync/Split
in detail, is that I believe it best represents
the topics Lee’s work has explored to
date. Lee has experimented intriguingly
with spoken text and written text; her
work leads the audience to contemplate
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the essence of both the voice and writing.
There are many other issues to consider
related to the topic: the identity of the
speaker and writer when the authenticity
of the voice and the written word come
together to make meaning, the notion of
mother tongue and a second language, the
difficulties of translation, etc. One will

see all these cultural and social discourses
as part of a bigger discussion about Lee’s
work. Therefore, the audience must
contemplate multiple layers of context in
order to understand Lee’s work. Lee does
not leave language as it is; she shakes it
up, cracks it down, and then re-presents it
to us in a somewhat unfamiliar form. This
makes up a “skein of thread” that we must
hold on to as we enter Lee’s maze-like
work.

The Distance between the Voice and
Language

In One Horse or Two Horses? (In a Hungry
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Voice), there are six voices speaking
English with accents, and the accents are
all different. Lee made a recording of the
six voices reciting the same text. The six
voices unite at times; but soon they come
apart as each follows its own rhythm

and intonation. The artist on the screen
utters the same words with the six voices
simultaneously. Just like the six voices that
fail to stay together, the artist’s mouth
moves in sync with them and goes out of
sync, again and again. For the video shoot,
the artist recited the text while listening
to the recording of the six voices, but later
removed her own voice; the artist’s voice is
no longer audible in the finished piece. It
is disorienting watching the artist’s mouth
repeatedly going out of sync from the
disembodied voices.

I am certain that this strange feeling
seeps out of the space somewhere between
the voice and language, and this is the
space to which that the artist wants us
to pay attention. Lee utilized people
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who speak English with accents in order
to highlight the “in-between space.”
Someone with an experienced ear may be

able to tell where each voice “comes from.”

The speech of “non-native” speakers tends
to carry a certain accent or rhythm of
their mother tongue. Even for a native
English speaker, his/her speech could have
a regional accent depending on where
s/he lived. In Korea, there are private
institutes where they teach students how
to speak “American English” or “British
English.” They are based on the idea that
they teach people to sound like “native
speakers of English.” What a foolish idea
it is to believe that there is one way to
“sound”! Is there such a thing as “standard
pronunciation’? Mastering a language
doesn’t mean that one speaks and sounds
exactly the same as the “standards.” There
is no language that makes different voices
sound identical. Language cannot process
multiple voices and turn them into one
same voice. Whichever language it speaks,
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the voice retains its own authenticity. In
One Horse or Two Horses?, the artist stirs
up our curiosity about the relationship
between the voice and mother tongue
by presenting us with six people whose
speech reflects their “origins.” This is, after
all, a question about how the voice and
identity are related to each other. Even if
language tries to unify the voices within
its system, it fails to alter the authenticity
that resides in the voice. Therefore, the six
voices never stay as one, in harmony.
According to an ancient philosopher,
the voice is like “a soul that breathes life
into the body.” The voice exists with life—
a living body that inhales and exhales with
friction between the lips and tongue. The
voice is attached to the body and its life.
Therefore, the voice reminds us of the
living body and also reveals the rhythm,
pulse, and “density” of the spirit inside.
The voice must be implanted in the body
like that in order to exist. One sees the
artist tirelessly following the strange
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rhythm of the six voice’s speech. Her facial
expression and mouthing seem empty
and unnatural. When the six differently
sounding voices overlap, it is hard to
differentiate one body from the others.
The combination of the soulless voices
resembles the sound of a machine. The
image of the artist’s face trying to follow
those voices is strange and machine-

like as well. Lee held an artist’s talk in
conjunction with the exhibition 7%e
Distance between Words and introduced
herself by playing a clip from One Horse
or Two Horses? It was as if she were
mischievously saying, “Well, guess who 1
am if you think you can!” By using other
people’s voices as a self-introduction, it felt
like Lee was suggesting a game to play—
to show how the voice can open oneself
up, or how well one can hide him/herself
in the voice. Yes, the voice is like the key
to open or lock the door to a person’s
identity.

I would like to point out an
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interesting passage in the script for One
Horse or Two Horses? where Lee asks

the participants to “voice” their lines in
certain manner.' The instructions for
specific voices in parentheses are similar
to the stage directions in a play. Stage
directions help actors contextualize the
text and perform it. Therefore, they are
usually objective and explanatory. Lee’s
instructions guide the voices to be “angry”
or “hungry.” As a result, the voices reading
these particular lines become distinctively
soft, loud, or sharp, causing a dramatic
change in the rhythm and pitch of their
speech. It is a small part, but the directions
clearly highlight the force within language,
leading the performers to change the
manner of their speech. Such performative
power of language reminds me of the
voice of God. God’s voice is often referred
to as “words without a voice.” God in the
Bible acts and presents his power through
speaking. God’s orders become concrete
through writing and are passed down as
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commandments. However, there is no
audible voice of God. His words, which
did not come with the voice, are used as
commandments. The nature of God’s
Word resembles that of stage directions in
a script. Directors guide actors how to act
and speak based on the stage directions,
which are not connected to a voice.”
Therefore, what I consider crucial here

is not how angry or hungry the voice is
supposed to be, but the ability of written
language to compel action without any
sound at all.

The Distance between the Voice and
Written Language

There is no actual voice connecting God’s
speech and his Word; God’s Word was
born without being spoken, without the
sound of his voice. Then, is it possible

for humans to write without spoken
language?’ As Jacques Derrida wrote, is
writing a supplement to speech, really?
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This is also a question about whether
speech is already ingrained in written
language as a reminder of the human body,
including its limitations. Just as human
speaking requires lungs, speech cannot
produce a meaning without a voice.” In
other words, the voice and speech are
already connected to each other. Western
traditions consider spoken language to
be the /ogos, but written language to be
secondary and even inferior. However,
their definition of speech does not include
the sound of simply released air such as
a cough or laughter. This means only

the part of the voice that can be broken
down and acknowledged by written
language is considered as speech in their
philosophy. In phonocentrism, only the
spoken language, which is articulated
and rendered by written language counts
as the voice. Written language processes
the voice with its symbols and turns

it into language. Lee’s video work Re-
Conwersation(s) [sic]’ uses subtitles in an
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unusual way to present the relationship
between the voice and spoken language,
and to show how writing joins the two
together.

In Re-Conwversation(s) [sic], the
audience sees and listens to a conversation
in Korean and in English. The piece
begins with English audio. The screen
shows an English text, which is a transcript
of a conversation, and is accompanied by
Korean “subtitles.” Soon, the audience will
find things become strange. The English
speaking and writing do not match the
Korean subtitles. One can find the reason
of this “un-synchronicity” in the work
process. (1) The two speakers (Lee and
Yu) had a conversation in English before
recording their “first audio track.” Several
parts of the conversation were selected
and transcribed as faithfully as possible.
The transcript was turned into a script.
(2) They recorded their “first audio
track” by reading aloud the script, which
is in English. This is the audio that the

o] EFE FulEty] Aol G & t3tE
vl 2owgle] S At
H gk ZA3HA] wto} Ho] AT HEZ
uFE9it). 2) o] o] B ¥ AT HEE 4 g
o] ejom 3 wiA) 53-8 Fegsly,
o] 5-&® 37} AFoll A Ll WA

LAl A Eel Al ). 3) 2|3

2
F ) H e 2 e ol AES HHA
Aoz M WS 3 Aol

B o] stEuof Slek. T2l T 1 gk
AR AES Bl Arle dEdon
W3} 2, o] £ Aole] A2l E Ao

qREEER

“I might, I could have spea- speak-- 1
could have, so you know.”

“Eng--not, not everyone.”

“Hahahaha!”
10

audience hears first in the piece. (3) The
speakers recorded their “second audio”

by verbally translating the same English
script into Korean on the spot. (4) The
transcription of the Korean conversation
was used in subtitles in the piece.

There are many layers of dictations and
translations in the piece. The combined
result effectively makes visible the distance
between the spoken language and written
language.

“I might, I could have spea- speak--1
could have, so you know.”
“Eng--not, not everyone.”
“Hahahaha!”

“Because I don’t have like a set, uh,
like, uh, minimum, limit?”

“Because I know the circumstances
where, it’s just impossible to pay me,
but...”

“it’s, it’s, uh, it’s good to know from
the start.”

— Excerpts from Re-Conwversation(s)

“Because I don’t have like a set, uh, like,
uh, minimum, limit?”

“Because I know the circumstances where,
it’s just impossible to pay me, but...”

“it’s, it’s, uh, it’s good to know from the
start.”
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In the subtitles, Lee intentionally
includes the non-verbal vocalizations
and other natural spontaneous elements
of speech. They include laughter, drawls,
and verbal self-corrections of grammatical
errors. Generally, subtitles are only
mostly accurate. It is rarely a problem if
subtitles do not match the conversation
word for word. It is, in fact, not an easy
task to translate the elements outside
of grammar—such as laughter, a cough,
or a stutter—into written language. Lee
confessed that she was quite confused by
how far she should have gone in terms
of transcribing every little detail in the
conversation. She also stated that it was
much easier writing down the same
elements in Korean than in English.

The ease or difficulty of this task must
depend on how phonetic each language
is. When one examines the transcriptions
(the script and the subtitle), s/he tends to
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linger on the parts that do not read easily
due to the elements outside language.
When this happens, it is as if we discover
another aspect of language that we have
not known before and find it uncanny.
As Derrida reminded us, “[writing] is
not a guise for language, but disguise.”
Written language is not in the meaning
itself; they are separate entities. Therefore,
writing can alter and distort the meaning.
We do not usually find it strange when
we hear the small “non-words” in a verbal
conversation. However, when we see
the same elements presented in written
language, it makes us sit up and have
another look. Lee’s “dictation” shows how
written language can create discomfort
with language itself.

Gilles Deleuze was interested in
the elements expressed and experienced
through the voice, the things that go
beyond the control of language—even if
they misrepresent language. In his study
on Kafka, Deleuze investigated in “a cry
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that escapes signification, composition,
» . . «
song, and words,” which is “a pure
sonorous material,” not “a composed and
L. . 7
semiotically shaped music.” " I was able
to see a Deleuze-like interest reflected in

Lee’s performance piece /2 nettk simbalz/.

For /15 netik 'stmbalz/, Lee writes
on the concrete ground with a piece of
white chalk, only using the phonetic
symbols. As Lee selects words from her
English dictionary and writes down their
phonetic symbols, the audience enters
and reads aloud what Lee wrote. Phonetic
symbols may be unnecessary for people
who are native speakers of English,
but if one spoke Korean as her mother
tongue like me, s/he would often depend
on phonetic symbols to learn how each
word should be pronounced. However,
the same exact symbols easily disrupt a
fluent English speaker’s speech because
the unfamiliar symbols may cause him/
her to stutter or stumble on words. It will

be as if they are solving riddles, guessing
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what each word is. When the audience
realizes which word the symbols signify,
they tend to go ahead and say the word,
separating themselves from the process
of deciphering. Lee reflected on the
experience, ‘I actually used a dictionary
made by a British company; therefore it
listed pronunciations of British English
and American English. Even though

I alternated between the two, people
didn’t seem to care about the differences
and spoke in their own accents.” Those
phonetic symbols are carefully designed
to represent different sounds, but we

are already accustomed to the way our
voice leads us to speak. /2, netik 'stmbalz/
presents a situation where the written
word as a symbol cannot control the voice.
This is the space where the audience slips
and falls within language; it is where the
voice reveals itself as a pure sonorous
material.
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The Distance between Periods in Time in
Language

Re-Conversation(s) [sic] also brings

up the notion of translation as a topic
for discussion. The piece shows many
different methods of translation: “re-
speaking” an English conversation in
English, transcribing the “re-conversation,”
and interpreting the same conversation
from English to Korean and then
transcribing it. The most distinctive
example may be the improvised Korean
interpretation of the English script. I
would like to state that another form of
“translation” took place when Lee and
Yu recorded their own reading of the
English script. The speakers specifically
chose the English language over their
mother tongue, Korean, for their initial
conversation, and then read the English
script consisting of excerpts from the
same conversation. I consider the English
script to be the prototype for the piece.
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The script was created by recording and
transcribing the unscripted conversation.
After some time passed, the two speakers
got together and “repeated” their original
conversation by reading the script aloud.
The recording, which was used as the first
audio track, is actually a new conversation
held in present time. Watching the final
result of all these complicated processes,
which may seem unnecessary, allows me
to contemplate the act of translating the
words spoken in the past into the present
time through speaking.

Jorge Luis Borges wrote many
strange, peculiar short pieces, and nothing
is more bizarre than the one titled Pierre
Menard, Author of the Quixote. This is a
fiction like many other works by Borges.
In the tale, Pierre Menard is the person
who translated the ninth and thirty-eighth
chapters of the first part of Don Quixote as
well as a fragment from chapter twenty-
two. The work Borges considered to be
Menard’s best is actually not a translation
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of Don Quixote written in Spanish to
other language, but it’s a translation from
Spanish to Spanish. This is where I was
able to find connections to the translations
in Re-Conwversation(s) [sic].

Pierre Menard did not want to
compose another Quixote, which
surely is easy enough—he wanted to
compose the Quixote. Nor, surely, need
one be obliged to note that his goal
was never a mechanical transcription
of the original; he had no intention
of copying it. His admirable ambition
was to produce a number of pages
which coincided—word for word and
line for line—with those of Miguel de
Cervantes.

Borges states that the language in
Cervantes’s original text is almost identical
as Menard’s translation. However, to
Borges, Menard’s text is almost infinitely
richer compared to Cervantes’s. There
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are only two differences between the two
texts: First, Cervantes’s original text was
written in the 17" century while Menard
composed the same text two centuries
later. Second, Cervantes was a native
Spanish speaker and therefore fluent in
the language; but Menard, a French man,
had to work to master the language and
then translated the work. Spanish was

a foreign language for Menard, and he
ended up translating the text written in

a foreign language to the same foreign
language.

Re-Conwersation(s) [sic] presents a
Menard-like (or Borges-like) translation
after all. For whatever reasons, the two
performers chose English over their
mother tongue to have a conversation,
created a script, and had the same
conversation based on the script in
English. While Borges discovers infinite
richness in Menard’s text, I am not certain
how I can make sense out of this “non-
translation” in Re-Conversation(s) [sic].
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One thing that is for sure is that what Lee
and Yu wanted to translate were words
they had spoken in the past, and they did
it by brining them to the present time
and doing a recording. What is exactly
translated in the act of “re-speaking”

the words from the past? I wonder if

the temporality, the hidden layer in Re-
Conwersation(s) [sic[, may be an important
aspect of translation one easily overlooks
(when translating one language to
another).

The Distance between the Speaking
Subject and Language

In the place Lee’s work points us to, there
lies a hidden side of language, which may
never be fulfilled by a common fantasy we
have—the notion of “perfect language.” In
Lee’s work discussed in this essay, language
does not contain the speaking subject
wholly, but evokes a situation where some
“part” of oneself is pushed out of the
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language system. The speaking subject
tends to believe that s/he is connected
to language, but that may be one of the
most widely spread misconceptions. We
look away from the part of ourselves,
which fails to integrate with language—
the voice in Lee’s work—believing that
we can express ourselves effectively in
language. In Re-Conwversation(s) [sic], one
of the speakers states that if they had
done the initial conversation in Korean,
the conversation would have gone a very
different way. The same point of view is
reflected in other part of the piece.

In Korean, I feel like I am a half
person almost because, I am like, I,
work in, work in English in my work.

— Hmm-mm.

So it’s almost like that part of me,
hasn’t been expressed in Korean.

— Mmm—mm-mm.

And that, that’s like a huge part of

me.
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— Mm-mm.

So it’s almost like in Korean, that
part of me is missing.
— From Re-Conwversation(s) [sic]

The two must believe that part of
themselves can be only expressed in a
particular language. Lee re-presents this
viewpoint in her artist’s book Hyp/yeng
with a story about Samuel Beckett:

Samuel Beckett was born in Ireland
and spoke English as his first
language. He wrote in English at first,
but he started writing in French in
1945. The reason behind his choice
of language was that he could write
“without style ”in French. The first
novel he wrote in French was Murphy
(1947), which was a translation of his
book in English written in 1938. He
wrote En Attendant Godot first and
then Waiting for Godot. En Attendant
Godot was published in 1952 and
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first performed in 1953. Waiting for
Godot was published in 1954 and first
performed in 1955. (6)

Hyphen introduces several other
writers who work in a language other
than their mother tongue: Ha Jin who is a
native Chinese living in the U.S., Jhumpa
Lahiri who was born in the U.K. but
immigrated to the U.S. with her Indian
parents, Ngtigi wa Thiong'o who was born
in Kenya when it was a British colony and
later rejected his Western name, and Si-
jong Kim, a Korean poet who was born
in Korea during the Japanese Occupation
and now writes in Japanese. One often
encounters bilinguals choosing the other
language over their mother tongue. Why
don't they just freely move back and forth
between two languages, but come to
choose a particular language to perform a
particular act (writing for the characters
in Hyphen)? If their reason is aligned with
what Lee says in Re-Conversation(s) [sic/—
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she sees herself broken down into two
parts, and each part can only be expressed
in English or Korean, but why? I was able
to find an answer to this question in the
artist Theresa Hak Kyung Cha, one of the
subject matters of Lee’s work, Theresa Hak
Kyung Cha Project.”

After her high school education in
Korea, Sujin Lee moved to the United
States and attended college. She ended
up living in the U.S. for nearly twenty
years in total until she returned to Korea.
While she was in college, she often
encountered people who corrected her
English or even “translated” what she was
saying in English without her permission,
which made her feel uncomfortable and
displeased. When Lee told me, “I couldn’t
stand it when someone else delivered what
I was trying to say in their own voice.”I
began to empathize with her experience
almost “tangibly.” Until then, I was too
focused on the mechanics of language in
her work. I suspect that Lee was very keen
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on understanding her identity in relation
to language. That is why she despised it
when her own words were reassembled
and redelivered by a different voice to
“make sense.” Lee first encountered
Theresa Hak Kyung Cha’s work when she
was in graduate school. She must have
been surprised and also pleased to discover
a Korean artist discussed in an art theory
class. Cha was born in Korea, but she
immigrated to the U.S. with her family
and spent her youth in Hawaii and then
in California. In her work, Cha revealed
her struggles with language and identity,
which was caused by her immigrant
experiences, and she herself once wrote
that her work was about language.

It seems that Cha came to inquire
into the issue of language because she had
faced the limitation of language; there was
no language where she could ever express
herself as a whole. Therefore, language had
to be the first thing for her to resist and
betray. Such resistance and betrayal was
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a necessary step for her to take in order
to enter a new state of differentiating

oneself from language wizhin language.
The writers mentioned in Hyphen share

similar immigrant or colonial experiences.

Those experiences prevent them from

settling with one language but lead them
to wander around different languages and

eventually reach the “borders between

languages.” When they choose a language
to write in, that does not mean that they
are willing to settle in that language, but
their action manifests their resistance to—
and betrayal of—their mother tongue (or

their second languages). In immigrant
experience, language functions as a

restriction, continuously reminding of the
foreignness of the self, and “imprisoning”
the self. Therefore, one has no other choice
but to dream of a space outside language

and to aim to explore the space which is
situated before and after language. One

must blur the “language borders.” Beckett

talked about “being a traitor to his own
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homeland, his own language—in short,
going against his own mother.”"" Writing
the same book in French and then in
English may have been his attempt to be
a traitor to language within language. He
did not want to have his work strapped
down in one language, but wanted to show
that he could exist differently through
another language. Even if one failed to
express oneself in one language, s/he
would still be on a quest to find another,
as a statement to resist being tied down to
language at all. It may be just a temporary
settlement for them to choose another
language over their mother tongues.
However, Sujin Lee, Theresa Cha, and
all the writers mentioned in Hyphen are
willing to be traitors to language in order
to escape its “confinement.” This is no
different from having one’s foreignness in

plain sight.

In-between Words
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Admittedly, discussing Lee’s work, which
is about language, wizh language does not
seem suitable. In her work, Lee navigates
the space between “words” and presents

a nonsensical place where language stops
being itself. Therefore, when one tries to
talk about Lee’s work in language,

s/he gets trapped in the space that’s not
logically clear. I have written about Lee’s
work at length in this essay, but what I
really want to say to her future audience
is something quite different. I will have
this paradoxical quote speak for me—
from a book about Beckett’s life, written
by Nathalie Léger, a dedicated Beckett

scholar.

No words such as “however” or
“therefore,” which are the weapons

of fate. No inference. Have the least
amount of determination. No “bloody
logic”—just as [Beckett] said to those

who commented on his work. Instead,

picture some sequences altcrnating
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between being empty and full,
dispersion of fragments, and random
visits to rooms with a few pieces of
furniture.”
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“I imagine myself saying this in a
very angry voice./“One horse or two
horses?” (in a very angry voice)/No,
maybe I should sound a little
hungry./“One horse or two horses?”
(in a little hungry voice)/With

more authority?/“One horse or two
horses?” (with more authority in your
voice)”

A5, (L] 23), <ol F-2]
F2:7]-o| ZE] of| e, of| g5,
w184}, 2016, p. 372-374.
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The script writes: I imagine
myself saying this in a very

angry voice./“One horse or two
horses?” (in a very angry voice)/
No, maybe I should sound a little
hungry./“One horse or two horses?”
(in a little hungry voice)/With
more authority?/“One horse or two
horses?” (with more authority in
your voice)

Seo, Dong-wook. “Erotic Writing:
Erotics, Aesthetics, Ethics.”
Everyday Adventures (Seoul:
Mineumsa, 2016), 372-374.

* Minhwa Yun uses the term
“voice,” but it seems to be an
equivalent of “speech” in relation
to Derrida’s quote. Therefore,

I replaced “voice” with “speech”

or “spoken language” to avoid
confusion, and I do it throughout
my translation when it seems
necessary.

For the deaf, there are sign
languages. The physical hand
movements and vision make

their communication possible.
One can say that they function as
supplement to their language. This
is no different from “the human
body including its limitations,”
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which was mentioned above.
Re-Conwversation(s) [sic] (2016) is

a single channel video, featuring

a conversation in English and
Korean. There are two speakers:
Sujin Lee and Jiwon Yu. They
talk about their own relationships
with the languages they speak and
write. One of the topics that keeps
coming up in their conversation

is how one chooses a language to
speak and write. Each section of the
conversation is punctuated by re,
the musical note. The conversation
(text) is presented in various ways:
spoken, re-spoken, transcribed,
translated, edited, or “unedited.”
The text(s) is controlled and also
improvised, blurring the line
between spoken text and written
text. Spoken text and written text
are intimately connected, but they
are never identical to each other.
*This is originally a quote from
Ferdinand Mongin de Saussure,
which Derrida discussed in his Of
Grammatology.

Seo, Dong-wook. “Erotic Writing:
Erotics, Aesthetics, Ethics.”
Eweryday Adventures (Seoul:
Mineumsa, 2016), 278.
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* Borges, Jorge Luis. “Pierre
Menard, Author of the Quixote.”
Jorge Luis Borges: Collected Fictions.
trans. Andrew Hurley (New York:
Penguin, 1998), 91.

(Korean text citation: Borges, Jorge
Luis. Ficctiones, trans. Byung-ha
Hwang (Mineumsa, 1995), 74.)
Hyphen (2016) is an artist’s book.
The title reflects the artist’s
fascination with the hyphen, a
punctuation mark that links and
also separates words. The book

is a collage of different styles of
texts: letters, scripts, transcripts,
lists, dictionary definitions,
Wikipedia documents, etc. These
texts are accompanied by stories
about writers who made conscious
choices to write in their second or
third language. Lee worked with
Yeounjoo Park at Hezuk Press for
the project.

Theresa Hak Kyung Cha Project
(2015) is a single channel video.
Since 2001, Lee has done extensive
research on the Korean American
artist Theresa Hak Kyung Cha,
and this video is the first part of an
interdisciplinary project that Lee
is envisioning. The piece explores
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p.65.

10. 1] 4, p.15.

11.

12.

several subjects that appear in Cha’s
work. The subjects —translation/
use of multiple languages, time,
mother, national identity and sound
(in echo)—are discussed in relation
to language through the interviews
and readings of Cha’s text. Cha is
only present through her text and
others’ memories and voices. Some
of Lee’s notes written during her
research are on view with the video.
Nathalie Léger, The Silent Life of
Samuel Beckett, trans. Yeryoung Kim
(Seoul: Workroom Press, 2014), 65.
Ibid.,15. (* Translator also referred
to Les Vies silencieuses de Samuel
Beckett (Paris: Editons Allia, 2006))

*Translator’s Note: The works Re-
Conwersation(s) [sic] and Hyphen are
in English and Korean. I chose to cite
the English text corresponding to the
Korean text that Minhwa Yun used,
though they are not “identical.” For
the story by Borges, I used an existing

English translation. To translate the text

on Beckett, I made a reference to the
original French text. The information
about the books that I used and my

notes are indicated with an asterisk in
the footnote.



