[image: image1.png]HoWdEe] dEekza (Death Mask)









This bronze Death Mask 
was sculpted and cast in New York around 1994 by Yongjin Hah, a friend and sculptor living in New York, who collaborated on several works with Nam June Paik, including the outdoor installation at the Storm King Art Center, New York and at the Gallerie de Paris. Paik sat in several times to make a proper mold. The mask portrays Nam June Paik in a most life like way.
—John G. Hanhardt, Senior Curator of Film and Media Arts

Paik studied music composition first in Korea, then at the University of Tokyo, where he wrote his thesis on Modernist composer Arnold Schoenberg. In 1956 Paik traveled to Europe and settled in Germany to pursue his interest in avant-garde music and performance. During studies at the Summer Course for New Music in Darmstaat in 1958, he met composer John Cage. Cage's ideas on composition and performance were a great influence on Paik, as were those of George Maciunas, the founder of the radical art movement Fluxus, which Paik was invited to join.

Paik's initial artistic explorations of the mass media of television were presented in his first solo exhibition in 1963, Exposition of Music—Electronic Television, at the Galerie Parnass in Wuppertal, Germany. This milestone exhibition featured Paikís prepared televisions. Paik altered the sets to distort their reception of broadcast transmissions and scattered them about the room, on their sides and upside down. He also created interactive video works that transformed the viewers' relationship to the medium. With these first steps began an astonishing effusion of ideas and invention that over the next 30 years would play a profound role in the introduction and acceptance of the electronic moving image into the realm of art.

In 1964 Paik moved to New York and continued his explorations of television and video, and, by the late 1960s, was at the forefront of a new generation of artists creating an aesthetic discourse out of television and the moving image. Throughout the 1970s and 1980s, Paik also worked as a teacher and an activist, supporting other artists and working to realize the potential of the emerging medium. Along with his remarkable sequence of videotapes and projects for television—featuring collaborations with friends Laurie Anderson, Joseph Beuys, David Bowie, Cage, and Merce Cunningham—he created a series of installations that fundamentally changed video and redefined artistic practice.          

Art in America,  Nov, 1993  by Kenneth E. Silver
Nam June Paik is an artist of extraordinary refinement, though he's rarely thought of that way. As exemplars of visual taste, it's artists like Agnes Martin, Richard Diebenkorn and Brice Marden who come to mind, not the wacky Mr. Paik. For many he is still the '60s Fluxus artist who devised the TV Bra for Living Sculpture for topless cellist Charlotte Moorman; who fellated a phonograph tone arm in Listening to Music through the Mouth; and who composed a Young Penis Symphony, in which "the length of penises stuck through holes in a roll of paper might determine whether whole or quarter notes are denoted."(1) But even if it is his various succes de scandale that have kept him in the public eye, Paik has set a remarkably high standard in his sculpture over the last 30 years. That's not to say that his visual acumen is somehow more essential than his inventiveness, or that his ability to surprise and even shock is superficial. Indeed, Paik's art has consistently intertwined the seemingly contradictory strategies of esthetic disruption and affirmation.
Harbor show was Chadwick a.k.a. Capek (1988), part of Paik's "Family of Robot" series. The title incorporates the name of the Czech playwright Karel Capek, who popularized the term "robot" in the '20s, as well as Paik's anglicized mispronunciation of that name. The sculpture is a 7-foot-tall male figure (complete with necktie The clock takes a very different form in Paik's recent work. Fucking Clock (1992) presents us with three elements: a tall stainless-steel pendulum clock; a camera at the left aimed at the pendulum; and a small video monitor at the right. Here the clock becomes a kind of innocent (male) victim of the camera's gaze and the monitor's representation, for what we see on the screen is the action of the pendulum, alternately receding and thrusting forward like a penis. The work is sexy, funny and a bit deceptive, in that the cool chic of the three sculptural components acts as no more than a relay for the primal and slightly embarrassing movement that fascinates us. It is as if the tall clock's cool "face" and elegant "hands" are betrayed, down below, by the perpetual desire of its swinging part.(3)
Reclining Buddha (1993) is Paik's odalisque for the '90s. A rather crudely sculpted polychrome robed Buddha lies atop twinned video monitors on which we see the image of a reclining nude woman (in fact, she is Miss April from the Playboy video magazine). By means of this simple superimposition a series of confrontations is set in play: East meets West in the visual form of north and south (or top and bottom); the 3-D "real" is juxtaposed to a 2-D simulacrum; and draped discretion confronts its undressed lack. At the same time, this sculptural bunk bed offers an image of rest and sensuality that recalls its Orientalist antecedents in the art of the 19th and early 20th centuries. Now, though, Asia rests on a bedrock of technology. Moreover, in a typically Paikian sleight of hand, the reclining occidental nude has been distorted ever so slightly, so that her gently moving upper body and lower body, each parceled out to its own screen, are slightly out of sync, lending to each an independent existence. It's nor unlike the magic trick of saving a woman in half; and as with trick of sawing a woman in half; and as with that old piece of stage business, in Paik's world the virtual constantly challenges the actual.

Human bodies are forever asserting their claims in Paik's sculpture, even if one might be tempted to believe that bodily concerns have been circumvented in the realm of the video sublime.(4) Indeed, antropomorphic images thread their way in and out of Paik's recent work. Included in the Newport) composed exclusively of old television sets remarkable for their quaintly minuscule screens, wood cabinetry and carefully crafted metal detailing. Particularly beautiful here is the relationship between the video images shown on these first-generation TVs and the design of the cabinets. Paik has created videotapes of constantly permutating abstract patterns that in their linear finesse reiterate the delicate lines and wood-grain surfaces of the old TVs. Here again is a theme that has fascinated Paik almost from the beginning: hardware and software, like bone and viscera, are the yin and yang of television's bodily presence.
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