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A Move Neither Easily Reached Nor Easily Controlled

Yuki Konno
The 2016 Go match between Lee Sedol and AlphaGo was widely perceived as a clash between humanity and
technology. As AlphaGo dismantled its opponent by calculating countless permutations, what we once revered as
a “divine move” (sin-ui han su) evolved into an intelligent, mechanized technique. While human hands remain vital,
once severed from the physical confines of the Go board, they are superseded by an algorithmic “move”—a choice
surrendered by the autonomous subject to technology. As Giinther Anders observed, when action is disguised
as labor, and labor further reduced to operative maneuvers, our hands are relegated to wielding authority strictly
at a detached remove. We no longer need to commit an offense with our bare hands; a single keystroke suffices
to inflict harm on another. In an age saturated with weaponry capable of endangering multitudes at the push of a
button, human culpability becomes alienated through “technology.” While Anders analyzed the dawn of the nuclear
era, in 2026, Al-generated responses serve to rationalize non-action: “Well, the Al told me so...” As input and output
interface directly with our hands and minds, we hoard physical effort rather than expending it. In doing so, we retreat
from any visceral sense of perpetrating or being accountable for an act.
Woong-cheol Lee’s The Game (2026) primarily addresses this intelligent technology symbolized by the contest
between AlphaGo and Lee Sedol. Here, the game of Go echoes military command systems transmitting and
receiving the order to “Go.” Simultaneously, the work resembles a QR code. The Go board—an arena of territorial
conquest—migrated long ago from an epochal stage of human-technological rivalry into the everyday screens
of our smartphones. Might the confrontation staged in The Game expand beyond the battlefield clash between
a screen tracking enemy coordinates and a camouflaged soldier evading hostile sight, becoming an inquiry into
the visual regimes occupying both modern warfare and mundane daily life? Visual technologies have advanced
far beyond the era Paul Virilio interrogated in War and Cinema (1986). While mapping real-time positions and fluid
maneuvers, soldiers issue commands and launch strikes via optical apparatuses—such as radars and drones—long
before laying eyes directly on an adversary. When predicting moves while concealed from one another, the repetitive
gestures akin to placing stones on a Go board evolve into a technological intelligence that literally “points”—
forecasting the future and triangulating enemy positions. Screen-based experiences have cemented themselves
as anindispensable interface of daily life in 2026. From smartphones and tablets to self-service kiosks and rearview
cameras, we intervene indirectly in ongoing events, far transcending simple surveillance. When a single keystroke
stands in for a divine move, Lee’s artistic focus interrogates this mediated condition.
The series The Line (2026) translates news footage of missile launches into two-dimensional compositions. The
shock is relayed through sensational, often provocative imagery. From explosions, gunfire, and strikes to collapse,
devastation, disintegration, and fragmentation, such visuals outpace verbal language. Images keep people pinned
in shock. A language swifter than speech, the visual demands no interpretation—it commands immediate affective
appeal charged with impact. This visual vocabulary steadily colonizes our everyday reality. Yet the shock delivered
by images possesses a neutralizing ambivalence: sensory overload coupled with profound desensitization. Images
cease to shock us because a single frame cannot encompass the multidimensional depth existing beyond its
borders. This sensory numbing, much like slipping into a state of non-action, stems directly from how we consume
photographs daily. Before dismissing image content as “looking like a video game” or “resembling a movie scene,”
we must scrutinize the very mode through which we encounter it. The images that reach us are more mediated
than a game and less immersive than cinema. Consequently, viewers often prefer to view them—whether fictional
or authentic—as something “staged.” Rather than countering this detachment, Lee presents The Line by rendering
these non-immersive images even flatter and drier, emphasizing the very shell of a shell. The abstracted lines and
grounds appear less distinct than the source imagery, deliberately rejecting the gaze that seeks to demote reality
into a game-like fiction.
When the series Newspeak (2026) evokes chat interfaces of messaging applications, it lays bare the rift between a
given command and the consequences it mobilizes. Euphemisms such as “Pacification” (military suppression), “Take
Out” (neutralization of an adversary), and “Asset” (human or material resources of strategic value) are effortlessly
keyed in and dispatched, exposing how sterile semantics strip away human agency. Cross-referencing the
“Newspeak” conceivedin George Orwell's dystopian novel 1984 (1949), Lee’s work demonstrates how contemporary
communicative language has not merely degenerated, but widened the chasm between semantic reduction and

hyperbole. Consider colloquial expressions like “loot,” “nuclear-level,” or “fact bombing”: the shock we experience
is routinely downplayed through linguistic normalization, while hyperbolic terms—such as “hellish” or “demonic”—
proliferate across vernacular speech. A tangible gulf persists between what words denote and the reality we
consume through images. Even as the division between direct and mediated experience continues to erode, an
unbridgeable gap remains, prompting simultaneous minimization and exaggeration. The language we observe and
deploy daily—visual registers included—has been thoroughly normalized after passing through countless filters of
violence. As Hartmut Rosa notes, humans only know how to control what remains within their reach. The images and
words that reach us can be managed in one way or another—we brush them off as fiction or simply scroll past. By

adopting a strategy of erasure rather than mimetic representation, Woong-cheol Lee reveals, through the language

of disconnection, areality that can neither be easily reached nor readily governed.
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Asset

Pacification

Take Out

The Line #2-7

The Battleground #1-9

2026, stainless steel, LED, 10x26x5cm

2026, stainless steel, LED, 10x52x5cm

2026, stainless steel, LED, 10x38%5cm

2026, UV flatbed print on stainless steel, 33.4x53cm
2026, Relief print on Hanji, 69.5x119

INGAHEE



== 25 37|
o3& 2016100 221 O|M|ST LTTO| HES CHHS 97t 7|20 AR £8EI9UC) BR0| 28 oi=s0] 2Tt
Tt AljurS Tayst o, 92(7}Ale| 3 42HT S2H 20| XISHHE 7|4 SHE XS HoEC,, 217t
Ol o3| A2 ZQSK|S HISTe| 2| T7HS HojLt A2 ZHAS I3 FH|O| Meio] 7|50 Y
October 1. 17, 2026 ure 13t A2 CIHIEICH ZE| OHHA (Gunther Anders)7t 23150] #9|S LE02 LES J|E EXj0
2 JhRotBIN 2219 A2 7Rl ARIOJA 32 HMHOR MOJYCE L2l A0S XY HHS XX
2X| SO, H{E SHLITH 2| AHHO|A| SHE 71 4 QU HES 27|50t ST B ARLS I3o) #ee
2 2 QI B7|7} WIS AlCHol|, 17H0] X|ZE FIZHS 7|20 OfsHA AQIEICE QHAAT} EASH AlCH7} 3
27|17} EYS 3t AIEOIUCHH, 2026101 AIZ 22 EH0| b|-9IS HLISHSICI— AlO|A| S0{=LI7} 1
BICiEtDR. Q2T 52 92|0| AT} 2|9t S0, ALS M Al ASE OpI|H| EIUCH T2{TA

RIS Hot7 L MXIEChs ZZfoilA ES wi2d 2 Shct.

0|8H9| <The Game>(2026)= YAHMOZ AWML} O|ME2| ChHH0]| AAE|E= X|53HE 7|28 EHE
Ct. o|mf HIS(Go)2 '7t2HGo)'Bls BHOE S4l/5-4Ists ZAF A|ARIC| 3 BHS AM3| Bt BHH, 0]
EE2 QRIEE HUCL "EHHT|'JL HO{X|= HHEE2 QlI7knt 18t 7| &9 AhX oM Lsto| HEE
OF E0{2 X| 22lCt. <The Game>0[A 2| LHEE HHEOA ArHe| 2IXIE FHst= stHD X2 Ao}
Ol M BiofLEY| 2ol REES M= AL Zto| CHA®TH ofL 2t MWE|Qf YAMEtS MQot A2 HIA| 2 &EHE
Z40| ofd7t. Z HI-E|2(Paul Virilio) 7+ "HMM 1} Hs}, (1986)0|A EAsH SHA|LLCE A|ZH 7|&2 YFEAMLCE
Lot AlThatel 2IX|E metstn AJA[Z2E SEIY of, 20|t E2S HIRT Hgt XIS Sl AHE =H
HI|T FHof| HAH= HE(0)2 Wl SZsict M2 2O0|X| g Roj|A CHH[Sto of| =% o, HES oA X
£ WZO0| Bt E SE2 J0fUE ‘MU E='—0[HE of|Astn il /IX|E melsts 7|&H X|so 2 UHst
ALt S| AEE 20262 YMO|A tifES 2~ 2ls QEIHIO|AR Xj2|E HULCL ADIEES H|Z5I0]
EfEX PC, IiE 7|2A3, 24t FHH|2t0]| O|27(7K|, ZAIE £ R2/= LojLts Yof| ZFHEo = Y

=
=
e 4= ALK HE St Lol ot 7t &, 0|3 Q| BtAb= ZHEA FEol| EES HTIC

HZE <The Line>(2026)2 2 7|At0fl 27HE DIAFY EAF HHS WH HPo= Zofdl ZHYo|CL 572
SoiM HeHEICE Y, 2, SHM &L s
=
T

Ct. o|0|X|= AHIES SF0l| [0 ZCh A{ELt BhE 0], A[Zo|2t= o

A=SHo|n BF Ml BiHS
2

0|2 O|O|X|E2 AO{LCt b

0= s S R7SIXA| =0t aN2 FZ0)| A A2 AZEQ 5222 27| WEOICE 0] AlZt 2oji= 22
oA dexoz Hs 2Ct. 3| o|0|X7t BOFE 42 X=4 FHZ0[2t: SEE 84S XU}
22|0fIA| ol0|XI= Ei= SAZ0|X] o4A| €Lt o|O|X| St Fofl B71= A2 2| HhZe| YAIFel Azs
7|0ll= 2=3t7| miZo|ct. olm ZZo| EMXI= A2 HI-ALTt El= £2KY, 2|7t Wil AES "ot

YAat: ZRE[7] WiZ0[C). o|0|X[2] HESE £ AIY Z7{Lt S&te| oF FH Lt 23HI|0f oA, 22

o WAl 2 O|0|X|E HSH=X| AmiEtof BTt 22[0f|A| =A5H= 0|0X|= AIYEL ZFY 0| ot
Ct 2Zo| gict. J=-7[0l| AMZIS2 23|24 LMO|E MMZE 'HEE W= W25t Hof Bt 0|SE2
23|23 o] SLZ0| &= O[0IX|E o S e 2oiF=, HoIRtH ALl7|e| HH7IE ZEHX0| <The

=
Line>g MEQICE FAobEl Mut HiAS M| O|0|X|2CH MESEX] it 22| A OHX] Al ZCH2 Sh=, &

<Newspeak>(2026)7} 2&d ofZF2|#H[0|M2| CHetAtE A& & mf, 32 stLte| HEH(0)0] &
fist= HE 1J2| Qtofl Z0{E =Lt ‘Pacification’ (ZAF Yol 2|3t EX), ‘Take Out'(AtLhel HH),
'Asset! (T2HN JIX|7t Y= Q1N o= 2 AH)2 A Y2/SEETAM, 27|12 Hol0f| Q7H A7}
M2 HojZECt =X 2¥(George Orwell)2] 2 M M984H,(1949)9| 2Lzt &l FA|F| 27}

=
o] M2 210{0l ‘Newspeak'S wk5l0] sHAISIAIH, 0|SHe| HEL Q5 AESI= 210{7} HES
o

AS ET OfL[2} 20f2 Ao}t b Atojo] ”ojZl 2[2|1§ B FEL. ME|F, ‘MO0, HE 'FH'0|2t=
CHO{2F M2fs B, 22|71 BA FHdts £H2 Tol ALZ0)| M2t 0]0] HAED, O CHEMOZ batEl
HEY—'X|S Z2, 'A0PHQI—IEpt UM HA T 2ol X|A[SH= Aat 2|7t 0|0|XIE S3HA Fesh=
HH2 O HIZS AHEY IR AC. HFHQI FEn ZEE el Z Aot EHE FHTCHY SHEEE, of
710l= tlg = gl ZHA0| A0 I2{7|of =2t 2HEto] SAl0] HojZICt, R2|7F LollM SHSIHL T
FE AHol—AZ AHoj ZHSH—= F2Ho| LEIS 0[0] 042 H HE Eoi| 23T Zo|Ct SIZERE
ZXH(Hartmut Rosa)7t 0|0F7|51<0], QU7H2 EEEr 4= Q= AT AEEE F QtCf. 22|0)A| =23 0|0
X2t 0= O XM 2 2|7t O{EA|E CHE 5= ACHBI 72 KR8 | =, O 'F0{7t7| = St O] 7HQIH

< o
= 5feio] Oft Algte] A1V RfREC A7{0] WIS HE 0f, 01 TE &7 EHOIN [ 4 2l
H

ofl 27HEl=
HUE 289 YALE HAFEL,.

INGAHEE



October1.-17,2026

o b W N =

Asset

Pacification

Take Out

Air Surpport

The Line #2-7

The Battleground #1-9

2026, stainless steel, LED, 10x26x5cm

2026, stainless steel, LED, 10x52x5cm

2026, stainless steel, LED, 10x38%5cm

2026, stainless steel, LED, 10x55x10cm

2026, UV flatbed print on stainless steel, 33.4x53cm
2026, Relief print on Hanji, 69.5x119
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