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Quac In Sik, Untitled, 1978, Colored ink on Japanese paper mounted on canvas, 84 x 84 cm



The Language of Things

“| stop every act of expression and attempt to hear what
the things around me are saying .” *
—Quac In Sik

In order to arrive at Quac In Sik’s artistic world, the
language of things, we must return to mono(#%,the
philosophy of things). Quac was an artist rooted in mono
and who ultimately embodied mono himself. For the artist,
mono did not signify a medium for production but rather an
entity in itself. In other words, by allowing the countless
things in the universe in which we exist to speak, by
listening to what they have to say, mono opens an
experience of a world of new dimensions. In this context,
Quac intervened as little as possible when creating his
works, aiming to establish a state in which mono could
speak for itself. By exposing the surface of mono, he
revealed not just its exterior but transcended its surface,

unfolding a new dimension of language.

His creation of an indescribable sense of spatiality through
planes of stacked minute dots of varying densities,
emitting an unfolding infinity as if it were the permeating
light of tranquil senses, aligns with his statement “Dots call
out to dots; they overlap and transcend in their marking.”
The transformation of this surface of dots into a surface of
light stems from the deep immersion that leads to “becom-
ing mono” and reaching a state of “self-oblivion”—as can

be inferred from his words: “l myself am also an ‘object . . .

Even in this pointillism, | feel as if | myself am becoming a
‘thing'—a dot.” 2 Quac brings the journey of the dot to its
conclusion by guiding it toward a dimension of muhayuiji-
hyang ({&{n 45 .2 %) >—a realm beyond distinctions.

The language of mono in Quac In Sik’s practice intuitively

assimilates with things, returning to a point where
existence and non-existence become indistinguishable.
This phenomenon is closely linked to his artistic stance,
which reflects the historical circumstances and the weight
of life he experienced. Born in 1919, Quac was an artist
forced to bear the limitations and pain of his time, having
lived through Japanese colonial rule, war, and the division
of Korea. Despite being a significant figure in both Japa-
nese and Korean art history, he had to live as "Quac In," a
Korean resident in Japan, and due to Korea’s division, he
was unable to set foot in his homeland for the majority of
his life. In 1939, he entered the Nihon Art School (now
Tama Art University ), and in 1954, he won the Grand
Prize at the Yomiuri Independent exhibition . In 1956, he
received the Newcomer Award at the Asahi Shimbun
newspaper -sponsored Shinjin Senbatsu-ten (Newcomer
Selection Exhibition) . Later, in 1975, he was reevaluated
within the Japanese art scene through the Osaka Forum
Exhibition .

During Quac’s time spent studying in Japan, the country
provided opportunities to encounter major currents in the
global art scene. As a result, his early works from the
1950s were deeply influenced by Western contemporary
art. However, as he began to establish his own artistic
identity, he foresaw the emergence of Japan’s Mono-ha
movement in the late 1960s with his broken glass series “.
From copper plates and natural stones to washi (Japa-
nese traditional paper), Quac never ceased his silent
journey toward the language of mono. For Quac, the only
reality capable of confronting the harshness of life was one
in which he could immerse himself completely in the depth
of this language.



Nevertheless, he affirmed life and sought to encounter the
various expressions of the language of mono inherent in
life. His daily routine even included watering the natural
stones along the Tama River, morning and evening. ® In
the context of his journey toward the language of mono,
Quac’s practice of layering dots on washi (Japanese
traditional paper), marking the surface of stones with dots,
and working with copper plates all belong to the same
artistic trajectory. He did not merely present objects but
guided the viewer toward a state beyond things, a realm
where existence and non-existence blur, an ineffable

condition beyond language, a state of communion.

“Every day, the battle with the copper plate begins. And as
| continue to look at it, the surface of the plate becomes
warm, emanating an indescribable, gentle light. | pierce
holes into the plate, and over the course of several
days—Iosing track of time—I carve one hole after another
into its surface. The simple light emerging from these
holes pierces my eyes. Gradually, the copper plate
becomes entirely filled with these punctured points, these
holes of light. Moreover, the light flowing out of the holes
transcends my consciousness into a distant realm—it is
truly beautiful. And with the illumination from a single hole,
the copper plate is reborn; at the same time, the punctured
points harmonize, transforming the surface into one of
radiant light."—Quac In Sik ©

In the infinite expanse of space, the dot breathes transpar-
ently, as if it simply exists—like the breath of the atmos-
phere itself. At times dense, at times transparent, some-
times blurred, sometimes filled with light, it layers like
delicate gauze, existing as if it were not there. WWhen one

wanders between these pulsating, vital dots, they cease to
be mere dots; they become space, they become light,
leading one to encounter infinity. Expressing Quac’s artistic
world in language is a difficult task. His artistic language is
the language of mono. Though it may appear abstract, the
language of objects he presents is one in which human
beings and matter establish a relational dialogue within
concrete reality. His work ultimately leads us into a world of
profound density and dimension, offering what is, in the
truest sense, the extreme limit of what art can provide to
humanity. Quac’s art requires contemplation rather than
mere perspective. When the dot, becoming something
sublime within an infinite world, is drawn into breath
itself—breathing alongside the human spirit—only then
does the world visible to us dissolve into the ink’s grada-
tions, revealing a different reality. This is a space both
simple and uncontrived, akin to the primordial world,
where we may wander freely within a boundless, effortless

expanse.

Calmly and quietly, serenely and peacefully, the dot leads
to a vast world that exists beyond consciousness, a place
full of the vitality of life, like a landscape where warm
energy slowly heals. Quac In Sik’s dots spread across the
canvas with as much density and depth as the richness of
his life.

Ji Yeon Lee



" Quac In Sik, “Listening to the Words of Objects,”Bijutsu
Techo, July 1969.“'ve been immersed in materials for
about three or four years now. At first, | was drawn to brass
plates, and last year, | felt the potential in steel plates, so |
started working with them. This is because | believe that
human beings are ultimately bound to matter and words.
[. . .] In the universe there are many unknown objects. If
we allow these objects to speak, we might hear countless
languages, some of which we may not even be able to
imagine. The language spoken by objects must surely
create a new dimension. | have stopped all forms of
expressive action and am trying to listen to the language
spoken by objects.”

2 Murofushi Tetsuro, “Interview with Quac In Sik Atelier:
The Beginning of Mono-ha Objects,”"Hanga Geijutsu48
(Abe Publishing: 1985), 126.

“l, too, am an ‘object.” The ‘object’ that is myself engages in
a conversation with other ‘objects’ like paper or glass. In
this pointillism, | have the feeling that |, as an ‘object,” am
becoming the dot itself. . . .”

3 Muhayujihyang ({45 2 %) This phrase signifies “a
place where there is nothing,” referring to the idealized
realm of wuwei (non-action) and natural spontaneity that

Zhuangzi pursued.

* Toshiaki Minemura (% Y]), “Concerning Origins,”IN-
SIK QUAC Exhibiton, exhibition catalog (Osaka Formes
Gallery, 1975).

“Quac In Sik's 1962 glass works are regarded as his finest
pieces in pursuit of the logic of mono. Without disrupting
the unity of the surface, Quac dropped small metal beads
onto glass plates, creating traces of rupture that allowed
the surface and cracks to form a balanced relationship.
The glass, which was not a traditional tableau, modified
the tableau while establishing the logic of mono. Further-
more, the glass works marked a personal transformation
for Quac and foreshadowed a shift in the Japanese art

scene at the end of the 1960s. As such, it can be said that

Quac In Sik foresaw the emergence of Mono-ha.”

5 Yamamura Hitoshi, “Quac In Sik: For the Sake of
Harmony,” Bulletin of Fuchu Art Museum4 (2000): 27.
The stones were materials that existed close by, most of
which were round stones collected by Quac In Sik from
the Tama River near his home. Quac’s daily routine
involved watering the stones morning and evening, a
practice he initiated for the purpose of harmony between
human and nature. This was also a quiet approach to the
essence of nature, grounded in the quotidian.

¢ Yamamura Hitoshi, "Quac In Sik: For Harmony," Bulletin
of Fuchu Art Museum 4 (2000): 79.

" Lee Kyungsung, “The Artist Quac In Sik.”

Quac In Sik’s works do not follow Western logic or
structural composition, yet they possess a strange power
that penetrates the human heart. This power evokes an
unfathomable solitude, reflecting the depth of his noble life.
It guides both the artist himself, through his inner struggle,
and the viewer, drawing them into a quiet and profound
world.

Perhaps this is because his works symbolize not the sun,
but rather a world of shadows cast by moonlight. In the
East, there has long been a tradition of reverence for the
moon. Living through an era of turmoil, Quac explored his
surroundings in search of the fundamental essence, which
is subtly revealed in his works.

The structured planes of color layered upon washi
(Japanese traditional paper) are delicate and possess a
persuasive power that seeps deeply into the viewer’s
heart. This is due to their expression of the undulating
movement of both matter and life, giving birth to a new
vitality. Furthermore, Quac’s work transcends the two-di-
mensional plane, creating an extraordinarily compelling
space.

For Quac In Sik, “cosmology” was an encounter with the
universe—one that resonates with a spiritual world beyond
nations, beyond the East, and beyond time itself.
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