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Look, That Woman Sings and Dances'’

PARK Miran | Deputy Director at ARARIO GALLERY

PARK Youngsook (1941-2025) was, from the very beginning, a woman with a camera. This fact encouraged women standing before her
lens to gaze back boldly, empowering them to take control of their own images. Women, once objectified in the history of photography,
are reborn as the architects of their own narratives and the subjects of their own voices. The power of the gaze is subverted, and the
body is transformed into an agora of contemporary discourse. In the face of an androcentric society disguised under the veneer of reason
and morality, PARK’s women choose instead to become the “Mad Women.” Without hesitation, they loosen their Hanbok and awaken the
“Witch” within. Now, look at that woman—a soul blooming in madness.

The exhibition Look, That Woman Sings and Dances at ARARIO GALLERY SEOUL is the first solo exhibition of PARK following her
passing, a figure who left an indelible mark on the development of Korean contemporary photography and feminist art. This exhibition
was organized to retrace the trajectory of the artist’'s thematic consciousness and to resurrect that spirit within today’s space and time.
Women who have broken free from social oppression to reinvent themselves are summoned to the exhibition space. The works span a
broad period of over forty years, from 1963 to 2005. The exhibition layout is envisioned as a journey that visits the heyday of the “Mad
Woman” and the “Witch,” while also tracing their archetypes back through earlier black-and-white landscapes.

1F A woman left with nothing to hold, clutching a satin pillow while staring blankly into space; a woman laughing exultantly as she
unties her Hanbok strings to release her constricted chest; a woman glaring straight ahead, meticulously made up amidst the chaos
of housework and childcare. To such women, the world readily hurls the slur “Mad Women.” PARK'’s representative body of work, Mad
Women Project (1999-2019), began for all women throughout history who were forced into patience and silence by male-oriented social
customs. Evolving through various series over twenty years since the release of Mad Women (1999) at the turn of the century, this project
serves as both a performance and a record, carried out by the women of today on behalf of the women of the past—those who were
unaware that the pain “lay deep in their unconsciousness; it was enough for one to lose their mind completely, yet they endured these
unbearable situations endlessly.” Thus, these women had no choice but to become “mad; they became ghosts.”

1 The title of this exhibition is borrowed from a line in the poem “A Flower Shakes Her,” gifted to the artist by the poet KIM Hyesoon. “That woman” in the poem
refers to all women throughout history—including PARK herself—encompassing the past, present, and future.

2 PARK Youngsook, “Statement for Mad Women Project” (1999), eds. PARK Youngsook and KIM Youngok, trans. CHOI Inyoung, in Mad Women Project (Seoul:
Sangkyung Communication, 2009), p. 64.



Meanwhile, the photomontage series Body and Sexuality (1998), which foreshadows the Mad Women Project, brings the naked bodies of
middle-aged women to the fore. In these works, the women'’s faces are replaced by objects, while their bodies maintain graceful poses,
as if captured in a still moment of a dance. The objects substituted for heads—the iron, a symbol of domestic labor and progressive en-
ergy; the apple, an allegory of moist vitality or desire; and blossoms, embodying the conception of life and fleeting brilliance—all function
as metaphors for the ambivalent nature of women. While the vibrantly colored objects suggest a coded femininity, the black-and-white,
faceless bodies represent realistic portraits of women existing behind them. Revealing the scars of childbirth and sagging flesh, these
bodies appeal for human solidarity and existential recognition rather than sexual desire.

B1F PARK expanded the horizons of the Mad Women Project by engaging with feminists from various fields and minorities of di-
verse sexual orientations. The series Sexuality is Lost for Women (2001), which addresses concepts of sexuality that were distorted or
concealed even from women themselves within a conservative society, and Imprisoned Body, Wandering Spirit (2002), which captures
moments when women performing repetitive domestic labor drift into the “Space and Time of Mad Women,” are the results of weaving the
experiences of women around her into the narrative. Meanwhile, the series Witch Within Me (2005) depicts the advent of a contemporary
witch through portraits of women possessing an independent gaze, wisdom, and creativity. These works present a frame-within-a-frame
composition, where an oval center contrasts with a background decorated with botanical iconography, creating a dramatic atmosphere.®

The series A Flower Shakes Her (2005), capturing the female body in the midst of a landscape in full bloom, resonates with the poem
of the same title gifted to PARK by the poet KIM Hyesoon. The poem likens the energy of the earth that brings flowers into bloom to the
madness blossoming from a woman’s body. As if in response to these lines, PARK’s photography attempts to subvert the stereotypes of
“fragility” and “beauty” commonly imposed on both flowers and women. This is achieved by highlighting the visual intensity created by
clusters of flowers and focusing intently on the woman’s gestures and gaze. Within the frame, the flowers and the woman are no longer
objects of contemplation; instead, they become subjects of their own speech, liberated by erupting the madness that has grown within.

3F PARK’s photographs from the 1960s to the 1980s provide clues to her female archetypes that would later be established
as the “Mad Woman” and the “Witch.” In the lower-left corner of the photo collage Witch (1988), which consists of six black-and-white
photographs joined side by side, there is a handwritten note: “Became a feminist after being shocked by the medieval ‘witch hunt’.” As
evidenced by the quote, PARK’s self-identification as a feminist began at the moment she confronted the history of witch hunts from a
feminist perspective. It was KIM’s poem “That Place 2—Burning of a Witch” that provided the impetus for this realization. The hooded
woman in Witch can also be found in her earlier series, Scene (1963—67). This series honestly captures various facets of the world, seen
through the sensuous and unique perspective of PARK in her twenties.

Rose (1988) is a photo collage composed of five black-and-white photographs of a rose and a full-term pregnant body arranged verti-
cally—a reinterpretation of KANG Unkyo’s poem, “A Flower Whose Name | Do Not Know.” By employing a reversal printing technique to
process the same negative repeatedly with varying luminosities, the sequential placement on a single surface suggests a sense of tem-
poral flow. A rose bearing thorns upon itself parallels the woman’s womb; it stands as a testament to strength unleashed through blooming
and an embodiment of life force awaiting the next generation of seeds. The pregnant body shown in Rose reappears later in the video
work Song of the Uterus: As the Great Mother Sleeps and Rises (1994). Accompanied by the wordless vocals of HAN Young Ae, the
video sequentially displays vast natural landscapes, the pregnant female body, and the birth of a child. After a tense sequence capturing
the frantic pace of daily city life, the video concludes with the gentle ridges of mountains and elderly mothers offering prayers to nature.
Through a circular narrative that begins and ends with nature, the work embodies a visual ritual that binds the event of birth through the

womb to the cyclical principles of Mother Earth.

PARK felt deep compassion for the women whom our society failed to respect. She was incensed by the injustice of customs that imposed
prescribed roles and responsibilities solely because one was born with a specific body.> She believed that a feminist’s role is to disclose
and bring to light the deeply buried narratives erased under the disregard of the age.® Accordingly, using the language of photography
as her tool, she preserved these stories upon a timeline that traverses the past, present, and future. This was part of a declaration: if a
woman’s agency is to be dismissed as subversive madness, she would willingly become a “Mad Woman” or a “Witch” herself. Look, her
women sing and dance. The madness of those women blossoms into the brilliant flowers of today.

3 The botanical iconography in the background was designed in collaboration with YUN Suknam.
4 This video work was produced as part of a project under the same title in collaboration with fellow artist YUN Suknam, singer HAN Young Ae, and Pastor
KIM Young. It was first presented in the exhibition Woman, the Difference and the Power (Hankook Art Museum, 1994), curated by KIM Hong Hee.
The digital restoration of the original video, which was initially created using analog slide film projection, is being unveiled for the first time in this exhibition.
5 PARK’s feminism, which focuses on those excluded from patriarchal normalcy, embraces not only biological women but also sexual minorities at large.
6 PARK, op. cit., p. 66.
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