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1. Over the past decade, your work has focused heavily on the materiality of
painting, and you’ve conducted many related experiments, such as exploring
different materials and techniques. In many cases, the image became a
byproduct of the action rather than the goal. How do you now reflect on this
period of exploration?

Painting for me today is still about materiality, and of course, it’s also about imagery.
Whether or not it serves as an outcome or goal, the final painting reaches a certain "quality."
Quality should be a goal, but it’s not necessarily an expected result—it’s more like a
generated outcome, continuously deepening previous work. My explorations have been quite
singular: repetition, separation, reorganization, intervention, and discovery—all these
processes are present. My painting "survives in something that grabs hold and won’t let go."
Therefore, painting is not a result, nor about truth, and it’s not an absolute discovery either.
It’s a path.

Looking back at the explorations of the past decade, they seem like they’re still happening
today. Logically speaking, they form a structure of splitting and induction. I’ve previously
said it’s similar to archival management, like the work of a librarian. Today, some things
remain and become part of the work’s DNA.
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2. Your latest series of paintings has a classical quality. How did you transition
from a radical "anti-painting" stance to something more classical?

Yes, recently someone mentioned the concept of "temporary painting." I don’t think I belong
to that category. Regarding anti-painting, I don’t consider myself part of that either. Frankly, I
don’t fully understand the concept of anti-painting. In my past work, I could never quite make
painting a fixed structure—it was always breaking apart. Maybe I’m more about anti-structure?
The process of taking the canvas off the frame and then putting it back on took some time,

and along the way, I made many discoveries. To me, it was a conscious, conservative process
because, at the time, most people preferred seeing unbound canvases hanging on walls or
elsewhere. But I had a strong, primal urge to "return" them to the frame. This return gave me
both a sense of security and the possibility of new judgments, a bit of a spiral or cyclical
feeling that brought a fresh yet familiar pleasure.

Classical painting, for me, is a convenient method. It creates tension. My earlier journey with
painting was about deconstructing and integrating classical painting. Deconstruction allowed
the elements to collide, and integration released energy. This process felt natural and primal to
me.

You’ve mentioned before that even in your radical material explorations, you
were still nourished by classical painting. How is that reflected in your work?

Painting is a dual motion—it’s the confrontation between erosive forces and the boundaries
they form. Material plays the role of an ever-unstable element being tamed throughout the
process. Classical painting consists of stabilized, tamed elements, but hidden within these
stable systems are traces of taming. Passionate observation can uncover these hidden codes.
What I mean by nourishment probably refers to something like that. On the surface, they may
seem like "effects"—visual effects, specifically—but they can be understood as constantly
evolving and transforming sources. Trained brushstrokes, gestures, layering, the interplay of
thickness and thinness, wet and dry, and transparency—all these hint at space and are
physically brought about by materials.

Painting’s boundaries, choices, and judgments are inescapably tied to classical borders that
need to be created or discovered. Their source is judgment. Escaping is, in a sense, an
inheritance. Escape is the starting point. Painting can never escape itself, and that’s what
classical painting teaches us.

3. Your latest series is unified by the use of pure black canvas without any
primer. What is the intent behind this approach?

This method has been repeated over the last ten years. Direct contact allows the painting to
achieve quality. Direct contact makes the indirect painting methods more interesting while
removing the indirectness of traditional priming and coloring methods. There’s a certain
tension in this contradiction, which is the value of painting’s continued evolution.

Many elements seem to emerge from a deeper place. Does black create the best
possible space?
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Yes, black is the best field for shaping space, and this also comes from classical painting. It
implies the possibility of light.

You’ve used various materials in your past work, but this series is unified as
oil painting. Why return to such a traditional medium?

This series appears to be oil painting but isn’t created with oil materials. I used pastels, matte
acrylics with the strength of pastels, and gypsum to create further spatial illusions, allowing
the brushstrokes to feel both real and unfamiliar.

4. After settling on the materials (black cloth + oil paint) and classical
aesthetics, what’s the logic behind the creation of your work?

Canvas + pastel + acrylic + gypsum form the material basis. I start with image elements and
the overall structure, building a deeper space within the composition. Using a combination of
wet and dry techniques, I push the painting forward. Usually, I abandon the reference images
halfway through, letting the tension elements in the painting guide me toward its final form.
In this sense, I see myself as a "mediator" in the creation of a painting.

How is your re-reading of classical painting reflected in your work?

Broadly speaking, it’s through the continuous reading of the materials at hand. The process of
reading is the process of painting. You realize that a fading Rio de Janeiro pop star’s solo
performance and El Greco’s Purification of the Temple are presented in the same way. You
can always find that we live in the past’s history, and yet we know we don’t belong to it. But
we exist in that same moment.

5. You’ve mentioned wanting to be led by painting, to let it become an open,
even out-of-control state. Can you explain your creative logic and process?

This is an interesting but non-existent topic, and I think it’s the painter’s responsibility. A
good painting can be interpreted through logic, but it’s not created by logic. Even though in
countless moments, details, and processes, it’s full of sequence and layers—they are similar to
logic, but they’re not logic. A good painter seeks this out-of-control state, organizing, utilizing,
and even annihilating it. In the moment of destroying the out-of-control, control is formed,

and this is a very peculiar feeling. Therefore, painting presents a certain reality, a tangible
reality, and a real feeling. This reality shapes your imagination and delineates the boundaries
of out-of-control.

So painting is like a desert, without an end. Even if you imagine and set an end, it’s still a
road worth walking on. You cannot define your path; you must create the erosions and
ruptures, letting them lead you to find the exit. And in the moment you find the exit, the path
is formed.
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