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We are very pleased to host the exhibition ‘Time Zone Converter’ in
the Korean Cultural Center. This year marks the 25th anniversary of
the diplomaticrelations between South Koreaand China. Also, itisthe
10th anniversary of the founding of the Korean Cultural Center in Bei-
jing, China. Itis even more meaningful that this year will conclude with
this Korean-Chinese artists group exhibition.

Time goes by. But art gives a touch of glory over time. In'Time Zone
Converter’, ten contemporary artists from Korea and China, who are
active inthe United States, will discuss contemporary Asian experienc-
esin universal terms through various media such as painting, photog-
raphy, video art, installation, and printmaking. Korea and China have
along history and culture, and the diaspora of both nations plays a big
role in the development of social culture of each country, as it grows
and seats in various countries around the world.

‘Time Zone Converter’ will be a venue for exchanging intellectual and
artistic explorations with Beijing visitors through various experimental
works. This exhibition will be an opportunity to appreciate the cultural
uniqueness of and similarities between Chinaand Korea. Once again,
I would like to express my gratitude and congratulations to all partic-
ipating artists and organizers who worked hard in helping make the
eventasuccess.
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In Time Zone Converter, we present ten Chinese and Korean artists,
living and working in the U.S., China, and Korea, who broke the as-
sumptions and stereotypes of Asian art through their art practices. We
are particularly interested in sharing ourviews of how Chinese and Ko-
rean artists who have lived in Western cultures respond to migrational
influences, displacement and attempt to situate their local visual art
forms within the global art scene. Many Chinese and Korean artists
make their visual representations mirroring the contexts of distin-
guishable Asian art form, culture and place, and their creative works
have absorbed many aspects of nomadic life arising from multi-cul-
tural environments. We examine how artists in two countries includ-
ing ourselves artistically accommodate and update tradition in all its
forms, and how their art has reflected this.

We are grateful o all participating artists, whose research and art we
so highly respect. We are fascinated with some artists actively using
East Asian prototypes such as ink calligraphy, aesthetic of the void,
and traditional art material and motifs in their artwork. On the other
hand, some artists place more weight on social and cultural context
influenced by their Eastern point of views. We highly appreciate their
syncretic approaches in their art making. Time Zone Converter will
provide dynamic synergy and exchange through examination of the
different ways in which Chinese and Korean artists express their per-
spectives and feelings.

We want to express our deep appreciation to Han Jae-heuk, Director
of the Korean Cultural Center, and ChoRong Park, Exhibition Cura-
tor, for agreeing to realize Time Zone Converterand supportto all the
exhibition logistics. We thank a designer Mingyu Seo for the catalog
production. We also want to thank volunteers and local Chinese artist
friendsfortheir enthusiastic assistance. This exhibition would nothave
been possible without theirsuggestions and endless support.
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Critical Essay

From Immigrant to Transnational:

Nostalgia for an Imagined Homeland

Have you heard of Chiura Obata, Yasuo Kuniyoshi, Yun Gee, Pan
Yuliang, Zao Wouki, Ruth Asawa, or Theresa Hakkyung Cha? A few
of them may sound familiar but most are perhaps unknown. Some of
these artists were featured in The Third Mind: American Artists Con-
template Asia, 1860-1989, which was held atthe Guggenheim Muse-
umin2009. Inthe catalogue forthe exhibition, one can find the critical
impact of Asian art and philosophy on American artists from 1860 to
1989. Many artists in the 2009 exhibition were precursors of the ten
artists featured in the current exhibition entitled the Time Zone Con-
verter. These ten artists, five Chinese-born and five Korean-born, who
all spent several decades in the United States, were selected for the
China-Korea Exchange Exhibition organized by the Korean Cultural
Centerin Beijing.

These transplanted Asian artists lived and worked in their own imag-
ined territory of home. Strangely, however, most of these artists were
scattered in Florida, Utah, Denver, Washington, and Ohio—away
fromthe cosmopolitan centers in California and New York areas more
crowded with immigrants, including aspiring artists. Their disembod-
iment of cosmopolitanism, nationalism, American regionalism, and
American isolationism intensified their grip on ethnic, cultural, and
historical identities.

Most artists in the Time Zone Converter spent their youth or college
years in their home countries of China and Korea. Some continued
theirstudiesinthe U.S. Having various degrees of assimilation and ac-
culturation, they all comment on their “migratory” status in this exhibi-
tion. They are not sure where they will end up in the next few decades.
When they complete their careers fifty years from now, will they be re-
membered as American artists? Or Chinese artists2 Or will these ten
artists be embraced as national heroes, as was the case in which the
Korean government “rediscovered” Nam June Paik and commemo-
rated him proudly as the father of video artinthe 1980s2

Artists in this exhibition posit similar questions with a twist. In the Scroll
series, for example, Xi Zhang challenges the concepts of boundary
and authorship. If a Caucasian child were born and raised in China,
and never learned any other culture or language other than Chinese,
would one identify him/her as an Asian or as a foreigner from the
West2 Xi Zhang'’s hanging scroll on a gold background has Jackson
Pollock-style abstract brush strokes. The hybrid combination of paper
hanging scroll with acrylic paint in expressionistic color fields blurs a
division between the ownership of cultural heritage and the appro-
priation of European modernism. If one does not see an artist’s name,
is this scroll painting a work by the Caucasian child born and raised in
China? Or is it by a Chinese artist educated abroad in the tradition of
EurocentricHigh Modernism?2

Zhang Yuanfeng's works present another form of hybridity. Zhang's
choice of medium, ink on silk painting, is a reference to Chinese her-
itage. However, a casual glance at the painting’s geometric lines,
which resemble perhaps a spider’s web or a rendering of mathemat-
ical theories, reveals nothing Chinese. Both Zhang Yuanfeng and Xi
Zhang, bornin 1980s China, question the cultural authenticityand the
hegemonic authorship of the conventional binary system of the Chi-
nese andthe non-Chinese.
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One way of escaping these binary positions is to claim universality that
could apply to all humankind and even to non-human realms. Joomi
Chung, an immigrant Korean artist living in Ohio, tackles this with a
three-dimensional structure called the Chromazome. The shape in
her pictorial space is an abstract structure of the idea of gradually un-
foldingimage-space, avisualfield and physical site made of observed,
remembered, and imagined realities. In her mind, this form grows out
of two modes of representations: a map-landscape. Xi Zhang’s geo-
metric intricacy of lines has a structural counterpart in Joomi Chung'’s
Chromazome. Chromazome is a metaphorical DNA component (a
chromosome), a hybrid structure composed of pure colors (chroma)
and roots (rhizome). What isingrained on a DNA strand, such as racial
or biological components, is adjusted and camouflaged in this envi-
ronment. We see alandscape but do not necessarily recognize itonthe
map.

Inthe longtradition of landscape painting, Chinn Wang presentsland-
scape-like photographicimages of unknownyetvernacularspaces. In
these works, juxtaposition of interrupted spaces is intentional. One
also wonders whether these are purely landscape images. At a close
glance, one can even detect presence of a person. These prints are, in
fact, part of a series of photographs taken of the artist’s mother during
herfirstyears living in the United States after arriving from Hong Kong.
Wang intended to show three areas where her mother had impact on
as animmigrantwoman with a careerin science. Absence of herin the
landscape emphasizes meagerimpact of hersocial status on the world
she inhabited. Any immigrant woman in the United States can also re-
late herself to the social landscape of anonymity, discrimination, iso-
lation, and prejudice.

The role as the motherwas the locus of empowerment in the narrative
ofdisplacement. SammyLee’s Mammorialis anartist’s book aboutthe
physical and psychological shifts women experience through birthing
and nursing. Mammorial comes with a CD recording of breast pump
sound mixes and stories of concerned mothersthat Lee pulled from the
online breastfeeding support forum La Leche League International.
In this arena of the motherhood, women of all nations and races get
united and emanate solidarity. Likewise, Kim Chang Eun pushes for
a universal experience in his graphic images of figures. His Android
(2017) depicts a robot-style standing figure of ambiguous biological
characters asifitwere a new species of the global diaspora. He argues
the digital technology distorts normalcy in the perception of senses
and scales. Motherhood and resuscitation of human senses, in spite of
displacement and migration, connects people of various origins.

Even so, the memories of displacement and migration are, of course,
painful. Julia Kim Smith, who grew up in Indiana, has clear memo-
ries of encountering racist harassment and verbal insults. It was very
painful for her to witness her immigrant parents also be subjected to
harassment. Her hanging scroll includes calligraphic slurs of “Ching
Chong” and “Chinx.” As is seen in Xi Zhang and Zhang Yuanfeng's
scroll paintings, Smith presents a dignified format of ancient cal-
ligraphic art adorned with contrasting elements, in this case, Ameri-
can profanity and popular culture.

A historical origin of these racial affronts is traced in Zhi Lin’s instal-
lation, Chinaman’s Chance. He rediscovered the names of Chinese
workers presented at The Golden Spike Ceremony, an 1869 cele-
bration of the completion of the First Transcontinental Railroad, held
in Promontory Point, Utah. Andrew J. Russell captured the event in his
iconic photograph known as the “champagne photo.” In this photo-



graph, none of the Chinese workers, who built the most difficult por-
tion of the Transcontinental Railroad, were included. For his installa-
tion, Lin wrote the names of these Chinese workers in red, as if they
were carved on the rock in the manner of ancient Chinese inscriptions.
In this vein, Kirk Ke Wang’s video work entitled Bloody Dumplings
also refers to cultural clashes and misunderstandings. Broken pieces
of dumplings are visual representations of the vulnerability of Asian
Americans’ identities and social statuses. Having spent three decades
in the United States, Wang has been a sensitive witness to racial injus-
tice towards Asians and other minority citizens. He solicits for sublime
pursuit of formalism in harmony with social justice concerns and other
humanitarian affairs. He calls this type of socially-responsible abstract
art “Social Abstract”—an antithesis to social realism of communist
countriesinthe 1980s.

A current status of migratory experience and fluid identity is well sum-
marized in Joo Woo’s Gyopo Portraits. The white paperwithembossed
images of peopleinactionis adeliberately-chosen medium. Woo uses
embossing to emphasize the potential of ambivalent or adaptable
identities among people affected by memories of voluntary or invol-
untary displacement. Woo collected these images ofimmigrants from
Korean-language ethnic newspapers. Like fossils of their native coun-
try, these images of taekwondo players display a range of stereotypes
embraced by the immigrant citizens regarding their cultural heritage,
nostalgia for the homeland, national pride, and socio-economic
standing in theiradopted country.

Imagined homeland is a familiar theme for most contemporary artists
after WWII. Abrupt displacement from the homeland and subsequent
nostalgia for homeland is a universal experience in Asian countries.
ForKorean people, the division between the South and North Korea in
1945 was a distinct rupture. In 1949, Taiwan separated from the Chi-
nese mainland.

By contrast, most artists in Time Zone Converter, were born decades
after these events, in the 1970s and 1980s. Their migration stories to
North America are not uniform. Some came to the United States with
immigrating parents while other deliberately chose the U.S as a place
of professional training. Most of them are bilingual, feeling comfort-
able inboth sides of the Pacific Ocean. Nonetheless, theirarrival inthe
U.S flows along a different timeline than their lives in China or Korea
did. While they believe they are familiar with the cultural heritage and
ethnic authenticity of their homelands, they are no longer part of the
temporal existence of Korea or China. Time in these still-rapidly-de-
veloping countries flows much faster and more bluntly than it does in
Utah or Ohio.

ltisinterestingthatsome artists are stillbound by “stereotypical” imag-
es of Korea or China, such as Woo's Korean immigrant practitioners of
martial arts or Yuanfeng’sinstallation of hanging scrolls. Xi Zhang and
Julia Kim Smith also convey inferential semiotics of the creators being
Asian. However, their livelihoods and careers in the United States fa-
cilitated them to contemplate harder on their placement in their new
homes. These works were made for the audience in their adopted
country to solicit a better understanding of themselves. A binary con-
dition of “American meaning non-Asian” is no longer valid. If colonial
mimicry comesfromthe appropriation ofthe Other, postmodern mim-
icry of immigrant artists appears when displaced souls realize a ca-
cophony of conflicting values and cultural hegemonies. Their outcries
should serve as threats to “normalized” knowledges and disciplinary
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authorities in their homeland, innate and acquired. In another three
decades, one will see mimicry of their disciples as they perceive these
artists as the authoritative discourse of migratory visuality.
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Critical Essay

NBRIBE: HEEARENES21E

BERDHE)ETH, ESERE, KRnlk, BER, BER, BLWS, HEFFK?
XBH—E AR HIFITRAE, BEASHE R F AR RIS E2009F H1RE
IBRYIEETI B =R XEZ AR (1860-1989)” R H, X EfE
BBERD EARMELA R H o AR B R B, ATAIA L HM 18605 %1989
FUMNERAEBFEREEZARNEXERNT MM BR2009FREFHTFS
ZARBELS “‘NXERR BRENHUZARMEERE ERRICRIEH
B OEDNFHRRRAR ENHUZARD, SENPEHENSER
B, HAMEZEEL T /L +Fo

XEFRNITNZARIGEE CEKRNRE BETEMN T A, FENE, XE
EARRFNRSHMADBRIERD BAM, I, £, LLBRImAHZ M ; T+
IERERZ B REERHNEARNEFFASANMNFITEELFMALX . fthf]
it R EX, RIEE X, KEMX F XFEEMILE AR, 5248 T i1z 7
&, XAEHHESBHER,

“RIXFE IR PIARA EARRGEE SNAE (1) EX T HEHNEEFRKR
FEN BLEBHAGTERERIE PRI E S B SRR ENA, X
EZARNBEFRBEPR BR"RERLAGHT BENEE tIIHRER
KK+ ERMIISERAS SR +HFREHRMBIRLEEN, s
SRINFAAEEZAR? FHPEERR?ERAXHUEATKITFEHANR
FRIEH, RKHE A EN LN AR, TN\ TERFEHNEENZEZ
Rz RWe?

HRESHNERREBR MR 7 2{UA9IRE, FIA0, 724 R 5T, KR
&7 XTFRBHMHIFERRNEER. E— T EARFEFEHESHK, BN
REIEAMPEUANEMIAHIES, BB/ A PTHAERAEA
B2 KRS B E RNEH LR T EUT AR BB R R ER. g T
PR EMERARNEBSENRGERG, XESREEM T XCE~HRER
SRMIIAE X ZFREN 2 1% MERRFENLF, XEEHER S SHIA
EAEFEHEHRKANBARFHER? ERERANFEERREELER
MAEXERPZLIFALNEGR?

KRRNEREREE —MESH N R LERET BKkLAE, RN PEEL
BV [EIRL, PR, (BA— B EE A L F SIS S E R B F I KL A& R AT E
HE T KRR SRR A F 201 £280F K9P &, ftif IEHBEE 7 R EF
FFEBERA-THROIXCELER R LIFHHER.

RBEXEZTHIRSHN AR IRERERTEALETIEASE
S S HNME BETEXBEMNNFEEREZARARKIoomi ChungB—$#5
73“Chromazome” i) = 4 £ #) SR AR RIX A 1R, th Y45 B 22 (] R T i B B &
EMMSAEREN ZH5BEFBEE%-ZEiE” (image-space) ; th“El{&ZE @&
FEREE MER, T2, 548 5% B NI LA R A5 SR MBS PR iR £ Y.
Ef AR R, XM A MBERRMAR P LB ME-NR @ map-land-
scape) . I BEE AR LR E R AL% A EJoomi ChungkiChromazomeRAH4
I3 RZ, Chromazome2—#FaREAIDNAA S (Graif) , AL () MR (1B
) A MAIRRLE R IEE E VR A EX MR AR 2 EDNARE L,
BATREBELER— XS, BHIEEEIEME LA,

ERREREAESHR, Chinn Wang2I1 7 RFAHIA L ZiE R M TR
o FEXEAEMA, AL Z BRI WA RERE E R R X LR T R AR
R RESWURILNE, REETURR—NIFEHHI BXE, XERRFEE
EARNBRNEBIEAXE R ENE—FHRRN—RIBRN—B2.1F
EREBE =M RKERETEBEN—RBRIMERFZ RO REEBENR
SEMIBIAT (FE FRHTE AR I HT B EE 22 (8 R B8 EE
AN RAZBAIMEEE EES, K, MIAERNTT B REHRRER.

BENABEETRENSERERENEI.Sammy Leeky “Mammorial”2
—AXFLMEEI A ENIFELEH RN ESENOERTPBEE, Mammorialfff
W7 KX THANBESEMURZSNEENHENCD; HPEENHREELR
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Lee MMIRTEL RSB FitIELa LecheEIFREXEE LR XN BERE
EFREIH R R, FrE E R IRE A L HRETT R H TIRELE 2R, RR-2E
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BELNILL , B KRFRFN RAIEIZ SRR E B EEN B RAM KRB RFIIT.
EEEH Julia Kim  Smith) 3EEMEEE XELH O X ERMICIZEEEN
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BN APEEXEE P E TARTIAEMNRESR, MTERLBET T XERE
TANEF, IFERFE S ARBLTEEE LA X — R S, Kirk Ke Wang
B9 MmAZSRF(Bloody Dumplings)”#R5T{FamthiEEE 7 SRR AR, BRFERY
BRFERUIHXEANFEEERZNS Bt SR EXEEDST
=HFZA, ER—ERIET HIH A E DR EEATHMHERRE9T 7,
tERMERRBNHEAE X ERRIEXRMEMAEE XESZEHEBE,
XML A ROHRERN TR - R8OFAMZIMEE LB IL,
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BUIRIBTEI N E R BB EESRE X T HE AR, 1945F At HE—
B R METE . EHTE19495, &S HE AR EFR.
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TERRMNTER TN AERIBEEAEH R R —FLEASBRARG—E
REIXE, MEMNEREEER T LB MRS HIE, FTIUEFER
HRETATFFRE REMIL, 1R IRXENRESMIERERSENER
BET RN ETHETT. RAMITAESMNREERRENX S~ REES
1%, Bt F B2 HERPENNAN—EE5 . Stk #X ML, B EE
REMATEIREL LR RFERERDER,

HBHE, —LZARMAZ I E SN P ESNZARENR” B0, liIWoolFs
PNERANFEY REFERNBHMEE KBHRATE LB HERT TN
BUFE BOHEIRRT S 2. 2R, TP E BV T NS AL (R E M TE 0N B2t
BE MR EHE L XLEAF MR N R E L BRI MARLI (R, BUKE
HHESHEFNT R, “EER XN N #HRFERBE R MRERM
BHRET AN S, BAHRBRANRRRIARAESF BN EREH
MXALTEANES, FIARTE REANEHF S I Mo RIS R % 2 33t 1A TE E
KEMAFHEBHFIRMNLRLROEMEZEN=1FE, AM2EE
eI IGER RS, AT BANREZAREB RATENNE L S Ao



Kyunghee Pyunis an Assistant Professor atthe Fashion Institute of Technology, State Universi-
ty of New York. Her scholarship focuses on history of collecting, reception of Asian art, diaspo-
ra of Asian artists, and Asian American visual culture. She was a Leon Levy fellow in the Center
for the History of Collecting at the Frick Collection and works on a book project entitled Dis-
cerning Languages for Exotic: Collecting Asian Art. Her forthcoming book, Fashion, Identity,
Power in Modern Asia focuses on modernized dress in the early 20th-century Asia and will be
published by the Palgrave Macmillanin2018.

As an independent curator, she has collaborated with Asian American artists in New York
since 2013. Her trilogy featuring Korean American artists are Coloring Time: An Exhibition
from the Archive of Korean-American Artists, Part One 1950-1990 (2013): Shades of Time:
An Exhibition from the Archive of Korean-American Artists, Part Two 1989-2001 (2014);
and Weaving Time: An Exhibition from the Archive of Korean Artists in America, Part Three:
2001-2013 (2015), held at the Korean Cultural Center New York and Queens Museum. Her
upcoming curatorial project is the Violated Bodies: New Languages for Justice and Humanity
to be held at The Anya and Andrew Shiva Gallery, John Jay College of Criminal Justice, City
University of New Yorkinthe spring2018.

HZAS W #x I MQIAE|RE QI H|IEEX|(Fashion Institute of Technology)2| Ol&At
ot w2 M MLFH0|2S W3otn FED|E0| 23t ATME STSIYSLICE MScistn 10|
EMBIIE EUSIT F2OHEtmo| QIAE|SE QH HiIotX0|| A DAl HBOZ AALet HhALSIRIS
w204 JHit0] R0 ATM Aot ZoBES i1 JASFLICE MA0[EAS HIstn o= L
SOtAIO O|&AL0]| et HTLE Al&5t0] HIMAA 20 A #icin|&, £35| Cto]otAZat(diaspora)
E Z¥et otAloF O|2Z7t Y SEEeFo|of 2ol Hyrsta QUCt 2013 E Ho|etltt of7to]
H @R 9 HMAE F2AE SAOR HHEQ1 ATt 2018H F2A|ZICHSt M A2 OILE-HER Al
HE 2|0 E2S S50 HotE2 ool 2ot ol&XQl HHS B2 MM, X 0jE 52 F
Ao 2Violated Bodies: New Languages for Justice and Humanity2t MA| S 71%|E o Fo|ct,

Kyunghee Pyun RALMIIAFR HEARFRIBIERE NP RARETTXTIRBHIDE
2, THERNER, TN ZRRBEMLERE LI 25 BT E SRR E IR F 4
(Leon Levy) %R, HRE T AA“REIFANIES BRI MER” (Discerning Languages for
Exotic: Collecting Asian Art) B-B45{F o BT HAREY B, HAINE], MM N B —BEE
FZHHEBMNTMB AL AREE, FHIFF 2018 £ Palgrave Macmillan HhR.

ERIITERA, 1 E2013EUR—EEANEEETE ERRE M HHEERR =R &
i) SHEEERRILER £ 1950-1990 (2013) ; BEM &F: BHEEEZAREER £
ZE84 1989-2001(2014) ; féRETiE): XESHE ZRRILRIER E=54 2001-2013(2015) , FUK
HTFANSEXRONEEEMIE 2018 £5F, thENFEIRNERTE 2 A SR EHA:
FNEXEAEES . W RBERBTFANTULAZORAFHNEDEFERNZRNZEGFR
BT,
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Julia

Kim Smith

Biography

Julia Kim Smith is a Baltimore-based multidisciplinary artist whose
work has been featured by Angry Asian Man, Animal, Art F City, art-
net News, GQ, Hypebeast, Hyperallergic, Juxtapoz, kottke.org, Pa-
per Magazine, The Atlantic, The Washington Post, and international
media outlets. Her films have received premieres at Slamdance Film
Festival, Cinequest Film Festival, Center For Asian American Media
CAAMFest, San Francisco Documentary Film Festival, Brooklyn Film
Festival, and Maryland Film Festival. Her multidisciplinary work has
beenfeaturedin national and international group exhibitions at A.1.R.
Gallery, Brooklyn; White Box, New York; Feminist Art Conference, To-
ronto, Canada; Kochi-Muziris Biennale, Kochi, India; Experimental
Media: Cyber In Securities at Washington Project for the Arts, Wash-
ington, DC; and Exquisite Corpse at Fuse Art Place, Bradford, UK and
Cologne, Germany. She is represented by A.l.R. Gallery, Brooklyn,
andserves on The Creative Alliance’s Board of Trustees and as a Slam-
dance Film Festival programmer. She is a Rubys Artist Grant recipient,
a Maryland State Arts Council Individual Artist Award recipient, a two-
time Creative Capital semi-finalist, and a two-time Sondheim Prize
semi-finalist. Smith received her Master of Fine Arts in Visual Commu-
nication from The University of Michigan where she was the recipient
of aRackham Fellowship.

/

Artist website:
www.juliakimsmith.com
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Artist Statement

lamatrue believerinthe power of artto make the world a better place.
Through much of my work, | take on issues of racism, sexism, misrep-
resentation, and underrepresentation-by any means necessary. My
projects take the form of new media, video, film, photography, print-
making, and craft.

I grew up in Indiana where | experienced frequent racist harassment
and slurs—and witnessed my immigrant parents subjected to harass-
ment-so | am grimly unsurprised by the recent rise of hate crimes.
Racism has always been there, sometimes under the surface, but still
there. We must push back, assert ourselves, and protect ourrights.
Receipts calls out and takes ownership of Asian and Asian-American
slursin a series of faux Asian-style scrolls featuring documented racist
slurs received on sales receipts from Chick-fil-A, Hooters, and Papa
John's.
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Julia Kim Smith, Receipts, archival pigment printonrice
paper, linen, wood dowel rods, wire, 2017, Brooklyn, A.l.R.
Gallery (image courtesy A.l.R. Gallery)
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Julia Kim Smith

ReceiptsChingChongChickfilA

Julia Kim Smith, Receipts: Ching Chong ChickfilA, 2017,
archival pigment print onrice paper, linen, wood dowel rods,
wire, 36x20",2017 (image courtesy Julia Kim Smith)
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ReceiptsLadyChinkyEyesPapaJohns

Julia Kim Smith, Receipts: Lady Chinky Eyes Papa John's,
archival pigment print onrice paper, linen, wood dowel rods,
wire, 36 x20",2017 (image courtesy Julia Kim Smith)

ReceiptsChinxHooters

Julia Kim Smith, Receipts: Chinx Hooters, archival pigment
printonrice paper, linen, wood dowel rods, wire, 36 x20",
2017 (image courtesy Julia Kim Smith)




