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Intoduction
This catalogue both celebrates and records the work of ten young visual artists and
writers that have recently graduated from the Masters of Contemporary Art program
at Edinburgh College of Art/University of Edinburgh. Five students have completed
the studio program; Chandan Ahuja, Magdalena Bañuelo, Cathrine Hellberg, Mark
Long and Romy Rementeria and five have completed the theory program; Susana
Delgado, Nina Falk, Qian Hou, Hyejin Kim and Claire Walsh.
Contemporary art is a catalyst for change. Artists, critics and curators need to expand
the art world’s values by nurturing a democracy of creative experience. Edinburgh’s
model of art education is founded on the Scottish ‘Democratic Intellect’ (Davie,
George: 1961) in that it aims to encourage a holistic educational experience, a genuine
understanding of the relatedness of all knowledge and peoples.
Participants in Scottish education are ‘makars’ – artists, writers and scholars who fully
contribute to intellectual and social life – they are people who make things happen. It
is by following this model that Scotland has established a particular place in the recent
history of art as a supportive yet critical environment wherein practitioners – be they
artists, critics or curators – can develop a distinctive practice. The programme nurtures
the educational value of students’ achievements, encouraging them to make their
imagination social.1

Buck answers her own question by stating that ‘all art schools can be expected to do is to
provide a supportive, stimulating, reassuring and informative environment that enables
artists (and writers) to find their voices and the means to express them.’4 I feel that
these young artists and writers have participated in constructing this environment and
generous contribution through studio work and committing ideas to paper alongside
their debates and discussions have contributed to the ongoing debate. I thank them for
their intelligence, hard work and substantial contribution to this course and wish them
every success in the future.
Andrew Sneddon
Lecturer, School of Art
http://masterscontemporaryart.eca.ac.uk/?page_id=94 (accessed 25 July 2013)
http://www.researchcatalogue.net/view/28573/28574 (accessed 25 July 2013)
3
Louisa Buck, ‘A curriculum for artists’ in Paul Bonaventura and Stephen Farthing
(eds), The Laboratory at the Ruskin School of Drawing and fine Art, University of
Oxford and the New York Academy of Art, 2004.
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Ibid, p.25

The above extract from the Masters web site is further explored in a recent article
called ‘Shift Happens’ 2 by MFA/MA Director at ECA, Professor Neil Mulholland
for the Journal of Artist Research (JAR). The article explores the ‘failings of
neoliberal art education in the Anglosphere that focuses solely on nurturing personal
ontology’ its sets out to test and document methods and approaches to teaching
art that currently might be said to concern HE establishments. This is all very well,
progressive, healthy even but what is it like to be on the receiving end? For example,
in its day the infamous locked room element of Sculpture Course ‘A’ at St Martins in
the early 1970s has been criticized as something approaching social engineering and
the students at times considered themselves as guinea pigs for experimental radical
pedagogy. What one is meant to learn combined with how you’re meant to learn it
from a time spent at an art college is equally challenging. A challenge that has been
met and embraced by these ten young artists and writers. Louisa Buck succinctly
articulates this challenge below, in her short essay in ‘A curriculum for artists.’
Now that art has expanded to encompass our entire visual culture, our art schools are
posed with some tricky problems. How do you teach something that has no parameters?
No subject, no medium, no process, no intention, no professional protocol, no aesthetic
principal is now exempt from the field of art. Every known way of making art is
currently on offer, along with a limitless parade of alternative practices and disciplines.
So what curriculum do you draw up when artistic extends from making a painting to
redirecting meteorite, from casting a bronze to restaging a miners’ strike? 3
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Chandan Ahuja
Contemporary Fine Art
Studio Practice
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Magdelenna Bañuelos
Contemporary Fine Art
Studio Practice

Physically Floating 32”x20” Fine Art Giclee Print

Ballet Lights 14"x13" Fine Art Giclee Print

Power v. Power 20”x16” Fine Art Giclee Print

Float On! 20”x14” Fine Art Giclee Print
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Night Sail 12”x 11” Fine Art Giclee Print

Carousel Show 12”x14 Fine Art Giclee Print
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Susana Delgado
Contemporary Fine Art
Theory

BETWEEN HERE
AND NOWHERE
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Nina Falk

Contemporary Fine Art

OF CRAFT

THE

Theory
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The dispute and neglection of craft
within Postmodernism.
- The institutional de-skilling of art.
The original and broadest definition of art comes from latin's “Ars,” with
the meaning “skill” or “craft”.

NINA FALK
NINAFALK.CO.UK
nina@kalopsia.co.uk

Cathrine Hellberg
Contemporary Fine Art
Studio Practice

Whenever I close my eyes I see you as a yellow spot behind my eyelids, an
imprint, like the one’s you get from the sun. I shake my head as hard as I
can, I want to shake it out, I want to shake you out. For some reason I think,
if I only shook hard and fast enough it would fall out and roll down on
the floor like a coin. Then I would pick it up, find a fountain to throw it in
and make a wish. I would wish you’d never end up there again, behind my
eyelids, and that would be that. But… I haven’t gotten you out yet. I keep on
shaking.

Your whole life is a travel distance, you pause, you linger, but you never stop.
Sometimes, I get motion sickness.
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You look at me, pull your fingers through your hair. You say, “I wonder if
we can truly live, I mean as we do, live and live and never look back. Do you
look back?” Ehm. “I look back all the time. I try to see everything I’ve done
as if it was done by someone else, and then I judge it as if was me. An then
I judge it very harshly.”

The road leading up to your house had many curves and odd stones. On
sunny days the whole road seemed to glimmer. I could be almost afraid of
where to put my feet. Other days I walked with great confidence down the
asphalt. So much that the gray mass sank a bit from the weight of my feet.
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Hyejin Kim

Trends in Contemporary
Korean Art and Culture

Contemporary Fine Art
Theory

Hyejin Kim
This paper is written to show how Korean art and culture has been reﬂected on the
trend of international art trend in the global world.

According to Featherstone (1990, cited in
Leger, 2012, p. 515), globalization should
be seen as a transnational process in
which diverse cultural ﬂows are mediated
by the exchange of goods, capital
, people, infor m ation, knowledg e
and images. Globalization is associated
with the notion of transnationalism,
the practice of which questions the
notion of diﬀerence between cultures,
personal
identities,
and
others.
Transnational communities are places
where individuals’ identities are not
primarily based on their attachment to
a speciﬁc territory.
The process of transnationalisation is
based on multi-‐directional ﬂows and
th e development of a global economy.
As Kocur (2011) commented, “economic
aspects of globalization cannot be
separated
from issues of cultural
domination”, South Korea culture has
been also developed with the increase of
economic development. In the wake of
major development in the South Korean
economy, whose GDP is now the tenth
highest in the world, Korean art and
culture has also undergone signiﬁcant
changes since the mid to late 1980s, from
around the era of the Seoul Asian Games
in 1986, and Olympic Games in 1988.

Ik-Joong Kang, Mountain/Wind (2008-2010).
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The origin of this Korean development
was examined in Amirsadeghi (2013),
who commented, “The Korean
government was also conscious of the
need for a cultural infrastructure for the
growing nation, providing new public
museums, festivals.” As a result of
this investment, Korean art was able
to advance considerably, and to gain
attention from other nations.
Chung (2008, p. 150) argues about the
situation of Korean art, “The art market’s
steady cash ﬂow and widely reported
in the media have led to greater social
recognition of contemporary art, which
is enough to encourage young artists to
envision artistic careers”.
As an example of the global takeoﬀ
in Korea, in 1993 the Whitney Biennial
travelled to the Korean National
Museum of Contemporary Art, to
showcase cubng-‐ edge contemporary
works Regarding this exhibicon , “
The museum remained determined to
level the playing ﬁeld between Korean
and Western art by adopting a radical
approach” according to in Amirsadeghi
(2013).

the dynamic progression of cultural
transformation has happened in Korea
Importantly, the founding of the Gwangju Biennale and the opening of the Korean
Pavilion at the Venice Biennale in 1995 enabled a stable foundation for Korean
art’s international exposure. The signiﬁcant contemporary artists who emerged, Do
Ho Suh (b.1962) and Yang Haegue (b.1971) represented Korea in Venice, and have
since achieved appreciation on a global scale. Recent articles from publications such
as Koreana and Art Asia Paciﬁc have made speciﬁc mention of the development of
Korean art and the rise of contemporary Korean artists’ position in international
exhibitions. Heartney (2004, p.61) emphasized “Korean artists have become highly
visible in the contemporary art scene both at home and abroad”, especially since the
1988 Olympics in Seoul and the formation of the Gwangju Biennale in 1995, which
has been steadily strengthening its standing as the most signiﬁcant international
exhibition in Korea.

Korean art and culture within the ‘global village’
In modern society, the meaning of migration is inseparably related to both
tradition and transformation. Since the late 1990s, international cultures have been
interrelated through mutual contact and communication, which has resulted in the
creation of a new tradition, through the transformation occurring in connection to
other cultures. Therefore, the dynamic progression of cultural transformation has
happened in Korea as well.
The globalized network brought the new idea of the world as a single connected
unit in the economic, social and cultural arenas, as well as the emergence of a linked
global society by mixing and hybridizing diﬀerent cultures. Therefore, as Robertson
and McDaniel (2005) argued that the world becomes linked by a global economy and
its development inevitably inﬂuences the production and reception of art as well.
Speaking of features of Korean culture, Korea is ohen emphasized as a unitary
and solitary country. However, Korea has always been hybridized, and, throughout
history, has exchanged cultures considerably with diﬀerent countries: in particular
China, Mongolia and Japan. For example, Han (2008, p.11) informed that the Goryeo
period Korea’s culture and arts ﬂourished as a result of its powerful foreign trade
and cultural exchange with not only China but also with distant countries such as
Arabia shown that the inﬂow of diverse cultural inﬂuences of an unprecedented
scale. Therefore, there was always the hybridization and transnationalism. However,
it is evident that the hybridization between Korea and Western culture has spread
along with globalism, so that hybridization between Korea and other cultures is a key
factor in the era of ‘hybridization explosion’ through globalism.

In conclusion, the emergence of global contemporary art has altered many
aspects of Korean art. One of its most signiﬁcant impacts is a heightened sense of
‘interconnectedness’, as mentioned in Amirsadeghi (2013); another is increased
cultural openness.
Contemporary Korean art and culture holds a very important position in Korea, with
its now globally successful economy. Moreover, ‘Hallyu’, the rising wave of popularity
of Korean pop culture, has gained acceptance through the eﬀorts by the Korean
government to promote Korean culture abroad. This trend now seems ﬁrmly settled,
especially in Asian countries such as Japan, China and Malaysia. Kim (2005, p.32) also
mentioned that ‘presence and popularity of Korean pop culture throughout most of
the Asian region has done much to boost Korea’s reputation as a cultural exporter
as well as an advanced economy’. Korean television dramas are commonly aired in
Asian nations such as China, Japan, Vietnam, Malaysia and Indonesia.
In addition, the rise of international exhibitions in Korea such as the three valuable
biennales: the Seoul International Media Art Biennale, which began in the
year 2000, the Gwangju Biennale, and the Busan Biennale; increasingly important
galleries and museums such as Leeum, Samsung Museum of art and Artsonje
Center; the proliferation of smaller, artist-‐run, alternative spaces such as Loop
and local alternative spaces, and increasing artists’ residencies, come together to
prove that contemporary Korean art has been achieving remarkable success, with
both local and national government support.
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Romy Rementeria
Contemporary Fine Art
Studio Practice

Claire Walsh
Contemporary Fine Art
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Imagine this: The National Geographic is delivered to your door each morning, like
the newspaper. The paperboy might roll it up and fling it at your porch as he whizzes
by. This short text explains how my recent research into Artwriting has directed
me back to the memory of reading the National Geographic as a child. Artwriting
doesn’t have a clear and easy definition (or if it does I haven’t managed to find it
just yet) but it might be helpful here to say that it is a type of practice that blurs
the boundaries between many forms of writing, while refusing to admit to being
any one kind of them. Scavenging for a definition I came across (not by accident)
a text by Neil Mulholland called ‘Parallel Lines: Form and Field in Contemporary
Artwriting’ which emphasizes the importance of considering the field set up by the
writer around a particular text. A field should be constructed as an ideal context for
a work to be read within. As the author explained; it directs a certain type of worldview that allows the reader to engage with the text they encounter in the most
appropriate way. And so a writer of artwriting must construct this tableaux; this
mise-en-scene, to use again the words of our course director. The distinct feature
of artwriting may be that form and field are to be given equal consideration in its
production and reception.
I was around 7 when I started reading the National Geographic after school. They
were always stacked together. Seen from the side. I’ve only ever come across them
in stacks. Seriality, pick up and put down at will. The dogmatic control of a reader.
Dictating my daily information fix about the world by the cover pictures or a catchy
title. Tailoring the news to suit the day. Because of its seriality I read it differently to
books. Due in part to its incomplete form as a periodical, it invited the technique of
collage and so I read them simultaneously. I was copying my grandparents who were
reading the newspapers. Fifty years (and counting) of a subscription meant there
were plenty to get through. My own method was sporadic and directed by mood
and curiosity. The seriality turned it into a routine. And because I read it differently
to books, I had a unique relationship with The National Geographic. Now I can say
it was a reading practice and I can look at the context of my experience as a field.
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I wasn’t too bothered about what the articles had to say a lot of the time. The images
opened up a new world. Not a fantasy world; these lands of far away were not faraway
lands and I never had to suspend disbelief to read them as fact. A lack of historical
consciousness meant that this thing so time and place bound was read apolitically
by the younger me. The Field here of course is innocence, it can’t be recreated (!) At
the same time artwriting as a practice is interested in opening spaces of interaction
with texts that might allow for this kind of ‘fresh’ reading. Fields for curious and
analytical reading practices, ones that meddle with the text and are not afraid to
mess. Ones not deadened with scholarly decorum, or Seriousness. There is hardly
any context of cultural seriousness at 7 years old, positing the level of reverence
we should attribute the text we read. But approaching texts and publications with
this ‘ignorance’ has many blissful and creative outcomes. To relate this idea back to
artwriting again, writer for the New Yorker Elif Batuman criticises creative writing in
stating that the discourse still displays ‘not a commitment to ignorance, exactly, but
… a commitment to innocence’. To think of how this criticism could be converted
to praise regarding artwriting practices I will take a quote from Maria Fusco, who
says that with artwriting it is important to approach as Amateur. The crux is this; to
approach as Amateur, but never with an amateur approach. Going back to my initial
proposal -playing with context- you could say it is not necessarily about what you
read but how you read it.
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Chandan Ahuja

Susana Delgado

Education:

Education:

2013. MA in Contemporary Art Studio, Edinburgh College of
Art, University of Edinburgh.

2013. MA in Contemporary Art Theory, Edinburgh College of
Art, University of Edinburgh.
2010-2012 Fisrt Class Honours Degree in Fine Art at De
Montfort University, Leicester (UK).
2008-2010 First two accademic years of Fine Arts Long Degree.
Facultad de Bellas Artes Alonso Cano University of Granada,
(Spain). Magna Cum Laude at Photography.

www.chandanahuja.co.uk

Major Shows: Divergence: Foto Freo (Australia), March 2012
Roti Kapada Makaan: Ojas Arts (New Delhi, India) April 2012
Delhi Photo Festival: India Habitat Centre (New Delhi, India)
2011
Awards: Charles Wallace India Trust Award, June 2012 (sponsorship to study in UK for upto 12 months)
Clients: Asian Heritage Foundation, Hewlett-Packard, Marie
Claire, Harper’s Bazar, Cosmopolitan, Maxim, Better Homes &
Gardens, The Outlook Group, Verve Magazine, Taj Hotels.

Magdalena Bañuelos

www.swagbymag.com
swagbymag.photography@gmail.com
Education:
2013, MA in Contemporary Art Studio, Edinburgh College of
Art, University of Edinburgh.
2009, BA Photography, University of Colorado Denver, USA.
Magdalena Bañuelos is from the United States of America,
born and raised in Denver, Colorado. She earned her Bachelors
Degree in Photography from the University of Colorado Denver
in May 2009, graduating with honors (Cum Laude). In 2008 she
studied along side the most influential photographer in her life,
Carol Golemboski, both in Colorado and Florence, Italy. This is
where she developed her current photographic style. Bañuelos
currently resides in Edinburgh, Scotland where she continues
to develop and perfect her skills while achieving her Master’s
Degree at the University of Edinburgh College of Art. She has
been working as a free-lance photographer for the past six years
while also being involved in many photography projects and
group exhibitions in her home town. She plans to continue her
development as an artist both with her commercial works as well
as her works in the field of contemporary art.
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www.susanadelgado.com

Selected Exhibitions.
2012 – The Secret Postcard exhibition. Pedestrian Gallery,
Leicester, UK. September.
2012 –“Inside Out” Exhibition held by Ingeniuos Media.
Soho,London. July–October.
2012 – Art + Design Degree Show, De Montford University,
Leicester. June 15-21.
2011 – Exposiçao binacional de video-arte. Auto-retratos e
outros devaneios. Centro Cultural UFPR Litoral, Paraná- Brasil.
2011 – PEDESTRIAN Gallery. Leicester, (UK) 6th – 11th April.
Books.
2013 . "A brief story of " with Please Wait.
2013 - 1:1 with Bside Books.
Susana Delgado was born in El Viso (Spain) in 1989. She
started her BA in Fine Arts at The University of Granada and
she continued her studies at De Montford University (Leicester)
where she graduated in 2012. After graduating she moved to
Scotland to study a MA in Contemporary Art Theory at ECA,
and at the same time she has been developing her artistic
practice. Her practice and theoretical work explores concepts as
context, memory, narrative, place and location.
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Nina Falk

Cathrine Hellberg

www.cathrinehellberg.com

Education:
2013 MA in Contemporary Art Theory, Edinburgh College of
Art, University of Edinburgh.
2009 – 2012 BA (Hons) Textiles, Norwich University of the Arts
2010 Erasmus, Textiles and Art, Osaka Seikei University Factually of the Arts, Japan
2001 - 2004, Fashion, Tailoring and design, St: Görans school,
Stockholm
Nina Falk was born in Sweden and have lived in West Africa,
Great Britain, Japan and America. After having ran two fashion
brands and a shop in Stockholm, she moved to the UK to
further her study, both in Textiles practice and conceptual art.
Her work has been shown at Moscow Museum of Modern Art,
New Designers in London, Premier Vision in Paris, The Modern
Museum in Stockholm and the international art-video festival in
Cuba. She is also one of the co-founders of Kalopsia Contemporary Textiles Collective.

Education:
2012-2013 Master of Fine Art, Contemporary Art Practice,
Edinburgh College of Art, University of Edinburgh, UK.
2009-2012 Bachelor of Fine Art, Malmö Art Acadamy, Sweden.
Awards
Västsvenska Kulturstipendiet, 2012
Cathrine Hellberg is from the small town Uddevalla on the
west coast of Sweden. She eared her bachelor degree at Malmö
Art Acadamy in 2012 and moved to Edinburgh the same year
to do her MA at Edinburgh College of Art. Her work explores
questions concerning identity and authenticity. Where the self
stops and the other begins, the construction of a personality
and how this manifests itself and she is using video, text,
performance and installation to channel this interest. Cathrine
also hold a strong interest in language and narratives. Her stories
can vary from being very staged with a documentary feeling, to
being more poetic and dreamlike.
Selected shows:
2013 I want to be you dog, Glue Factory, Glasgow
2013, Phantasmagoria, Old Ambulance Depot, Edinburgh
2013 No Lemon No Melon, Embassy Gallery, Edinburgh
2013 ////Fair, Talbot Rice Gallery, Edinburgh
2013 Defcon Salon 1, Embassy Gallery, Edinburgh
2013 [Play], Co2, Edinburgh
2012 Group show at Wanås sculpture park, Vanås, Sweden
2012 Bahelor Degree show, KHM, Malmö, Sweden
2009 “Tre debutanter” (three debutants) , , Göteborgs
konstförening, Gothenburg, Sweden
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Romy Rementeria

Hyejin Kim
http://hyejina0120.tumblr.com
Education:
2013 MA in Contemporary Art Theory, Edinburgh College of
Art, University of Edinburgh.
2006 – 2011 BA in Western Painting, Keimyung University, in
Daegu, South Korea.
2010 Erasmus, in Business, Fachhochschule Düsseldorf,
Germany
I am Hyejin Kim. I am from South Korea. I studied painting
in my undergraduate. I have lived in Australia, Germany and
United Kingdom. I currently study MA Contemporary Art
Theory in ECA. I am a semi-nomad. I am m interested in sitespecific works, nomadism and cultural identity. I want to be
artist/art-writer.

romyrementeria@gmail.com
www.romyrementeria.com
Education:
2013. MA in Contemporary Art Studio, Edinburgh College of
Art, University of Edinburgh.
2010 BA (Hons) Sculpture University of Chile.
Born (1986) and raised in Santiago, Chile, where I studied for
my undergraduate at the University of Chile, obtaining my
bachelor degree in sculpture the year 2010. Work in different
studios and projects, until came to Scotland to the University of
Edinburgh to curse my Master’s degree in 2012.

Claire Walsh

www.occupypaper.com
termpapersoradvertising.wordpress.com

Mark Long

Education:

Education:

2013. MA in Contemporary Art Theory, Edinburgh College of
Art, Scotland

2013. MA in Contemporary Art Studio, Edinburgh College of
Art, University of Edinburgh.

2007-2011, BA (Hons) Painting, Limerick School of Art and
Design, Ireland

2010 BA (Hons) Art History, York University, UK

Claire Walsh studied painting at Limerick School of Art and
Design before undertaking the MA in Contemporary Art
Theory here at ECA. Since 2012 she has been working as
co-editor of the sporadic periodical on art, Occupy Paper.
Research interests include Editing and the status of writing in
contemporary art.

long.markc@gmail.com

Born south London 1988. Studied bachelors degree in Art
history at York university, specialising in photographic
history and theory. Move to practice through working as a
freelance photographer. Research for MA in contemporary art
photography at ECA centered on the process of materialising
obsession with visual stimuli and states of consumption through
the prism of social spatial relations.
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