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A WORD OF GREETINGS

The exhibition project “Constancy and Change in Korean Traditional Craft,”
initiated for the Milan Design Week in 2013 as a way of promoting the
excellence of Korean craft across the borders, marks its 5" anniversary.

The four exhibitions to date have sought to enhance international awareness on
Korean craft and to deliver the uniquely Korean aesthetic sensibilities and

the value of traditional crafts to the world.

In particular, starting this year, Constancy and Change will focus on one

craft medium at a time for the next three years. The objective is to achieve the
overarching goal of “perpetuation of traditional crafts,” by showcasing works
of leading Korean masters with the aim of allowing international audiences to
understand and enjoy Korean craft better, and to rediscover the contemporary

value thereof.

With the above in mind, this year the medium is ceramics. Some 90 pieces
have been carefully selected with the planning committee members and
presenting cheongja (celadon), baekja (porcelain), buncheong (grayish ceramic
ware covered with white slip) and onggi (brown food storing ware), showcasing
the epochal changes and artistic achievements of Korean ceramics on the basis
of their technical and sculptural traditions.

[ hope that the exhibition effectively promotes the brilliance of Korean
ceramics that connects the past and perpetuates traditions in a creative way;
while it facilitates increased interactions with international audience; and
enhances international recognition and competitiveness. The Korea Craft &
Design Foundation will remain committed to the role of connecting the

past and the future, while upholding the value of Korean craft.

[ would like to thank the 16 ceramic artists who joined the exhibition with
the best of their work in spite of the rather short period of preparatory time,
as well as the organizers and all related people who have beautifully put

together this exhibition. Thank you!

CHOI Bonghyun
President

Korea Craft & Design Foundation

—rl

AT

MIA £of 5t Soje] RadE L2 X}f 2013F Y L|AtRI| 2o HMS

Hol <gt=30j|o fuEL>H0| S3H= 53ME HUASLICE <eh=302

b= 0|2t TS Soie| 7RIS B2 FEIsta At =26l 2tELIT

ol
T
_O'I_I
kI
rol

£5| SsiRE= 2 Al 7tE 2 X2 TS Solle| A IS 0l2ts FXIE

[

tis Zstslr| flsh, &< 37t siotct thE S0 20FS 45t sie 32

<gt=m302] HaFtl 2017>2 Ol2{at FX[0]| 2t ‘=AE =X 20k= M52,

i

AR HEAD| R 87| 20| ZHE 9001 S MHE5t0], UREH Oj2fut

B2 FH| 7IZ01= 2750 5 10| HEOR FAI| Hofs FM L 0fX 29
ZO7HSMH TIAOE ZtA S2IH, OfH FIA| HHEoll ol F:41 024 Zir}

O 2/H = ZAtS| QIALE TRfLICE RIS LIT



£00/900

BETWEEN

SERENITY

AND DYNAMISM;
KOREAN CERAMICS

The exhibition “Between Serenity and Dynamism; Korean Ceramics” showcases
90 artworks of 16 artists, covering Korea’s main ceramic history and tradition
from cheongja (celadon), to baekja (porcelain), to buncheong (grayish ceramic
ware covered with white slip) and onggi (brown food storing ware). This is the
first time that the exhibition, categorized under the concept of “Constancy
and Change in Traditional Korean Craft”, focuses on one material. Previously,
it presented a comprehensive understanding of Korean craft by including all
materials — metal, wood, ceramics, glass, textiles, lacquer and more. The
objective is to take on a new perspective where each material is examined
closely through the works of leading makers in the field. This is a three year
initiative beginning with ceramics, then leading on to lacquer and mother-of-

pearl, and finally ending the third year with textiles and metal work.

The three year initiative begins with ceramics as it is the most representative
craft form of Korea and one that has largely influenced the international scene.
The exhibition “Between Serenity and Dynamism” epitomizes the aesthetic
characteristics and external/internal properties of the Korean culture. It means
“movement amidst tranquility,” while also interpreted conversely as “pursuit

of serenity amidst dynamism.” The goal of serenity and dynamism — harmony
realized by co-existence and integration of two different elements — symbolizes
the uniquely sophisticated Korean aesthetic sensibilities that prize the beauty of
space, simplicity and modesty, simultaneously as maintaining its delicacy and
elegance. If “serenity” means “constant movement on the inside but remaining
tranquil on the outside,” “dynamism” signifies a state of “ceaseless pursuing

of harmony and integration, in spite of a strong conflict.” The exhibition aims
to continue the legacy of Korean ceramics with novelty instead of giving
philosophical interpretation thereof, so that spectators can experience Korean

aesthetics more intuitively.

Ceramics, evolved in pursuit of practicality and aesthetics to enrich the lives of
human beings, has different forms according to lifestyle, culture, material and
skills in making. In Korea, ceramics has left an indelible mark over 100,000
years since the Neolithic age. From a cultural perspective it is a condensed form
giving insight into Korean mentality, creativity, wisdom, aesthetics, preferences

and customs, additionally as the Korean material culture. In particular, cheongja,
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baekja, buncheong and onggi, which emerged during the 1,000 years of
transitional period between Goryeo (918-1392) and Joseon (1391-1910), are
emblematic of Korean ceramic aesthetics, practical attributes and national
culture. While they are respectable assets for creation of a new culture,

they are also the ultimate artistic objective sought by, and a challenge posed on,

Korean contemporary ceramics as craft and art.

The exhibition focuses on four principles in selecting the ceramicists —
authenticity in either material, technique or delivery; Korean uniqueness;
semantic adequacy; representativeness and aesthetics. In addition, the

contrast between, and the blend of, mutually conflicting elements — tradition
vs. modernity, ying vs. yang, true vs. false, simplicity vs. complexity, softness vs.
hard — are incorporated in the spatial allocation and visual effects to add depth
to the exhibition.

The 16 ceramicists selected for the exhibition are regarded as ceramic “masters”
in Korea and the world, having engaged in their respective field for more than

30 years. While they have sought to continue the heritage of Korean ceramics
and build on the tradition amid rapid changes of the present, they have also
incorporated the spirit of the age and artistry in their new creations. The

ultimate value of art lies in the beauty that touches the audience. In light of this,
the 90 pieces in the exhibition hopefully will inspire many who visit. The essence
of life and spirit extended from people can be discovered in ceramics. It is also

a connecting link between the past and the present. The exhibition hopes to

reveal the unlimited potential of the Korean culture and ceramics.

My sincere expectation is that the uniquely exquisite ceramics of Korea, evolved
over time will impress and appeal to the international audience. Finally | wish

to express my heartfelt appreciations to everyone who helped to make this
exhibition possible, including the Korea Craft & Design Foundation, the planning
committee and more. Special appreciations go to Senior Researcher Fellow

Beth McKillop of the Victoria and Albert Museum, Professor Emeritus CHUNG
Yeontaek, Director CHANG Kihun, Editor JEON Yuni and last but not least my
most precious colleague, who has worked with me on every project until now

PhD PARK Jungwon without whom | would not be where | am today.

CHO Hyeyoung

Art Director

PARK Jungwon
PhD, Curator
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KOREAN CERAMICS
CONVEYED THROUGH
SERENITY AND
DYNAMISM

The sixteen artists showing work in Europe in 2017 are individuals who have
distinguished themselves through making clay vessels and objects in Korea.

In their native land, the powerful and mysterious process of working with
tempered clays to produce solid, impermeable containers and forms is revered
and followed with passionate enthusiasm. Most ceramic making regions in pre-
20% century Korea are situated in the south and west of the country, but kilns can
be found scattered across the length and breadth of the peninsula. Since before
1000CE, potters in Korea have produced light-bodied vessels and glazed them
with a gray-green glaze. Over hundreds of years, a remarkable consistency of
aesthetic and technical practice has persisted. Between about 950 and 1600CE
green-glazed ceramics, known in the West as celadon and in Korea as cheongja,
were made at sites dotted along the western and southern coasts. From about
1420CE, white porcelain came into favour, a change of taste influenced by Korea’s
deep-rooted connections to imperial China, where the Ming dynasty’s blue and
white ceramics reached new heights of elegance and refinement. In Korea, white
porcelain is known as baekja. At Korea’s royal palaces, gifts of Chinese porcelain
were received with ceremony, and Korea’s own potters were commissioned to
make white vessels. This they did with flair and imagination, producing vessels that
have entranced artists and collectors ever since. Since white vessels can be treated
in the same way as canvases for paintings, sophisticated and fluent painted designs
were frequently executed on white porcelain vessels, using cobalt blue, copper red

and iron brown pigments.

At a more vernacular level of ceramic production, Korean potters have long made
slow-fired storage jars known as onggi. Working with dark, rough clay that is rich
in iron, onggi potters make practical storage vessels that can be buried in the
ground to preserve the fermented condiments so vital to Korean cuisine. In modern
times, plastic and stainless steel have taken the place of onggi jars in many Korean
households. For Korean people, however, the spirit of onggi is a part of the visual
and material heritage of their ancestors, and modern masters continue to produce
these monumental jars, and to find customers for their hand-made objects.
Surface decoration on the tall walls of large onggi pots is a direct action of the
artist’s hands on the drying clay or the wet glaze. Onggi makers OH Hyangjong
and LEE Haksu illustrate the vitality and variety of living onggi across modern
Korea. From deep chocolate to warm fawn, from ornately engraved to freely

scored and scratched, onggi today continues to take coiled clay, simple wooden
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tools, human energy, skill and determination, and applied heat, to produce an

instantly recognisable, robust, thick-walled jars.

Far removed from the onggi tradition is the production of celadon in Korea. With
the spread of Buddhist faith across the land in the first millennium came a love of
tea ceremony and a need for bowls and cups in which to savour whipped tea.

This tea, very different from the fermented varieties familiar to us today, could
sharpen the senses during meditation, and warm the hands too. To appreciate
whipped tea in a bowl of jade green celadon is a sensory experience of the highest
order. Such was the passion for celadon that kiln sites proliferated around the land,
and great transport ships carried loads of thousands of pieces northwards to the

magnificent city of Gaeseong, the Goryeo capital.

Celadon in modern Korea is closely associated with the name of YOO
Geunhyeong, who lived from 1894 to 1993, and is succeeded as director of his
pottery by his son YOO Kwangyul. Building on his father’s legacy, Yoo endeavours
to harmonise a modernist sensibility with the inherited forms, decorative

motifs and surface decorative effects inherited from the past. His work is more
experimental than that of his late father, in that he seeks modern shapes and
decorations while remaining true to the roots of Korean celadon. Historically,
Korean celadons have been admired for their imaginative vessel forms, ranging
from water-droppers in human and animal shapes through to intricate openwork
incense burners and ornate jugs and vases that imitate metalwork vessel shapes.
KIM Seyong works in Korea’s pottery capital Icheon. A self-trained artist whose
devotion to his vocation as a potter stems from a museum gallery visit when he
was a young man, Kim makes virtuoso double-skinned openwork vessels that
apply plant and floral designs to the generous forms of his pieces, recalling the
orderly disposition of surface design across the walls of Goryeo period pieces. For
KIM Panki, the approach is different as he focuses on creating simplified modern
shapes such as large cylinders and wide open vessels mostly for everyday use.

His accessible, usable pieces are appreciated by people who enjoy incorporating

ceramics into their daily lives.

Korea’s white ceramic tradition traces its roots back to Goryeo dynasty times, in
kilns along the coastal area of North Jeolla Province, where small quantities of
white vessels were made alongside much larger volumes of celadon wares.

Then in Joseon times, white ceramics came to epitomise the nobility and austerity
of that dynasty’s ruling élite. Nowadays, the large globular jars known as moon
jars, like those made by the master potter SEO Kwangsu, are known around the
world as the quintessential Korean ceramic form. Master Seo’s monumental jar
references the linear qualities of the moon jars made by anonymous workers in the
17 and 18" centuries. The vessel is formed by joining together two large bowls.
The Joseon tradition of whiteness, solidity and tranquillity also takes other forms.
LEE Youngho's serene, sculpturally conceived pieces refer to the quiet, studious

atmosphere of the scholar in Joseon dynasty Korea. For LEE Geejo, engagement
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with space and structure is balanced by a preoccupation with surface and texture.
Lee’s vessels show traces of the artist’s repeated slapping of the clay, the elemental
meeting point of human and material forces. KIM Youndong makes simple
containers with an ethereal softness. After the shapes are thrown, Kim repeatedly

refines the surface, polishing and smoothing it.

The buncheong tradition of Korean ceramics occupies a transitional space between
the celadons of the Goryeo period (918-1392CE) and the white porcelain of the
Joseon (1392-1910). Using clays and firing practices that were commonplace across
the peninsula before about 1400, the buncheong potters employed various tools
and methods to apply white slip onto the surfaces of their vessels, creating the
illusion of whiteness over a grayish stoneware body. In the modern era, ceramic
artists including SHIN Sangho have revisited the surface dynamism of

the buncheong tradition, and made works that commune with nature; to quote

the artist ‘To have nothing to keep or lose, for me, that communicates readily with
freedom. To be freed from all the ideas and forms has been the deepest desire of
mine all though the life.” For CHOI Sungjae, the restrained palette of buncheong
has opened the way to a tranquil, pictorial ceramic practice where waterfowl and
reeds co-exist on a flat surface. LEE Soojong, by contrast, uses the walls of his
wheel-thrown vessels to create black calligraphically-inspired effects that recall

ink painting on soft white Korean paper. KIM Daehoon’s work includes lidded
containers whose surfaces incorporate printed texts, records of historical events

placed directly on top of clay that has been formed with the artist’s physical labor.

For ROE Kyungjo, marbled, slab-built forms have become a much-loved vessel
type. Roe’s deep engagement with his country’s ceramic heritage, his painstaking
experimentation and painterly sensibility have attracted attention to his
distinguished practice. For LEE Hunchung, an artist whose creative journey crosses
the boundaries of sculpture, installation, furniture and ceramics, the ceramic
process is an unpredictable marriage of form and surface, with glaze effects
producing surprises and offering the tactile experience of ceramic appreciation as

an element in enjoying designed, hand-produced furniture.

These ceramic artists, working through serenity and dynamism, convey the
diversity, challenge and pleasure of clay to students, collectors and gallery visitors
around the world, and reveal Korea’s unique ceramic sensibility to the international

audience.

Beth McKillop
Senior Research Fellow

Victoria and Albert Museum
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CHEONGJA

CELADON

A green glazed ceramic ware produced by the chemical reaction caused by the
iron contents in the clay and the glaze. The firing method required to produce
the green color is the reduction method where oxygen is cut off from entering
the kiln once it reaches a certain temperature. This can be made in a wide
range of green shades and at its best it resembles the jade green color. The
original influence came from China and Korea further developed it to introduce
specific surface decoration techniques such as the inlay. This is a high fired
ware with temperatures ranging between 1,150°c and 1,280°c. The best celadon
wares were produced in Korea between the 10th and 14th century. They were

used mostly by Buddhist temples (for rituals), the royal family and the upper class.
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KIM SEYONG

KIM Seyong like many who rooted down in Icheon began by apprenticing in
a pottery. Around 1966, the time when he started his career there were only
about seven to eight potteries in Icheon accommodating some one hundred
people. The first inspiration to pursue a career in ceramics came in his teens.
He was mesmerized by the sheer richness of the Goryeo period celadon found
at the National Museum of Korea. He had a premonition that was about to
unfold before him. It was almost as though his previous life came alive again.
Like many of the potteries in Icheon, division of labor was practiced therefore
he could only master one skill at a time. Kim felt frustrated as he wanted to
learn everything. Therefore he sought out to learn the different skills on

his own by practicing after working hours. It was customary for people to
learn by observing masters. In actuality nothing was taught, the employees in
potteries were required to learn from mastering skills through observation and
lengthy practices. Kim observed and practiced wherever possible. As a result
he was able to learn skills faster than others and only after a year he began

decorating surfaces.

Kim is known for his high fired celadon pieces (fired up to 1300°c) and also
for double-walled open work (piercing) technique. He believes in “creating
celadon apt for the current period”. He has been designated as Master
Craftsman of Korea in 2002 additionally as receiving many distinguished
awards. His work has been collected by Queen Elizabeth Il of the UK and
by the Royal Palace of the Dalai Lama. The exhibition presents Kim's skills in

celadon making from double walled openwork to inlaying and incising.
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Celadon Chrysanthemum
Double-walled Vessel

2005

Stoneware with stamped openwork
decoration under celadon glaze
Reduction firing

35(0)X33(h)cm

L T
2005

2t 015t B4, 013 £24 71
HXE, YAt |, B A4
35(9)X33(h)cm

Celadon Chrysanthemum and

Turtle Double-walled Vessel

201

Stoneware with stamped double-walled
openwork decoration inlaid in white
slip under celadon glaze

Reduction firing, 40(2)X30(h)cm

BN RS 05 5% 5
2011

40(2)X30(h)cm
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KIM PANKI

Instead of simply reproducing tradition, KIM Panki makes elegant and simplistic
cheongja (i.e. celadon vessels) in new forms and experimental designs with
contemporary sensibilities. He began making ceramics from 1983 after being
inspired by Goryeo period cheongja wares found at the National Museum of
Korea. Kim, whose devotion to his vocation as a potter started when he was

a young man, went through ten years of apprenticeship in potteries in Icheon

(the historic center of ceramics in Korea), and made his first kiln in 1994.

The technical and aesthetic achievement of Korean traditional cheongja can,
paradoxically, discourage potters of today from making new attempts and
experimental designs. However, Kim has made impeccable contemporary
cheongja encompassing both practicality and artistic value, by concentrating
on linear qualities—the quintessential Korean ceramic form—and exploiting
the properties of different materials. “Traditions do not reside in what you see;
they live in the spirit that sustains them.” Kim emphasizes that traditions and

the contemporary world should strike a chord with each other.

His works have a pure and voluminous body, lucid and vivid colors, and
beautiful, delicate designs. In particular, the depth of color that reminds us of
the blue sparkles of a serene lake, emblematic of Goryeo cheongja, combined
with the painstaking decorations made by the endurance and skills of the artist,
and a practical form perfect for daily use that still remains true to the essence
of craft, open up a new possibility for cheongja as contemporary ceramics.

In 2008 he received the UNESCO Seal for his work and in 2016 he was

designated as Master Craftsman of Icheon, Gyeonggi Province.

The exhibition showcases contemporary cheongja and baekja (i.e. porcelain)
created by the artist in the spirit of continuing the legacy of Korean ceramics.
Both have simplistic, serene forms, embellished with refined and dynamic

patterns, delivering the grace and sophistication of Korean ceramics at its best.

UHFXS| HIMEE )0 Bisl ofjofl S 1=, 0[F2] 012] QE(FH)01M 100

Ho| x| dEE 71X 19940 MZ2 2 Rpilo| 7H0tE BhE UL,
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Large Celadon Vessel with Grape
Vine and Boy Monk Decoration
2016

Stoneware with incised decoration
under celadon glaze

Reduction firing
36(0)X34(h)cm

A EE SRS o
2016

(=) P ON|

82t 3y

HXIE, A 99, 8 Ay

36(0)X34(h)cm

Large Porcelain Vessel with Leaf

Decoration

2012

Porcelain with incised leaf
decoration under transparent glaze
Reduction firing

36(0)X34(h)cm

s} E2 Cfe
2012

2t m

Ui, S0 Qok 5t

36(0)X34(h)cm
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YOO KWANGYUL

The Yoo family is known for making celadon in Korea. They have revived

the ancient Goryeo period tradition from around 1911. YOO Geunhyeong,
pen name Haegang, traveled around Korea to study the ancient kiln sites

and celadon clay bodies in order to remain true to the origin of the tradition.
In doing so he has contributed much to the research of Korean celadon.
Continuing in the family lineage the son YOO Kwangyul learned the skills
from his father and in 1960 he helped to set up the Haegang Goryeo Celadon
Research Institute. They have conducted studies on every aspect of Korean
celadon from clay to firing and to making shapes and also surface decoration.
Both Yoo Geunhyeong and Yoo Kwangyul have been recognized by the country
as Master Craftsmen. Yoo began by learning to reproduce ancient pieces and
he gradually moved away from simple reproduction to creating his individual
pieces. The most important aspect of celadon is obtaining a good glaze color
— jade green — which results from the chemical reaction caused by the clay
body and the glaze within a firing environment — reduction firing. In the
exhibition, different techniques in surface decoration based on the Goryeo
period are featured through angular bottles. Furthermore the inlay technique
shown through a wide range of different patterns on a lidded container is
also presented. The family trait continues today with the son YOO Jaehyoung.

Trained from a young age he too is skilled with the celadon techniques.
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Celadon Angular Bottle
2000

Stoneware with stamped and inlaid
decoration under celadon glaze

Reduction firing
19.5X9X19.5(h)cm

QshE F4, 42 71y
YR, HA R, ool oY
19.5X9X19.5(h)cm

Celadon Angular Bottle
2000

Stoneware with stamped and inlaid
decoration under celadon glaze

Reduction firing
10.5X10.5X25(h)cm

H olsi2 2t

=]

2000

st FH, 42 7Y
YXE, HRH R, Bl oY
10.5X10.5X25(h)cm
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Celadon Angular Bottle

2000

Stoneware with stamped and inlaid
decoration under celadon glaze
Reduction firing

12.5X9X24.5(h)cm

H olsi2 2t
2000

olst2 &AL A2 7|
HAlE, A 90 Bl 4
12.5X9X24.5(h)cm

g

Celadon Container

2012

Stoneware with inlaid decoration
under celadon glaze

Reduction firing

35(9)X25(h)cm

o Batst gl
2012

S 718

YAE, X [, 2 &~

35(9)X25(h)cm
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PORCELAIN

Porcelain was first introduced to Korea through China and it was made around

the 9t century Goryeo Period. Porcelain, which was fired to 1,300°c,

existed alongside other ceramic wares such as the celadon and the buncheong.

Most of the production took place near the capital city with the core being
Gyeonggi Province. They were used largely by the royal family and the upper

class people. The best porcelain pieces reflect on the Confucian philosophy of

the Joseon Dynasty retaining simplicity, modesty and purity. This is fired to 1,300°c.
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KIM YOUNDONG

Inspired by Joseon dynasty porcelain wares, KIM Youndong has challenged
himself to make lidded containers with a high level of finesse and delicacy.
Like many Korean ceramicists with university education, Kim also started

his career by reinterpreting and succeeding Korea’s long and rich ceramic
tradition. After graduating from university, he began opening new possibilities
in his own world of aesthetics with the Korean “large porcelain jar,” known

more commonly as the “moon jar”.

He makes both pure white pieces with no surface marks and also utilitarian
wares decorated with iron or cobalt oxides. The concept behind his work is
based on the technique of making moon jars. This is when two large bowls,
thrown on the potter’s wheel, are assembled and sealed together. The method
gradually developed into the containers he makes today, in Korean known as
“hap (lidded container)”. He sees similarities in the way two bowls are joined
together and he references this to the Asian philosophy of the Yin and the
Yang. Kim continues to explore new possibilities with the lidded container
which was first introduced as part of the Sulwha Culture Exhibition in 2011
organized by Korea’s leading cosmetics conglomerate AmorePacific. The pieces
in the exhibition are newly made and they have developed from the original
2011 ones expressing both tradition and contemporary in the same way as

portraying the softness and the simplicity of porcelain.
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White on White, lidded Container
2017

Porcelain, transparent glaze
Reduction firing

43X33X24(h)cm

ESN S

2017

HiE, =0 Q0F BHal Y
43X33X24(h)cm
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SEO KWANGSU

As a way of giving recognition to his skills in continuing the porcelain tradition
of Korea, SEO Kwangsu is the Gyeonggi Province Intangible Cultural Asset No.
41 and Master Craftsman No. 14 of Korea. Similar to many makers such as Seo,
most of them are self-taught. They learned their traits by working in potteries
in the Icheon region. However the difference lies in whether such makers

have a natural born talent or not. All the makers similar to Seo, selected for
this exhibition such as Kim Panki and Kim Seyong, have a natural talent and
because of such a foundation, they have been able to become successful in

their career.

Among all of them Seo is the most distinguished and he is known to be the

only person in Korea who has revived the linear aesthetical qualities found in
Joseon dynasty moon jars. The fullness of the shape and the unconscious dent
created through the joining of two large bowls portray a certain simplicity and

humbleness. Seo’s moon jars attempt to study these values.

He began his career as a ceramic maker in 1961 at the age of 14. He was
fortunate because he was able to learn under one of the best potters of the
time, JI Soontaek (1912-1993). In 1986 Seo established his own pottery in
[cheon and he also built his own kiln in the traditional method. The moon
jars in the exhibition are masterpieces fully conveying the aesthetics of
ancient Joseon dynasty with a sense of serenity and dynamism arousing much

inspiration.
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Porcelain Moon Jar

2005

Porcelain, transparent glaze
Reduction firing
50(@)X55(h)cm

ENg= i El]

2005

HE, 3 |of B8l 44
50(@)X55(h)cm

Porcelain Moon Jar

2010

Porcelain, transparent glaze
Reduction firing
47(9)X47(h)cm

EUNE= IV El]

2010

HE, £ Rof, 2 &Y
47(@)X47(h)cm
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Porcelain Moon Jar

2010

Porcelain, transparent glaze
Reduction firing
44()X44(h)em

BN g= eV El

2010

HE, EH Q0f el AN
44(0)X44(h)cm

Porcelain Moon Jar

2010

Porcelain, transparent glaze
Reduction firing
40(0)X42(h)cm

ENE= eV Ell

2010

HE, £H Qo Bt Ay
40(2)X42(h)cm



1S0/0S0

LEE GEEJO

The focus of LEE Geejo’s work is in continuously finding new ways of
interpreting the Joseon dynasty porcelain. For more than ten years he has
sought out for ways to modernize and transform ancient porcelain shapes to
accommodate for contemporary trends. His objective is in studying aesthetics
rooted in ancient porcelain pieces and then to find ways to transform them.
His artistic career developed in the late 1980s early 1990s by making sculptural
work like many starting off ceramicists at the time. It was a period when
ceramic influence from the USA was spreading in Korea. Most ceramicists with
a university education attempted to push boundaries in clay in order to make

monumental sculpture pieces.

Around 1995 Lee began to focus on making utilitarian ware in porcelain.

This can be seen as the starting point of actually finding his aesthetics. Through
different experiments Lee found his creative language through assembling

clay quadrilateral slabs. The process of attaching small to large slabs one after
another enabled Lee to create a new dialogue in form. Years of experience now
makes the making process a harmony of imagination and calculation based

on the hexahedron. There is a co-existence of function and artistic expression
simultaneously as tradition and non-tradition in his work. The artist expresses
that the charm of Joseon porcelain lies in “the confidence portrayed by shape
and a sense of earthiness of surface.” The pieces presented in the exhibition

clearly show the artist’s sensitivity, insight and aesthetics.

o|7| %
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Rectangular Vessel

2017

Porcelain, transparent glaze
Reduction firing
37X21X5(h)cm

Rectangular Vessel
2017

e, 25 R0 gl &

37X21X5(h)ecm

=

Rectangular Vessel

2017

Porcelain, transparent glaze
Reduction firing
32X15X31(h)cm

Rectangular Vessel
2017

HE, £ [of, 2 &Y
32X15X31(h)cm




Rectangular Vessel

2017

Porcelain, transparent glaze
Reduction firing
42.5X22.5X15(h)cm

Rectangular Vessel
2017

HE £ [of, 2 &d
42.5X22.5X15(h)cm




LS0/9S0

LEE SEYONG

LEE Seyong has ceaselessly incorporated art and skill through countless
experiments. He became naturally familiar with pots as a child living near an
onggi (i.e. brown food storing ware) pottery, spending much time in nature’s
magnificence. Lee studied ceramics and material engineering in university, and
worked as a senior researcher at the Korea Institute of Ceramic Engineering and
Technology for 14 years, exploring the qualities of different materials, pigments,
glazes and more. As an artist with an unusually broad range of knowledge and
experience in ceramic materials, he devoted his life in ceramic making and
material studies, publishing several papers for seminars and journals both in

Korea and around the world.

Lee is interested in the vigor or the impact resulting from the clash of
opposing materials such as clay and metal, clay and wood. In particular, his
unprecedented attempts using a wide range of pigments such as cobalt oxide,
silk threads, silk and others on white surfaces, as casual paintings illustrating
everyday sentiments, helped broaden the field of contemporary Korean

ceramics.

Lee’s vessels are humble, accessible and usable. In particular, his blue-and-
white porcelain pieces (cheonghwa baekja), encompassing both aesthetic
values and practicality are prime examples of uniquely Korean aesthetics.
He alternates between ceramic paintings, concentrating purely on surface

decoration, and three dimensional shapes.

The exhibition presents Lee’s cheongwha baekja and jinsa baekja (i.e. blue
and white porcelain, cinnabar on porcelain) adorned with silk / metal inlay.
His works feature mutually contradicting motifs, for example, nature (i.e. birds,
flowers, butterflies, trees and mountains) vs. human, tradition vs. modernity,
the East and the West, or male and female, to deliver strong vibes and to

express the unlikely marriage of the conflicting motifs.
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Bowls with Different Decorations oz Aol &

2017 2017
Decorated bowls and cups in porcelain, HHE, E0 R0 Aot TUE TAL 2, 82l AN
transparent glaze decorated with cobalt 10(2)X9(h)cm-14(2)X10(h)cm

oxide, cinnabar and silver leaf
Reduction firing
10(2)X9(h)cm-14(2)X10(h)cm

Bowl with lllustration J20| A==

2017 2017

Decorated bowls and cups in porcelain, HHE E0i QOF AtGl RUE 2 Stel AN
transparent glaze decorated with cobalt 10(2)X9(h)cm

oxide and silver leaf
Reduction firing
10(@)X9(h)cm
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LEE YOUNGHO

The tradition of a country is handed down generation after generation and

the people living in current times look to tradition to develop new ones.

The ceramic work of LEE Youngho is a reflection on the history of Korean
porcelain mostly made during the Joseon dynasty, a time when Confucianism
was the main belief in the Korean society. Based on this, the culture of the time
emphasized modesty, humbleness and self-control. Lee has done extensive
studies on the period and the type of work made in order to revive a new

tradition based on history.

His objective is in translating the aesthetics found in ancient porcelain objects
into the pieces he makes today. He states “only when we shed off complexity
within conciseness we are able to maintain a sense of freshness in the mind”.
For over 30 years, Lee has devoted himself in expressing, with modern taste,
the aesthetic sense of Joseon porcelains that portrays the beauty of simplicity
and tidiness. His porcelains remind us of the frugal and classical spiritual world

that Joseon scholars pursued.

He is known for making Korean literati stationary objects used for calligraphy
and ink brush paintings. They include holders for brushes, water droppers,
trays, ink grinder and more. Although today Korean people do not use such
objects in the daily environment they are symbolic cultural objects connected
to education and sophistication. They can be compared to quill pens and ink
holders, stamps for wax seals and other accessories related to writing and
learning in the West. Lee is known for making refined and intricate porcelain

objects additionally as his faceted vessels and teapots.

Mol EFOILE §3|, &=Ho] 7|Z0| TLE otz = ZHEsH SIH BIE 2L}

TSESH 2T AB NS £2 2E MBS, 271U 7ISH ME0| oLzt Rkt



Porcelain Stationary

2016-2017

Porcelain, transparent glaze decorated
with cobalt oxide

Reduction firing

paperweight 25X2X2(h)cm
water dropper 8X8X6(h)cm
water dropper 6X6X4.2(h)cm
brush rest 10X4.5X2(h)cm
brush rest 9X1.5X3(h)cm

pencil case 8.5(2)X10(h)cm

peach-shaped water dropper 8(2)X9.5(h)cm
ink grinder 10(@)X2(a)cm

water dropper 8()X2.5(h)cm

frog-shaped water dropper 7X4X5(h)cm

K} S
2016-2017

HE, £ QOf, Mt FUE, Shol AY

2

sixp 21 25X2X2(h)em
uix} o1x| 8X8X6(h)cm
X} 014 6X6X4.2(h)cm
= abx| 10X4.5X2(h)cm
5 dkx] 9X1,5X3(h)em

X} 25 8.5(9)X10(h)cm

HHX} =40} D2F O1%| 8(0)X9.5(h)cm
2} B2 10(9)X2(h)em

HHX} 1% 8(0)X2.5(h)cm

siX} J§ 22| 2 ¢1& 7X4X5(h)em

A A A A
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Porcelain Corrugated Jar
2017

Porcelain, transparent glaze

Reduction firing
23(@)X23(h)ecm

X} 07| gtotzl

2017

HE, £H Q9 Bt AY
23(9)X23(h)cm

Porcelain Faceted Jar
2017

Porcelain, transparent glaze

Reduction firing
25(@)X23(h)cm

SR} HR|7| ghofa|

2017

HE, £H Q0 Btal Ay
25(@)X23(h)cm




BUNCHEONG

GRAYISH CERAMIC WARE
COVERED WITH
WHITE SLIP

Buncheong is a grayish ceramic ware that lasted for a short period of time
between the 15" and 16" century, Joseon Dynasty. The term literally means
to “cover” or “powder” the surface”. This is an authentic high-fired (1,280°c)
Korean ceramic ware known for its surface decoration techniques applying
liquefied white clay in a number of different ways from brushing, sgraffito,

dipping, trailing and more.
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KIM DAEHOON

KIM Daehoon is an artist who thinks outside of the stereotypes of traditional
ceramics, always searching for ways to expand the use of materials, expressions
and techniques. At the same time, he is open to accepting new tendencies

in ceramics through critical judgment, and consequently introducing new

perspectives and expressions in buncheong.

Kim attempts to build his own aesthetics, while examining different works that
reinterpret traditional Korean ceramics. The white slip applied to decorate
clay surfaces is treated like paint on canvas. It is added and then taken off
repeatedly. He incises texts, numbers, symbols and more, as an endeavor
or a tribute to subject matters on what is happening in the world, namely
memorable issues, shocking incidents, accidents and other political and social
happenings. He attempts to catch the moment by recording them in his work.

They are his way of “stuffing memories”.

The work exemplifies his reaction toward some of world’s noted incidents.
Under the subject “Stuffed remembrance,” Kim says that what is needed

by people of today is “not faster functions, more bountiful lives, or more
convenient environments, but tales, virtues, community lifestyles, labor, and
myths that our ancestors showed us, and the wise heroes from those myths.”
With his experiments, Kim is connecting traditional ceramics with modern
society as they convey what lacks in culture and life. He is searching for
ways to restore the virtue of temperance and slowness as we never cease to

progress today.
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Stuffed Remembrance

201

Stoneware decorated with white slip
and incised under transparent glaze
Reduction firing

50X20X20(h)cm

#yxel 7o}
2011

2, 25 7l

2HE, SHUE, &Y 99 g

50X20X20(h)cm

Stuffed Remembrance

201

Stoneware decorated with white slip
and incised under transparent glaze
Reduction firing

60X24X34(h)cm

ar|El 71
2011

22t A, 25 7|
23E suE, &
60X24X34(h)cm
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SHIN SANGHO

For the last 40 years SHIN Sangho'’s creative journey has crossed boundaries

in traditional ceramics and contemporary art, presenting a broad array of
possibilities in clay while charting new paths in contemporary Korean ceramics.
He began his career as an artist by making vessels, an attempt to re-interpret

Korea'’s traditional ceramics from cheongja to buncheong and also to baekja.

Today Shin is known for his innovative approaches moving between abstract
painted surfaces to large monumental sculptures to installations using a
number of different materials. He has devoted his entire life to ceramics —
creating his work, teaching in the university environment and also developing
the contemporary Korean ceramics field. Shin is best known for his “Predream”
series on buncheong featured in this exhibition. His experience in encountering
ceramic sculpture during his stay in the US as an exchange professor at the

University of Connecticut in 1986 brought about a major turning point in his work.

In the initial stages of developing contemporary Korean ceramics, Shin
repetitively made bold changes to buncheong vessels, which epitomize the
uniquely Korean aesthetic sensibilities, with free-flowing and generous forms
in order to instill a contemporary touch. He broke away from the conventional
notion that forms should be practical for everyday use and that patterns should
merely serve as a means of surface decoration. Shin focused on spontaneity to
find organic linear qualities. Through repeated reduction-firing to ensure strong
contrast of the glaze, and a series of inscription, incision, inlaying, scoring and
scratching, Shin pursued unity of the vessel (i.e. the canvas) and the painting
applied thereon. For Shin, tradition is not something to be merely passed

on, but a stepping stone for new creations. His works of spontaneous and
daring designs that pursue harmony are motivated by traditional materials and
methods, but they continue to step forward into the future in terms of content

and form in a world where traditions and creations co-exist in perfect unison.
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Predream Series

1991

Stoneware with stamped and
inlaid decoration using white slip
under transparent glaze
Reduction firing

37(2)X39(h)cm

(=2l Alg=

1991

37(2)X39(h)cm

Predream Series

1991

Stoneware with stamped and
inlaid decoration using white slip
under transparent glaze
Reduction firing

28(9)X32(h)cm

1991
Qa2 F4, 44-2F 7Y
2HE SYE 58 | &
28(0)X32(h)cm
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Predream Series

1991

Stoneware with stamped and
inlaid decoration using white slip
under transparent glaze
Reduction firing

56X50X9(h)cm
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CHOI SUNGJAE

CHOI Sungjae’s works are inspired by buncheong vessels of Joseon dynasty
made between the late 14" century and the late 16" century. For Choi, ceramic
creation starts from preparing clay and ends with the firing practice. In other
words, the beauty of ceramic vessels is naturally formed in the process of

handling ingredients, and only when the right balance is struck between clay

and fire, he completes what he calls his own works.

His forms are simple inspired by traditional wares, for example, flat bottles,
rectangular jars and rectangular vessels. They serve as a canvas opening up a
spectrum of possibilities. Choi applies slip or engobe (liquefied white clay) onto
his forms by painting, pouring and even dipping. Once this is done he paints

and makes marks using branches, bamboo shoots, sorghum straw or his own

fingers, depending on the effect he wishes to deliver.

These methods are referred to as “dipping” and “slip brushing,” and they have
been adopted from the traditional buncheong or onggi making processes.
Choi has cultivated his own voice to such decorative styles. He experiments
with empty spaces, and he controls the different shades of slip on surfaces.
Depending on his state of being, he creates serene and dynamic illustrations

referencing traditional Korean landscape paintings originally done in ink and brush.

The exhibition presents his early and latest works including buncheong faceted
jar and rectangular jar, which remain true to the qualities of traditional ceramic

vessels with practicality, functionality and decorative styles, while communing

with the contemporary sensibility.
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Buncheong Jar
2017

Stoneware covered with white slip and
marks made with finger and

duck decoration under transparent glaze
Reduction firing

20%8.5x29.5(h)cm

2H ML S

2017

+3h2 A 2 7IY

2HE, SEE Y 29 &l 4y
20x8.5x29.5(h)cm

Buncheong Jar

2008

Stoneware covered with white slip and
marks made with finger and

duck decoration under transparent glaze
Reduction firing

28x14.5x33.5cm

MU E

2008

TEE YN, 2 71Y

2YE SIYE FY R & &
28x14,5x33.5cm
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Buncheong Faceted Jar

2010

Stoneware covered with white slip and
marks made with finger and

duck decoration under transparent glaze
Reduction firing

17(2)X16.5(h)cm

2 U3 s

2010

S3hE A 2H 7Y

2HE, SHEE EY 2% el Ay
17(9)X16.5(h)cm

Buncheong Rectangular Bottle

2010

Stoneware covered with white slip and
marks made with finger and

duck decoration under transparent glaze
Reduction firing

11.5X7X17(h)cm

=5 A2ty
2010

432 T4, 23 71y
2HE s, 58 8
11.5X7X17(h)cm
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ONGGI

BROWN FOOD
STORING WARE

The longest existing (BC5,000-4,000) ceramics in Korea developed to
accommodate the Korean diet as it is a type of food storing jar appropriate for
keeping fermented food. This brown ware is made from a coarse clay body
high in iron content and it is fired only once between 1,100°c and 1,200°c.
The glaze is a natural mixture of ash and minerals. In the ancient times, this type

of utilitarian ceramics acted as a kind of a refrigerator when buried in the earth.

Q7

37| shetof| s&shs 71 @2iEI(7|21F 5,000H~4,00019) =X A2

513 Exfo| WA IEI 4 H o Xt 7|$ S eEskn it

HE n
rlo
oA
HM
i
>
o

St AIM] 1,100-1,200 AJO|Of|Af S eHot Z=C}

7| ZHO| OMjet 37| S TS0 S71dnt BEY0| FOfLIL 53, 7|2t
LET A7 A0 X|H0tCHCHE FEfRL MIZ 7| o= S 12 HRE



160/060

OH HYANGJONG

OH Hyangjong is known internationally for making the authentic Korean food
storing jars known as “onggi”. He is a rare maker as after receiving his Bachelor
of Art Degree in ceramics he made the decision to become an onggi potter
instead of pursuing a career as a contemporary ceramicist. His first encounter
with onggi came when he went on a field trip to an onggi making village with
his fellow university students. He states that he was mesmerized by the sheer
fullness of the stacked brown pots. After graduating university he voluntarily
offered to apprentice in an onggi pottery. Again because such potteries
practiced division of labor he had to work his way up in order to learn to make
pots. His enthusiasm enabled him to learn skills quickly and in no time he

was making them. He then enrolled to graduate school and he researched on
Korean onggi wares. His training in onggi potteries and his research on them
for his Master of Art Degree enabled him to become one of the most prominent

onggi makers in Korea today.

The onggi ware is made from a special brown clay — coarse and textured.

It is Korea’s most representative type of ceramics, one that has been used for
centuries with no class distinction as it was used by all because of its direct
connection with the Korean diet. It is a type of food storing jar most apt for

the Korean fermented food — from sauces to pickling vegetables and seafood.
Furthermore the Korean ancestors were wise in that every region of the country
cultivated its own shape based on climate conditions. They are comparable

to the modern day refrigerator as air circulates through the clay particles

preserving food for a long period of time.

The technique practiced by Oh is based on the south-western region of Korea
where large slabs, instead of coils, are piled on top of one another to build

an elongated and wide jar shape. Oh remains true to the authentic method of
making and in doing so he preserves the historical lineage. There are only few
makers today who remain true to the traditional way — from making to the
firing process. Oh’s 2001 visit to the USA touring five different universities to
conduct demonstration-workshops exposed him to the world. Since then he

has participated in many international events.
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€60/260

Onggi Jar with Flat-topped Lid
2017

Onggi clay, ash glaze,

finger drawn swirling decoration
Reduction firing

69(2)X83(h)cm

271 BEY 8442 Yotz
2017

2ot T

27IE, TR, el A

69(2)X83(h)cm

Onggi Jar with Lotus-bud Lid
2017

Onggi clay, ash glaze,

finger drawn zigzag decoration
Reduction firing
70(2)x83(h)cm

271 91y 2 XKL Yot
2017

2ah2 T

271, g, Bl A

70(2)x83(h)cm
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Onggi Jar with Flat-topped Lid
2017

Onggi clay, ash glaze,

finger drawn wave decoration
Reduction firing
70(2)x82(h)cm

27| g2 niee Yof2)
2017

432 B4

2715, 148, BEl A4

70(2)x82(h)cm

Onggi Jar with Lotus-bud Lid
2017

Onggi clay, ash glaze,

finger drawn swirling decoration
Reduction firing

69(2)x83(h)cm

+h2
271E, T, $el 44

69(0)x83(h)cm
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LEE HAKSU

LEE Haksu is the 9" generation onggi maker as his family has continued in the
trait for about three hundred years. Located in an area known as Miryeok in
the south-western province of Korea, the family has been there for centuries.
His father and grandfather were designated as Intangible Cultural Assets and

Lee himself is South Jeolla Province Intangible Cultural Asset No. 37.

He took charge of operating the pottery since 1976 continuing in the traditional
ways from making the clay to forming into functional objects and then finally
firing the pieces. The pottery produces at least one hundred different types

of items made on the foot-kicking wheel and using the slab-building method
similar to OH Hyangjong. From large food storing jars to everyday utilitarian
wares, this onggi pottery is still in full operation known to produce most of
Korea’s onggi items. Today Korean people still use this type of ceramics as it

is the most appropriate for storing Korean pickled cabbage known as “kimchi”

and for different sauces.

Many onggi potteries are disappearing as the skill required to learn takes at
least fifteen years. Young makers do not have the patience to invest much
time in learning skills. Therefore there are only few makers. Furthermore

the clay is still dug from Korean land. The process is tedious requiring much
labor. The glaze applied to onggi is not a chemical mixture but a natural one,
a combination of clay and a type of wood ash. For this reason the onggi is
known as a health conscious ceramics. Unlike other onggi potteries, Lee still
practices in the ancient method he is a one-of-a-kind continuing in his family

tradition.
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Onggi Jar for Growing Bean Sprouts
2016

Onggi clay, ash glaze,

finger drawn surface decoration
Reduction firing

28(0)X36(h)cm

87| BU=AR
2016

232 B4
2715, TR, BEl 44

e S

28(9)X36(h)cm

Onggi Water Holder

2015

Onggi clay, ash glaze,

finger drawn surface decoration
Reduction firing

26(9)X31(h)ecm

271 850|

2015

2ok T

271, R, 2l A

26(9)X31(h)cm

Onggi Jar with Lotus Bud Lid Handle
2016

Onggi clay, ash glaze,

finger drawn surface decoration
Reduction firing

50(9)X54(h)cm

27|, IS, el AN

e s

50(@)X54(h)cm
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Onggi Carrier for Objects and Water
2016

Onggi clay, ash glaze

Reduction firing

41(0)X21(h)cm

x|

2016

S7|E, MR, & A
41(2)X21(h)cm

Onggi Water Jar with Lid

2016

Onggi clay, ash glaze,

finger drawn surface decoration
Reduction firing

70(2)X73(h)cm

e
2016
»82 3y
2715, %, #

70(0)X73(h)cm
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ROE KYUNG]JO

ROE Kyungjo is well-known for the yeollimun (a kind of a marbling technique
where different clay bodies are combined together) technique which is said to
have been practiced during the Goryeo period and then disappeared around
the thirteenth century because of its technically difficult nature. Roe is one

of the first contemporary artists to revive this Korean tradition and he did this
through research on past records and theses. Roe is interested in studying
Korean aesthetics found in ancient Korean art, architecture and life style.

His focus is in leading a life that enjoys the most finesse and sophisticated
aesthetics human beings can offer through art, culture and etiquette. Therefore
the foundation of his work is rooted in such concepts. Both as an artist and

a teacher (in the university environment) he has pursued such qualities.

According to Roe his work is about the “fruit of integration of environment and
the passion of the artist.” He emphasizes that the making process of a work

of art, after all, is the artist himself/herself and moreover life itself. The world
of art that he has been pursuing is one marked by works in which life and art
come together as a unity. His early days were spent absorbed in painting before
practicing in ceramics. He was interested in monochrome paintings particularly

in the Fauvist style.

Roe’s objects are inspirational interpretations of ancient Korean ceramics
through the excavation of shards. Roe not only creates art but he also collects.
He has a large collection of ancient ceramic shards and he is inspired by them.
Roe is known for making angular bottles and containers in the yeollimun

technique.
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Yeollinmun Ash Glaze Bottle

1982

Stoneware inlaid in the yeollinmun
(mixing of different clay bodies)
technique under ash glaze
Reduction firing

13.4X7X21(h)cm

ol 21

1982

olalz 71y

2o, g, Bel 4

13.4X7X21(h)cm

Yeollinmun Ash Glaze Vessel

2014

Stoneware inlaid in the yeollinmun (mixing of
different clay bodies) technique under ash glaze
Reduction firing

22X22X32.5(h)ecm

2z 7|

2014

22 7Y

SYE MR & 2y

22X22X32.5(h)cm
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REE SOOJONG

REE Soojong’s rough, pristine and dynamic works deliver Korea’s unique
aesthetic sensibilities in his own formative language. Seeking to achieve
equilibrium between tradition and modernity through a balance of natural
ingredients and the human body, he said, “it’s not about making vessels with
clay; it’s about finding vessels in the clay.” As such, he communes with nature,

explores clay, and embraces its properties in his ceramic making process.

To understand his ceramic works properly, his cheolhwa buncheong (iron
oxide on buncheong), mostly made in 1990s-2000s, needs to be observed first.
“The beauty of buncheong stems not from its free-flowing forms, but from its
restrained elegance.” Unlike buncheong vessels of the Joseon dynasty — white
slip on dark clay bodies attempting to attain a brighter surface — the surfaces
of his vessels are treated like paper, almost like traditional ink brush paintings
with much spontaneity and vigor. The simplistic form, the crude surface,

the inscriptions and iron paintings revealed in between the boldly applied
decorative clay traverse between conception and abstraction, delivering a

strong vibe and a spirit of freedom.

The exhibition presents his white porcelain moon jar, instead of his emblematic
iron-painted buncheong vessels. Focusing on the contemporary translation of
traditional ceramics, Lee has increasingly made baekja since the late 2000s,
notably moon jars. They, as was the case with iron-painted buncheong vessels,
are daring and imaginative. Though inspired by moon jars of Joseon dynasty,
his pieces refuse to simply reproduce tradition. He sought to make moon jars
that are “adequate in size for users to keep for ornamental purposes, having

a voluminous form with natural colors, which are fitting for the 21 century,”
through continued studies. Lee does not polish or refine the surface to complete
the typical shape of moon jars; rather, he chooses to lay bare where the two bowls
join together. In addition, he makes a powerful yet restrained iron painting on the
surface to give a magnificent effect and depth to the vessel, charting a new path for

contemporary moon jars.
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Porcelain Jar with Iron Oxide 5} eix} gtof2| Porcelain Jar with Iron Oxide g} wix} gotz|

2015 2015 2014 2014

Porcelain decorated with iron oxide Hsh 4| Porcelain decorated with iron oxide Hot T4

under transparent glaze HHE AMSHY £ R0k Bl AN under transparent glaze HiE MSHH, £ R0

Reduction firing 44(2)X48(h)cm Reduction firing 45(2)X45(h)cm
45(2)X45(h)cm

44(0)X48(h)cm
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LEE HUNCHUNG

LEE Hunchung is an internationally acclaimed artist working between ceramics,
concrete and other materials. He is capable of producing a wide range of
objects from small-scale decorative ones to creating large installations and
furniture. Lee is contemporary in his approach to the materials he uses.

He oscillates between clay, concrete, wood and lacquer. Although much

of what he makes fit contemporary trends he still has roots in traditional
Korean ceramics as he applies techniques used in ancient times. Even the
colors he chooses are inspired by Korea’s natural environment. Lee is open to
experiments always seeking for irregularity and coincidental effects. Often

he likes to refer to his pieces as “three-dimensional landscape paintings”

resulting from the hand as he thinks as he makes.

Over the last few years, Lee has gained much international attention. He has
a following by collectors of art such as Brad Pitt, rapper Puff Daddy, architect
Norman Foster, James Turrell and more. The vigor and energy poured into his
work distinguishes Lee from others. He considers the process as a journey and
recently he has included the notion of returning to the place of origin after a
long journey—home referencing his studio in Yangpyeong, outside of Seoul.
His studio is called “Camp A” and his shop in Seoul known as BADA Atelier
is “Camp B”. Lee continues to challenge himself going beyond any limitations,
whether it is the material he is using or a creative idea. The pieces in the
exhibition are his series on vessels and the surfaces have been treated with

gold, glazes and lacquer. They are one-of-a-kind limited art works.
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Vase 1
2014

Porcelain decorated with
gold over transparent glaze

Reduction firing
29(9)X35(h)cm

sor2| 1

2014

e, 34, £ e
shel 4

29(@)X35(h)cm

Vase 2
2014

Porcelain decorated with

gold over transparent glaze

Reduction firing
29(9)X35(h)cm

o2/ 2

2014

WE, 3 YA, £ 80
el oy

29(0)X35(h)cm
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Rounded Container 2
2017

Stoneware covered
with ottchil
50(2)X42(h)cm

S22

2017

HE 2o 23
e 23
50(2)X42(h)cm

Rectangular Box
2017

Stoneware covered
with ottchil and
mother-of-pearl
47X39X29(h)cm

U= 8
2017

HE 90 23
e, 23, L

47X39X29(h)cm



Article 1.
Continuing the Legacy and Tradition of Korean Ceramics
CHANG Kihun | Director, Gyeonggi Ceramic Museum

Article 2.

Contemporary Adaptation along with Constancy and
Change of Korean Traditional Ceramics
CHUNG Yeontaek | Professor Emeritus, Myongji College

Selected Biography
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CONTINUING THE LEGACY AND
TRADITION OF KOREAN CERAMICS;

A NEW APPROACH TO THE
INTERPRETATION OF CERAMICS

FROM THE PERSPECTIVE OF A MEMBER
OF THE CERAMIC COMMUNITY

The history of clay pots traces back some 10,000 years in the Korean Peninsula.
Koreans have, for thousands of years, advanced the high-temperature firing
method (i.e. creating vessels or pots by firing clay at a temperature exceeding
1,100°C), becoming one of the most prominent makers of cheongja (celadon) and

baekja (porcelain).

China’s celadon, first made in the Tang Dynasty (618-907), was exported

abroad to Southeast Asia, Western Asia and even the Mediterranean. Goryeo
(918-1391), already aware of the exquisite value of cheongja, incorporated
China’s Yiieh ware skills to its advanced hard earthenware and succeeded

in producing cheongja in the 9-10" century. Goryeo went on to develop its
unique cheongja by glazing vessels with a distinct jade green color and creating
cheongja with inlay (sangam cheongja) and underglaze copper decorations (jinsa

cheongja), which placed Goryeo at the pinnacle of ceramics at the time.

A renowned Chinese collector of the Southern Song Dynasty (1127-1279),
Taiping Laoren, stated in his book “Brocade in the Sleeve” that “Goryeo
cheongja’s celadon green color is the finest amongst all.” Also, Xu Jing, a
Northern Song envoy and scholar, described in the “Sunhwabong Goryeo
Records” that “Goryeo cheongja has a strikingly beautiful color, that even the
Goryeo people themselves refer to it as bluish-green shade.” Such historical
references attest to the extraordinary quality of Goryeo cheongja, which was

highly revered even in China.

Cheongja, during the Joseon Dynasty (1392-1910), took on the new form of
buncheong, a grayish stoneware. It thus became a tool for propagating the
unique sculptural world of Korean ceramics across the borders. Unrelenting
efforts for better ceramic works culminated in the creation of Joseon baekja.
From the 14 century, the sturdy and pure white porcelain became the

preferred choice over celadon, which was also the case with Joseon.
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Notably, the royal palace commissioned potters to make a variety of high quality
baekja for royal rituals and ceremonies by installing royal kilns in Gyeonggi

Province. Baekja has since then become the prevalent ceramic form in Korea.

Japanese potters, with the invasion of Joseon between 1592-1599, learned
ceramic skills from Korea and paved the way for economical boom by exporting
their works to Europe. Unfortunately the Josen dynasty was unable to flourish

its ceramic industry and therefore it remained subdued in the 17" century.
Nonetheless, in the latter part of the Joseon Dynasty, i.e. during the reign of
Yeongjo (from 1724 to 1776) and Jeongjo (from 1777 to 1800), the full and
elegant baekja in its graceful dignity, adorned with delicate cobalt paintings,
was produced in large quantities, driving a full-fledged recovery of the ceramic

making industry.

However, the industrial revolution in Europe and the prevalence of imperialism
posed a grave threat to a number of Asian countries. Joseon was not an
exception. It lost its sovereignty and came under the Japanese colonial rule
(1910-1945). Amid the political turmoil, royal kilns were closed in 1884, and the
majority of ceramics at the time was mass-produced, which seemed to herald
the demise of the tradition of Korean ceramics. Traditional, hand-made ceramics
meagerly continued through reproduction of Goryeo cheongja for foreign
tourists. However, this gave birth to the concept of “ceramic art.” In other words,
Korea’s contemporary ceramic art stemmed from individual potters drawing on
traditional practices, independent from the commercial ceramic industry that

mass-produced daily wares.

After independence from Japanese rule in 1945 and the outbreak of the Korean
War (1950-1953), Korea started to stabilize in political, economical and cultural
aspects, and began to support efforts to develop ceramics. With successful
education at the college level, the scope of ceramics today has expanded rapidly,
from reproducing the classic form to making modern interpretations thereof,

and to creating a variety of sculptural forms and experiments in tandem with the

contemporary art trends.

As observed earlier, Korean ceramics has evolved through continued interaction
and exchange with neighboring countries. In particular, Goryeo cheongja,
sanggam cheongja, Joseon’s buncheong and baekja present the pinnacle of
Korean ceramics where external elements have been incorporated to create
unique aesthetic sensibilities, technical and sculptural traditions. Despite such
openness, the value of Korean ceramics has not been actively promoted overseas
unlike those of China or Japan, due to their strict adherence to the ideology of
each dynasty and to their unique aesthetic orientation. In the course of history

it was hardly influenced by foreign consumers remaining true to East Asian

traditions consequently attracting increased attention today.
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“Tradition” means a lot to Korea’s modern ceramics. The emergence of Goryeo
cheongja brought about the disappearance of early clay pots, and the advent

of Joseon baekja resulted in the alteration of Goryeo cheongja to buncheong,
and eventually to its demise. Thus, “tradition” in Korean ceramics was identified
as “reproducing the ceramic style that had discontinued” in the last century.
However, such an idea was not compelling enough to draw the consensus or
artistic achievement from contemporary ceramics. Even if Goryeo cheongja and
Joseon baekja have an exquisite, mystical beauty, they would be of no use if they
are totally isolated from our current lifestyle or culture. Thus, tradition should be

reinterpreted in the context of modern ceramics.

Based on the aforementioned idea, efforts to modernize Korean ceramics

started in earnest only a few decades ago. Beyond simply following traditional
techniques, Korean ceramics now seek to renew itself as a form of “contemporary
yet traditional art.” Now, traditional ceramics is establishing its identity in the
context of contemporary ceramics. It is based on hand-made methods, while
engaging in repeated sculptural experiments, dabbling with different materials
and production methods, to explore ways to instill a modern touch to in which

the very spirit of “constancy and change” of Korean ceramics lies.

CHANG Kihun
Director

Gyeonggi Ceramic Museum
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CONTEMPORARY ADAPTATION
ALONG WITH CONSTANCY & CHANGE;

THE OLD ALWAYS REMAINS IN THE
NEW IN ONE WAY OR ANOTHER

The Korean society in the 215 century is placing ever more focus on the
perpetuation of the traditional culture, in particular by adding “practicality” to
the tradition instead of simply “preserving” it. There are several reasons for the
abovementioned trend; first, to ensure the continuance of the traditional culture.
Traditional skills or techniques that are void of social demand are bound to
perish. Thus, it has become increasingly important to secure and increase the
demand of traditional culture through modernization, for which the government
enacted the Act on Preservation and Promotion of Intangible Cultural Heritage
in 2016. While the Cultural Heritage Protection Act had simply focused on
preservation of the archetype, the new Act aims to make sure that the old
persists and evolves while the new is created at the same time. This is based on
the recognition that the traditional archetype is, by nature, not invariable but

is subject to change according to changing local conditions. In other words,
the focus has shifted from “preservation” to “conservation” on the premise of
flexibility and change. The second reason is the government'’s policy to foster
ceramics as a value-added industry. In 2015, the government put into force the
Craft Industry Promotion Act to develop the ceramic art as Korea’s symbolic
cultural industry that reflects Korea’s national image and level of culture. Korea
departed from the passive approach of mere continuation and preservation

of traditional crafts, now seeking ways of modernizing and mainstreaming the
traditional ceramics. As such, the perpetuation of Korean traditional ceramics
has been proactively supported by the government in the framework of cultural

development policies.

Encompassing this intention is the Constancy and Change of Korean Traditional
Craft, held for the fifth time this year since 2013. In particular, “Constancy

and Change” implies the rationale and methodology of the contemporary
continuation of Korean traditional ceramics. It provides a key answer and
guideline for such questions as, “Why should tradition be modernized?” “How
can tradition be ideally recreated?” Thus, this paper observes the meaning

of constancy and change to set forth theoretical grounds for contemporary
recreation of Korean traditional ceramics and to enhance the public

understanding of the purpose of this exhibition.
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Constancy and Change is a phrase coined by a renowned Joseon scholar PARK
Jiwon (1737-1805), featured in the foreword of “Chungyugakjip,” a book written
by PARK Jega (1750-1805) in the 18" century. It meant “make new creations

by emulating good traditions.” The original text states “stay on traditions while
making necessary variations” and “make new creations rooted on traditions.”
Park Jiwon’s assertion of Constancy and Change was intended to denounce the
then-prevailing classicism, which resulted in stereotypical writing practices, as
well as to criticize the intellects who sought to effortlessly imitate traditions,
irrespective of what was going on at the time. Park also decried the blind
pursuit of newness and outlandishness that departs entirely from the old. Park’s
assertions sound reasonable and well-justified in view of today’s artistic world

where new things are valued simply for being new.

Park also advised on the attitude of the creator juggling the old and the new.
He pointed out that if one only follows the old, he will end up imitating it; if
one totally abandons the old and follows the new, his creation may be just
outlandish. Then, what would be the most ideal creation? The answer depends

on the understanding of the relationship between the old and the new.

Constancy and Change relying on the continuance of culture

Old and new are not segregated. They have a connected split between them.
The old always has the possibility to change to accommodate the surroundings,
and it is already embedded in the new. Traditions are not simply some past
events; they govern our mindset and behavior. Yesterday is the womb of today,
and today is the womb of tomorrow. The old is always the source of the new.
New things stem from old things, but even new things will one day become a
thing of the past. In other words, the old is the collection of all elements that
were once new at certain points in time in history. Yesterday is the past of today,
and today the past of tomorrow. The flow of time is continual and overlapping.
Thus, new elements do not arise from denial of, or segregation from the old, but

from understanding and reinterpretation of the old.

If avant-garde pursued unorthodox innovations by departing from traditions,
Park’s constancy and change is different in that it seeks innovations on the
fountain of tradition and continuity. He stated “although heaven and earth have
been here for so long, they endlessly create new lives. Although the sun and the
moon have existed for so long, the brightness seems always different every day,
and however many books there are, the meanings are all different.” This refers to
the dynamism inherent in the old. The old, however old it can be, can be new,
and has the ability to create new things ceaselessly. The old is not a fixture, but
is always subject to new interpretations. This provides an important theoretical
ground for the need for contemporary continuation of traditional ceramics and

ways of making.
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The driving force behind constancy and change stems from a critical mind

Constancy does not merely mean learning from the past. What had been learnt
must be applied and if needed, modified. Without the necessary alteration,
change is impossible. “Modification or adaptation means changing something to
accommodate to circumstances. This is equivalent to re-creation.”

Then, where does the driving force for modification come from? It is essential to
make modifications suited to local environmental conditions of the present, not
the past. Thus, modification should be based upon a correct recognition of the
current reality and a resourceful adaptation thereto. The purpose of modification
is to improve present circumstances and situations. Thus, the driving force
behind the modification does not come from merely learning and following the
old, but a critical mind for the present and the commitment to improve it. Only
in this way can the re-created object exist as part of a living culture, not just an
empty fixture. This tells us the ideal attitude for those who seek to connect with

the past and perpetuate the tradition in their modern creations.

Constancy and change is a recurring theme in today’s efforts to modernize
Korean traditional ceramics. Boasting its rich history, Korean ceramics endeavors
to experiment new aesthetic values and incorporate them to everyday lives.

It seeks to discover forward-looking values from traditions and re-create them

in new forms to enhance the quality of life. Furthermore, it seeks to identify

the original charm of Korean ceramics and strengthen the position of Korea

as a cultural powerhouse. Constancy and Change in Korean Traditional Craft
2017; Between Serenity and Dynamism, taking place in Milan and in London,

is an extended effort to continue the legacy of Korean ceramics. | hope that the
modernization of Korean traditional ceramics, through the exhibition, appeals to

a broader international audience.

CHUNG Yeontaek
Professor Emeritus

Myongji College
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CHOI Sungjae (from 1962)

Education-Experience

Present Professor, Department of Traditional Arts

1990
1985

2012

2011

2017

2015

2014

2013

2001

1996

1987

and Crafts, Korea National University of
Cultural Heritage Member

MFA in Ceramics, Hongik University
BFA in Ceramics, Hongik University

6 Solo Exhibitions
Contemporary Korean Ceramics; CHOI

Sungjae Exhibition, Kintetsu Department
Store, Osaka, Japan

CHOI Sungjae, Buncheong Ceramics and

Time, Zien Art Space, Yongin, Gyeonggi

Province and more

Main Exhibitions
Buncheong, its Liberal Spirit, Clayarch

Gimhae Museum, Gimhae, Gyeongsangnam
Province

Korea NOW! Les Arts Décoratifs, Paris,
France

Clay in Transcendence, Dublin Castle,
Dublin, Ireland

Asian Contemporary Ceramics, 21 Century

Museum of Contemporary Art Kanazawa,
Japan

Main Awards

Grand Prize, Gyeonggi Province Art
Competition

Grand Prize, Kukje Newspaper International
Ceramics Competition

Merit Prize, THO Gallery Ceramic Sculpture
Competition

Collections

Chicago Art Institute (lllinois, USA)
Philadelphia Museum of Art
(Pennsylvania,USA)

Peabody Essex Museum of Art
(Massachuetts, USA)

Harvard University Museum
(Massachuetts, USA)

Le Musée national de céramique - Sévres
(Sevres, France)

Victoria and Albert Museum (London, UK)
Icheon World Ceramic Center (Icheon,
Gyeonggi Province)

National Museum of Modern and
Contemporary Art Korea (Gwacheon,
Gyeonggi Province) and more

1989

1989

2015

2006

2015

KIM Daehoon (born 1957)

Education-Experience

Established Yijuk Ceramic Studio

(Icheon, Gyeonggi Province)

MFA in Ceramic Design, Graduate School of
Industrial Design, Hongik University

27 Solo Exhibitions
Kim Daehoon’s Daily Life, Gallery Yedong,

Busan
Stuffed Remembrance, INSA-Art Center,

Seoul and more

Main Exhibitions
Contemporary Korean Ceramics in Asia, Art

Seasons Gallery, Singapore City, Singapore

2014 Giving Art, Gallery Yedong, Busan

2007

2004

Tradition Transformed; Contemporary Korean

Ceramics, touring exhibition in Europe

(5 venues, -2011)
From the Fire; A Survey of Contemporary

Korean Ceramics, touring exhibition in USA
(13 venues, -2010)

2016
1994

1983

2016

2017

2015

2013

2012
2008

2001

2000

KIM Panki (born 1958)

Experience

Designated as Master Craftsman of Icheon
Established Jigang Ceramic Studio
(Icheon, Gyeonggi Province)

Beginning of ceramic career

3 Solo Exhibitions
Invitational Exhibition of KIM Panki; Filling,
Gallery WE, Seoul and more

Main Exhibitions

Blue-White, Gallery LVS, Seoul

Maison et Objet 2017, Paris, France
Korea NOW! Les Arts Décoratifs, Paris,
France

Porcelain Reloaded, Keramikmuseum
Residenzschloss Ludwigsburg, Stuttgart,
Germany (-2014)

Main Awards

Grand Prize, Porcelain Competition
Designated with UNESCO'’s Seal of
Excellence for Handicrafts Products
First Prize, the 1 Gangjin Celadon
Competition

Grand Prize, the 28" Donga Craft
Competition

Collections

The Museum of Contemporary Ceramic Art,
Shigaraki Ceramic Culture Park (Shiga, Japan)
Gangjin Celadon Museum

(Gangjin, Jeolla-nam Province)

Joseon Royal Kiln Museum

(Gwangju, Gyeonggi Province)

IImin Museum of Art (Seoul) and more

2002

1999

1978

1966

KIM Seyong (born 1946)

Experience

Designated as Master Craftsman of

the Republic of Korea

Visiting Professor, Chungkang College of
Cultural Industries (-2000)

Established the Sechang Artistic Ceramic
Institute (Icheon, Gyeonggi Province)
Beginning of ceramic career

1 Solo Exhibition

2006 From Clay to Light, Icheon World Ceramic

2017

2016

2007

2001

1997

1984

Center, Icheon, Gyeonggi Province

Main Exhibitions

Blue-White, Gallery LVS, Seoul

Colors and Forms of Korean Ceramics, Museo

Internazionale delle Ceramiche Faenza, Italy
Tea Culture and Contemporary Ceramics,

Fondation Baur Musée des Arts d’Extreme-
Orient, Geneva, Switzerland
The 18t World Ceramic Exposition, Icheon

World Ceramic Center, Icheon, Gyeonggi
Province

Main Awards

Gold Prize, Ceramics Competition,
Ministry of Culture and Sports Korea
Grand Prize, the 7" International
Contemporary Art Competition

Collections

Queen Elizabeth Il (UK)

Royal Palace of Dalai Lama (Tibet)

Museo Nazionale d’Arte Orientale ‘Guiseppe
Tucci’ (Rome, Italy)

Gyeonggi Ceramic Museum

(Gwangju, Gyeonggi Province) and more
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1993

1993

1989

2010

2011

2009

2005

KIM Youndong (born 1964)

Education-Experience

Established Toaein Studio
(Namyangju, Gyeonggi Province)
MFA in Ceramics, Graduate School,
Dankook University

BFA in Ceramics, Dankook University

6 Solo Exhibitions
Utilitarian Ware for Tea, Beautiful
Tea Museum, Seoul and more

Main Exhibitions
Sulhwa Cultural Exhibition; The Hypothetical

Garden, Beyond Museum, Seoul

Bangsan White Porcelain becomes the Moon,

Yanggu Porcelain Museum Culture Center,
Yanggu, Gangwon Province
Ceramics embracing Color, Masterpieces of

Traditional Crafts, Icheon World Ceramic
Center, Icheon, Gyeonggi Province
The 4" Cheongju International Craft

Biennale, main exhibition, Cheongju City,

Chungcheongbuk Province

Collections

Design House (Seoul)
Gyeonggi Ceramic Museum
(Gwangju, Gyeonggi Province)
Gimpo Tea Etiquette Museum
(Gimpo, Gyeonggi) and more

LEE Geejo (born 1959)

Education-Experience

Present Professor, Department of Craft,

1989
1987

2014

2012

2015

2013

2009

2008

College of Design, Chung-ang University
MFA in Ceramics, Seoul National University
BFA in Ceramics, Seoul National University

13 Solo Exhibitions
At the Corner, Art and Science, Tokyo, Japan
For the Creative Nature of Joseon White

Porcelain, choeunsook art&lifestyle, Seoul

Main Exhibitions

Korea NOW! Les Arts Décoratifs, Paris,
France

Craft Trend Fair, Main Exhibition, COEX
A Hall, Seoul

Korean Table Culture Exhibition, Korean

Cultural Center, Sao Paulo, Brazil
The 5" World Ceramic Exposition, Icheon

World Ceramic Center, Icheon, Gyeonggi
Province

Main Awards
Designated with UNESCO'’s Seal of
Excellence for Handicrafts Products

Collections

Philadelphia Museum of Art (Pennsylvania,
USA)

Jinro Culture Center (Seoul)

Joseon Royal Kiln Museum (Gwangju,

Gyeonggi Province) and more

2000
1998

1996

1994

1990

1976

1998

1995

1992

1998

1997

LEE Haksu (born 1955)

Education-Experience

Inherited Miyeok Onggi Pottery

Completed course requirements in Ceramics
at Graduate School, Dankook University
Designated as Important Intangible Cultural
Asset No. 96, Onggi Master descending the
trait

Designated as Important Intangible Cultural
Asset No. 96, Onggi Master

Designated as Important Intangible Cultural
Asset No. 96, Onggi Master

Inherited family business from deceased
father LEE Okdong (9" generation)

Main Exhibitions
Special Exhibition on Onggi, Tongin Gallery,

Seoul
Traditional Onggi Exhibition, Yaejeon Gallery,

Changwon, Gyeongsangnam Province
Traditional Utilitarian Onggi Exhibition, Lotte
World Folk Museum, Seoul

Main Awards

Special Prize, the 23" Traditional Craft
Competition

Grand Prize, the 4" Korean Ceramic

Competition

2008

1996

1995
1991

2015

2015

2014

2014

2011

LEE Hunchung (born 1967)

Education-Experience

PhD in Architecture, Graduate School,
Kyungwon University

MFA in Sculpture, San Francisco Art Institute,
San Francisco, USA

MFA in Ceramics, Hongik University

BFA in Ceramics, Hongik University

30 Solo Exhibitions

Personage, Artside Gallery, Seoul

LEE Hunchung Solo Exhibition; The 26™
Journey, Park Ryu Sook Gallery, Seoul

and more

Main Exhibitions

Korea NOW! Les Arts Décoratifs, Paris,
France

Design Miami, Florida, USA

The 2" New York x Design; Collective 2,
New York, USA

Korean Contemporary Design 2,

R 20 Century Gallery, New York, USA
Poetry in Clay; Korean Buncheong Ceramics

from Leeum, Samsung Musem of Art,
Metropolitan Museum of Art, New York, USA

Collections

Niagara Gallery (Melbourne, Australia)
Archie Bray Foundation for the Ceramic Arts
(Montana, USA)

Jinro Culture Center (Seoul) and more
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1980

1985

1980

2017

2015

2014

2015

2014
2013

2010

2009

LEE Seyong (born 1953)

Education-Experience

Korea Institute of Ceramic Engineering &
Technology (-1991 2000-2001)

MFA in Ceramics, Kyunghee University
BFA in Ceramics, Kyunghee University

27 Solo Exhibitions
LEE Seyong; Clay, Fire & Nature, Koreai

Kulturdlis K6zpont, Budapest, Hungary
Delicious Craft Story; LEE Seyong, Pure

White Porcelain serving Temple Food,
YIDO Gallery, Seoul
LEE Seyong Invitational Exhibition,

Gallery Jeon, Daegu
LEE Seyong Blue and White Porcelain

Exhibition, Gallery MAC, Busan and more

Main Exhibitions
Asia Hotel Art Fair (AHAF) Hong Kong,
Marco Polo Hong Kong Hotel, Kowloon,

Hong Kong
Craft Trend Fair, COEX A Hall, Seoul
2013 Special Exhibition; Vessel, Yeongam

Pottery Museum, Yeongam, Jeolla-nam
Province
1001 Cups; Contemporary Ceramics, Trip

around the World from India to Switzerland,

touring 8 venues including Icheon World
Ceramic Center, India, China, France and
Switzerland

The 5" World Ceramic Exposition, Icheon

World Ceramic Center, Icheon, Gyeonggi
Province

Collections

Crafts Museum (New Delhi, India)

National Museum of Modern and
Contemporary Art Korea (Gwacheon,
Gyeonggi Province)

Art Bank (Gwacheon, Gyeonggi Province)
Gyeonggi Ceramic Museum (Gwangju,
Gyeonggi Province)

Yeongam Pottery Museum (Yeongam, Jeolla-
nam Province) and more

1987
1985

2016

2015

2012

2011

2008

2007

LEE Youngho (born 1958)

Education-Experience
Established Yousan Ceramic Studio
BFA in Ceramics, Seoul National University

Main Exhibitions
Colors and Forms of Korean Ceramics, Museo

Internazionale delle Ceramiche Faenza, Italy
Korea NOW! Les Arts Décoratifs, Paris,
France

Korean Contemporary Ceramics; Luxury

Propose, Icheon World Ceramic Center,
Icheon, Gyeonggi Province
Sulhwa Cultural Exhibition; The Hypothetical

Garden, Beyond Museum, Seoul
Seoul, UNESCO City of Design Special
Exhibition, fnart Space, Seoul

Main Awards

Silver Prize, Porcelain Competition, Gwangju,
Gyeonggi Province

Grand Prize, Beautiful Ceramic Competition

1993
1989

2008

2013
2011

2005

2001

OH Hyangjong (born 1964)

Education-Experience
MFA in Ceramics, Dankook University
BFA in Ceramics, Gwangju University

4 Solo Exhibitions
Oh Hyangjong Onggi Exhibition, Nanum
Gallery, Insa-dong, Seoul

Main Exhibitions

FireFest 2013, North Carolina, USA
Aberystwyth International Ceramics Festival,
Wales, UK

Mashiko International Ceramics Workshop,

Tochigi, Japan
Gwangju Design Biennale, Special Exhibition,

Gwangju, Jeollanam Province
Onggi Tour Workshop, 5 Universities, USA

1979

1971

2013

2010

2017

2015

2012

2007

2004

REE Soojong (born 1948)

Education-Experience

MFA in Ceramic Design, Graduate School of
Industrial Design, Hongik University

BFA in Ceramics, Hongik University

30 Solo Exhibitions
Rising Moon over the Clear Spirit, Zien Art

Space, Yongin, Gyeonggi Province
White Porcelain ‘Moon Jar’ of REE Soojong,

YIDO Gallery, Seoul and more

Main Exhibitions
Buncheong, its Liberal Spirit, Clayarch

Gimhae Museum, Gimhae, Gyeongsangnam
Province

Korea NOW! Les Arts Décoratifs, Paris,

France

PRISM, Clayarch Gimhae Museum, Gimhae,

Gyeongsangnam Province
The 4™ World Ceramic Exposition, Icheon

World Ceramic Center, Icheon, Gyeonggi
Province
From the Fire; A Survey of Contemporary

Korean Ceramics, touring exhibition in USA

(13 venues, -2010)

Collections

Victoria and Albert Museum (London, UK)
Royal Ontario Museum (Toronto, Canada)
Taipei Fine Arts Museum (Taipei, Taiwan)
National Art Museum of China (Beijing,
China)

E-Land Cultural Foundation (Seoul) and more
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1985

1979

1976
1973

2007

2005

2015

2014

2013

2012

1981

1979

ROE Kyungjo (born 1951)

Education-Experience

Professor, Department of Ceramics, College
of Design, Kookmin University (-2016)
Attended Kanazawa College of Art,
Kanazawa, Japan

MFA in Art Education, Kyunghee University
BFA in Ceramics, College of

Industrial Design, Kyunghee University

11 Solo Exhibitions
From Canvas to Ceramic, Galerie Besson,

London, UK
Thirty Years of ROE Kyungjo’s Ceramic Art,

Tongin Auction Gallery, Seoul

Main Exhibitions
The 9" Cheongju International Craft

Biennale, main exhibition, Cheongju City,

Chungcheongbuk Province

Korea NOW! Les Arts Décoratifs, Paris,

France
Dual Natures in Ceramics; Eight

Contemporary Artists from Korea, Terminal 3

San Francisco Airport, San Francisco, USA
The 48" Korea Design Exhibition,

Kim Dae-jung Convention Center,
Gwangju, Jeolla-nam Province
Diverse Spectrum; 600 Years of Korean

Ceramics, Sao Paulo Museum of Art,

Sao Paulo, Brazil

Main Awards

Prime Minister’s Prize, the 16™

Korea Industrial Design Exhibition

Art Prize, Dong-a Art Competition
Ceramic Technical Prize, SPACE Group

Collections

Arthur M. Sackler Gallery, Smithsonian
Museums (Washington D.C., USA)

British Museum (London, UK)

Victoria and Albert Museum (London, UK)
National Folk Museum of Korea (Seoul)

and more

2005

2003

1986

1976

1971

1961

2017

2015

2011

2017
2016

2014

2013

2002

SEO Kwangsu (born 1948)

Experience

Designated as Gyeonggi Province Intangible
Cultural Asset, Ceramic Master

Designated as Master Craftsman of

the Republic of Korea

Established Handoyo (ceramics studio)
(Icheon, Gyeonggi Province)

Directing Manager, Dopyeongyo (ceramics
pottery)

Director of Making, JI Soontaek Ceramics
Studio

Beginning of ceramic career

50 Solo Exhibitions
Invitation Exhibition of SEO Kwangsu,

Sejong Gallery, Seoul
Ceramic Exhibition of Hando SEO Kwangsu,

Hanseul Gallery, Busan Citizen’s Hall, Busan
Commemorative Exhibition celebrating 50

Years of Making Porcelain by SEO Kwangsu,

Hangaram Art Museum, Seoul Arts Center,
Seoul

Main Exhibitions
Blue-White, Gallery LVS, Seoul
Gyeonggi Province Intangible Cultural

Properties Festival, KINTEX, Goyang City,
Gyeonggi Province

Colors and Forms of Korean Ceramics, Museo

Internazionale delle Ceramiche Faenza, Italy
Internationale Handwerksmesse,

Munich, Germany
The 16" Korean Master Craftsmen Exhibition,
National Assembly Members’ Office

Building, Seoul

Main Awards

Receive a Minister of Sports, Culture and
Tourism Citation

Receive a Governor of Gyeonggi Province
Citation

Collections

Icheon World Ceramic Center (Icheon,
Gyeonggi Province)

Shanghai Museum (Shanghai, China)
Linden-Museum Stuttgart, Staatliches
Museum fir Vélkerkunde (Stuttgart,
Germany) and more

2006
1981

1976

1976

1973

2016

2014

2013

2014

2013

2012
2003

2002

2002
1988
1980

1979

SHIN Sangho (born 1947)

Education-Experience

Director, Clayarch Gimhae Museum (-2008)
Professor, Department of Ceramics and
Glass, College of Fine Arts, Hongik University
(-2008)

Established Bugok Ceramics, Yangju,
Gyeonggi Province (current SHIN Sangho
Studio)

MFA in Ceramics, Hongik University

BFA in Ceramics, Hongik University

14 Solo Exhibitions
The Container, SHIN Sangho Studio, Yangju,
Gyeonggi Province
Vicissitude of Things, Kumho Museum of Art,

Seoul
SHIN Sangho, Final Frontier, Busan Museum

of Art, Busan and more

Main Exhibitions

Craft Festival ON(warmth)-Kl(talent) GB$),
Culture Station Seoul 284, Seoul

The 8" Cheongju International Craft

Biennale, main exhibition, Cheongju City,
Chungcheongbuk Province
Ceramics Commune, Artsonje Center, Seoul

Part 2, 100 Years of Contemporary Ceramics;

World Ceramics, Museum of Modern
Ceramic Art, Gifu, Japan
Ceramic Modernism; Hans Coper, Lucie Rie

and their Legacy, Gardiner Museum, Toronto,
Canada

Main Awards

Order of Service Merit

Receive a Prime Minister’s Citation

Minister of Transport Award, National Tourist
Souvenir Competition

Ceramic Prize, SPACE Group

Collections

British Museum (London, UK)

Victoria and Albert Museum (London, UK)
Arthur M. Sackler Gallery, Smithsonian
Museums (Washington D.C., USA)

Le Musée national de céramique - Sévres
(Sevres, France)

Museum of Modern Ceramic Art, Gifu (Gifu,
Japan)

National Museum of Modern and
Contemporary Art Korea (Gwacheon,
Gyeonggi Province)

Ho-Am Art Museum (Yongin, Gyeonggi
Province)

Icheon World Ceramic Center (Icheon,
Gyeonggi Province) and more

2006

2003

2002

1993

1990

1978

1960

2012

2007

2017

2009

2004

2009

2004

2001
1988

YOO Kwangyul (born 1942)

Education-Experience

Designated as Master Craftsman of the
Republic of Korea

Visiting Professor, Chungkang College of
Cultural Industries (-2007)

Designated as Master Craftsman of Icheon
Received the pen-name ‘Haegang ()’ from
his deceased father Master Craftsman YOO
Geunhyeong

Director, Haegang Ceramic Museum (-present)
Completed course requirements at the Graduate
School of Business, Dongkuk University
Established the Haegang Goryeo Celadon
Research Institute

2 Solo Exhibitions
Celadon Exhibition of Master Craftsman YOO

Kwangyul, Woljeon Museum of Art, Icheon,
Gyeonggi Province

Celadon Exhibition of YOO Kwangyul,
Hangaram Art Museum, Seoul Arts Center,

Seoul

Main Exhibitions
Blue-White, Gallery LVS, Seoul
Alessandro Mendini-YOO Kwangyul Celadon

Exhibition, Haegang Ceramic Museum,
Icheon, Gyeonggi Province
LEE Yoonshin and Haegang Ceramic Studio

Exhibition, Seomi and Tuus Gallery, Seoul

Main Awards

Ministry of Culture, Sports and Tourism
Award

Gold Prize, the 1+ Beautiful Ceramic
Competition

Order of Culture (Seoul)

President’s Prize, the 18" National Craft
Competition

Governor’s Prize, the 18" Gyeonggi Province
Craft Competition

Collections

Arthur M. Sackler Gallery, Smithsonian
Museums (Washington D.C., USA)
National Museum of Korea (Seoul) and more
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