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. This catalogue is being published in conjunction with
the main exhibition of the 2021 Cheongju Craft
Biennale, Tools for Conviviality.

2. The catalogue is published in Korean with a parallel

English translation.
3. The artists’ works and biographies are presented
in accordance with the composition of the exhibition.
4. The images featured in the catalogue were either
provided by the artist/copyright owner or newly
photographed for the exhibition.

5. Dimensions are listed as length (1), width (w), height (h),

and depth (d). The diameter is indicated by the symbol @.

6. The biographies are based on the materials provided

by the artists and were edited to include recent activities
and major achievements. They are only presented in
Korean due to limitations in the number of pages.

7. More information related to the main exhibition can be

found on the online site, www.2021craftbiennale.kr

which runs until December 31, 2021.
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Beumdeuk Han Chairman

Greetings

Cheongju Craft Biennale Organizing Committee

Autumn has come, and a pleasant cool breeze is blowing. Amid the
unexpected spread of COVID-19, we are facing challenges and difficulties in
relation to the 2021 Cheongju Craft Biennale, but we can navigate our way

through this crisis.

Since its launch in 1999, the Cheongju Craft Biennale has made great strides
and grown into an international event thanks to the participation of many
renowned artists from around the world. Held in Cheongju, the heart of crafts
in Korea, the Cheongju Craft Biennale has become an arena for communication
in which global artists share ideas and discuss the direction crafts should take

in the future.

With “Tools for Conviviality” as its theme, the 2021 Cheongju Craft Biennale
highlights the sustainable value of crafts for the future by featuring a wide array
of works by artists from all over the world, shedding new light on the broad
spectrum of crafts that has thrived along with humans. We hope that this
global event will provide us with an invaluable opportunity to take a closer look

at crafts as it is now while also taking a step forward into the future.

On behalf of the 860,000 citizens of Cheongju, | sincerely welcome all the
artists who are participating in the main exhibition of 2021 Cheongju Craft
Biennale as well as the staff members who have put their hearts and souls into

the preparations for this event.
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Urks FMGH= CIHBCIYSE SOIZ S0 FALE SAIcH S0|28tE ZUSICE 2t0|ZAEMI9|
Hstol| w2t MekEst 2 7|52t FE S ME HatE 252 YA Solle] JHE HEEel
ERNEER) IS0 ZES 5o A2t

BHEfel0] (%K), HI OK|I(R), #12 Xh=((F) QlZte| 2E AMXNESS &= =7 0IXL,
BHSHE XA ALS| 2tZo] BtH = Ao SEEste] AS2 XM Soel Ix[of it
M AFR7E 25t AIFO|CE ol =HZAAEL| Mets o s e, ADE & 22
IBX|s S M4xt AtHSHS tHot= WEEAV7|E0} C|X|HolC|ofe] &4t TJe2(T %2
molalel Fak So=2 etz Uy &, FLHol| thist olsh7t AAsty| WjE20|ch ZA Q)
Skt 22| 2HEZ(Henri Lefebvre, 1901-1991)01 2|5tH, “Al0|2F AIMO| RIAZ A,
At3lofl Zol AHEO U= XX FME 2HEE 4 = 70X RS HEAH &o|

HHEHEl SZFO|Ch 2T mpefpiet 13) whath] 2SOt UM (HE
b

S0l = ZHEHX| S A 2IAT7EER3SICH= 2|0]o]Ct.

O TAIOIM 7HE 2 H2E XiX|sH= 28, WH-A4o| &2 oAlF U JogRet
LA0IZ(Upcycle, )2 ME, TA=CE

'9|(FX)'= 2E JH58H Wearable) SOIE S 2, 714, otA, Hil, A7I1Z, ©e 5
AR oM Ah M2t YU OIEFLEE)E SH2 = 0|F0ZICh Ei=ol A 2It &2
QIEfZIZE}Z(Somporn Intaraprayong)2 M FAut AE|X|7} EH0|:= EHI=AIB Chfet
OlMEE TAIRICE o] TN BEHE W= JHY HHO| 0|2 XY 0I5 S8 uIAIES
K|Btch E5H XS FHFRLIEIQ] XS fel HI=E S sliLiZ = Jl= S22 2t S

=2 Hi=E(Stitch)S &8It 0 HAIE 2ol +217|2 0|25 HZet Hsl2t(Hyeran

Kim)=2 HI”XFEP ARt £
MEmolE AHS MAISCE ZAE0|0E £ ZHEHS0|0{E RS M 2(Jaeeun
Jeon)2| RUEHE(Ornament) 9= 42| A|ZL|XO|Ct O{Zloto|e| H|H! XM12|E ME0|=
L3 4(Geumseong Kang)dt OtHX|(ZAS A (Dongshik KIM), 722311 X128
MRFE)el tHE o|0fA SCHm B EME BE, AISstn Ue Tt A& (Daesung Kim)2

= =
o e TES Al TS

StH, MHIE X|X|CHZ 2RI M 7|28 EiUls 2T X, OfESRYE|= HEX],
HIX|, 2X|, SZ20| S 7|5 FA(HH)0| #HE 0|F = EZQ! sichZ 0l 20f0|Ct %, &R,
=3, B0|, 45, Hal7E, A2lE S Chst ARet 27HE0| S&el 7| 2 XJ S5
Hl 2k & =~ QUCE 0| XAofl= §t= OtERYE| 20 0|21 U= 0lSF(Dongchun
Lee)2 2, ASA(Hoyeon Chung), Z2¥&(Yeonkyung Kim), Z&&(Yoonjung Choi),

HE&(Junwon Jung), H&7(Seulgi Kwon), EtZ=&(Joohyung Park), A& (Saerom Kong),

0lg&(Namkyung Lee) & 9H2| ZLIZI7S0| FHOiBtCL sHRIZVIS2= RH| QS H(Ute

Eitzenhofer), Z T2|=(Karl Fritsch)2t M E F(Sam Tho Duong, 0|&4=%), 0|2

T E(Fumiko Gotd, &), QFLE AlH[.=0F(Janna Syvanoja, EIZE), HIZL|7} THH| ¥ (Veronika

Fabian, &7t2|), Al §E§’_Hf(Lucie Houdkové, ®M2), CtLt 512! #FH|X|(Dana Hakim

Bercovich, O|AZI), 2|Et AE HIEEL(Rita Soto Ventura, 22), HatL] YEF{(Melanie
o

) 2
Bilenken)2t £23 8fA- A._é(Brooke Marks-Swanson, 0|4 0|=) & 11H0| &o{Stct.

13) Y2l EHEZ, A=
XS (Rt12tEA, 2018), p101

14) xto|Ltzto| 2E(Chinalai Modern):
www.chinalaimodern.com &Z&

15) QUEHE(Ornament)Zt HE S712| IS
OISl F0l= ¥ £2 1 EXIE 2loltct

A(\)el £ ZHXQ! HOIEH0IE =X 24, R, 2 S Chfet AMZ HMEE Al7|(£:28)

CH7|(Z%88), 7 |(7E28), 3P |(fEe8)2t el HAIE7| & 7|Et =752 TAlBiCh SAIR2 OfH H=
W2 BLX| Y=t FAZ(What) 0IC|AM(Where) =7 (Who)2t O{EA|(How) H=7t2k=

)
LS gAls AE2(0l He AtA, A, 23t 2S0| =Uct B2 Sol7tS0l F

7|50l S FO I, QIE2(0], SA, A2 S E EHIES| st 2 2ls 2= 01F70[

oot
H

bl

ol HAIE 9o BABoI7tel AL (Youngock Kim)S B3t 2, ¥HS S
k= (o] PN (=i s A e el Bl = A el = *._"E?_Ef -POPxt &7 §ts, StAl, SHX|
S SH=E3IE thiste HAZC R JoZEo FH6te @Y Q42| HMI|= st=2E25t9
248 B0 = £2 Agolct ©E FE 7ioF AH-E DESsHE AR (Sihyeong Woo)&
S7[got2[et Ci7 |E MEQItE & =2 F2| 222(Blowing) 722 HIU|X|2t TER(Goblet)
70| ESst= ZSM(Hyunsung Cho)2 &t2ist o2l 252 AT O|E2|o} L[ X|of

s x

Zt7t, A2U4| Y AELL|(Simone Crestani)e= S&AQIl 22l Ztat C|ZHE{(Decanter) 22|11
Soft I RIZ AlZ0| EHO|E R2| EXM(Bonsai) 222 FAlsict TZtE EAo2 HAS D}
&7l st=oll AFstH gsot= otLtz|At detAER(Annaliisa Alastalo)= Ateig BEIEZ
20| MM S F5I5H 0f2] FEfR Mzl R2| gotz|SS MEQICE

, 20N EfO{LE F=0ll A MEStH S0 Lst= EHAIAl OFCH(Takeshi
Yasuda)= &= ZEZI0A MZSH HubX} Al2| =5 MAISHCH XZ0A ®=sto Sol3E

il

n
SAo=Z 2E5tE REIZ07E E2 25 (Tora Urup)2 HABICZ R2(0| EZME Srhstst
AEICE MAJBITE
HY 3 AMo| EFE Hol= 22 FMEE 87|(A2)E HM=st= 243(Sungho
Cho)= 7|2 HHO| 7AZI EXC 2 Azt Z2te] 7|AS H=rh dAMe &8 A=
BHXHE M|ZHSh= 15|%(Heesook Ko)2 75t Tt Snt MZ 0|8t AV |E MEQICE
A (Kyungwon Baek), 2tXH(Seoyeon Park), 0/80|(Jeongmee Lee)= AHAIE2|
DR MET|He "e%, A S2 FHAE T2|n SR | Y HATIE 0188l 7ISHo|HME
ARl ZoE2 MEQICE HolHt 2E(Ottchil)el St HEo =2 0|8 Mol =(Haejo
Jeong)2| B0|xt 27! C|Xto|H ! HE2ZEI(Eunjin Jeong)2 O|H HA|of| 23150t 22 A
a2 22 IRES XS MEI0) But M 22 LR 2= & =70te 2 HAQL E2o|E
H2fshs BHER(Kyungyoon Park)2 LIFo| 245 HMAFOZ E2{= XS HO{ZEC,
d=S(Deokho Kim), 0218H(Inhwa Lee)7t &1 2st= A2FEFH (Studio Sohman)2 0|
TAlof| Mgt £o02 XS F7{t AN 22S MEsh= AES MERICE 2 FAol=
OIECH21t 7|5 a2l E7tEe| =&l R elo] I AT JHLE 7|& S0 HoiXl ZLH2

FE)= AFEEL Hut FAS 5= ETEM, 37HUOIM ol & AX| 7HSEL EIOIE, ALt
M, OIXL FAE, 78, MU S 7H7et ZE J2|1 HlA TR0 (Deskware) 52 A St=
LRl Z7HS2 dil= BOESSS TARICE LRt F£50| FXHEE 0138, H, Ral, &
= S Chfet ARt Mz O| 7= OlX| 7IsS Eof MAK | ZME M=xo =2 maistrt
O|= %7}, 2|xt= 10|d(Richard Haining)2 LIF Z=ZHES &X{st iy Hlo|gat =
TAIgtet. got3e| 7t5t CIXto|L EtH|AL EX(Thabisa Mjo)=
S (Bambizulu Studio)zt st SEH0|7t = HIX[2t ZHE MEQIC
OtELCHR 7T EE MEH2 HEM(Jongsun Bahk)2 19| A|ILIXQl ERHA
At o|xt 2|1 AME F2A QF ®|0(ArmchainS O MAIIA X=2 ZHstct a2|0
S (Wondeok Kwon)2 ME7H7t 71X el EZIS HIEo 2 ME 251t K| ZEXIE
st

ABHE RS MA|SCE Z2A SA19| 7H3LC| X0 HE|AEE %(Christophe
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Hato|=4(Sebastian Brajkovic)2 F71X2! Mo| SEE Helet ZH0| =20|= HRAXY
AILE MAISICE 7HECIXER, QIHZ|O|, AR § EH2 SSHFE BT = AR 7L
dE= IEEPJI(Hector Esrawe)= 0| FAJoll Hat ZEM(Parabola)o| ZiLt Cifet
2o7|2 ASSte 24 XY MAISIC 2JQIstA|Z] ZtTo| 2T MME ST ASHA
HH5H= #E5HDoha Ham)= 7H7E 715XQ! oM 243t B2te| 2B M2 BojSE
OFEML|X{(Art Furniture)2 M=QICt

7k the Auts Zdxsie &AM 2ot Alge) st= 7t st g2l 2& S (Yunhwan
Kim)2 stadst AR 7428 MEQICE 0|A[4HSisan Lee)2 243t £ AT oSt
OIXt, At ME S, ZXslJihye Kan )'_ OlIFE ¥ YZ20|sS 8% AEN JHHIRES
TABICE 2 HAON fUstA 27 FE ME0l= 0l&S|(Junhee Lee)E ZF, 0I5 FH2
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60 SEHel o = ZQist= W|of| 27t Dl AEQHPiet Stockmans)e| =7 =
ZXH2OFOIA 7t& HO|=7F =2 BXH(Porcelain), ZEE(Cobalt), E&IHAE(Slip

casting)O|Ct AHEXIC|XIO|HZ B2 S AIRS Oz 263 &, CHLE SIAHEY ZAL
Royal Mosa: 1963-1989)7t 22 ©7| =Xt AIE(Ghent)0| ARC|IQE MESID Z2|2HA

CIXtO|AO[X} SOll7I= &STILt. 0= Ct-2f e==0|= TA0 ZCHZ[HA LHACIXLRL, S0,
Hx|ojE, S30/&0l 0|27|7tX| F2of chet mgetdolLt AT glol ® MAIE +HIH
et 252 Thsl Rt T ool 28! 19| ZE2 ASMHAE HHEH S0 AHEHS

5182(Myoungwook Huh)| =7t= £ZI0|Ct 42 TIoIn AV = ESsl= 27H=
St Aoj| of| 2IStct 19| 42 FASH= tHAS0IRU2L| FHstCh 1 HA| 2E0|2h= BHe
OIXIE a2 HOIS/A, 71, 2LEX|, HRIE7HK| H2 ¥
ZH7HR| 7 1Sk tHAHIE SHEAIZ = 284 (Kyungsu Kim, =X5),
"ZF(Jungjoo Im, F7), ZeE(Hunchul Kim, F2l) & O|HA(Emerging) Z7+5 HA|
HEO| HFE S0l MER 7tsdS Bl 7t= UF0|ch S5 M2 AKX 2 70 cist
Olsll, & +~F0f o|2= HE 12|11 AF|XQl @71 S ofF HAIXIZ MEsH=7tofl thet

ZIXte| et M= =2 ZAutE0|Ch 259 AlZknt =2{0] Zut=0]| A= Iz #EEY|

ZM(Hyunsung Kim, 22),

J2|1 X|& AL 7Hs8t AFZE M Zol2] 7IXIE 2ZIAIZ| DXL At I dS A¥st= At3
222N 'HAO|E'E T2 &t MES S AINSICE TEEZE ZTL HH|ALHISZER (Vanessa
Barragdo)2| HMRE 0|83l THE OFSCHR 7181, EFS0fl LA SHY Aal|7 |2 M= Ef= &7t
HILR|A QHEE AolHtO[OHIBannavis Andrew Sribyatta)2| AL, 2|1 B8, I8, HAIK S
HMF=2| vt Mai|7|2 THE 0f&M(Hyesun Lee)2l ZHIIX| Z0i7+H=2] 0t0|C|of2t AXH S
Safl THRSHE! XITE(Earth) & aAkEr 4= QUCH HE=0] 0f2l0lE2| tHEA Ftziel 3| (LEGO)E
&5t ZHS(Sungho Cho)el ZAITL HEAZI E2HAE] IH7|X|2 THE 26| QFIsTe| E2X],
o7|e ZHS MERsH 8M01(Seonmin Park)e| 2 S ThUAMAL A AH|Z|0] HE2{X|=
[e)

AL 7|20l M22 =2t 01X 7IXIE Fofots Sol71E2 =2E A= 4 ULt

QIAI0|Z T MEIEHE 2 H2K|=
0+O|EIO+§KH(RE) EHAHA|7 |1,

MES M5t ok

0

ShH, MAIE tofl MXIE = Hif MM, ‘SollE3 S$fZ2HE 2 d| Or0] AAE:
YA0IZ & (Upcycling)'OlA= &AL0IZ THM HHEZ RESH 2fF =(RE;CODE) 10&
ATWSICE 2HE =0 THM oF710| 2.2t Bl &HEXL, 0|22 2| XIES fI8 AtS|X S5 2 OtE|AE
St S O7te| #5555 Alstn, HEXHS0| 21 Fodst
0| Safl 2l F0Xl RSt MAIQ! XIF(Earth)2t
MEHX|' 2} 017Ho| ZZA(Human Condition)oll CHEH Z10| AZ4sH 2= 7|3]7} =|7 |2 Bt

3%, 2lof - 2= X|2tEls H)el BEt

(Language: The Distribution of the Sensible)

S|

Ot 7‘1)~|(>l|)\‘| chot [EZ g MEO|= Q=H|AloF &7t Z0HHMulyana)e ZHt=
ZEIH(Crochet Knitting)2 HMXtst SMMOo| i MEES TAISICE HiCts +H2
MES0| R71H22 AAE HoiSt RF0|Ct SHAMENAIS 7146t Ptes Ats =, 2z|o|Ee
MEE0| MAlsHE 22XI2|7F Al2bE! {710l MSHUCE Z7He Xtalel 7|0] Hotles £2
HIRZ AS 7L M 3|SHE[of 7t = SAE TAECR g7 =0t EUte mE ALl
CHAS FH2IEIS S S ZaHSH HiCt MEEE XIBAH F2 SAE 7t7t0| E0iCHE
UEE FESCE Z7he TAf ALBEl= ChYSH Y MESS X2 HFLIE|t &7
HIZStot SofLte| T2 Ml 250 4s 5= 34 =72 S EC) o, A7 mo]H
StM(Sungjae Han)e 12-=30 0|0 32-210{0l M= H2 HICHE |RFst= Smalet
2 02|10 MSHY SAHKE AT E 39 A2 S2 0|88 Adliel BEHS AEsict O
HEXIEA AFZEe| St ZHE HMB, UMEQ HA| e HEN Aol 222
ABISICE B2 75.*7h 2|0F %(Liya an)2 CHASH US|E Z2tAE 7|52 HAESH HiXto|
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o at A7 |H 2215 A
EAt2t 2EC|AHZ(Ponsawan Vuthisatkul)2 3D Z2IEZ
ZZBtet MoiF7|7F Hste| 1 QAT 5060 AFHEe
F2oistn =0l P72 A(Ceramic Institute of Dankook
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0] 7H= BtHALEIOIM S0ll= XIFALE|2t etlots S4Q]

HH, OFE2 0 M CIXIZ 22| oix| H3tol| what A|=El= ‘3D ZRIE' S0FSS AN
ZEM=(2RY), ZatLm|oh(ZtR), TIXHI(REZ) S 0|2 2 XS ZA|AIo

0|2 A7}, =2 HIH|0F=(Norwood Viviano)y= 3D Z2IE HEIS 0|23H JHAEISH K2
MEQICE J= Mol SUMA mtat HEtE EASES S5l TAIEE 2XE 2ot
HHH(Ryungjae Jung)= 3D ZZIEZ 0|83 &

3T S
CIXIZ RIS So AALE 23 O] MQlichain) S S48 SEH CHUS 0I8, S5t B3|
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CIXIE ZATE MEOICE o|ARIAO| HML|XIO|H, 7HH BEAH|2(Ganit Goldstein)2 Soioll A0f 7+ F28t =7L= £0Ioh HEE 7ISsHALE, YEE 2HE M, X[+5 KLY
8 Jhset 3D oY, AT, Al S 3D Z2IE J[Hio] I MMM AXH H HAISS A OEs M, =7 = MYUS EotFes 20| AZ0IUC). LMol 2Rt 2SS US| 2ls
Aot o= et CXIE 7S ESet =AV|E MASHE =EF 27t LIE 2E|(Nico Ciefet =71 50| TSR ASEIICE YX[OIMSFE] 3D Z2IEP/IX]| 52 =71 50| d7Au
Conti)= HMSHQl =XP7|E 24l 7|& 3D Z2IEI2 MZSto) 0|2 S (Kwangho Lee)= ARZFEICE X|Lb2 SHALS =IS0HEH A2t S2te HUEE A2l Soe] ofx|et 25 J2(1
20092 E A|RHE ZEF AZPS 3D ZRIEO = F|Efst EatAE] TRMHIE AX|O| 3D 7HHE 02 E &&fst= At2|7t =7 | & Hiztt
AERICE OfH FHAlOf 27H= 222 W7| 0242 H7|2] 2SS 3D ZelES 0|8, o212t
CIX|E =75 dHlw At oix(Medium)= STt

=2

“MZ2 0|C|0{(media)= 7|1&2| O|C|ojof] F7I=IX|=, 7|E2| O|T|E 2 Lk
FA= =0k M22 0/0jojE 7|1Z2] njc|ojof Z/SM0] WSt 22 2510t
HIXIZ B7| BTt - Op&fF M=4(Marshall McLuhan, 1911-1980), 196417

Olg FAIS] SOIES 2 Ao|= FAleH 87 22101 FAIS B3, HHFICHs Folck w5, Al2t
A Z

12} FAIZ FAIQ ZES SEAY|T, A5 BYRNIN 5SS Hoixt2

[l =y | 0
OHRI= Q17+ BPRHS 9|3t =T0|Ch HslEls thAIZ} XIAISHS 2Jol2 ZHitstn 1 Alch7} BiXl= S| ZUME BEMAIZICH= Fo|Ct,

OIAIXIOl CHEH 242 0lsH7H 2IRCH S @5t 2Jojo|ct. ‘DIEiots HIAIKIOIEK The medium 2|2 2| FMA| BAK THRICI0| TA| HstetT QUCk XIME AlZEH SA0MC] FHEl2H=
is the message). 19'2Hs ZTLE Sall Qe SIS o TEHE! FHLICt Simt 0|c|of 0|2 719! A 7|uH ZEIR Z, MAIQ| AIZZHE B2 Hof o1H| ofC|MLHubiquitous) 7HS 3 FA|
OHAF B201(Marshall McLuhan, 1911-1980)2] THHIZS =7(5t0 Alcistel SAlCHAS pEtS THGLE CIXIY MulA 34 222 Saff AR Zajtolch o]2f3t 7| = (QIEY,
DOIsHE 713]7} E|7|2 HIZICH BE S SkEtC QK| 017k| Y 1T, T, Xp= DHFY), ARSIE(HICH®, H2|57]), AlchE(EO|a), CIXS) BT QTS Higo s 2 FMAls
UAS AOIZHHE AHAIS BH5IR| Q=L OlEI0IN CIX|HE HZE= MAIAES HEs| sl S5t 22 7|2%ct. 20

ot BB o XL THIE 2.2mateI0] 97|MOR A, A5 HAXI BAE 0|2
ADMESH AL, ‘SEWE, SH2| ZHIEIS 0|2 Zyoll tHat Ofs CHA| s, 2R Al A2l
< | ce=TTe s = 510]=22|=(Hybrid) TAlQ] 42X 23 2l Jz= S5t IS} utajzpz]o|ct
9lm M= S2{0| Hxt O45tE|T QUCH AFIALSIOIA] AHIXHS TP SSAL 22], 24, 2ol 52
Sall SE5IE AT XA S, 9rofl et LRIt o 0f4 Ao 2 222 XIX|5HX| 27| H=o|ct, SHH, Mz DS RAS XN WEss BRMSFIE AlZ, B2l 2t S S22 AIRSI=
OIChT Az EHe Zia ETE Safl 1 AKIS HI 2T Q= AlRH ALO|Oll= Xt0|7}rAYSHC QUXIZIQ! FA| BO| B 4 UTE W A2| ELESEM)S ZXsH MRIMZD S WSS
3% Oixjgto 2, ‘B AM(Materiality)'S FHIZ Ests 24, Xx7| =072 EIX|AT21S MAIHS0| ZEAIZICH E3 H2|57| A82 TE{stol, TS| XHAIS)
AJWBICE 24 A (Myungduk Shin) Of& FAJoll LI &2 FMAISICE SEX|2H HIX 2t DHIUS 0|23l FAISHAS SO0 FMAIS ZAIE 4 YUEE |2 710[=91 EAE H(Docent
23E 2Usich Z7Hs MR &0 & ER0HS 0|®4 LIRE 2w mHHBAM XHAIQ App)2 MZ3tct
521 2SS LIREDH| 2ZO2 iz St el LRI M71 a2 3oix)7|E £t Fa0|E9} Z7HS0| YR o2 T MEXIAL| SIS Hol DHGZS(AIZY)
SS0IX|7|= BiCh &7l 1t 22 HE LIRS QBHE, HIX|2 Ejoftct B, XX} Zol| @BtES(E2) 2o @LSH=(HZ) B0l P50 BRI HIHOI Hoje AES
BHMZ(Sunju Han)s ZMOfStmo| 225tH TRt kS @ItHA #2 AIZZHo| i AEBICH FAICA| T2 32491 18, LS, “Z0{7} Z|7|(Becoming a Maker), 2. 4434, 1| }o]
7|A4SE ULIRQ AHIE 0|88l ~Z2Ixet 21, 'EHe| =X'2 o TA|of| MEQICt =0i7t HAAE(Be My Guest)', 382. 10{, 'B0l|E&: HIR£22(Exploring Craft: Under the Sea)'
0l&M(Jungsuk Lee)2 RIH0A SS Crerst Sefol Rzto] 52 2xsh FMAIE Hictof S Zo|2st FRO2MES SaiM AT, SoISs, MENSAT 22 ALS|H 0|45
Sxte|E MR[BICH 2|1 BRIZHS0| ZY AOiRls SRHY (0N S T2 1 S EA(RE) Z9Bict
OIS Salf KHAIQ| LiRHE! 242t =, 0|2S UHSIEE MEBICH 0/0f MEHEI S FA|R Mut
-r=e o = - - - = FMAIZ Saff ZoI=5t0] Chet ZAIT} 0SS £0|T, 27t} AlTl0] ‘YUAte] MO =M
Qlofl 0|1 0] THS HiBlEs T2 DAHSS ROt A7Hs IPHS DS, BZO| Rjurx _ _ s
! - - Zoll'S B Liem, AQIEHH)E M| SA2IS S0} 4fe] Ol &7 AMsHs (37} 27|12
EOI2 RHES SHNEICE XD TEs 2218 WS Sa S0 i3t ofsHs HOIX|T XHAIS )
HIZICH Zolls 250 410|XL 252 9J5t o 0lct
SAIBH= ALR.2] A|ZH0] BHSO{EICH )
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The Right to Useful Unemployment’

Misun Rheem Artistic Director, 2021 Cheongju Craft Biennale

Ivan lllich, The Right to Useful
Unemployment: And Its Professional
Enemies (London: Marion Boyars
Publishers Ltd, 1979).

Ivan lllich, Tools for Conviviality (New
York: Harper & Row, 1973).

“New normal” is a term that has been
employed to refer to the characteristics
of the global economy following the
worldwide financial crisis of 2007-2008.
Itis used to refer to “a phenomenon

in which new standards have become
common in society.”

A structure of reason distinct to an

era, epistémé refers to a foundation of
knowledge and the ways in which reason
is given meaning.

Atool refers to a means to achieve a

particular aim.

Foreword

The Cheongju Craft Biennale (hereinafter “CCB"”) is an international event on the
theme of craft held every two years in the city of Cheongju, South Korea. It is one
of the world’s most well-established cultural arts event in the field of craft. Over
the years, creators, curators, art historians, critics, and cultural administrators have
come here from all over the world to experiment with and study the medium of craft
from diverse angles and present their findings. The identity of the CCB has evolved
since its first edition in 1999. It has gone through significant transformations in form
and content under diverse themes over the past twenty-two years, including the
human hand, nature, usage, temptation, evolution, encounters, and expansion. This
is how the history of CCB has been forged to date.

“Tools for Conviviality” 2 is the overarching theme for the main exhibition at the
2021 Cheongju Craft Biennale as it celebrates its twelfth edition. This theme was
chosen to invoke the notion of a new way of life, a “new normal,” 3 amid the drastic
transformations in the social environment demanded by the COVID-19 pandemic
(such as physical distancing). Under this theme, the exhibition aims to explore the
future sustainability of contemporary craft while showcasing the broad spectrum of

craft media that has been developed over the course of human civilization.

The epistémé 4 of craft can be systemized based on the objectification and
materialization of human behaviors and modalities of life. This exhibition points
to labor, life, and language as the three central pillars of craft, and is organized
accordingly. This structure entails an attempt to explore the possibilities of
new interpretations that go beyond the conventional means of reading craft

that were established in the modern era based on dichotomies like “traditional

"on "

and contemporary,” “art and design,” and “beauty and utility.” Moreover, the
exhibition aims to offer an opportunity to reflect upon the value, significance, and
role of crafts, a field that has provided important historical, social, economic,
and cultural tools® and served as a barometer throughout the span of human
civilization. A history of the tools used in craft is being presented in the form of a
digital exhibition. The exhibition further examines the transition from analog to
digital technologies and explores contemporaneity through questions such as “what

is a tool?” and “what should a tool be?”

It is hoped that the exhibition will provide us with an opportunity to look back on
the daily life of today (the contemporary) as we (citizens) live through an era in which
the pursuit of the liberty required to lead an independent, active, and autonomous

life is becoming ever-more necessary.

Exhibition Theme

The theme of the exhibition, “Tools for Conviviality,” was borrowed from the book
of the same title by the Austrian thinker Ivan lllich in 1973. The word “conviviality”

means “to live together with vitality (con+vivial).” lllich pointed out problems of self-

and global alienation caused by the pursuit of growth, development, productivity,
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and efficiency. He identified a need to reflect upon what people have lost with
industrialized society. His notion of “conviviality” goes beyond simply helping each
other and living in harmony: it refers to our (global citizens’) choices and efforts to

live lives in which we can all be happy.

Following the First Industrial Revolution, industrial capitalist societies that have
remained on a path of rapid growth over some two hundred years have reached a
state of irreparability. Individuals may be enjoying a state of material affluence, but
they are simultaneously mired in a “modernized poverty” (poverty resulting from
the deprivation of the freedom and power required for a creative, autonomous life),
losing confidence in their ability to overcome internal and external challenges and
crises. Moreover, they have been demoted to consumers of standardized forms
of life and institutionalized uniform products. This new type of poverty that strips

people of power is a “modernized poverty” unique to our era.

“In short, most of the time we find ourselves out of touch with our world, out

of sight of those for whom we work, and out of tune with what we feel.” 6)

It is currently necessary to contemplate how contemporary craft may convey a
message of healing and hope in a rapidly changing society buffeted by winds of
fetishism fanned by materialism, globalization, and the ongoing pandemic. This is
also the task of the 2021 CCB. We have already come to recognize ongoing crises
in contemporary society such as the overproduction and excessive consumption
resulting from industrial society, environmental destruction, radical monopoly,

polarization, urban degradation (regeneration), and the aging of society.

The exhibition aims to offer an opportunity to contemplate the individual
responsibility to make the proper selection and use of tools to ensure balance
and moderation and create a society of shared prosperity in which people
(subjects), tools (methodologies), and groups (communities) can form constructive
relationships. It is a time to think beyond consumption value and begin considering

the utility value.

Exhibition Composition

The exhibition brings together a total of one hundred emerging, mid-career, and
established artists (ninety-three individuals, three teams, and two groups)”) — sixty-
two domestic and thirty-eight international participants (from twenty-four countries)
— actively engaged in creation across the world. Presented at the exhibition
are 600 submissions (spanning 18,000 items) by artists from across all genres
of contemporary craft using diverse materials (substances) and methodologies
(production methods) including metal, ceramics, glass, fiber (paper), lacquer on
wood, stone, and mixed media (including 3D printing).

The exhibition is organized into four sections that serve as a framework
(structure) for understanding craft based in the concepts of labor, life, language,
and tools. The sections respectively focus on people, everyday life and its
environment, expression, and methodologies. Collectively, they aim to explore the

future sustainability and spectrum of craft.

6) lllich, The Right to Useful

Unemployment, 12.

Additionally, fourteen artists

(11 individuals and two teams)
participated in the exhibition as part
of the program “Becoming a Maker”
and contributed to the development
of DIY craft kits — Kim Donghae (metal
mobile), Park Sudong (lacquered box
inlaid with mother-of-pearl), Park Jieun
(metal pendant), Ahn Daehoon (leather
hook), Lee Sanghyeob (silver cup), Lee
Jaehyeon (bamboo plate cover), Jeong
Dahye (horsehair accessory), Jeong
Hoyeon (textile brooch), Cho Seongho
(upcycled accessory), Cho Hana (mini
crossbag), Choi Gi (wooden cutting
board), Obok Lab (Lee Seulgi, Lee

Hwaju; Bluetooth speaker and lighting),

Zero Lab (Kim Donghun; bench-type
stool for a single person). For more
details, see www.2021craftbiennale.kr.
Matthew B. Crawford, Shop Class as
Soulcraft: An Inquiry into the Value of
Work (New York: The Penguin Press,
2009).

Part I. Labor: An Archaeology of Objects

“The durable objects of use produced by men give rise to the familiarity of
the world, its customs and habits of intercourse between men and things

as well as between men and men.” 8

The first section contains the subtitle “an archaeology of objects” in reference to
craft as a process of exploring the rules, practices, conditions, and functions of craft
works (objects) as products of honest labor. It also refers to the exploration and
excavation of contemporary material culture. In this light, labor includes not only
embodied physical work, but also its products. The first section of the exhibition,
“Labor: An Archaeology of Objects” introduces Korean and international artists
who are taking a leading role in the succession and development of intangible
cultural heritage, master artisans reinterpreting local cultural heritage, and
contemporary crafters studying and producing objects serving as a medium for

non-physical elements, such as time and sound.

The exhibition begins with baskets by the UK-based basket-maker Annemarie
O'Sullivan, who makes objects from willow. She grows and gathers it herself,
processes it, and makes it into forms in her workshop using techniques that have
been applied for more than 100,000 years. Her works offer an opportunity to
appreciate the long, slow journey of crafting that originates in nature and eventually
returns after circulating from producer to consumer and back again.

The second cluster of works features baskets by Beauty Bathembile Nxgongo
and her granddaughter Sinegugu Mchunu that are rooted in the weaving tradition
of the Zulu people of South Africa. Also included are lacquered boxes, including
some inlaid with mother-of-pearl that demonstrate the passing down of techniques
and experience from father (Euisik Lee; master craftsman of lacquering, Intangible
Cultural Heritage No. 13-2 designated by Jeollabuk-do Province) to daughter
(Seonjoo Lee; a transmitter of the craft). All of the splendid decorative techniques
common to mother-of-pearl inlaid lacquerware are concentrated in one of the
works, allowing the observation at a glance of wide-ranging aspects of the craft,
including materials, techniques, decoration, and applications. Through the
interpretations and experiments of young crafters connecting generations from

hand to hand, cultural heritage is recreated into traditions of the present.

This section also presents traditional Korean crafts of great sophistication, including
nickel-copper boxes and boxes with silver inlaid designs that were reborn through
a collaboration between the master metalworker Gyeongno Lee and the gallerist
Ryusook Park; inkstones made from red ocher featuring delicately carved designs
crafted by Myungsik Shin (master artisan of inkstone making, Intangible Cultural
Heritage No. 18 designated by Chungcheongbuk-do Province); brushes by Pihlmoo
Yoo (master of brush-making, Intangible Cultural Heritage No. 29 designated by
Chungcheongbuk-do Province), and a lacquered wedding gift box featuring
a quilted panel adorned with colored embroidery by Yoonsun Kim.

In addition, there is the work of Boris Huang, who produces traditional
Hawaiian feather lei, a symbol of respect, nobility, and divinity. Lei are a form of
traditional craft that have long been used in religious rituals and are now given as a

token of welcome or congratulations to tourists visiting Hawaii to be worn around
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the head, neck, or shoulders. They are used in dance performances, festivals,
and religious ceremonies. Huang's lei serve as a medium for appreciating and
remembering the changes in daily life and local culture. Windy Chien presents a wall
hanging with designs resembling a circuit board made from knotted rope, along
with a knot collection resulting from a project of learning to tie a new kind of knot
every day for a year.

The knowledge, techniques, and experience involved in making and using
crafts are integrated into the distinct cultural heritage of a particular region,
revealing its cultural identity. However, our current times are marked by a uniformity
in which a similar culture can be observed around the world due to globalization. In
response, it is necessary to revisit the notion of the vernacular? in order to preserve
the original forms of culture and secure cultural diversity. The vernacular can be
considered another name for cultural heritage and crafts created through the
combination of natural materials with accumulated techniques, experience, and

social needs.

Meanwhile, Hyejeong Ko, a native of Jeju-do Island who prefers natural motifs,
presents bowls resembling dandelion puffs made by delicately joining metallic
wires. Jongmin Lee, who carves white porcelain surfaces using tools more
commonly applied in metal, presents jars expressing the flow of natural elements
such as time, wind, and waves. An American artist who intricately folds, rolls, and
pastes paper, Michael Velliquette redefines the fragile nature of the medium to
create towers exuding strength and durability. Takeshi Ilgawa, a former award winner
at the biennale's international competition, presents urushi (lacquer) works made by
layering pieces of hemp cloth soaked in lacquer. Characterized by the patience of
artists who must invest more than six months in the completion of a single work, the
delicacy of manipulating the material, and the advanced technique involved, these
works offer an opportunity to reaffirm the excellence of craft.

The skills and dexterity of crafters who have reached a certain level of mastery
through a process of repeated practice based on a deep understanding of their
materials are similar to the embodied cognition, that is, the tacit knowledge, 10 of
athletes preparing for the Olympic Games or musicians awaiting a live performance.
This resembles the Linux technicians that Richard Sennett (1943-) described in his
book The Craftsman (2010).

The first section of the exhibition finishes with contemporary crafters who hand-
build objects that mediate non-physical elements such as time, sound, and
movement — such as a wind-up clock and automata ') by Kwanghun Hyun, high-
sensitivity speakers by Sungjae Han, and a handmade bicycle by Caren Hartley.
Clocks, speakers, and bicycles, all of which have been perceived as major products
of modern civilization based on their role as media for documentation and storage,
have become objects representing the analog in the contemporary era. Wind-
up clocks and automata that cannot function without delicate sensors and human
intervention, speakers that satisfy both visual and auditory senses, and bespoke 2
bicycles are works of craft that have emerged to meet the needs spawned by the
changes in the everyday life of the present. Interest in analog objects is increasing
with the advancement of automated systems requiring minimal human intervention

that has accompanied the digital era, loT, and robotics. The works are highly

9) “Vernacular” refers to a native language
or way of life that naturally emerged
amidst the lives of the common people.

10) Tacit knowledge refers to knowledge
that has become embodied in an
individual through learning and
experience but cannot be expressed in
the form of speech or writing.

11) Automata is the plural form of
automaton, which refers to self-
operating machinery. It includes
dolls or sculptures that move through
mechanical means. Itis a result of
combining the principles of science with
artistic imagination.

12) Bespoke refers to a method of custom
production catering to individuals.

13) Henri Lefebvre, The Production of
Space, trans. Donald Nicolson-Smith
(New Jersey: Wiley-Blackwell, 1991).

14) Chinalai Modern; for more details, see

www.chinalaimodern.com

thought-provoking as they enhance the significance of labor in this post-labor era.

Part | introduces artists who practice manual efforts involving physical work, that
is, labor, work, and action that serve as a foundation to their creations and impart
meaning and value to objects. Beneath the thoughts and attitudes of crafters
who produce well-made objects that can be used for a long period of time is a
foundation of consideration and hospitality for others (users), and moreover a

certain respect for humanity.

Part Il. Life: The Aesthetics of Everyday Life

The second section explores contemporary craft culture through an array of works
related to everyday life, particularly in connection to food, clothing, and shelter
(including fashion, accessories, tableware, furniture, and lighting). Our daily lives
and the transformations that have taken place in accordance with changes in tastes
and lifestyles are examined with a focus on the most practical functions of craft.

A reexamination has become necessary of the position of crafts as tools
assisting human physical activities, including dressing, eating, drinking, relaxing,
and sleeping, and moreover as products of manufacturing and material cultures
that reflect changes in nature and the social environment. It has become urgent in
order to obtain an understanding of everyday life as marked by recent changes,
the much-discussed “new normal” that has resulted from the diffusion of
information and communication technologies and digital media that have fueled
the Fourth Industrial Revolution (consisting of components including the internet,
smartphones, robots, and artificial intelligence that have heralded the transition
into a hyper-connected society) and the recent pandemic. According to the French
philosopher Henri Lefebvre (1901-1991), everyday life is a space of practice where
the dominant order that permeates society can be observed. It is also a space that
embodies the power to subvert it. 13 In this light, a rearrangement and the creation
of a new order in the role and function of craft, which has occupied the center of

everyday life for millennia, is required.

“Life: The Aesthetics of Everyday Life,” accounts for the largest share in the
exhibition. It is further subdivided according to the themes of clothing, food,
shelter, the enjoyment and appreciation of craft, and upcycling.

The clothing subsection is comprised of wearable crafts such as clothing,
handbags, glasses, fans, scarves, blankets, and art jewelry. The celebrity Thai
artist Somporn Intaraprayong presents a wide range of clothing featuring natural
dyes and delicate hand-stitching. Her fashion brand '4 provides support for the
education of local Thai children facing financial difficulties. She also teaches sewing
classes to help self-development in the local community where she lives. As part
of her efforts at community care, she employs stitching as a tool for conviviality.
Meanwhile, Hyeran Kim, known for her signature knitted blankets, presents works
made on a handloom to provide tools for a restful night's sleep. Also on display
are indigo-dyed leather bags by Soonjoo Jeong that clearly reveal her personal
tastes and style. The handmade glasses by Jongpil Kim demonstrate the ingenuity

and individuality of both the maker and wearer. Jaeeun Jeon’s ornaments, ' which
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are both suitable for wearing and for the appreciation of their artistic merit, are
her best-known items. Geumseong Kang presents examples of baenet jeogori,
a traditional Korean upper garment for newborn babies. Daesung Kim, a fifth-
generation practitioner of the craft of making hapjukseon (a traditional folding
fan made of bamboo strips) follows in the footsteps of his father Dongsik Kim
(holder of National Intangible Cultural Heritage No. 128, traditional fan making,
known as seonjajang) to present highly sophisticated traditional Korean fans

including hapjukseon and yunseon (circular fans).

Art jewelry, objects worn on the body to express the personality and tastes of
the wearer, is an important field within contemporary craft. It is characterized by
a balance between function and ornamentation/expression. Examples include
brooches, rings, bracelets, and necklaces. The exhibition offers an opportunity
to explore works in diverse materials (metal, textiles, lacquered wood, paper,
horsehair, human hair, silicon and more) that were made using distinct techniques
and formative languages. Presented in this subsection are works by nine Korean
artists — Dongchun Lee (a leader in the field of art jewelry in Korea), Hoyeon Chung,
Yeonkyung Kim, Yoonjung Choi, Junwon Jung, Seulgi Kwon, Joohyung Park,
Saerom Kong, and Namkyung Lee — and eleven artists from other parts of the
world: Ute Eitzenhofer, Karl Fritsch, and Sam Tho Duong from Germany; Fumiko
Gotd from Japan; Janna Syvénoja from Finland, Veronika Fabian from Hungary;
Lucie Houdkovéa from the Czech Republic; Dana Hakim Bercovich from Israel; Rita
Soto Ventural from Chile; and Melanie Bilenker and Brooke Marks-Swanson from
the United States.

The food subsection mainly features tableware, including serving ware, dinnerware,
tea sets, drinkware, and flower vases, as well as decorative vessels and implements.
Food is not simply edible energy. It provides a social, economic, and cultural activity
in which the contents and methods of what, how, and with whom it is consumed
has become part of the experience. Many crafters are focusing on style and taste
and devoting great attention to the changes in the latest trends including fashion,
interior design, food, and plants.

Metalcrafter Youngock Kim presents a tableware set for serving a Korean meal
to two persons (bansanggi) that shows a traditional yet contemporary aesthetic.
Craft has been garnering attention as a symbol of Korean culture along with K-pop,
traditional Korean clothing (hanbok), Korean food (hansik), and traditional Korean
paper (hanji), so Kim's bansanggi set provides a fitting example to spotlight the
sophistication of Korean culture. Sihyeong Woo, who uses traditional wood-fired
kilns, is showing onggi (Korean traditional storage jars) and a tea set. Hyungsung
Cho, who is devoted to the study of Venetian goblets and their advanced
glassblowing techniques, presents exquisite wine glasses. Simone Crestani, an
Italian glass artist based in Venice, presents distinct wine glasses and decanters
together with a bonsai sculpture demonstrating his remarkable lampworking skills.
The Finnish artist Annaliisa Alastalo, who lives and works in Korea, presents a series
of glass jars in varied forms and colors that express her unique lyricism with motifs
from nature.

The Japan-born Takeshi Yasuda, who works in both the United Kingdom and

China, presents a series of Qingbai porcelain produced in Jingdezhen, China.

15) An ornament refers to the act or thing

that makes something look more

Glass artist Tora Urup, who is based in Denmark but produces her work in the
Czech Repubilic, presents cylinders that maximize the translucency of glass through
casting.

Sungho Cho, who creates vessels using mainly silver for its transformability
and malleability, captures memories of time and space in the form of traces left on
the surfaces. Heesook Ko, who creates white porcelain pieces using delicate slip
casting, presents tableware characterized by simple forms and lines. Kyungwon
Baek, Seoyeon Park, and Jeongmee Lee are showing functional but decorative
works of craft made using their respective distinct production techniques, namely
coiling, colored slip casting, and wheel throwing and faceting. Eunjin Jeong, the
daughter of Haejo Jeong (who is renowned for his achievements in the modern
transformation of ottchil (traditional Korean lacquer)), is displaying to the public for
the first time the ottchil vessels that are the fruit of her long-term research project.
Kyungyoon Park, who makes wooden plates and trays using only hand tools such
as a chisel, presents works revealing the properties and textures of wood. Studio
Sohman, led by Deokho Kim and Inhwa Lee, contributes an indoor garden that
brings nature indoors to offer visitors a gift of emotional healing. As described
above, this subsection brings together a vast array of sophisticated everyday crafts
created by both domestic and international artists. The works are characterized by
aesthetics and functions added based on the artists’ distinct formative languages

and newly researched and developed techniques and methods.

The subsection on the theme of shelter presents works of craft that provide tools
for helping people rest and relax. Unique works by artists from around the world,
including furniture that can be moved and installed within a given space such as
tables, sofas, desks, chairs, cabinets, mirrors, and shelves are showcased along with
lighting and deskware. The furniture is made using diverse materials from wood and
metal to acrylic, fabric, glass, and straw based on diverse production techniques. It
goes beyond simple functions to actively expresses the sensibilities of the maker.
The American artist Richard Haining is showing a large table and lighting made
by stacking tiny blocks of wood. The South African furniture designer Thabisa Mjo
presents a lighting element together with a bench featuring a back rest that was
created in collaboration with Bambizulu, whose works were introduced in the first
section of the exhibition. Jongsun Bahk, who produces functional yet beautiful
furniture, showcases a table and a series of chairs from his signature Trans series. He
also unveils two corset armchairs that have been newly produced for the exhibition.
Taking inspiration from the formal characteristics of traditional furniture, Wondeok
Kwon presents floor lamps that combine elements from traditional Korean floor
lanterns and haniji (traditional Korean paper) flooring. The French furniture designer
Christophe Céme submitted an exquisite Art Deco cabinet made with glass
and iron. Eunhak Kim is showing cabinets characterized by a structural form that
combines the use of glass and wood, and the Dutch artist Sebastian Brajkovic
presents upholstered chairs characterized by a form expressing the flow of organic
lines. The Mexican artist Héctor Esrawe, who works in a wide range of fields
including furniture, interior design, and architecture, presents metal lighting that
provokes diverse moods through an encounter between light and parabolas. Doha
Ham, who creates personified furniture that expresses emotions and spirit in a witty

manner, presents works elevating furniture from mere functional objects to items
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deserving of appreciation and capable of sparking emotional connections.
Diverging from the wooden furniture of the Joseon Dynasty that emphasized
simplicity and frugality, Yunhwan Kim is showing a highly ornate dresser and mirror.
Sisan Lee offers a series of works including a table, stools, and a bookcase made of
metal combined with stone, while Jihye Kang presents a cabinet and stool made
using acrylic and aluminum. Together with Junhee Lee, who is the sole artist in the
exhibition to showcase stationery items, these young artists are believed to have a

promising future.

In addition to the display of craft works suiting the necessaries of life, a laboratory
space was established within the gallery to offer visitors an opportunity to directly
experience craft culture. Its aim is to demonstrate the use of crafted objects in
everyday life. Ceramicist Kyungsook Park has been invited to interact with local
residents in this project promoting the appreciation of craft culture entitled “Be
My Guest: A Craft Banquet.” Various craft products collected by the artist over the
past forty-five years while traveling around the world that are regularly used in her
everyday life are presented together with her own works. Workshops sharing the
stories and insights embodied in the artist’s collection will be held. They will reflect
her personal tastes in the realms of food, flowers, tea, and alcoholic drinks, and her
recommended ways of using the craft implements. Participants will be able to go

beyond observation to directly experience the art of using crafted objects.

The means employed by the Belgian artist Piet Stockmans, who has been producing
works for the past sixty years using his own distinct methods, are white porcelain,
cobalt oxide pigment, and slip casting. These are widely regarded to be of among
highest levels of difficulty of use in the realm of ceramics. Stockmans began his
career as an industrial designer, but founded his own studio in the city of Ghent
when his employer Royal Mosa (1963-1989) closed its doors. He has been working
as a freelance designer and craft professional ever since. He has been invited to
a number of fine art exhibitions and has been active across the world crossing
boundaries and breaking stereotypes in genres ranging from industrial design,
craft, and installation art. A comprehensive overview of his broad oeuvre is provided

to allow visitors to note a wide spectrum of forms of craft.

Myoungwook Huh works in ottchil (traditional Korean lacquer). Having studied
metalcraft as an undergraduate and worked as a photographer, Huh is unsurprisingly
sensitive to light and color. Using the single medium of ottchil, Huh works across
a wide spectrum ranging from tableware, furniture, and objets d'art to painting.
Emerging artists including Kyungsu Kim (ceramics), Hyunsung Kim (metal art), Jungjoo
Im (wooden lacquerware), and Hunchul Kim (glass) are also broadening the realm of
expression and exploring new possibilities while pursuing an expansion of function and
media in tableware to furniture. They are doing so through a thorough understanding
of materials and techniques, achievement of a certain level of expression, individual
decisions on how to convey issues, and the high-level completeness of their works.

Their time and efforts involved are directly revealed in the output.

In an effort to highlight the value of crafts as sustainable objects, works under the
theme of upcycling, a social movement pursuing the regeneration of resources,

are also being shown. From the Portuguese artist Vanessa Barragdo's beautiful

16) Launched in 2012, the upcycling

fashion brand provides innovative
solutions that give new life (RE) to
dead stock fabrics and garments. It
pursues diverse projects promoting a
sustainable culture (CODE). For more

details, see www.kolonmall.com.

tapestries made with discarded yarn to the Thai artist Bannavis Andrew Sribyatta’s
chairs made using debris from a typhoon and the Korean artist Hyesun Lee’s
lighting objects made from waste collected from the waters off Jeju-do Island, such
as buoys, nets, and fishing floats, the remarkable ideas and efficient use of materials
by crafters help us imagine a cleaner environment. This subsection also offers a
glimpse into the efforts of crafters to provide new uses and aesthetic qualities to
the industrial waste resulting from excessive production and consumption. This
is evidenced by the accessories made by Sungho Cho made using Lego bricks,
the brooches Ute Eitzenhéfer made with plastic packaging waste, and lighting by
Seonmin Park created out of discarded bottles.

The second laboratory installed in the gallery, “Be My Guest: Upcycling,”
is dedicated to RE;CODE, 10 a well-known sustainable fashion brand that relies
on upcycling. The space introduces the brand’s past activities supporting the
independence of North Korean defectors and single mothers and its collaboration
with artists and a fashion archive. It will also provide a venue for hosting workshops
where visitors can experience upcycling. It is hoped the space will offer an
opportunity to think deeply about our one and only Earth and the choices and

human conditions that are given to us.

Part lll. Language: The Distribution of the Sensible (the Sensed and Perceived)

Language is a tool for perceiving and contemplating the world. This section
introduces works by artists who utilize language as a tool for expressing their
thoughts in attempt to critically question and think about the world, specifically
society and culture.

In the exhibition, the Indonesian artist Mulyana presents a large-scale
installation work featuring colorful crocheted marine creatures. The ocean is a grand
universe in which countless organisms are organically linked. Coral reefs support
a healthy marine ecosystem and provide shelter to a wide range of ocean life, but
they stand on the brink of extinction. The artist recreates in the gallery, his memory
of coral in the deep blue ocean that is currently undergoing calcification. Through
a wide array of alter-egos visualized in the form of vibrant underwater organisms,
Mulyana invites visitors to take a closer look at this dark reality. The diverse forms
of crocheted marine life featured in his installations are produced together with
people from his local community. In this light, Mulyana's crocheting becomes as
a tool for conviviality in helping them with their lives. In addition to his work from
the first section of the exhibition, speaker-maker Sungjae Han presents in this third
section a deep-sea landscape with a figure of a white whale swimming in bright
waters and a musical composition that sounds like vibrations. He offers visitors a
rich audio-visual and multidimensional exhibition experience while awakening the
senses. The Chinese artist Liya Wan captures beautifully colored landscapes in his
slip-cast white porcelain versions of disposable plastic containers. By contrasting
the beautiful with the ugly, nature with human artifacts, and what needs to be
preserved with what needs to be thrown away, he points out the issue of ever-

worsening environmental degradation.
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Hyunsuk Kim takes a serious look at the environmental and health issues
surrounding agricultural and fishery products that are being mass-produced and
distributed using genetically modified organisms (GMO) through globalization
and industrialization. She strongly criticizes the unethical attitudes of multinational
companies and the human desires that have deeply permeated everyday life. Sun
Lee, who works in both Korea and the Netherlands, calls for more ethical practices
by contrasting the problems with the fashion industry’s reckless production system
with the slow production and consumption processes involved in traditional cultural
heritage. The Thai artist Ponsawan Vuthisatkul points out the need for value-
conscious consumption based on balance and moderation and proposes a new
concept for tableware made using 3D printing to emphasize proper consumption.
The human lifecycle is changing, so a video is shown documenting the “Life
Ceramics Leadership Course” at the Ceramic Institute of Dankook University that
operates a vocational and technical school for the new middle-aged (ages 50 to
60) to help them prepare for their later years. The program supports employment
and business start-ups by the new middle-aged through transitional education and
creates a virtuous cycle as the ceramic products are used in welfare facilities. In
today’s aging society, craft can be utilized as a tool for conviviality engaging with

local communities.

Also being introduced at the exhibition are crafts made using 3D printing in line
with the ongoing shift from the analog to the digital. The American artist Norwood
Viviano, who highlights the manufacturing history of several cities in the United
States, including Portland (lumber), Philadelphia (furniture), and Pittsburgh (steel),
presents glass sculptures kilncast using digital 3D computer modeling and printing
technology. He addresses urban environmental problems by demonstrating how
these landscapes have changed with the rise and fall of industries. Ryungjae Jung
applies 3D printing to create accessories on the theme of movement. He presents
digital jewelry that utilizes and transforms repeated forms, such as thousands of
chains produced with digital cloning. The Israeli fashion designer Ganit Goldstein
applies 3D printing technology to experiment with materials and decorative
patterns for wearable garments, jewelry, and shoes. The Maltese artist Nico
Conti explores ceramics that use both analog and digital technologies, including
traditional porcelain sculptures produced using 3D printers. Lee Kwangho turns to
plastic filaments for 3D printed versions of the Obsession series of furniture that he
had been producing since 2009. He applies 3D printing technology to create knots
of a thickness that would be difficult to achieve by hand, carrying out comparative

experiments with analog and digital tools. Mediums undergo change.

“A new medium is never an addition to an old one, nor does it leave the old
one in peace. It never ceases to oppress the older media until it finds new
shapes and positions for them.” — Marshall McLuhan (1911-1980), 1964 17)

A medium is a tool for human expansion. The ability to understand the
meanings demanded by changing media and gain a broad understanding of the
messages of the times are highly important. It is hoped that we can contemplate
contemporaneity and the changes in our times and return to the theory proposed

by Canadian communication theorist Marshall Mcluhan when foretold such changes

17) David Sax, The Revenge of Analog:

Real Things and Why They Matter
(New York: PublicAffairs, 2016).

18) Marshall McLuhan, Understanding

Media: The Extensions of Man (New
York: McGraw-Hill, 1964).

19) “Part IV. Archive: Retooling” was

organized based on investigations
and data analysis by researchers for
the respective sections — metalwork
(Dr. Serine Kim, senior researcher),
ceramics (Inhee Song), woodworking
(Yuri Jin), and textiles (Dawoon Geum,
junior researcher). The textiles section
was reviewed by Prof. Yeonok Sim,
and overall editorial supervision was
provided by Prof. Gongho Choi of the
Korea National University of Cultural
Heritage. This section was created
based on contributions by scholars of

the history of Korean craft.

through his aphorism “the medium is the message.”'8) Everything changes.
However, the fact that we live an everyday life of dressing, eating, and sleeping

remains unchanged.

People’s understanding of the world and matter, in other words their literacy of
the material world, is gradually weakening. This is because there is little need in an
industrial society for the experience and knowledge acquired through activities
such as farming, repairing, construction, and craft as there was in the past. A
disparity results between what is thought to be known and what has actually been
learned as a result of exploration.

The final part of the third section introduces a carpenter, weaver, and
ceramicist who work with the theme of materiality. The carpenter Myungduk Shin
presents pieces of wood carved to resemble a bench. The artist carves wood
using only his body’s physical force and hand-held tools. His working rhythms are
directly revealed as texture in the surfaces of the wood. His forms are often bent or
twisted in accordance with the form of the tree from which the wood was extracted.
Through the artist’s eyes and hands, trees are reborn as objets d'art and benches.
Sunju Han presents “Traces of Damyang,” a hand-woven piece using bamboo and
hemp fibers to capture the memories of times and spaces that the artist created
while traveling between Gwangju and Damyang for her work at Chosun University.
Ceramicist Jungsuk Lee presents clay representations of rocks in varied forms
and textures that have been randomly installed across the gallery floor. He invites
visitors to select a rock of their choice from among the piles as a means to discover
their inherent preferences, that is, their aesthetic, through this act of exploration.
The selected rocks are placed on the installed shelves, and other visitors observing
the process of selection are further invited to join. The artist creates the process,
but the work is completed by the participation of the visitors. Through the physical
acts of touching and choosing, visitors develop a greater understanding of matter

and are offered time to reflect upon themselves.

Part IV. Archive: Retooling %

This section provides a comprehensive overview of the history of craft by examining
the changes in tools over the past 200 years from the first through the fourth
industrial revolution. A selection of some one hundred implements ranging from
the most basic tools to some that provoked notable changes in socioeconomic
history are presented in a digital archive.

The exhibition explores the history of the transition from hand tools to electric
tools and machines. Implements essential for living (food, clothing, and shelter) were
selected from the four major realms of craft — metalwork, ceramics, woodworking,
and textiles — and organized into four categories: material processing, molding and
decoration, finishing, and complex (tools integrated after the twentieth century).
The third category was further divided to accommodate the characteristics unique
to each realm, including grinding and polishing tools (metalwork), firing and
supplementary tools (ceramics), joinery and lacquer drying tools (woodworking),

and weaving and organizing tools (textiles).
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The most important tool in craft is the human hand. Whether processing materials,
building forms, taking measurements, or refining surfaces, implements have
served simply as an extension of the hand. Diverse tools have been made and used
to produce objects essential for everyday living. From hammers to 3D printers,
numerous tools have appeared and disappeared. It is hoped that this section will
offer an opportunity to look back on history and explore the yesterday, today, and

tomorrow of craft.

Epilogue

One unique aspect of this exhibition is that it will be presented both on-site and
online. Another is that it demonstrates an expansion from a visual orientation to a
multi-sensorial exhibition and satisfies the widely distributed senses of the visitors,
transforming them from passive observers into active participants.

Recently, international exhibitions have witnessed significant changes through
the establishment of a digital service environment that allows them to be enjoyed
anywhere and at any time. They now go beyond “site-specific content” at a
designated time and place. With a basis in this technological (internet, mobile),
social (no-contact, social distancing), and periodic (pandemic, digital) background,
special efforts were exerted to ensure that this exhibition would offer an experience
connecting the analog with the digital.20) The main challenge for this biennale is
keeping up with changes in media through the successful hosting and operation of
a hybrid exhibition in which the off- and online can spark organic connections and a

mutually beneficial relationship.

Meanwhile, responsive touchscreens and installation works emphasizing light,
sound, and materiality were incorporated into the design and display to create
a multidimensional experience that stimulates multiple senses including sight,
hearing, and touch among those visiting the on-site exhibition at the Cheongju
Culture Factory. Moreover, in consideration of the social distancing requirements,
an audio guide allowing visitors to enjoy commentary on their mobile phones
(a "docent app”) will be provided.

In addition, active participation and communication with visitors are promoted
under the themes of 1) showing (visual) craft, 2) making (tactile) craft, and 3)
speaking (audible) about craft. This is a step beyond information and knowledge
provided unilaterally by the curators and artists. Through the exhibition-related
programs encouraging the enjoyment and appreciation of craft — “Becoming a
Maker” in Part I. Labor, “Be My Guest” in Part Il. Life, and “Exploring Craft: Under
the Sea” in Part Ill. Language - social issues such as local craft movements, craft

culture, and the ecological environment will be addressed.

It is hoped that this exhibition will contribute to promoting interest in and
understanding of craft culture, craft as a practice of everyday life and an interaction
between professionals and the public, and the practice of taking ownership of life

by finding lost voices. Craft is part of everyone's life and it is art for everyone.

20) For more details, see the online exhibition
of the 2021 CCB (www.2021craftbiennale.kr)

An exhibition is a venue where transitions and exchanges can take place. They
also provide an opportunity for reflective thought. It is hoped that this exhibition
will serve as an opportunity to reflect on our society and improve on the capitalist
industrial system that has eliminated citizens' capacity for action (from producer
to consumer). This exhibition aims to address the social, cultural, and ecological
value of sustainable crafts as a tool for harmonious existence amidst the COVID-19

pandemic, which has raised a desperate need for citizenship and community spirit.
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Labor is an action that people perform on tangible and intangible forms of nature and
artifacts while directing their physical and mental capabilities toward the purpose of
survival and living. It is also a basic force that builds and maintains society. In the realm
of craft, labor acquires a novel value when it advances to the levels of experience,
expertise, and prowess as layers of time are added to repetitive actions. As a product of
“honest labor” based on skilled bodily movements, works of craft reflect the attitudes
and will of the crafter who completed an object to be used or appreciated by others.

The first section of the exhibition, “Labor: An Archaeology of Objects,” introduces
the acts of crafters who produce objects with selfless devotion based on in-depth
exploration of a chosen medium together with the works that they have produced. The
types of crafting on display range from basketry that sustains a production method
dating to the hunter-gatherer era to crafts involving precise mechanical dynamics and
sound engineering to indigenized crafts utilizing naturally obtained local materials
and contemporary crafts that pursue formative completeness through generalized
materials. This section compresses the many millennia history of handicrafts as it
simultaneously unfolds the evolution of twenty-first century contemporary craft. It
aims to expand the social significance of craft to labor, consideration for others, and

contemplation of human dignity.
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Annemarie O'Sullivan, a basket maker based in the U.K., weaves baskets from willow that she
grows herself. She grows around 20 varieties of willow on a plot near her workshop, getting a good
understanding of how they grow and how they differ from each other. Harvested willow branches
are steamed before being woven in various ways and turned into works with different structures and
functions. The master craftsperson, who has simple but meticulous basket-weaving skills, practices
honest labor, employing age-old basket-making techniques.

The Ulster Potato Basket was inspired by willow baskets used to gather potatoes in Northern Ireland, and
Fish Kettle and Large Kettle Basket are reinterpretations of a specially shaped metal pan for cooking fish
in willow. Serving Tray, which is a type of the Sussex Trug, a traditional basket in her region, is woven from
Sweet Chestnut bands and shaved willow boards. Bow Basket, which she specially designed for Cheongju

Craft Biennale 2021, weaves the landscape of the gentle hills near her workshop using traditional basketry

materials and techniques.

195589 UBYIBUOL ©

1195529 UBYIEUOl ©
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(Pink, Black) 21 AR 225%(Sinegugu Mchunu)2| ZEg MEQICY
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Isichumo Zulu Basket AOPM RZAMS L= WAl SO 2 CIobst A2 M31T QT 214 AJLRT DRt StniLlo| 30f2] Hixt AL &5t Ci22
(Olive, White, Black) M} THES MK RIx BZ0| Al A2|ZES AJKSICH

U2} OFXHLR ilala palm
67x65x45
2020 Ngxongo and her granddaughter Sinegugu Mchunu.

Bambizulu, a studio in South Africa specializing in the craft of Zulu basketry, features the works of Beauty Bathembile

Zulu baskets, known for their tight and firm weaving techniques, were traditionally used by the Zulu people to store
food and alcoholic drinks. Baskets are made from the ilala palm native to South Africa. Fibers of ilala palm fronds swell
when in contact with water, making baskets watertight. Zulu baskets used to have simple designs and serve as utilitarian
containers, but recently complex patterns like zigzags and various color schemes have been introduced, highlighting
ornamental features.

Beauty Bathembile Ngxongo is a master basket weaver creating ornamental Zulu baskets. Her works have a wide
center with relatively narrow opening and base, evoking a sense of tension, and use a distinct design and color
composition. Various colors are used in her baskets. For example, black or very dark colors are produced by boiling the
ilala palm with the indigo plant, while red sorghum leaves are boiled with the ilala palm to produce a reddish-brown
color. Sinegugu Mchunu builds on her grandmother’s craft skills and presents her woven wall plates series featuring

various colors and patterns.

OAIFZ =2 Hi7L

(B2, 22|82 SIM AXM)
Isichumo Zulu Basket

(Pink, Olive, White, Black)
U2t} OFXHLER ilala palm
63x61x45

2020

HE| Hhdee)| 8811 Beauty Bathembile Ngxongo
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Euisik Lee, an Intangible Cultural Heritage of Jeollabuk-do Province in Lacquer Art, entered the world of lacquer art at metgdz2 skt After majoring in traditional painting at Korea National University of Cultural Heritage and

a studio in the city of Jeonju in his mid-teens. In 1972, he moved to Seoul to train as an apprentice to artisan Hanchang Ottchil Box with Peony earning her master’s and doctor’s degrees on historical heritage and art at Kyoto University

and Scroll Patterns

Choi at Moran Natural Lacquer Studio, where he learned about various materials and techniques. He also learned from 22 22 of the Arts, Seonjoo Lee returned to Jeonju and has been working with her father, Euisik Lee

two other artisans, Seonwon Baek and Soontae Hong, who were invited to teach at the studio. In 1978, he opened his red pine, ottchil at Haengchon Lacquer Studio. Currently, the artist is active in the research, reproduction,

own studio called Haengchon Natural Lacquer Studio in Seoul and in 1991 he relocated his studio to his hometown 4252123 and reinterpretation of classic works. Certificated as a cultural property repair technician
2017
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Jeonju. Designated as a Lacquer Master Artisan in 1998, he has been devoted to this art throughout his career.
Mother-of-pearl lacquered sutra boxes were originally made in the late 13th century during the Goryeo Dynasty to
hold scrolls of Buddhist scriptures. Today, there are only nine extant mother-of-pearl lacquered sutra boxes: one with
chrysanthemum patterns; six with chrysanthemum vine patterns; and two with pomegranate vine patterns. The artist
reproduced the Mother-of-Pearl| Ottchil Sutra Box with Pomegranate Vine Patterns from the Kitamura Museum,
Japan, which is close to its original state with no repair history. Compared with other types of sutra holders, this one
has diverse patterns and employs all major decorative techniques such as filing, cutting & attaching, and metal wire
inlaying, and thus its formative beauty stands out among the remaining sutra boxes. Having acquired the techniques
of the era when mother-of-pearl lacquerware was at its peak, the artist is able to create his pieces close to originals.
Driven by a sense of responsibility as a Master Artisan, he creates mother-of-pearl lacquered artworks to preserve this
art and pass it down to future generations.

The Ottchil Box with Peony and Scroll Patterns features a lid with beveled edges and is coated with red lacquer, a
color believed to prevent bad luck and bring good luck, before being boldly decorated with peony patterns, which
symbolizes wealth and glory. The artist's unique way of painting with lacquer, which adds a thick three-dimensional
effect, gives an image of a relief work to peony flowers and leaves, and the black lines at the top and bottom and

thin scroll pattern borders highlight the artwork’s good structure and add the rhythm of two-dimensional lacquer

painting decorations.

specializing in lacquer, she has been engaged in cultural property restoration and preservation
work for national and public museums, publishing a number of research papers on mother-of-
pearl lacquered artifacts.

The Mother-of-Pearl Ottchil Box with Scroll Patterns is her reinterpretation of the Mother-
of-Pearl Stationery Chest with Gazebo and People Design from a collection of the Nezu
Museum in Japan. The Nezu Museum has identified this drawer chest as a Chinese artifact
from the 13th-14th century. The artist added formative inference, academic hypothesis, and
her own imagination to interpret it anew. She hypothesized that the stationery chest was
a lacquered sutra box originally from the Goryeo Dynasty, which was taken to China and
decorated in a Chinese style. Based on this hypothesis, she worked to create a lid decorated
with a design different from that of the artifact, producing a sutra case close to a Goryeo style.
This work, which started from the artist’s imagination, is an experimental piece that opens up

possibilities for a range of contemporary variations and interpretations.

0|2|A] Euisik Lee
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HEMTMMFE

Cupro-nickel Document Box with
Ten Symbols of Longevity Designs
2, S silver, bronze

35x23.5x14.7

2021

urFE e

Square Box with Bat and
Auspicious Designs
2, S silver, bronze
40x11x5

2021

=]
ox
H

Gyeongno LEE

Hroj= 2t Interference by Ryusook PARK

Tl

0|8 FoI2 7t S0l B K24 S SLTYAIE UEE LS oL 0l ME2 2Es 3iH
S NS TR YA FnE M4l BshEoz S07t 18 St =S AT 19

0|Zk Felo| 71s0| AF=lof =7IX1E Esti2l7|SAt2 XIFE et 2= 40 0l 2 5tH

1988 S E 2009E7IX| 135/ TSI OCiTI| EFtA20 1996H0l= HMYMEFE 22
RS LS SYSIAUCE M LSO TEETIZ M 2018 (A o= ZHYT: 0|1d
SYAR TAIS JHZISIRACE B0 = 01 YAFERIC] ZE 0| SAIUE Z4E Hote 221e2
A& PSS ot et

DEHQ Hyu BUo = YA 2 720t H|wstH, 0|F L Felo| MiESEE2 SA a3
dlojoll £etot=s MZ2 et HIHE 22Irt. 228 HES 71T WE2 19M7] FHHRE 29|
HHES22 37 2715 AU, Lo AL E2US Hetsts SHEC| M= 2 SOt o2t R SoilM
22| FASIACE Bt M7 1S HH CHA| ST E i Seloll= +=24'ES Hizts 2Xtet RISty 20| Moz
ZIRI=|RACt Ol Altie] SEol= 42l 7|2l HES Hot Tote= FEAtSel Helfls HES
Tietct

UAZIEE2 28 7(Ztol 2N TSE S0l BH YAI|Y S StLtolch HAE 21 2tE Alol|
et 175t CHiE2 71&n 2YS XL Ao 2I7bs 3 & A YALS ool A et
SIXtE(ETX) A AU REN), UHIZ, +E2(FEX)S A0l &7 E3it o FAlo|
MERIAFS2 M 27| KU YA TR, &, 2SS AFQ ZE 22 THHAGIACE

Master Artisan Gyeongno Lee worked at a furniture factory, making metal decorations such
as hinges and locks. Afterwards, while looking for a new job, he met Master Inlay Artisan
Gyojun Choi, an Intangible Cultural Heritage designated by Seoul Metropolitan City, and
studied under his tutelage for 18 years. In 1987, recognized for his craftsmanship, Gyeongno
Lee was nominated by the government as a cultural asset repair technician. He has worked
for more than 40 years and participated in 13 traditional handcraft art exhibitions from 1988
to 2009. In 1996, with his work Metal Inlay Buddhist Prayer Bead Case, he earned the Prime
Minister's Prize. Currently, working on an exclusive contract with the Park Ryusook Gallery, he
held an exhibition titled Ryusook Park’s First Interference Exhibition: Gyeongno Lee’s Silver
Inlay Korean Traditional Craft in 2018. The two artists have been collaborating, with Ryusook
Park giving advice to add a contemporary sensibility to the work of Gyeongno Lee.
Compared with silver inlay pieces decorated with classic shapes and patterns, Gyeongno
Lee’s nickel boxes have new shapes and proportions to match contemporary deskware.
Nickel has gained great popularity as a substitute for silver from the late 19th century for its
subtle luster and was widely popular in East Asia and Europe as a material for storage boxes
for holding small everyday items. Nickel boxes, summoned to our time after a century, are
engraved with Chinese characters wishing for long life, luck, health and peace and folk-
painting scenes, which shows the unchanging attitude of artists seeking to express simple
wishes in life regardless of the flow of the times.

The inlay technique is one of the surface decorating craft techniques that has been handed
down over a long period of time. As it has a long history, each period has its own unique
and diverse techniques and designs. Among them, the artist likes to use patterns depicting
butterflies and ten longevity symbols and Chinese characters & and Zi&, which were
popular in the inlay craft during the Joseon Dynasty. For the Biennale, the artist reproduced
tiered side-dish boxes, lidded boxes, and pencil cases, which were popular during the late

Joseon Dynasty, with a contemporary sensibility.
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Square Box with Bat Design

2, & silver, bronze
30.3x19.2x5
2021

S ALZtE

Cupro-nickel Square Box
2, & silver, bronze
25.2x15.3x12.3

2021

57

HEMTMEHOISE
Cupro-nickel Table Box with
Ten Symbols of Longevity Designs

2, S silver, bronze
21.2x18.3x3
2020
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2UAEZ
Brazier with Silver-inlaid Design

2, & silver, bronze

18.5x18.5x18.5

2020 A \

2UAREH(CH)

Box with Silver-inlaid
Design (Large)

2, S silver, bronze
25.2x15.3x12.3

2020

Three-tiered Circular Box
with Silver-inlaid Design
2, S silver, bronze
20x20x12

2020

SYUAARZE TR

Three-tiered Square Box

with Silver-inlaid Design

2, S silver, bronze

18x18x11.5

2020 59
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214 Myungsik SHIN
STYRE FAEE M8 KAHAHZY Intangible Cultural Heritage No.18

of Chungcheongbuk-do Province

AEA HEE2 1994 'FEHFSOAVE RS, 2008 19| 751t 7IXIE YEO SYEE RSt =ACH
1990 AcH SHHRE 0FS MAHZIE 7ol S7HSHH ACHm] WojE el TS S st Tt

Ol Al EZE F2 MEA) HRE= T =7| L2 Ao HEE22 AHEE 2HF O 7IXIE LM AYUULCE 53| 29
ArAMFar2 1972 MEA Ao Qs LAZof HXH7EX| 0] FAte| EMFEE BFE MESH Tt ofHo| TAIE HE=
UA|Z0| SEHBICE FHOoH S2f HENE mat XA R JHSE0 AFFE2 BN 71T <ANE HE>, <HEE HE>SeF AZIHo R
HIZE <S AT HE>, <0i3t HE>, <AFZAL HE>E= QAR ZEHAIS 25D ot JZH0| 2ot BFo| FIio| T2
20| 715 Hsto] MAEUD, 2E Zot 2= T HIF2/olls FEYD 2215 0|7 = ZY2Z ZY0|E SACL HEL
THHRIE|Z HE AMEE RF0 ZZE ES51HM HEYSE S MEAVI 272 BR HHE &l & + U=E FEL2

b I

oRfZL = 7|27|15 & =71 &7 Hizfgh &l X8| 7t ==eIct

Myungsik Shin, a red inkstone Master Artisan, established Youngchun Inkstone Craft Company in 1994, and in 2008,
recognized for his skill and value, he was designated as an Intangible Cultural Heritage of Chungcheongbuk-do
Province. Since the late 1990s, his son Jaemin Shin joined the family business, carrying on the tradition spanning over
100 years for four generations

A red inkstone was recognized for its value early enough to be used as a gift for Japanese envoys in the early Joseon
Dynasty. Red stone from a mine in Danyang, which was discovered in 1972 by Myungsik Shin and his brother, has
been used to make inkstones. The inkstones presented at the Biennale showcase a distinct three-dimensional effect.
Inkstone with Immortal Design and Inkstone with Ten Symbols of Longevity Designs, which have free curves as they
are minimally processed while keeping the shapes of mined stone as much as possible, and Inkstone with Bonghwang
and the Four Gentlemen Design, Inkstone with Plum Blossom Design, and Inkstone with the Four Gentlemen Design,
which are made in a square shape, have similar formative characteristics. A main pattern with a strong sense of volume
is engraved on the lid, adding the function of a handle, and the border of the well is decorated with another pattern
matching with the main pattern. By lowering inclination toward the edge of the inkstone, it can ensure stability and
enhance practicality. The artisan’s idea stands out, as the heavy lid can be lifted easily thanks to the space created

under the main pattern.

AME HEZ

Inkstone with Immortal Design
CHAXIA Danyang red ocher stone
30%14x50

2015

61

HETY B2
Inkstone with Ten Symbols
of Longevity Design

CHAXA Danyang red ocher stone
30x10x43
2010
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SEAZA HE
Inkstone with Bonghwang and

the Four Gentlemen Design
XA Danyang red ocher stone
21x8x30

2018

o5t B2

Inkstone with Plum Blossom Design

CHEXH Danyang red ocher stone
15%x6x24
2019

63

AHZR} HE

Inkstone with the Four Gentlemen Design
CHEXH Danyang red ocher stone

15x5%24

2020
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From the Past

S2E E U7
animal hair, grass, wood
37| kY variable size

1992-2021

FEHF Pihimoo YOO

STEC PRI M295 2Y Intangible Cultural Heritage No. 29

of Chungcheongbuk-do Province

154 mf, 2 o= dofl YET FEF ZFH2 19709 MS2 LOIAE KZZ oML HEMES A2
1980'AcHoll= 2EEY, FSELIM L5t 200 S =2 7|5210] =IRACE 1988 e 22Xl SE2 2 Sotet
2019 Hets FstACt 1993H0 'FEEY S I FHSIAL, 19960 FHZ HHLE ZE'S HF6H0]
SEHACE FF, ZHME AM™ 201038 SHol| ‘AP olat= o SWS Rz Hast £, 2o MupEg 2
HMIErsta It 2018 12| =hol| thet 7kx|et 7122 QIEE oL S EEE FHEEM 2 7ISERAN7H EI/UCH

3R HER, HERHR, VIR, £20 R § REF 2O X2 TYUS nTSIK| (=0 RER 22
TS0l mE XA RS HESHAM SAloll XHY Choll LixiEt M22 RS gfet 2IX|E et Aoz Mlsin
QUCH Z7I2IE TS0 U 0, ROHE TR o, = Rl FAIS T Hol: 2= 23 FAMEo AX| =0 R
SEE floll FAI2 X|7[HM AtEst= AlRolA 28t 2 Chfsil MI=skr | = Bict.

Master Artisan brush-maker Pihlmoo Yoo, who started binding brushes at the age of 15, trained as an

apprentice at a calligraphy brush store called Yemundang in Seoul in the 1970s. He worked at two other
brush stores, Woondampilbang and Wonbongpilbang, in the 1980s and became a skilled brush maker
in his late 20s. In 1988, he moved to Eumseong near his hometown and opened his own store. In 1993,
he reopened Yurimpilbang. In 1996, he researched and reproduced “Galpil," a type of brush made of
arrowroot, which had been passed down through an oral tradition. After working in Cheongju and Jincheon,
he set up a studio named Seokpilwon in Jeungpyeong in 2010 and has been involved in the entire process
of making brushes. In 2018, recognized for his value and skill, he was designated as an Intangible Cultural
Heritage of Cheongcheongbuk-do Province.

The artisan does not have fixed ideas of what brushes should be like. He uses unusual materials such as
arrowroot and lanugo hair and decorates brush shafts with Korean traditional multicolored paintwork called
Dancheong or mother-of-pearl inlay. He also makes brushes that are small enough to fit in the palm of a
hand. While making classic style traditional brushes, he likes to experiment with various forms and styles,
driven by his desire to create new types of brushes. He always attempts new ways when making and binding
hair, designing brush shafts, or determining shapes. While keeping basic principles to ensure quality, he

creates various types of brushes to meet the needs of each user.
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Beauty of Feathers
HE, SE 2
chicken feathers,
peacock feathers
20%20%2

2020

CHX|e] ofmL|
Mother of Land

S, B 2

chicken feathers,
peacock feathers
20%x20x3

2021

Hg|A S Boris HUANG

StetojoilM &Est= A Soi7F E2lA Y2 20|(lei)2tr E2|R= otet0] TS ZHol2t YES
HMIZStCE 2lol= Z2|dlAlor 23N &'t 'S K| S JESIH 28 25 HOIM THE
=

=
HO= eix Ut ULE KRB 0|2t YEL Sfololo] ME BojFOR 55| Y S0l MM

2|0l(poepoe lei) AEIAL| <AIHO| OFECIE>1 HHsI 2 w2 L2AZ F= 71200 2{0](kamoe
lei) AEFUQ| <CHX|2| O{H{L|>E H|ulsl & 4= QUCH

Boris Huang, a feather craftsman based in Hawaii, creates traditional Hawaiian feather leis
and capes. Leis represent “welcome,” “protection,” and “compassion” in Polynesian cultures
and are commonly made of flowers. Feather leis and capes are traditional craftwork in Hawaii,
where they were adornments reserved for royalty and served as symbols of wealth and power.
Feather leis were originally made of yellow feathers from the O’o and red feathers from the I'wi,
both birds native to Hawaii. But the artist uses feathers from chicken and peacock, instead
of those from extinct or endangered birds. Different patterns and textures are created
depending on how feathers are cut and placed. Beauty of Feathers, created in the poepoe
style, looks wispy and fluffy, whereas Mother of Land, done in the kamoe style, looks flat

and dense.
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T &t sts

Clouds and Sky

HE, SEM AL, ZAZ HO= 20 A,
chicken feathers, peacock feathers,
latch hook rug canvas, thread
96.5%2.5%x50.8

2019
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Wedding Box with a Quilted

Panel Adorned with Colored
Embroidery of Ten Symbols

of Longevity Designs

FH| =27|E Heitz o
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=
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AH
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, paper,
(lacquer)

silk, silk thread
wood, ottchil
70x37x50

2021
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Colored-thread Nubi

with Ten Symbols
of Longevity Designs
silk, silk thread, paper

65%32x0.3
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Bride’s Fan with Peony and

Bonghwang Design
2, 3, H, HAL &0l
silver, gold leaf, cotton,
cotton threads, paper
26x28%2

2021

L

Coin Pouch

FF, 34, 8X]

silk, silk thread, hanji
15x17x3

2021

L

Stringed Pouch
FF, 34, 8]

silk, silk thread, hanji
18x27x4cm

2021

Inspired by the quilted pouch made by her great-grandmother among the heirlooms left by her
grandfather, Yoonsun Kim started working on quilting with colored threads. The artist is interested in
contemporary uses of quilting in addition to traditional quilting work. After following traditional patterns
for the first 10 years in her career, she started developing her own patterns and designing her works to fit
their functions. The artist uses strands of twisted hanji (traditional Korean paper) between fabrics instead
of cotton, giving more volume to her works. Recognized for her skill, she was designated as a Skilled Craft
Master in the color-thread quilting technique in 2015. Currently, she is running a color-thread quilting studio,
training many followers.

Under Korean traditional customs, a chest is a wedding gift chest sent from the groom’s house to the
bride’s house with honseoji (letter sent from the groom's father to the bride's father) and chaedan (red and
blue silk) before the wedding ceremony. The Wedding Box with a Quilted Panel Adorned with Colored
Embroidery of Ten Symbols of Longevity Designs features the ten longevity symbols quilted with threads
of various colors on white silk inside the red lacquered lid. She also carefully decorated various items in
the wedding chest with color-thread quilting. The cover wrapping the letter from the groom'’s father, a pair
of geese symbolizing fidelity, a five-colored pouch, and a jewelry pouch are all made with color-thread
quilting. Rather than the usual way of decorating with some embroidery work, the artist chooses a laborious
process of repeating tens of thousands of stitches. The artist’s unique style of color-thread quilting, created

with her wish for happiness and health for the bride and groom, reflects her attitude as a crafter.
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Metal artist Hyejeong Ko observes nature. The artist, who spent her childhood in Jeju, finds
the principle of artistic creation in the imitation of nature and uses common plants as her
subject to create metal pieces. She seeks to form her identity as an artist in the process of
capturing an image in nature and designing a form through her subjective interpretation.

Dandelion Bowls and Dandelion Drops are created with dandelion spores as the subject. The
artist observes the shape of spores in detail, gets a good grasp of the shape, and shapes a
form. Tiny metal spores are created in the same design but have different sizes, depending
on the size of a bowl or a drop in the works. They are minimally connected to build a repetitive
and collective structure. The outline created by the collective structure of tiny delicate metal

spores gives the form to a vessel and presents a simple sense of movement.

pSe W
Dandelion Drops
HE sterling silver
14x14x17
13x13x10
10x10x11

2020

gsy o=
Dandelion Bowls
H2 sterling silver
23x35%10
15%28x7

17x13x12

2021

2sy IR
Dandelion Bow!
H2 sterling silver
42x30x10

2015
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Untitled 2
E, FER
porcelain clay,
transparent glaze
30x30x45

2020

2H5 3

Untitled 3
g, FER
porcelain clay,
transparent glaze
27%27%31.5

2021

Early in his career, Jongmin Lee, a ceramics major, repeated reproducing various shapes and patterns
of classic white porcelain. When he had the technique internalized, he made changes little by little and
developed new forms and skills after adding his own sense of volume, patterns, and techniques. Through
continuous experimentation and technique research, he created his own techniques and designs by
engraving patterns on the surface of white porcelain with a graver that is as thin as a needle. The artist has
been raising the value of his artworks by drawing on their uniqueness, which makes it nearly impossible to
reproduce the same pattern.

The artist expresses his impressions from nature with delicate patterns in an abstract and irregular style on
the surface of a voluminous white porcelain completed on a potter’s wheel. Impressions from tree branches
swaying in the wind, gentle waves, and sunlight reflected on a flowing river are engraved on the surface
in textures with different densities, depending on the observer's distance, angle, and intensity of light. In
particular, in his recent works Untitled 4 and Untitled 5, the artist attempts the flow of new lines. Voluminous
lines raised along the surface intersect with fine scale-like textures engraved first, creating a multi-layered
three-dimensional effect. Viewers can get a glimpse of the artist's new approach and attempt to find new
images of white porcelain, while exploring different decorations and structures coexisting in their own

individual order.
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Michael Velliquette, an American artist, creates paper-based three-
dimensional sculptures. His pieces are made by repeatedly bending,
folding, slicing and assembling paper. The artist designs structures in
stages based on a good understanding of the strength and pliability
of paper. As his works require precise cutting and assembling for
symmetric and repetitive structures, it takes up to 500 hours to complete
one piece.

His works evoke complex mechanical gears or highly decorative
architectural pieces. He cuts single color paper of certain thickness
into small circles or squares before assembling them in various ways.
His paper sculptures, which are abstract and structural, create a sense
of space and three-dimensional effect through myriad shadows and
convey images of unrealistic reality. Lyrical and descriptive titles further

enhance unrealistic feelings.

231517 701 2E 42| HO|X| 4=

THOAM A2 SECt AZ0] mojct 22lo| &2
It rises up in wordless gentleness and 2etet 3 elzict
o flows out to me from the unseen roots Our newly awakened powers cry out °
e § of all created being for unlimited fulfillment §
///// g Z0| paper &0]| paper %m
//// gT 19.5x19.5%44.5 20.3x20.3%x76.2 gT
@ 2021 2020 @
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All seeming things shine with
the light of pure knowledge
Z0| paper

20.3x20.3x45.7

2019

ajue|eds3 wir @

ajue|eds3 wir @

ZExel Sdol AHEE= At

The love that would soak down
into the center of being

Z0| paper

50.8x50.8x20.3

2020

M=ol B2 2E R0l EXHECH

The gates of heaven are everywhere
Z0| paper

62.5x53x5.5

2021
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Line and Surface XX

27, e F, ol
urushi(lacquer),

urethane foam, hemp cloth
35.3x35.4x9

2016

Mt ZEH XIX

Line and Surface XIX
23, B F, ol
urushi(lacquer),

urethane foam, hemp cloth
35.7x35.5%8.5

2016

HIEZe| S8
Flow of Wind

23, QESE, M), LIS

urushi(lacquer), urethane foam,

hemp cloth, wood
149x29%23
2020

Ef7|Al O]7t2} Takeshi IGAWA

o] LUK} EPA| 070t SIS OfR] ¥ UHESIE WAloZ 20| 747 NS MZo HeEg
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U2 HHAfSHS HBO| MK 152 BHEE 4 lck
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T II2E 71 NS 71RO 2 st Sefof MAPl 242 MAT U SHYS HHC

Takeshi Igawa, a Japanese lacquer artist, pursues lacquer’s natural vivid color and luster
through the application of several coats. His works are a combination of black or red lacquer
with simple but structural shapes and viewers can observe changes in surface shades with
the reflection of light along the outline.

He mainly employs the dry lacquer technique, where many layers of hemp cloth soaked in
a glue and lacquer mixture are applied on a mould. Line and Surface series, which used
black lacquer, depict lines that appear to be folded inside the bowl with a narrow foot and a
wide mouth. Flow of Wind, coated with red lacquer, evokes a sense of flight by adding linear

elements to a thin and horizontally long square shape.
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Windy Chien is a San Francisco-based knot artist. Knot techniques, which
tie and tighten strings to create different patterns, have been used as a
means to tie around an object or join two strings and even prehistoric
hunters and gathers used them for hunting and carrying. The artist, whose
interest in materials reaches as far as decommissioned fire hoses, seat
belt webbing and climbing ropes, seeks to explore the empirical, physical,
cultural and aesthetic values of knot art.

The artist pays attention to tension coming from the direction of pull and
forces working together and highlights the beauty of the line in knot art.
She has learned diverse knot techniques by collecting and researching
reference materials on almost 4,000 knots used across all times and places.
She reinterprets skills used in certain regions or by certain groups through
her site-specific installations. In 99 Knots, viewers can compare and
appreciate knots of various patterns and sizes created with different tactile
senses and skills. Circuit Board is a wall piece where ropes hung from the
ceiling to the floor are twined with horizontal ropes. The pieces showcase

composition and technique reinterpreted through the eyes of the artist.
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Sungjae Han, who majored in metal and wood craft, worked mainly on
storage furniture early in his career. His memories of music led him to an
interest in sound. He ended up focusing on creating audio speakers that
combine the form of furniture with a sound system. He regards a speaker
not as a device that plays music but as a device that summons memory, thus
naming it “Acoustic Memory.” Up until the early 2010s, he worked as a solo
artist and then in 2013, he brought together experts in different fields, such
as metal, wood, leather, acoustics, and design, to establish “AnalogiZm,” a
design group which produces sound equipment as art pieces.

Sungjae Han presents two works in Part 1 and Part 3 of the exhibition. They
share the theme “burnt offering ritual,” which refers to an ancient ceremony
of burning animals on the altar for the sake of human well-being. The
Burnt Offering in Part 1 is the artist’s attempt to express condolence and
remorse over animals sacrificed for human desire in the form of an audio
speaker. The smoke from the burning is replaced with the sound from the
speaker and the sacrificed animal with the artificial animal hair. Through this
sacrificial offering without sacrifice, the artist seeks to provide an ethical

reflection on the form of desire as one of the inherent human natures.
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Flapping Bird
=, SFLHR brass, walnut
20%20%30
2021

Before he graduated from university as a metal art & design major, artist Kwanghun Hyun
began to develop an interest in moving mechanical devices. His first gadget was the camera.
The artist, who liked mathematics in his school days, analyzed and designed the mechanical
structure and movement of the camera as if he was trying to solve a mathematical problem.
Realizing the importance of the camera’s temporal mechanism, he shifted his attention to the
watch. Since he could not find any training opportunity on mechanical watches in domestic
educational institutions, he taught himself by watching video clips from overseas while
continuing his experiments. He bought a 100-year-old vintage watch from an online auction
site and disassembled and assembled it repeatedly. In the process, he got to have a solid
grasp on the mechanical system of the watch. Recognized for his skills, he was invited to the
prestigious Grand Prix d'Horlogerie de Genéve (GPHG) as a jury member representing Korea.
His works presented for this exhibition are divided into watches and automata. Both watches
and automata share a structure in which a basic device called a cogwheel moves with a
temporal and spatial difference. Automata, basically a combination of moving mechanic
devices, are moving dolls or sculptures that combine scientific principles and artistic
imagination. Users can give life to automata through their active participation. The artist’s
watches also require the participation of viewers. Analog watches, which are powered by a
wound spring, serve as a medium for forging a sympathetic relationship between the object

and the viewer.
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Singing Bird
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Caren Hartley, a bike frame builder based in London, creates handmade metal bikes. As a
metalwork major, she builds bespoke bike frames based on her understanding of materials
and precise metal craftsmanship. Her bikes, which employ a variety of metalwork techniques
such as welding, soldering, piercing, and wax carving, are custom-designed to meet the
needs of each rider and completed by hand.

Steel and stainless steel are used to ensure a comfortable ride and safety. Depending
on orders, she builds both regular and race bikes. For the Biennale, she presents a multi-
purpose four-season gravel bike, which ensures stable riding on both paved and unpaved

roads. The bike, which features a gradation of blue shades from emerald to navy blue, strikes

awonderful balance between beauty and function.

ISEN {34 AHAIEE a2lE XA

ISEN Workshop All Season Gravel Bicycle
AHQIEA A FH2, J|EF XHE

stainless steel, carbon, other materials
40x100x164

2019 99
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Part 2. Life _ The Aesthetics of Everyday Life
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Life refers to force through which organisms breathe and move. In order to sustain life,
humans must undertake to experience the outside world under their free will. Activities
for sustaining life comprise living, and living leads to social activities and hobbies based
on repeated daily activities connected to food, clothing, and shelter. Crafts are both
basic items for everyday living and special objects that can reflect individual tastes.
Following the outbreak of the recent pandemic, we have increasingly begun to examine
our surroundings and lives in detail, and this has newly illuminated the value of ordinary
everyday life.

1

The second section, “Life: The Aesthetics of Everyday Life,” emphasizes the
interdependence between humans and nature and introduces craft works from
everyday life that are required for harmonious coexistence. To effectively convey the
value of everyday life, it unfolds in the order of crafts relating to clothing, food, shelter,
and upcycling. From fashion and art jewelries that reveal a social and aesthetic identity
through their tiny sculptural forms, to tableware, furniture, and lighting that satisfy
both functionality and aesthetics, to upcycled crafts that give a new regenerative
meaning to abandoned objects, this section introduces works that enrich people’s

daily lives.
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Somporn Intaraprayong, a Thai textile artist, creates various clothes and accessories using
natural dyes and hand sewing. She dyes natural fabrics such as cotton and linen with indigo
or clay before adding stitches and embroidery by hand.

Her major works include various types of tunics or ponchos decorated with freely drawn ants
or human figures. As her clothes do not have sleeves, they are relatively free from patterns.
Characterized by unique decorations, her works are often used in sewing classes. She
supports education projects for disadvantaged children in her region with proceeds from the

sale of her works and promotes shared growth with local communities.
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Pullover Vest
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Tunic with Ants plain woven cotton, indigo and
2oz X H mud dyed cotton calendared
handwoven cotton with egg white

70x85x1 72x75x1

2020 2020
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AHELY7| AR ol (E5K)
Mountain Top Top
2fH[of] AL

hemp with cotton yarn
60%63x1

2020
=5 =21 4o (EK)
Rice Field Top

indigo and mud dyed cotton
calendared with egg white
69%92x1

2020

iz
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Coat of Patches
N ]

cotton scraps
57x101x1

2020
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JHol =] HZo|
Wall Hanging with Ants

o2 HMSHT AR SRt FES

RS

indigo and mud dyed cotton calendared
with egg white

115.6%266.7x1

2019
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BiSiK e X=2 ME
Baenaetjeogori_Jatmulim Set
715 2 organic cotton
100%x100x1

2021

=4 Geumseong KANG

234 27ts 300 B8t BES HR0] HI-TRAS AIRSIACH ZI0IH S T EAfls 2550 Hetsld vlats 0jgoz
AOlCt CHE SRt Aol HMO 2 HiHet 0122 BHS0f FAIR QIZTILIOICL Rteio] 7ol 7[51ataol K 2hst HEr DL &0l
A ZBO 2 CIY22 0| XIZIS 20| RIZHSIZICL Tefols A4 Ei Clerst THEIS 8815101 CIAtRlo] HatE F0f O|F, MEAZE
S CiYEt 4R ZoIES Mol Ut

Ol FAIOIA B7HS OIS S 9ot RS BRI <F HIUHDEI>E At A2 X O 712 FAlof, eI A7 [o|= 0b |7}
ZYSPH H451712 Biats 013 S 7l RNEOZ BHSIUCH MS0ILE A2 A2 SHAE WESH BHS0| L 22 ot NS
steishl Al <R T2]_St2E ME>E S BAC  oojo] #2S 7|9t ivtol Hizto| EEHE ZHolCt,

Geumseong Kang started sewing in her mid-30s when she started learning to quilt. She takes inspiration from her
maternal grandmother, who used to make pillows and blankets from fabric of different types and colors to match each
season in order to create a comfortable bedtime environment for her grandchildren. The artist’s earlier work featured
a range of bedding with geometric jogakbo (Korean traditional patchwork) patterns and creative color combinations.
More recently, she has created various fabric crafts such as clothing and household items, introducing changes in
design by combining embroidery and diverse patterns.

Kang presents a set of garments for a newborn. Baenaetjeogori introduces a jacket for newborns in the basic form
without a git (collar) or seop (panel attached to the center front of the bodice), with long fastening ribbons that wish
the baby a long and healthy life against the backdrop of the current pandemic. Baenaetjeogori_Jatmulim Set, in which
a pine nut-like pointed shape made with saekdong (colorfully striped) fabric or a triangular fabric is sewn onto seop to
ward off bad luck and decorate the outfit, expresses the artist's wish for the baby to have a happy and healthy future

with the addition of a small decorative piece.

= Hiixna|
Baenaetjeogori
G silk
50x50x1

2021
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Daesung Kim became an apprentice of his father Dongsik Kim, National Intangible Cultural Heritage No.
128 in the field of foldable fan making, in 2007, and completed the training for certification in the National
Intangible Cultural Heritage of foldable fan making in 2019. He takes pride in the fact that his family has
carried on the tradition of foldable fan making for five generations, to reach the present day. Although
fans are not so commonly used these days, the artist is devoted to creating a fan with contemporary
sensibilities, emphasizing its eco-friendly aspect.

Hapjukseon refers to a fan made by thinly splitting the outer part of the bamboo and then bonding the
split pieces to make the ribs of the fan both hard and flexible. Kim's entry to this exhibition Hapjukseon is
made exclusively of healthy natural materials such as bamboo, hanji, and glue. He does not see a fan only
as a functional craft item for summer. Instead, he presents it as an emotional and stylish object that can
subtly convey consideration for another person with the breeze and shade it provides, creating a variety

of variations in the colors of hanji and patterns of bamboo carving.

2 (SN, ZFM)

Circular Fan (white, black)
BIX|, WFLR, AAE2LR
hanji, jujube wood,
cocobolo wood
60x37.5%4, 56%37.5x4

2021

113

=M (O]LH/THARY)
Fan — Hapjuksun

CHLFR, R SHR|, CHELHR
bamboo, natural dyed hanji, jujube wood
37| Y various size

2019-2021
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KIM JONG PIL glasses_001-009
MEZ A OLMIEHIOIE,
AHIQIAAL

cellulose acetate, stainless steel
37| kY various size

2012-2018

Xt&E2]_001-011
Leftover_001-011
MEZ A OIMIEIOIE,
AE|QlRAAE

cellulose acetate, stainless steel
37| kY various size
2021

XHE2|_004
Leftover_004
AEZ A OMMIEIOIE,
AHQlAAY
cellulose acetate,
stainless steel
13x15%x3/0.010kg
2021

AES= Jongpil KIM

199614 2t SET0|M S 2o o Cixtel A7tol LSS & B 27H= AHle] BMES THE0] 2612 200 Hiff 25
o

30Ich. I= otdo| thas| Al mFo| =77t ofl AFEXIL| Tt BiE =2{Ui= M2 WZIStCh 7HH2 OMIHI0IES FHEZ
S5o Mzt Chefet IHEIS XHZ0l| CIXHRISHo 72| oF CIXIRIS MStA|7 |1 QT

A7b= 22 AFSZ0| HORX|T HEEE0| {2 SUAE SRE MZ 2 ALSSH0] CHet CIXIRI2| otdS MEQIT 19 otdoll=
22 M35l HAESR Lt T2 2t TS ZZs7LE 40| 71M0f st tHEEE 26| XI7|X| 4= mHS0] =elct
2 27t XIRER M Rt FEY2 2 CXIl HEE Fof, 4= 0[2] JHEE 2R0| E2{Ui= CIXIl Dt eXSstE
n2{et Clxplol &5t Ut

Jongpil Kim won an eyewear design contest in 1996 and has been focusing on eyeware design for over 20 years with
his own brand. He sees glasses not only as a tool for enhancing visual acuity but also a medium that embodies users’
individuality and style. He is upgrading his eyeware design by applying unique colors and diverse patterns, employing
acetate as a main material for its lightness.

The artist presents eyeglasses of various design using plastics, a material that is used more often recently but has a
low recycling rate. He ventures outside the norm of typical eyewear design by emphasizing the texture of each plate
cut out manually using a jigsaw and by not strictly observing the symmetry requirement for glasses. He explores
design variations with free curves and flexibility in form and focuses on developing a design that fully embodies users’

individuality as well as ergonomic design.

N
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ZHO| E HIE XAREA 2EY £ WA =, Bl FMES ST Cret AlZA 2y HEE
al&stn ACt

Ol TAlof EZ 2HE <HI0|Z0HR>2 7H=0ll M ZES & AEZ0ICh I7|7H CHE & 72| 7ol
B o H3HE & RS HEEMEE E2 shsM7IX| HoiE T2 L0 Mt 0] 2E2 L3
AHE0|l st ZZtalS Zxstnxt ATHls DEIEZ C|XIQISIICE BFETXQI XIH MMEE AHESHO]

X|& 7Hstt 7HxIE S ofstAC

Soonjoo Jeong studied fabric art and learned dyeing techniques in Japan in the early 2000s.
She took more interest in leather dyeing than general fabric dyeing and explored a way to
apply traditional indigo dyeing to leather. After years of research, now she has become able
to freely control the tone created through indigo dyeing, experimenting with broad variations
of visual textures through dyeing.

Takeout, on display in this exhibition, involves natural indigo dyeing on leather. The
project presents two types of differently-sized bags which are indigo dyed with 18 levels of
brightness from dark blue to light sky blue. Their design is based on the motif of a paper bag
to warn against the excessive use of disposable items. The use of natural materials provides

sustainable value to the project.

Elo[=20tR

Takeout

7=, 7Y

leather, indigo dyeing
24x10x47

30x12x55

2021

17
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Takeout

7t=, %Y

leather, indigo dyeing
24x10%x47

30x12x55

2021
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The Place Where the Camellia Was
2l M3, g, 2ol o, 43 A58 Hd
linen, silk, wool, rayon, cotton,
silkscreen, vinyl

120%29x1

2021

A
=
rlo

Jaeeun JEON
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& 2 A S, ot & Hi=E
= MEZol 0= =AU CHAe el 2ol Ze H= A= o=
RAME QlYE X 22 F7|1 O MRE F7{=2H & 280l Aol ddnt
7|9s =5t M22 TS L= A0 FYAE HisHO| 24, 0|, 2=
J2|n A3, =, LE S 62 22 MEZC = ME|0f RAMEIC
o|tHoll EZ & =7te| E2 F SFE Lot siitb=E <SH20| DU 2>
Fol Moz FHE MAPERl Al2|=et <AIFel &H> Fo| Moz H2 M|
FLIERZ 7E FYH0| T 72HQI QUTHE Al2|=0|tt &2 X OE F 372
AE2 HTIIA LhxHE CHE S912] 719, Y4, 2dE dRel MEdE 850

Jaeeun Jeon studied Western painting but became fascinated by the
texture of cotton cloth and stitches in the late 1990s. The artist takes
inspiration from various literary works. She converts the impressions
depicted in language into her own writing and again into fabric, creating
a new form by combining her imagination and memories with the original
literature. The nuances of language are depicted through the spacing,
depth, and density of stitches as well as the texture of various fabrics such
as silk, cotton, and knitted wool.

In the exhibition, the artist presents two types of work: a narrative series
consisting of lines similar to The Place Where the Camellia Was and
an abstract and structural ornament series similar to A Poetic Scene
featuring units of relatively wide planes. These two types of works, which
are similar but different, express the different layers of memories, places,
and impressions stored in the artist’'s mind in a poetic rhyme or a prose-

like structure using the texture of fabric.

wol & 20| A
A Place in the Night Forest
2, A3, 2 ejol2, ¥, A3 A3 HiE
linen, wool, silk, silkscreen,
rayon, cotton, vinyl
125%33x1
121 2021
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A Poetic Scene

2, g A9, A3AF2
glol2, #, HIg, 2loja
linen, wool, silk, silkscreen,
rayon, cotton, vinyl, lace
52x196x1

52x158x1

47x165%1

2021
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Shawl!

£ wool
200x120x2
2021

Asl|gt Hyeran KIM

MQET} L6222 BME(Knitting, #FY) 22 Sict wIilol2ln e B2 HES A2 2|8 HED
= ES ghEsth= 7IHolch 2HME RES2 FETe7E n2jo|2 2 Ao 2EI0] H|uX AtFED
A=HM0| I 70| = M7 |X| =Ct

<Ghlo| FS 2lsli>= A7t 22l 0l20|c S Q10| At8st= 84 WEV|E At8st0] TS| &
SM A MO, HEE ZANERK)E MEISIH F20| £ 7HH &F0|Ch 27H= Z2LNM97t
S22 M2 L0IM 0I22] 7|51t A& nllotH, 0I5 S F2 M =2 M8 4 U= Ao F2!

Textile artist Hyeran Kim works with knitting, a technique that repeats the process of creating
and connecting loops with yarn. Since the finished work is basically made of loops, the
movement of yarn is relatively free and highly elastic and it does not get wrinkles easily.

To Save Your Sleep Not Dream is a duvet with sleeves. The duvet was knitted slowly, strand
by strand using a manual knitting machine. Made of woolen yarn, it is light and comfortable
to the touch. Reflecting on the function and role of a duvet in our new daily life brought about
by COVID-19, the artist proposes a duvet with sleeves, which allows users to move their arms

freely while keeping them warm under the duvet.

125



126

StM|At2| Textile-Fashion Accessory

25 MY PART 2. LIFE

‘40| =3 Tools for Conviviality

e
(=]

gilo| &= ¢lal

To Save Your Sleep Not Dream
2 At wool threads

180x160x2

2021
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Behind Neck Jewelry

I Ute EITZENHOFER
Oi: BlF2] 22[AE(E2|0 #=), 0I2EER,
} %{2|, Z2tAE(ZARH)

AN ZIF, Z2, 78
rock crystal (clear quartz) with agate border,
makrolon®, keshi pearls, sterling silver,

sulphur, plastic (from packaging)

_ 30x30x1
SO 27t 28| QST =E FATE MHZ QIZhnt XHH, QIZkp Al2|2| 2HA|1S BTt =2 RE 2013
HAMX|of| $IXISH E2|o] CHEtm(Trier University of Applied Sciences)OliAl 244 CIXtolg mgstn
QU= R7He HETOIT el WAL 2 TR S MeHBIC
A7t M FuTE QU A2t SO XEEHA HEE MM 2HEE ZEXME CEC AdHe R
TS O0IX| 1T FUSIALE ARZIXIX] 4= A2 Mlefoll stitstoll @l A Z0ICt Dielt SHHS HAJ0] X|H
2efel Rt TS ME AF2 AEXQ| M2t ZEsto] Jielel FEnt EFYE =afdict 27t=
2No| 22 S& T 12| SO XIS BT L2 MBstol M2l A, HElolM 28 T3
olgaig Paisict
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J
Y
2013-01 =Zo|
2013-01 Neck Jewelry
Ote, TIF, F2, 7& A2,
=l AEI(ZEA
o S 2tAE(ZYXH) [©)
= agate, pearls, <
::3‘ sterling silver, sulphur, g‘
L lastic (from packaging) L
= P =
5 30%x30x%3 g
g 2013 g
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J8][oNIA [2RUDIN @

I[N [9RYIIN ©

2014-06 EEX|
2014-06 Brooch
Ote, 2, /& 2
agate, sterling silver,
sulphur

6x6.5%3

2014

2014-04 E2X|
2014-04 Brooch
Ote, Y2, f& 2
agate, sterling silver,
sulphur

10%x9x1

2014

2012-02 EE2X|
2012-02 Brooch
2M(2h), 32 | X2
pumice stone,

sterling silver, sulphur
5.5x7.5%x2.5

2012

B[N [9RYIN ©

Ute Eitzenhofer, a German jewelry artist, uses jewelry as a medium to explore the relationship
between humans and nature and between humans and society. The artist, who has been
teaching jewelry design at the Trier University of Applied Sciences located in a German town
well-known for its gemstone industry, selects materials in a philosophical and conceptual
manner.

The artist's gemstone jewelry deals with what have undergone geological changes over a
long period of time. Gemstones that are formed in nature and do not decay or disappear
are the only material in the world. Works that bring out the original patterns and textures
of gemstones such as agate and amber are combined with the wearer’s body to reveal
individual tastes and characteristics. The artist embodies a balanced harmony between
materials, colors, and shapes by applying different designs to pins and rings used to wear

gemstones.
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Floating Ice

Ofe, E2

agate, sterling silver
7.6x11.2x1.1

2021

&

Tributary

Ofe, 2

agate, sterling silver
13x12.6x1.3

2021

(A1Zo)) 2|
Root

A2, F2

verde antique calif,
sterling silver
11.4x9.16x1.13

2021

OFZ 2|7} OFFA|O}
African Acacia

St MS, He

fossil coral, sterling silver
8.3x11.5x1.5

2021

5 Atat

Black Desert

M, H2

tiger's eye, sterling silver
7.4x10.1x11.7

71x7.3x1.7

2021

#4938 Yeonkyung KIM
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Jewelry artist Yeonkyung Kim deals with gemstones in her works. The artist, who studied
metal craft in Korea and jewelry in Germany, cuts and polishes natural gemstones to create
her works. She uses various types of gemstones and varies conception and production
according to the characteristics of each stone, creating one-of-a-kind gemstone jewelry.

In the Natural Phenomena series, she presents brooches. In her brooch pieces, abstract
shapes are carved inside gemstones or facets are slanted by 45 or 60 degrees. These are the
result of using industrial machines in jewelry processing. The artist experiments with new
types of brooches, imagining that gemstones from nature are “processed” through natural

phenomena such as weathering and erosion.
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silver, cubic zirconia,

south sea pearl, pink ruby,
chrysoprase, rosequartz

6x5%6
2020

HEX| 3

Ring 3

2, 74 X|2 3L ot
silver, cubic zirconia
8x8x7

2020

Karl FRITSCH
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[4]
u
Ral

Eo| FAT T Za|X|= BXIE IR RSt AMTR| ZEXSHA0IM MBS 325,
213 0|2 of7to|0|(Akademie der Bildenden Kiinste)ollA] SiCH of]& ZAITO| MTAXIZ UZHO|X|=
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Karl Fritsch, a German jewelry artist, works mainly on rings. He trained as a goldsmith
in Pforzheim and studied under the tutelage of Hermann Jinger and Otto Kinzli, who
are regarded as pioneers in contemporary artistic jewelry, at the Academy of Fine Arts,
Munich (Akademie der Bildenden Kiinste Miinchen). In 1994, he established a jewelry studio
in Munich and has been producing works in New Zealand since 2009.

The artist's works reveal the charm of contemporary jewelry. Compared with traditional
jewelry that requires a smooth surface and a meticulous finish, contemporary jewelry,
which focuses on the “act of making” itself, is characterized by free composition and bold
expression. The pieces in his ring series, which use oxidized silver and combine precious and

imitation gems, present an original composition and a rough finish. It is the works' free spirit

not bound by a frame that grabs viewers’ attention.

Hix| 2

Ring 2

2 85,

el X|=23L ot
silver, carnelian,
cubic zirconia
5x5%10

2020

2, 74| Xl= 3L ot,
ototop2l &A,
BAE N, S5 M,

=24 DX AHIOI]

S=T

A

silver, cubic zirconia,
raw aquamarine,
raw moonstone,
raw chalcedony,
carnelian,

sapphire imitation
5x3x9

2020

HEX] 1

Ring 1

2, 74 X|2 2 Lot
silver, cubic zirconia
2x2x10

2020
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Tears

LR, &M, "2

wood, zinc galvanized
steel, sterling silver
14x45%2

2021

ag

Heart

Al2|Z, 750 2, #s
silicone rubber, 750 gold,
nickel silver

13x8.5x2.5

2020

2

No Title

LR, A2|E, A, HE
wood, silicone rubber,
thread, nickel silver
13x13x2

2020
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Jewelry artist Dongchun Lee majored in metal in Korea and pursued further studies in
Germany. He has been evolving his formative art world through steady creative activities
while establishing himself as a bridge connecting the first and second generations of Korean
jewelry. Since 2001, he has been putting on exhibitions that are significant in contemporary
jewelry archiving in Korea, revealing his sense of responsibility and mission as an artist,
planner, and educator.

His Flourish Wither Series, in which he has been involved till recently starting from 2014,
highlighted ornamental elements that maximized the physical properties of a material in an
asymmetrical composition. In contrast, the necklaces and the brooches presented at this
exhibition use symmetry as a basic composition. Moreover, a closer look can tell us that the
artist sought to control materiality while pursuing small details. These changes lead to similar
but different cracks. In particular, the use of silicone, a synthetic chemical, in the brooch work
as a main material considerably widens the ironic gap with the title. The artist used to use
wood as his main material to imply temporality and spatiality at the same time and represent
life, growth, and extinction. Recently, he has shown a tendency to refrain from using wood. A

series of these changes raise our expectation for the continued evolution of his work.
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Mind

A2, AT, g, 2
silicone rubber, horsehair,
nickel silver, sterling silver
14x29%3

2021

o=

Mind

A2 E, WS

silicone rubber, nickel silver
13x9%2.5

2021

o2

Mind

LI, A2|Z2, #E
wood, silicone rubber,
nickel silver
14x8.5%2.5

2021

S

No Title

LIZ, ¥Es

wood, nickel silver
20x30%3

2021

Lo
==
Tears

L2, H2|2, e

wood, silicone rubber,

sterling silver

20x20x4
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Z7|Hl0ll 7I2 ol x|
Tsugite Ni Mayu Yoko

HHE Mot HEZ &, &t 54,
2, AHQlR|A A
mammoth ivory, buffalo horn,
pressed amber, sterling silver,
stainless steel pin
4.3x1.6x3.5

2020

Z7|el0l ol S

Tsugite Ni Soramame

HHE ot HEZ &, et SHt
T2, AHQIRIA AR H
mammoth ivory, buffalo horn,
pressed amber, sterling silver,
stainless steel pin
5.8x1.9x2.2

2020

=7|H[oll 7HExt2] Foll 2R
Tsugite Ni Mayu Heri

HHE H0f HEZ &, o5t 54,
2, AHQR|A A T
mammoth ivory, buffalo horn,
pressed amber, sterling silver,
stainless steel pin

5.8x1.9x2.2

2020

=7[ellof 7Ha]
Tsugite Ni Ari
THHE &0t HER &, o=t S,

He, AHQlalA AT T

mammoth ivory, buffalo horn,
pressed amber, sterling silver,
stainless steel pin

5.6x1.7x2.9

2020

FolHol ® &

Kumite Ni Ten Ten

HHE ot HEZ &,

T2, AHQI2|A AR H
mammoth ivory, buffalo horn,
sterling silver, stainless steel pin
4.3x1.5x3.3

2020

AE =T[H|ofl 7t2M

Tsugite Ni Sen Yoko Kuro
HEZ & 2, AR AR H
buffalo horn, sterling silver,
stainless steel pin

6x1.6%x2.7

2020

Folelofl M2M

Kumite Ni Sen Tate

IHHE 40t HEZ &,

2, AHQRIA AR
mammoth ivory, buffalo horn,
sterling silver, stainless steel pin
4.6x1.7x3.4

2020

Fumiko GOTO

Joi
o
al
d
Hm

U A} 0| DES AQA HPUS JI¥O 2 ZETI0IR} Cixfolu, BAIT At BEstn Ik
3040 i 7I7H 59t 715 MRS HOHE It Aol ME ZAS0IM SHE WS st YA
xt85101 <70lel L| 27|BIMEFICHF)> Al2lx ZATE Muoict

AE2 Z2WS U HZE & 2RWS UE S NotE Zalsts WACR NAIC B
IR SOl thHIE 0|2 £ M2E 2F DYO 2 B B <F0[EH(F)> Al2Ixet 2N BYoz
B B <XV [T >ARIEE TEEID, UL AFols U2 HS DE|SS © S8 HAS REYUCH
Bt £HIS 2l0) 2 4 U= HERIO| A= BIY IS HS 4 U YR HE SHKI0A 0fo[CIolS
212 Zjo|ct, 7tol HES ATQ! sl foll §IXI3 BHt 2af|of A CHOEIAC

Fumiko Gotd, a Japanese artist based in Basel, Switzerland, works as an architect, designer,
and jewelry artist. As she has been practicing architecture for more than 30 years, the artist
borrows the dovetail technique from traditional Japanese architecture to create the Kumite
ni Tsugite (}BFICHETF) series.

The series is further divided into the Kumite (#83F) series, where materials are interlocked in a
concave-convex shape, and the Tsugite ({##F) series, where they are dovetailed in the shape
of a straight line. Black buffalo horn is connected with milky white mammoth ivory, featuring
the materials’ luster and black-and-white contrast. Amber ornaments inspired by Japanese
traditional motifs are attached to some works. Inspiration for the size of brooches, which can
fit in a palm, comes from traditional Japanese sweets called wagashi, which can be eaten

“in a big mouthful.” Her works are represented by Hannah Gallery in Barcelona, Spain.
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& 21-2
Confluence 21-2
AX|LR, 23, "2
wenge, ottchil,
sterling silver
21x31x10

2021

qrd Joohyung PARK

7t RO| 2oIX|2t M2 BHLX| 41, LIHX| E2X|2t W32 2H|RA9| mXE QHo| 2S5t
E27ts SEIE MEEUCE 0l= MS 0 M= YAI=Z0] 27| o|X|2F AXi2| =4 AtO] mEkE 29|
ZHERM 2712 R&0| FFE|0f ATt

Of the jewelry artists who are participating in the exhibition, Joohyung Park is the only one
who works with wood. She sculpts a lump of wood, seeking to find hidden forms. More often
than not, she uncovers forms by following tree rings, a pattern unique to each tree just like
fingerprints. The artist experiences the unity between the self and the object through the
repetitive process of applying and scraping out lacquer of various colors, developing an
original repertoire of formative art pieces.

The Confluence 21 Series is made up of necklaces, brooches and bangles. Brooches and
bangles create opposite optical illusions. Of the three brooches, two show both the inside
and the outside at a single glance, featuring a structure where the two sides seem to rotate
constantly but do not encounter. As for the remaining one brooch and bangles, it is difficult
to tell the inside from the outside like a Mobius strip. As implied in the title, it is the outcome

of the sensibility exchanged between the will of the artist and the physical properties of a

material along with the projection of the artist's image.

143

88 21-6,21-7, 21-8, 21-9
Confluence 21-6, 21-7, 21-8, 21-9

AR, 23, W2

wenge, ottchil, sterling silver
9.5x13x7, 10x12x7, 8x11x6, 9.5x13x7
2021
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n2E(5Z0))

Frozen — Necklace
A5h2 935, g TF, LIYE
oxidized silver 935,

fresh water pearls, nylon
15%6x58

2015

HOH@REARIE, BX))
Look — Ring (Frozen Series)
452 935, g TF, LIYE
oxidized silver 935,

fresh water pearls, nylon
4x3.5%3.5

2021

HOp(@EZEAR|x, 22X
Look — Brooch (Frozen Series)
452 935, Ha TF, LIYE
oxidized silver 935,

fresh water pearls, nylon
8.5%3.5x8

2015

ME SN Sam Tho DUONG
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Sam Tho Duong, who was born in Vietnam, immigrated to Germany after communists took
power in Vietnam and settled in Pforzheim. After studying goldsmithing and jewelry design in
Pforzheim, the jewelry capital of Germany, the artist has been creating brooches, necklaces,
and accessories using various materials.

The pieces in his Frozen series, which he has been creating for years, use as a motif snow
crystals forming on branches and fruits when the temperature drops below freezing. Using
silver 935 as a frame, he made holes at tight intervals and fixed freshwater rice pearls one by

one. The delicate and detailed expression of sparkling white snowflakes is outstanding.
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SME Saerom KONG

25 SAXHS MTHD SN FA FAT CIRfRIS BHHMOR st BAE A7k Ustmol
Untitled JHRIRE HATE HERO Qs THET E5t UNAIES HA0| (IO R AR50 Kistn Ut
gameds K7 ORAIOFRIONA T4 ATHEO! WS FHR 2 MEfsho] HAITOIA 7Ha S 40| Hl= Xfalof
rice, oxidized silver, resin
3.3+3.3x4.8 SIXIAIZICE AFZ O] AFEIR THRISF AN JIXIS XISHAIZ T MEAF|S R AL S HlatEs DY
2021 OIAlof ChE MRS M7 [5He Ateiska it

= FAO| EE8t <HSZOK| Al2Ix>E zbfo] =S0] FIokEl RHEO|C) Olaf X2l 7FRE WS stet
WS 20K 2 siot 22 HAS PESI Helo] DAS HOjLE AIBO| BA0|LE HOjXE Holrt HAS oA
Catkins 2 MZBI0 2 (oL AHE0| NS Kt o5t DHEHIC| S2 T AL BIsH AL,

&, ek, E Saerom Kong majored in metal art and design in Korea and studied gemstone and jewelry
rice, oxidized silver, resin
9.1x8.9x4.1

2021 items, which can be described as an antipode to gemstone in terms of value. The artist

design in Germany. As a substitute for gemstone, she uses ordinary and common everyday

selects rice, a staple for Asians, as her main material and places it at the heart of her
ornamental pieces. The artist substitutes and subverts the social and common values of
objects, raising questions on stereotypical perceptions of objects.

The Catkins Series, presented at the exhibition, is the fruit of her intensive labor. Rice is
processed several times with each grain taking a new form. In the end, rice loses its original
shape and looks like a pistil or fruit of a plant. New and unfamiliar impressions help viewers
break their stereotypes, bringing a breath of fresh air into their everyday life, just as intended
by the artist.

HEZOkX] 1
Catkins 1

o A2, 2T
rice, oxidized silver, resin

27%27.2x6
2021 147



148

OtEZFHa| Art Jewelry

25 MY PART 2. LIFE

o] =32 Tools for Conviviality

e
=]

OFL} Al =0 Janna SYVANOJA

20| TZE 27t QFLt AW =0b= FYZ|0M AU ZFak 74 CIXIRIS SR8k, 22 g, o+
Necklace Xt
TH=

=
HIASHC} 27| AT 22 Tl 50| SXIE M= 2 sh= HAI0IZ 2 olch
MEE B0l ZAh 2|2 & Ale N
=

recycled paper, 1980 SHHRE 2 ZXof 2als 7182 27t e XE, AR, MeHSE S +Tsln
steelwire, silicone cord gofa|ml FEetol FATE MESch |72 Mo 2 Hapd 0| Mol 2 S9I7H S0
30x19x5.5 2OZE EUH 558 A E THECH S0/0l HolUe QMEE= BEHH 9|2 28 22 mEHS
o agsto] ARl B S cisict

Finnish artist Janna Syvéanoja, who studied interior architecture and furniture design in
=223 Helsinki, has been working on sculptures, installations, and jewelry. She uses discarded paper
Brooch

to create upcycled art jewelry.
e B0, AL HelZ &

Her interest in environmental issues started in the late 1980s. She collects old maps,
recycled paper,

steelwire, silicone cord newspapers, and phone books, cuts them in chunks, and turns them into jewelry. The stack of
18x14x4.5 paper cut in organic curves reveals volume created by numerous layers and builds a unique
2013

structure. Printed information remaining on the paper forms marbling-like patterns on the

edge of the cut paper pile, adding a decorative effect.

HGE

Pendant

e B0, ZAL M2 &
recycled paper,
steelwire, silicone cord
13x7x5

2019

=Zo|

Necklace

e F0|, ZAL M2 &

recycled paper,

steelwire, silicone cord

18x9x9
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sl 45 4

Deep Sea Corals 4
Z0|, 2HIQl|lA A,
SAE 2

paper, stainless steel,
plastic, silver
13x13x4

2020

sl A= 5

Deep Sea Corals 5
0|, AHleA A,
E2tAE 2
paper, stainless steel,
plastic, silver
13x8%4.5

2021

a8l A= 3

Deep Sea Corals 3
Z0|, AHIRlHA A,
EdtAE 2

paper, stainless steel,
plastic, silver

TX7x4

2020

2 A| SEFH} Lucie HOUDKOVA

HZo| FIF 27t 2A| SEZHHE TISHOIHM AIZR e 2 ZI2 2 AES STl Cidet z2E
ArEstH 725 gTohs A7H= Z2 3 MIZlo] 2ME 7IX1 <E> Al2|= s ME0|1 Ut
h

7| <H> A2l=2s SYUo| MESIXt of|2AE 5t2l2|3| &2 (Ernst Heinric

2 3= &
U= "B HZX|(moving brooch)’0[Ct. OFX| #0IRU= HHRAMY ZEXt0] W2t CHE 2o 2 HAE
o UE FHE2 Ch2 Mo| HAIRS 2 ABS0] 7He J2{00|8 Stz FAIES HICE

Czech jewelry designer Lucie Houdkové seeks to create works that are both functional and
visually beautiful. She works with different kinds of material to explore structures. Her recent
interest in the underwater world has led her to the creation of the Deep series.

Her Deep series was influenced by the scientific illustrations of marine life in the book Art
Forms in Nature by German biologist Ernst Heinrich Haeckel (1834-1919). The Deep Sea
Corals is a "“moving brooch” in which small pieces of paper cut with a laser are connected by
hand. Just like a living creature, its shape changes with the movement of the wearer, and the

gradation effect of multiple colors blending gradually serves as an added decorative feature.

151



152

OtEZY2| Art Jewelry

25 MY PART 2. LIFE

‘49| =7 Tools for Conviviality

e
S

Ha7| Seulgi KWON

H27| A BE MIME 012 HATIIO MIO| S7IH0l 2812 IO R Bt AN, N, 29, ATS FH2
AT E NEBICE S5] Ak MEE BASsHs R 01Z0 HEteEEel Nal2e HEMRE ALt
A3} bSO CHEt AER! JHido] Ofo[2{LIS ERiuiCt Bt A=l XieiKtRz! 7+ E Qlaxte olBAAI 7B E
RISIRHS AIZbs NS Yoot 2ol on|S SEAIZICH XZ o ol Cierst RS o Alsiol chet Bolgts
YR 2US el At IR0 B7IE SAI0 £T5H TS AHAHS X145k Uck

Ol FIAIOIA XAIZ 91 <=H0] X20{ o] Elct> 2l 7o) 71 20| HE2 A7te| 22 AHH AZE Hof
ek Apto) SHiA S7 B SiLHs Ao DE| MOl ARSI SHEO| HS2 UMK 228 JHICH: Zolck
Soistale|Ent PO R HslTl LIRS BBl B2k £81 B70j2ts AIZVE ChIE 0120 it W2 Ashn Uk

Seulgi Kwon, a jewelry artist, uses the theme of creation, growth, division, and extinction based on the
organic cycle of cells, which are the smallest unit of all living things. In particular, the artist uses silicone,
a synthetic chemical compound, as her main material to give a form to cells, revealing the irony of
ecological concepts on animate and inanimate objects. She creates an optical illusion by combining
artificial materials processed like natural ones with natural materials processed like artificial ones in one
piece of work, neutralizing the meaning of materials. The artist, driven by her ceaseless imagination
and desire for the living expressed through different variations of materials and concepts, continues to
conduct various formative experiments to pursue freedom and taboo at the same time

The work Each Day Darkens into Night, presented for the first time in this exhibition, takes the form of
a long necklace with an open structure, which is a new formative attempt of the artist. The artist's works
feature motifs from the living and titles with ordinary metaphors. The transparent silicone and the black-

painted wood constitute a visual contrast between open and closed spaces, symbolizing night and day.

71

Memory

He|Z, ¢, o, EatAE g
silicone, pigment, thread,
plastic, feather

26x26x8

2021

20| XMZ0f Lol Ect

Each Day Darkens into Night
A2|Z, 2%, o, F, LR HelE

silicone, pigment, thread, gold,
painting on wood

64x24x11

2021

SEXH

Like a Spring Day

HEIE, R, d, BatAE 71E,

Li2ol 2 (871F+0tw)

silicone, pigment, thread,

plastic bead, gold painted on wood
68x30x10

2021
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2|E} AE HIER} Rita Soto VENTURA

=20l BEet 7145 N°21 2ol 27 2lEt AR HISHE YES B2 CHUE WNTE MEBICH S SAE YEo2 MAF HEIE e
Necklace_Quiltra Parasite N°21 Zajlo] el Z0IE F2U(crin)e] HES ASBICL FB YB0| A2 MRE HEsl0l TAH UEE s Ais
2T, HOlE AR, A2l d 2 ol mzig| THR| HEX| =S AMEO

e _ 20| Hl0] U= SZ0|, BN, 22 x| S M=QIck
horse hair, tampico vegetable fiber, ~
copper thread F7he <HEX 7|M> N2I= F SZo|e TN, B2X| S8 AJHBICH O] 7|ME0| Mok MEX 7|4 FHZ
120x20x20 7IMET 4% Al0l2] ERLIGHE OIET} ZErS BASIS 0| HB2 JILCZt 4R S £ XAOR 0| BMBICL 2B
o Hh= X0 2 XX ZTES 33 B0l RIS B0 MR 71, FHISHEH, AR HSC| oJ|E Holtict

Chilean artist Rita Soto Ventura uses horsehair to create various jewelry pieces. Her works are inspired by
BE2X|_7|4E N°7
Brooch_Parasite N°7

= o X
2%, gulm ASNY, dalE A, 2, U

Chilean folk craft tradition called Crin, a technique of weaving delicate patterns with dyed horsehair. She
secures structural strength by combining plant fibers with flexible horsehair and creates hollow necklaces,

) - ) bracelets, and brooches.
horse hair, tampico vegetable fiber,

silicone threads, silver, steel The artist presents necklaces, bracelets, and brooches from her Existential Parasitism series. With
10x6x6

2020

the theme of the existential parasitism in which parasites live in nature, her pieces embody the absurd
dependence and collusion between the parasite and the host. The outcomes of numerous repetitions
create the volume of three-dimensional space and convey the meaning of material and technology, theme

and expression, and history and tradition.

=N _ZEz 7] 45 N°20

Bracelete_Quiltra Parasite N°20 -
L3, HolT Alede

horse hair, tampico vegetable fiber

15%x15%6

2019
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stgel 3711

Size of a Day |
Z2|0l|AH 2 0|4, 27tXt
polyester mesh, organza
200%30x%5

2021

stEe| 27111

Size of a Day Il
Z2|0fAHIZ o4, 27Xt
polyester mesh, organza
12.5x11x15.5

13.5%11.8x13.5,
14.5x11x11.5
2021

02
fol
re

Hoyeon CHUNG

I HSHE AMZES TR ZAITE EHS EEET JIHR HRE S8X0|1 XIRE: ZusEs
MEO|= Z7t= Eo| Futd0| =2 Z2(0|AHIZ HAIt 27Xt S8 E71 AMSSICL of2] e AN
CIYst SRIE Hist=0l X A= 2 S92 Ato|e] S7|7HK| HEZL 2 §40610 RE22
S2ojZe ESsit

=H0|2t HEX|Z 78 <52 F7|>= AlZhe| HeIE stF'2 QlAlst g AFF 0|t 2Tt=
Jielel sHRE AtZtolzte 28l "El2 ESistn, &0 718 FYUstH 20§ SS6tch 23|
ApAloflA|oE &SE uf =2 4 Q= AZES BO|2 Boish 2E2 2tgXte| AlAet Pt HES SEIUS
Meolct

Hoyeon Chung explores the world of jewelry with time as her main theme. The artist, who
uses soft and light fibers for spontaneous and free expression, chooses polyester mesh
and organza for their shimmery and translucent quality. By layering several pieces of these
materials, the artist can express the depth of various layers in her works. Even air passing
through each layer can add a soft sense of volume.

In her work, the Size of a Day, which is made up of necklaces and brooches, the artist sets the
unit of time as a “day.” She expresses an individual's day in a closed form called a square and
injects air into it to give volume. The pieces, which express a time devoted fully to oneself in

volume, present smooth movements when they meet the body of the wearer.
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Agile Topiary

23, 4R, 3£0|, 8%,
FtE&A Aot ats, g F,
HIE|X| =Xt 7 &, Ast2

cork, wood, metal bullion,
fiber, petrified wood cabochon,
fresh water pearl,

vintage stoneware bead,
oxidized silver

71x25x5

2020

=g

In Balance

23, 4R, 3£550], 8%, M2
cork, wood, metal bullion,

fiber, oxidized silver

93.9x25x5

2020

F2HE

Red Tent

23, LR, F&H0|, df, M2
cork, wood, metal bullion,

fiber, oxidized silver
10x1.3x22.8

2020

Enojzl =2

Topiary Tears

23, LR, 452, 3490,
AR, HEX| EXt &

cork, wood, oxidized silver,
metal bullion, fiber,
vintage stoneware bead
61x25%5

2020
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Brooke MARKS-SWANSON

Ol2ol A7t B2 3 A-AALS FATo|ot FAUT CIXLIS BRED
24 MBT AR KXE BEE FATE MEQICH R BET AN M
RIS BSEHE bs <Emlof2] AAA> A2IXE S8 B2LH99|
RO 2 A7 At Hatol STBtC

<EI0f2] NAA> FATE HRYHOR 0p|E 202089 Boknt TS S
Ao Zojd ZuBo|ct, Hit NZIENY Cast SHoR TN MEL
23, 1%, H 51t 20| BEE 2494 20 SOIRILE RSB 2 4
QU= MRS ZE510] 2T AlSin RS BHS YUTE HBAI0| S}
BHAS 1 SE5 S XU HOIE 4 U= ABo|ck

American artist Brooke Marks-Swanson studied metal craft and jewelry
design and uses metalwork and textile construction to create her
jewelry pieces. The artist, who responds sensitively to her immediate
environment and daily life, presents her response to the upheavals
caused by the COVID-19 pandemic through her Topiary Circus series.

The pieces included in the Topiary Circus series represent the artist's
attempt to translate anxiety and fear generated by the pandemic in
2020. The works take the shape of simple figures such as circles and
triangles and are produced by combining hard materials such as cork,
wood, and iron with fiber that can be stretched or wrapped softly. The
pieces depict nature and balance and can show unique movements

when they meet the body of the wearer.
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Junwon Jung, a metalcrafter currently based in Germany, creates simple accessories that
look like minimalist sculptures. In his accessories, made entirely of metal without any jewels
or sub-materials, two-dimensional lines and planes meet to form a three-dimensional space.
Filled with spatial play beyond ornamentation and decoration, his accessories have drawn
much attention in Germany, winning a series of major competitions.

He has submitted seven pieces of artwork to the exhibition—two of them pins and box, four
rings and a bangle. Pin and Box, the winner of the Bayerischer Staatspreis 2016, interacts and
creates a new relationship with the wearer through the action of inserting and removing a pin
formed with lines into a small box. The rings and a bangle were designed with consideration
of how to store them as well as how to wear them. With a structure that opens when worn

and closes when stored, the rings not only play with the wearers but arouse curiosity about

structural transformation.

F el E
2 Pins
LE steel
6x1x9
2018

i g o

Pin and Box
oFdd, 8750
zinc, 750 gold
5x5x10

2016

Sl
Untitled
EARZESL85
585 rosegold
3x3x3

2020

H|o1UA=
Empty
2750750 gold
3x3x1

2021

HEX] (044370 2] HhX])
A Ring (with 6 rings)
HE sterling silver
3x3x2

2020
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& A2I= 2021
Breath Series 2021
e s
acrylic plastic,
sterling silver
13x27x3

2021

& Al2|= 2021
Breath Series 2021
E4 Z2tAE H2
acrylic plastic,
sterling silver

37| CtF various size
2021

& Al2|l= 2021
Breath Series 2021
E4 EatAE, He
acrylic plastic,
sterling silver
12.2x8.2x4

2021

& Mzl= 2021
Breath Series 2021
S 22tAE F2
acrylic plastic,
sterling silver
14x25x4

2021

B
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03

Yoonjung CHOI

BAZHCIXIQIS TS R Kb M| MAnt AT, ERHO BAY, YR 27Hn} B | &,
£52 ZHHOR HHSI0] AR A7to| ALK RUIEQI 510F HA2 SAANS 3DZRIZS
0I5101 M35t 3 20l £ UVEZE Zststo] MAHSITH U0l ZRE 60-70% OlA0] 204
2EUS SSICH M7k R0 i3t X4l S1Ret B A7I8te] S S5t EHAZIS Sk ct
Btol <& ARl 2021>2 SEEB0| 2lST A4 S FAESD U0, AHAO| Yhlat St
Za2 sigo R Mol thet ARt ZoXIn MAbHo R Fiskstn Ich 2ol AlZHIS oist
QUES HAE HE|2 HZ5H0 2O $2 Hrt LIS KB B0IZD Uk =5t S s
DUS o £ B0t ASH HASS MASHL Ck

Yoonjung Choi majored in metal art and design. She expresses the creation and extinction
of living things, existence and absence, eternity and moments, and the moment of breathing
in a formative way. She produces her signature unit, the white shape, by molding special
materials using 3D printing and curing it with a laser or a UV lamp. Sometimes the volume
is formed at a temperature above 60-70°C. She has built her unique sense of form through
continued research on materials.

Her Breath Series 2021 embodies the rhythm and continuity of breathing, and is gradually
evolving as the experience of pregnancy and childbirth deepens her perspective on life.
Recently, she has been creating more continuous forms by adding temporality to her units,
transforming intangible breaths into more diverse tangible forms. She also presents more

dynamic forms, envisioning a livelier model.
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I Crafted Fear_Neckpiece DOF FAITE RIFHSITEL AR HY IS0l 77k HUS Aol AN R8st FATE HEATIE Aol
i i UAMEIO M F& B BS HIBE AZto 2 BESHS 7[3IS HZsiCt
il cotton threads, paint <OHSOfZ BE> Al2|Z0l &5t 2Zoje} 22 Rl Q2E Ao HetS igto 2 Hx{BIC, Halol
} 15x44:2.5 HIQIES FoiT A X2 HAIGHA MEIEZ SHGIILE 48 JHe| X2 2AS Mglstol 22xl2
| e UMBH MBS MBI} ZEMo 2 THEICE 7IAIM0| £0IM 2ol on|RE ABSHE a-
- | 2 M A S0l 2ASHs TAITOI HREI0f 0 H0|X| S Yo BHE MBAE HSsts
L [ Bigof 32 S| = xi0| olnlg 7hal 4 Uk

| ’ Crafted Fear_Neckpiece

[t 718 Y, HAL HRIE

Israeli artist Dana Hakim Bercovich collects metal mesh from used loudspeakers found in

ready made iron mesh electronic equipment factories or flea markets and turns them into jewelry. Transforming

i ;\‘.‘\'\\“'\'\““\‘\‘\\\:\-‘\ gt cotton threads, paint metal mesh, which is part of industrial waste, into jewelry pieces that are worn on the body
it AL LR S
i &8 LAY . . . . L. . .
i ettt 10%27.5<1.5 provides an opportunity to observe common daily objects from a critical point of view.
II"EE:“”“"‘E::“"“ 2016
)

)
i Necklaces and brooches included in the Crafted Fear series are created with metal mesh
i

i
i
3 :l It

iy
T
I::;::::l’}

i
: f from old speakers. The artist applies paint on iron mesh and embroiders it with color threads
ST SZ_ZHo|

Crafted Fear_Neckpiece

1t to ake a pendant, or sets hundreds Of zircon stones on it to ake a bl'OOCh. he COlOrS She
R T
U
Hit
s

uses are vivid yellow and black. The yellow-black color combination, often used in warning

i
T

714 He, X122, 4, Hels

'l’.;‘gggg i re:dyE:;de iron mesh, signs due to its high visibility, can serve as an amulet that protects the wearer from invisible
i zircon, thread, paint dangers.
13x34x2
2016

QS0 3= _=ZHo|
Crafted Fear_Neckpiece
718 Y, BAL HRIE
ready made iron mesh,
cotton threads, paint
10x50%1.5

2016

OHSO0{ZI 2 HEX|

Crafted Fear_Brooch

Y, X2, & HelE

iron mesh, zircon, thread, paint
15%44x2.5

2016

ST IE_BE2X|
Crafted Fear_Brooch

e, X224, Hole

iron mesh, zircon, thread, paint
5.5%8.5%1.5
2016

¢ © - o o
b > OHE0jZ B _HE2X| e
:Z % Crafted Fear_Brooch g
e it 2 e, xl=22, 4, THels >
oo tse A i Ea : . S
7 N TN s e 282 3 iron mesh, zircon, thread, paint 3
mﬁﬁéﬁéﬁé}“ 3 5.5%8.5x1.5 g
2016
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Veronika Fabian is a Hungarian jewelry artist based in the United Kingdom. She

1
i
3
i
i

worked as a financial analyst after studying economic policy. Her fascination
with jewelry led her to study jewelry, silversmithing, and jewelry design. She is
actively engaged in various artistic activities, driven by her interest in exploring
the impact of contemporary capitalism on daily life and personal identity.

The Chains for an Average Woman series, which includes Tattooed Necklace and
Biglink Lungo, takes women's self-identity as a key concept. The artist seeks to

express traditional female gender roles and various roles imposed on women in

)

current socio-cultural conditions and create her works based on the symbolism

SRR
TR

PR
RRNN

of “chains” as a tool for binding and restraining. Tattooed Necklace, which
depicts symbols of rebellious women, and Biglink Lungo, which represents
ambitious women, pose the question of whether women are more liberated or

constrained in our modern society.

=4 SZHo| (3F)
Tattooed Necklace (Insignia)
23 MEts

silver plated oxidized brass

20%60x1

2020
2 2Zo| (0h) 30 2 AE 5ol
Tattooed Necklace (Witchcraft) Biglink Lungo
2E3 M3E 253 MEE
silver plated oxidized brass silver plated oxidized brass
27x56x1 20%38%3

2019 2019 167
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F|CiRIelE TS olgE 27t R SZhilM 22z Hol= 2R3t iy = st
Y 72|12 & SESS MTSIo At 7Hdol FA0l= M3 S7HE 2tS0oiHCE A7te| 2ol M
=Y ES OEAR AR USH 7| Y E MTEsk= 72 HSEC 0|12 Sl M22
MALE 2HS0{U= Z7He Chfet R E 2HE0] UK 2SS TISIAIA L7t it

MAPEQL SAlofl Malxel 2&580] W=E o|HEel AEF2 2 0|2 5tHE A=gnt dEee
O|F =R YME SAloll 22{¢ezitt ol= YRS Hi2t2= Lol U= =Rl 0|72t A
0|R7} SZ&st7| iZ0|Ct. ot 27h= 2ot HAE iHZ 7|9E A8SK|T S31=0|m el
AE MSS Sl 27te] 7|4 JHRI=Rl ZEol ot SRE 4 U= 7IH2 = MAlStT,

Namkyung Lee trained as a jewelry designer. She uses the outside space seen through the
window from the inside as the subject of her work. She brings in landscapes while keeping an
appropriate distance from them, and creates a third space where the real and virtual worlds
are mixed. In her work, the frame also serves as a mechanism to reconstruct memories and
impressions by creating a multi-layered structure. Generating a new narrative through this
process, her work continues to evolve with diverse permutations.

Encompassing a narrative and psychological vagueness, Lee’s work evokes a sense of familiarity
and unfamiliarity at the same time. This is because there are both realistic and emotional
reasons behind the act of looking out the window. In addition, she summons memories using
windows and places as a medium, but presents her memories as shared memories instead of as

personal experiences by bestowing upon her work neutral and objective titles.

l

28

Place
H2, ot o] AME ArK

sterling silver,

photograph; printed on acrylic
10x30%3.2
2021

il

A

o
A

Window Scene

2, ool QUM E ARXI
sterling silver,

photograph; printed on acrylic
9.8x11x2.5

2021

Zolo| A
Place for Reminiscence

e, ool laE ALz
sterling silver,

photograph; printed on acrylic
11.8x12.5%2.8

2021

SAEl

Realistic Landscape

Y2, ool QUME ALEI
sterling silver,

photograph; printed on acrylic
11x10.5%2.8

2021
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Hand Wash

Zololl a7, = 2,

18K 3, EFLIF

hair on paper, mineral crystal,
18K gold, walnut

5.1x5.1x1.3

2010

HE

Spine

ool 2|7tz B2 2,

18K &, 3FLIF

hair on paper, mineral crystal,
18K gold, walnut

5.1x5.1x1.3

2010

HatL| 2HEH Melanie BILENKER

ol=o| 27t HalL] 2= Atilel Hal7tats ALEste TS MIEfetTt Atge| Hz|7t2t2 thE
A Mzeb= el AlZI0| XLtz MX| ¢27] mE20] 0IF =22 TUFE MZfst= HE2 2 HAE
7HEICt. 53| HE2|of Al [ofl RAUH Ha|7tet Fills Hal7iet F19| YR 2 AKX +27HE
7|9tk TH7HH| 2 AAIE|0f RtTh

AE2 giet 240l ZES Fotoh 27h= Aol HE X1, LojLt, A% E ste &2
ZAfSI 2010 Hz|7t2tE Jo(of & 7HEM FAfsH=E WAooz 'E2'E Ayttt SEE Fx|t
7IHez 2tdet AER2 AXIAMY Hol= S0t ZEfot £7+& BESIA 7|Hsk= toHAI7F Eioh 2
WM ~TTE H2|7I2f2 2710 EXHE SEok= SH=Z, 3 At I AR 2 S 7|gsts Aete
et

American artist Melanie Bilenker uses her hair to create jewelry. As human hair does not
decay over time unlike other natural materials, the tradition of using this material in jewelry
has a long history. In particular, hair jewelry, which were popular in the Victorian period, are
considered part of the owner and are recognized as a medium to remember someone.

Her works depict ordinary moments of everyday life. She captures the moments of sleeping in
bed, waking up, and washing laundry by hand, and expresses those moments with “drawings”
created by gluing individual strands of her hair to paper one by one. A work completed with
an original theme and technique is combined with a frame that looks like a picture frame and

becomes a medium to preserve and remember moments left behind. Hair collected from her

daily life is proof of her existence and represents her and her daily life.

ol Sch(E ol A)
Asleep (In Bed)

Sololl 2|72, 2= 2,

18K Z, SFLIF

hair on paper, mineral crystal,
18K gold, walnut

8.6%6.7x1.3

20Mm

ojLtet (EICHOl M)
Rousing (In Bed)

Zololl Mz|7te, 2E A,

18K &, 25U+

hair on paper, mineral crystal,
18K gold, walnut

8.6x6.7x1.3

2011
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Forme of Water
BHX} white porcelain
35x35x25 (each)
40%x40x9 (each)
10x10x9 (each)
2021

sl Heesook KO

LYS Roist= =7tel gyolot Eat 2ol =
AlRet 7 015 7| g2 nHE AP R =
E>2 3Rl Tt Z2o| 20| glof flofz FZo= AES 4

FHIEIIA, CIME 87] #2totL2t S

at
|Mol 7|stt "7l ZHAS! CIXIRl2 Halt 7[sofl %Al

Heesook Ko studied ceramics and won major prizes in competitions with her slip casting
technique. She typically forms the basic shape using plaster mold casting and then adds her
own unique touch with a spinning wheel. This is the artist’'s own method of adding a sense
of finiteness and uniqueness to casting work that can be reproduced endlessly. Also, along
with partial glazing, the formative characteristic she has maintained from the beginning,
the complex double-wall molding process has been added to her repertoire as a signature
design that maintains the artist’s originality.

Forme of Water is characterized by a design with no distinction between the rim and heel
of the bowls, thereby making both sides of the bowls usable. These vessels can be used not
only as serving ware of an entrée or dessert, a centerpiece presenting a floral arrangement,
or also a sculptural work reinvigorating the atmosphere of a space. A minimalist design that
retains only the optimal functionality is embodied in this set of tableware designed to be

used for various purposes according to place and function.

4]
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482 Youngock KIM

FA TS BT DRARE PS5 U YYD A7Hs HEH BT |MS 0/85H0 AARR
47|22 NAHOR BHED YICt. 1990Lchols S AoIA Bteistn 2130 UL CH= 250l HES
wot gh0] ZHAf0| Chet HTE ARSI, 2009GRE BAMo2 2RHAL, 2P|, 2417| 52
Harsieict a0 HEX EXb| HENS SHHAO 2 KoHAISH SAIHRISO| Yol AFRE 4
U JIBSS MASIACL 2ol 43 70| SOl HE7[Ho| IDEZRIYO| FEYAS
S04 M2 EHL 0| et HTE XI45tT Uck

2 Al BEE XIS HOB0ls 01K <] Al2|x> 2R A HASBOIN B Hojot 2
DE|HS HCH YT CIXILISH0] 2218 BHA7| MO AFZBIRICE S35 0f# =2 FAle] 7|&lol=of
B0 YOl JHXIS OLSCHS S MZHEP| sk MBS0l 7H 7|2 A 8| MES
202 YYARA NG HS RAUECt AR50 ZR4S YRS I3t Holch MYl ol
USIZ Al7|9| ALBZO| SOILET QUXIB, HIZ Bi7{2] SR HEst Al7| ABTH SAIS H5ts B
3 AR 2122 Y15 SR80| 0] HES Sf 20| SaiLID SHRE vy || HHS HOIEC)

A metalcrafter and educator, Youngock Kim has continued to create elaborate metal objects
employing the traditional forging technique. While based in Busan in the 1990s, she was
influenced by a thriving tea ceremony culture in the region and started to delve into Korean
traditional teapots. Starting in 2009, she began to create a series of silver teapots, silver
teaware, and silver utensils. She has reinterpreted the forms of traditional Korean ceramics
with a modern twist, producing objects to be used in contemporary everyday life. More
recently, she is continuing her research on new methods of expression by combining the
casting method of 3D programs with her sophisticated forging technique.

For her entry to this exhibition In Harmony with Nature, she created a more elaborate
design of the fruit and flower motif used in her previous silver teapot project Berry Series,
and then incorporated it into a dinnerware set for two. In line with the intention behind this
exhibition, she produced an elaborate dinnerware set, one of the most basic elements of
culinary culture, in silver, shedding new light on the value and beauty of everyday life. The
primary purpose of this piece of work is to emphasize the importance of culinary culture.
Amid the increasing use of disposable tableware due to the COVID-19 pandemic, her work
presenting typical Korean tableware highlights that the use of the right tableware and the
environment where people consume food is as important to the ecosystem and good health

as wholesome food itself.

175

XS Hafot
In Harmony with Nature

&2, M2 silver, sterling silver

37| b various size
2021
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In Harmony with Nature

&2, M silver, sterling silver

37| b various size
2021
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=2, HE silver, sterling silver
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White Line, Blue Lace

ME, 7t

white clay, glaze

100x14x5, 80x14x5, 70x14x5
65x14x5, 50x14x5, 40x14x5
2021

EE 2oja

Blue Lace

HE, Rf

white clay, glaze
37|tk various size
2021

olFo| Jeongmee LEE

SOIE FB3H 01M0| Ats 2013 E| WRtE0| RHS o AES MEo|n WRto| MRS T MAS FHOF
R&Eoz eishn Yk S5 At B4, IS, 28, F2E 5 20| UEH PAY RASS B0 AL
BAS BIECE Z7l0IS WAL o) H2 RS MESH0 ZE QIS HZAT $4 FHLE(S BUE MYS Cfstof
Aol Zuroll St 0] 7|27t £5HE WET Uk AXfe] BN Chsl BYSO| HTBHE A= ML 70t BHS
sl0} 25| FS5m Uck

HAtoR TNE S0 Ste] ATLA SHEQ! UK} <5t0F M>0] Cleist SO ZBtEI0] It WE
BS HelriLt SE Boju TS Fe5H0] HEF <510 M>2 0l A0 T2t FHELI SHZ0| &I shn
BHEHAlE! S0l £R2I2 EL BHAIS £S 4 s ME TlA ste 7HSE RE] IS0 SHE|Ck ERt IUY TS
0lBEt TLENNO| 20|AR, <FEE 20|A>E <BIOF M>Tt Of22X|B ALAEDH OfLIZt 2212 J2|D 8712 M
£ BZol TiEt i8IS Saf A171] LA 7150l AIK|ZEE 214t0] Rfolet 20l Ciskn Ut

Jeongmee Lee trained as a ceramic artist, and has been creating lacquered white ware since 2013,
continuously exploring new textures and colors. Notably, she creates concrete shapes utilizing the
architectural structures and elements of Hanok, houses built in the traditional Korean style, such as
window frames, columns, wells, and cornerstones. Her earlier work typically featured red lacquer applied
to white porcelain, leaving a lasting impression. From a few years ago, she added cobalt hues to her
palette, creating the harmony of yin and yang in her body of work. Constantly studying the properties of
materials, she never stops searching for new techniques and expressions.

Lee has submitted her latest projects featuring various iterations of rectangular porcelains, White Line
to the exhibition. The White Line are created by combining and molding the pieces cut off or ripped off
from white clay sheets. They are a multi-functional object that can either be a formative artwork or serve
as a center piece on the dinner table with the main dish or flower decorations placed on it. Also, the
cobalt-colored lace bowls, Blue Lace created employing the coiling technique are in perfect harmony with
the White Line, adding different visual-perceptive impressions and depths to the everyday function of

tableware through contrast in not only colors but also the vessel's weight and capacity.
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Collection of Time
Wood 01~03

2 silver
@19x13, @21x12.5,017x10.5
2021

Sungho CHO

%
0x
ol

FAT0IS MBe ZHS Sk Ol MA 27| BB MEE(Upcyding) HAT HES ST
271 sieie, 3AFSI0] 28 Ynt MAIS T2 HH0| BT HSslcHs FEol= 275k
22D Setsicts B0l SEEHO| B2 Hol, 018 F=SIAHS K7te| R0 A AISEIRCH
b 92 7|7ke] EFAR! $17 Bojl Cheset Mzt Ealnt 7 SO THsE FBYHS st
2 FAlOl EESH 27] BI5tel <AlZhe| MT>2 A7te| S5 R8O il HEHE AHFOCE 0|
e1sto] SiAbSOl AR A MENS © AHBO| BHS BAISIACHY, Ol SISl AE LRl EEIS
SRSt +50| M40 et Yol T2 LIRSS 2Hste) IR0 EHo| Chst BUS
SR

Metalcrafter Sungho Cho presents silverware and upcycled jewelry. The silverware project
started with the artist’s desire to overcome the limitations of the metal casting method— the
heaviness and lack of sophistication, which contrast with the ability to express rich volumes
and delicate textures in a short amount of time. After an extended period of intensive
research, the artist finally developed a casting method that expresses various textures
without unnecessary heft.

Collection of Time_Wood 01~03, the artist’s silverware series submitted to this exhibition,
used his specialized casting technique to produce thin silver products. Whereas his previous
series reproduced the surface of symbolic objects in places of historical significance, this
new series has reproduced the surface of trees. He has replicated tree trunks with different

textures associated with the pace of growth according to tree species, thereby creating

various textures on the surface of the bowls.
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Huxt, 23 0%
Qingbai Celadon, Large Gold Bow!
IYE, YU+

porcelain clay, gingbai celadon glaze,
colloidal gold

33.5%33.5x10

2019

YR}, =2 A7 3R

Qingbai Celadon, Small Shinogi Bow!
IHEE, YR

porcelain clay, gingbai celadon glaze
12.5x12.5x10

2019

JuUxt, M2 A7 F 3R

Qingbai Celadon, Small Shinogi Gold Bowl!
IYE, YUK S+

porcelain clay, gingbai celadon glaze,
colloidal gold

12x12x11

2019

Uizt 2 A7) 2R

Qingbai Celadon, Small Shinogi Bow!
IHEE, YUMF

porcelain clay, gingbai celadon glaze
13x13%9.5

2019

Takeshi Yasuda, a Japanese ceramic artist, studied in Japan before moving to the UK, where
he has been working both as an artist and educator. From 2005 to 2010, he served as the
Director of the Pottery Workshop in Jingdezhen, China, after which he established his own
studio in the Jingdezhen Sculpture Factory. He draws inspirations from age-old ceramic
traditions both in the East and the West, including Tang Sancai, celadon, and porcelain from
China and Creamware from the UK.

Recently, he has been working with celadon-glazed porcelain and gold-decorated porcelain.
Inspired by Qingbai porcelain from the Song Dynasty in China, the artist creates his celadon-
glazed porcelain, which is white porcelain with a pale blue-green glaze. Gold-decorated
porcelain, whose interior is brushed with liquid gold, represents the tradition in which white
porcelain was considered as important as gold. His Shinogi bowls, which are created by
shaping a clay body on a potter’s wheel before changing the shapes of the base and the

mouth freely with the artist’s thumbs and knuckles, convey the soft physical property of clay.
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Glass Bonsai
St &2l
borosilicate glass
45x40x70

2021

=20 ZHM

Polpo Collection

E74F R2| borosilicate glass
8~30%8~18x11~30

2014

Al2Y| I AEL] Simone CRESTANI

O|tz|ote] REIZT AU I AEIL= HEYY 7[Ho = AES MESICL 2lFS 0183HM RalE
0|1 =72t 20| S = HEHE USofUis BZAZ2 =7tol wEtnt =7 wat Mg

HH0| 7Hset 7|golct

0x
rot
A
AO

rr
H
>
o
u
™
n
fifl
_Q-'Q
LE
e
lo
fu
o
ofn
gl_l
fuorr
=}
10

AT 30
=

Vv

Ir

bal

3

©

i}

i)

o

0 1 A
i}

oo o
0@
_O'I_I
mir
it
°
B
o
=
10
¥
gI:'
>

[T

e
i}
ol
N
A
i
=)
Rl
o
r
LT
12
0z
o
I
o
2
o
02
fjo

2

Simone Crestani, an Italian glass artist, creates his works using the lampworking technique.
Once glass is heated to a molten state, shapes are formed with tools and hand movements.
Delicate expression can be attained, depending on an artist’s decisions and skills.

The Polpo Collection, which are made up of wine decanters and pitchers, vases, and wine
glasses, feature an octopus wrapping a transparent glass container. The artist captured and
depicted the characteristics of an octopus using its long arms and suckers to move around.
Glass Bonsai, which represents the artist’s philosophy of work, has the theme that once
the hands working on a piece get used to the process, a thought grows its own roots and

branches, giving life to the completed work.
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HHZEH Kyungwon BAEK

EXE M3 WP 2U=E 201092 E ¢ Jhe & WE S0 St 41 ohEE Y
JHe et 2l firt Y2 J[SHLR HO|EY o ZYAIEL R LIFX|E HEHdezE 2F
8712 A2 Fotn Urt 2P H o AZR|E 5HX| = 27te £22 2 tX|H ZEX2l HEels
ST ZEX0(L HA= Ml 42 JMnt 2 Mol ol tid &0 AIRER S 2EE
RESIH MER2 37 FAMS Fdsitt

<AZO| MY>2 FLY J|Eo R LIRLE AZ0| 0| EX 40| E0iLt Xf2t= SYollM REIEE H2
AZO|Ct 52| XI0|2 2 QAEC| LA X}0|2 S 60| ASO| MEZ SEXo 2 BH6IT QT

Ceramicist, Kyungwon Baek has been working exclusively with the coiling technique since
2010, creating thin and light strips of earth and stacking and trimming them one by one. Her
projects are divided into tableware and sculptures in terms of functionality, but they both take
the form of vessels. The artist avoids making sketches in advance and seeks a spontaneous
form by working earth with her hands. This improvised and unplanned conception induces
a free division of space through the encounter of the disparate curves and straight lines to
shape a new spatial format.

Growth and Development of a Plant is a project employing the coiling technique inspired

by the shape of trees or plants sprouting, budding and growing. It dynamically expresses

the growth of plants by interpreting the differences among tree species as the structural

differences of formative elements.

© Kyungwon Baek

mixed clay, pigment

37| b various size
189 2021
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Starting out with wood carving as a hobby about 10 years ago, Kyungyoon Park has become
a full-time carpenter, transforming himself into what he is today by studying and researching
wood on his own. He began by building storage furniture ordered by his friends and speakers
for himself. Then he changed course 3-4 years ago, removing most of the machines from his
studio and only creating wooden tableware using simple hand tools such as carving knives
and chisels. Believing that the ultimate truth lies in the repetition inherent in everyday life, he
works diligently each day as if in search of answers to the great questions of Zen, practicing
his art with the grain of wood.

In the exhibition, he presents 10 wooden plates. The plates made of maple, walnut, oak, and
rosewood slightly differ from one another in thickness and depth according to the properties
of each wood. In particular, the artist has exposed or erased using pigments the wood grain

on the 10 plates, representing his will to derive motivation for creation from the nature or

limitations of the matter being used.

S

Untitled

L2 wood

37| kY various size
2021
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A Feast of Complementary Colors
2E, Ml ottchil, hemp

37|tk various size

2021

H2Z Eunjin JEONG
=%l unjin

STV H2T2 20| ot ME HH0| 2eE E0L A7hs ZAILL A2 FEIE tsn 22S
2tl= AEER) 78S S22 20| 7HX|Z U= Lut MS BTeith HMEiGRiTha)lin: S2l=
0| 7|2 718D HEsi M 20U A7|RE == ARZSH RECt

A7t 20| JHEKtE] 20| ST 40| QB BH(ER)0| HENS TSI KDt OFAHO| CHE Ao
SAUS OBt Mo B0 MBS 717 MBS Clorst 27]0) 102 TN, siLtel
OIS HHIS 0|2 E 3 Mo MO NHR2IHC, WS 0|TE M 10MARIN N2 0I5 B
HEAM(ERE)S A0, 5 71X 0lAe UM BEHA DI ZHY B §A] 8 ME it

=

MAGE HMo 2 J145t0] 2 20| 7IX|= Ci22 M-S TESich
Lacquer artist Eunjin Jeong is interested in the range of shades that can be expressed
through lacquer. She explores the light and color of lacquer, employing mainly the dry lacquer
technique, where lacquer is coated on a fabric frame made of linen or hemp cloth. Also called
Hyeopjeotae, this technique has been used to create tableware and Buddhist sculpture
because a figure or vessel created with this technique is lightweight yet sturdy hard.

The artist devised the shape of a bowl with a wide edge and a round and narrower base
and applies a different color of lacquer to the top and the base. Her work titled A Feast of
Complementary Colors is made up of vessels of various sizes in which vessel coated with a
pair of contrasting colors. Color pairs are based on complementary colors on the 10 color
wheel. The artist uses secondary complementary colors obtained by mixing two or more
primary colors and pastel-tone complementary colors created by adding a white color to a

primary color to express the diverse color shades of lacquer.
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Botanical Garden: O’Keeffe
HHXIE, ot=

white porcelain, pigment
37| Ck¥ various size
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qAS Seoyeon PARK
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Seoyeon Park trained as a ceramic artist, and drew attention in Korea and Europe in the late 2000s with her
differentiated white porcelain projects using the slip casting technique. Then she perfected her unique
multiple casting technique, which intentionally leaves traces of slip arising from the time lag in the slip
casting process and creates petal-shaped patterns by aggregating the traces on a regular basis. After
she became unable to make use of this physically challenging method due to health issues, she began to
experiment and study the color development of earth mixed with pigments from the 2010s, continuing to
advance her tableware and sculpture projects by employing the newly developed method and trying out a
range of variations.

Her submission Botanical Garden: O’Keeffe was inspired by American modernist painter Georgia
O'Keeffe’s work with flower motifs. The project features a tableware set that has arranged the intense color
contrast of complementary colors in a harmonious way through tone adjustment, and also represents
homage to O'Keeffe's work. The overlap of vessels with different shapes and sizes represents flowers
with an emphasis on their three-dimensional forms, and these vessels can be used for diverse purposes,

including as cups, bowls or dishes.
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Unglazed Jar

AR EE

stone substrate mixed clay
D43x44, D49x47 B34x40
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Tea Utensils

A7 =R EE

stone substrate mixed clay
37|tk various size
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Sihyeong Woo majored in ceramics, and trained at a famous overseas pottery workshop
using a wood-fired kiln after graduation, thereby establishing his own firing technique. He
moved to Eumseong in the Chungcheongbuk-do Province region in the late 2010s to work
with a wood-fired kiln, and has remained in the region to date. His kiln was built based on a
tube kiln from Australia and consists of four compartments, with the second compartment
being of an especially small size. This is to leave clearer marks of the flames on the surface of
ceramic products by differentiating the speed of the flames.

The artist's earlier work was heavily influenced by Australian-style Bizen pottery. Recently,
however, he has been accentuating his own sense of individuality as an artist through a range
of experimentations with firing and glazing. He has submitted the Unglazed Jar series and
the Tea Utensils series to this exhibition. In particular, Unglazed Jar is created by molding the
jar using the joining technique typical of moon jar making, which involves two bowls placed

facing each other, and then adding a sense of volume that evokes the shape of mountains.
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These two ceramic artists have been working together at Studio Sohman, a studio they opened after
marriage in Yangu, Gangwon-do Province. Deokho Kim creates porcelain vessels of various shapes
adorned with marbling design. He expresses the temporality accumulated in his work through the texture
of earth mixed with pigments, which are piled up relatively thickly on the porcelain wall. At the same time,
he neutralizes the differences between patterns and structures with marbling designs that penetrate the
inside and outside of the porcelains. Inhwa Lee works with the motif of permeability of porcelains. After
molding porcelain with a spinning wheel, she shaves off the porcelain wall to 1.5mm, and then shaves off
the inside of the porcelain at varying thicknesses to express different levels of permeability in a single
vessel. She seeks to supplement and overcome the properties lacking in earth — transparency. The two
artists are working on common themes — the spatiality of objects expressed through thickness, the
permeability of light, and the temporality of stacked textures — in different formative languages.

Sohman White Porcelain Garden, an installation work that converges the two artists’ work, is an indoor
garden with fresh and lively plants planted in collaboration with landscape designer Kyungah Oh in a
space featuring ceramics made with white clay from Yanggu. This project conveys the meaning of “Sohman
(the 8th of the 24 solar terms that symbolizes everything growing and becoming full of life)" to visitors
amidst the backdrop of the current global pandemic, expressing their hope that everyone will work to
wisely overcome the pandemic and live a peaceful and prosperous life. The design and planting of the

plant was collaborated with a garden designer Kyungah Oh, researchers Soyoung Park, and Jinsun Noh.
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Sohman White Porcelain Garden
e, FF

white porcelain, glaze

37| b Variable size
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Sohman White Porcelain Garden
HE, FF

white porcelain, glaze

37| kY Variable size

2021
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Metalcrafter, Hyunsung Kim garnered critical acclaim with his earlier work of metalware which featured
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unique coffee equipment and cutlery. He went on to create candle holders as part of a tableware collection,
in pursuit of more diverse formative experimentations. More recently, he is expanding the scope of his
creation to include metal furniture. Continually trying out formative objects that can be produced with
metal, the artist is actively broadening the spectrum of his work.

Kim'’s project on display at this exhibition encompasses the cutlery, vessels, candle holders, and furniture
that he is working on, offering a glimpse of his body of work at a glance. Whereas his previous candle
holders focused on the expression of a rich sense of volume in geometric shapes and intense primary
colors, the latest edition of his candle holder project Untitled emphasizes the properties of tin and pursues
a form made of free and flexible lines, instead of volume. In particular, tin is the artist’s material of choice for
interior finishings to boost corrosion resistance, which refers to how well copper tableware can withstand
damage caused by corrosion or erosion. This project features a series of new candle holders the artist has

created that were inspired by the properties of tin hardening in the process of production.
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copper, brass, tin, wood, paint
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Smallrest (Arm Chair_X-Large Edition)
LR oak

60x60%80
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Curve Series (Circle Edition)
LR oak

37| b various size
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Jungjoo Im studied product design, and developed an interest in working with a wood lathe while taking a material
properties course in college in 2009. From 2014, he began to study in more depth the wood lathe work that shapes a
form through the control of hand force. Around 2015, his Soso Project series featuring a collection of tableware and other
functional objects made with wooden lathe received critical acclaim. Since then, he has been expanding the scope of his
work by producing a wide range of items from everyday items to furniture that emphasize the texture of Korean wood.

Curve Series, on display at this exhibition, involves molding oak with the wood lathe technique and burning it to darken
its surface. While his previous work pursued the perfect shape by emphasizing straight lines and minimizing the flaws
of wood, this new project reflects the form and properties of wood in their natural form, emphasizing the nature and
naturalness of imperfect forms of wood. His other submission Smallrest expands the scope of the existing rocking chair

and contrasts two different hues of wood by partially charring them, emphasizing the movement of the rocking chair.
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white clay, transparent glaze,

leather, wood
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White porcelain wares is more demanding technically than other types of ceramics. But
Kyungsu Kim is devoted to the art, as he enjoys the high level of perfection that comes from
the integrity after firing. Earlier in his career, he focused on studying the shapes and glazes of
classic white porcelain, and since the 2010s, his focus has been shifted to the study of various
shapes and textures of contemporary white porcelain. As his works of white porcelain inlaid
with Kanthal wire, which is used in an electric kiln earned him wide critical acclaim in the early-
to mid- 2010s, he started to build a unique repertoire of formative art. His white porcelain
pieces cover an extensive spectrum ranging from bowls to stools and sculptures, helping him
to evolve into a major next-generation white porcelain artist.

His works presented at the exhibition are divided into two groups: white porcelain tableware
and stools. The ceramics are further divided into two projects: Tableware Set and Metal
Inlay High Footed Plate Set. Tableware Set set is made up of a wide range of tableware
and dessert vessels, and silver hues are added to some of them, giving a variation to the
collection. In his Metal Inlay High Footed Plate Set, where he emphasized the ceremonial
and normative features of ritual vessels, the artist sought to attain a higher level of difficulty
and perfection by inlaying more delicately designed nichrome wire. Lastly, his Lidded Stool
borrowed their design from white porcelain lidded bowls, adding a storage function. The

wooden and leather seat finishing allows greater comfort and ease.

HHXIAIZIME
Tableware Set
HHE EHg 2
white clay, transparent glaze, silver
37| b various size
213 2021
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SEELBHAME
Metal Inlay High Footed Plate Set
HE, £EF, 15tE S

white clay, transparent glaze, nichrome wire

37|tk various size
2021
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2015 _OIAE2|SE9} ojale| &
2015_Maastricht and Paris Wall

SHXt FYE porcelain, cobalt

7MH=7| dimensions variable
2021

1982_8t 7jjo| 22
1982_10,000 Bowls

HiX}, ILE porcelain, cobalt
7t#H37| dimensions variable
2021

oo ATt Piet STOCKMANS
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“My industrial work is produced by my head, my free work stems from my body.”

Belgian designer and artist Piet Stockmans creates a wide range of ceramic artworks. His
works are formed by casting and decorated with cobalt-blue pigments before being fired
at a temperature of over 1,400°C. He crosses the realms of industrial design, craft, and art,
covering a colorful spectrum of ceramic art.

His works presented at the exhibition are divided into three categories: industrial
design which is represented by home and hotel tableware that he designed, working for
companies in the Netherlands (Royal Mosa porcelain factory) and Belgium (Serax); craft
which is represented by ceramic vessels created at the eponymous workshop Studio Pieter
Stockmans; and art that encompasses large-scale installations as part of his experiments with
different materials such as cement and plaster molds.

Earlier in his career, he worked as an industrial ceramic designer. His works during this
period, represented by the 1969_Fuga (1969), 1982_Sonja (1982), and 1987_Téte-a-Téte (1987),
featured clear functions and simple forms. His ceramic works intended for mass production

were known for their functional and sophisticated designs.
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2021_44 Fo| AFYHX|
2021_Hunderd Love Letters

YiXt FEE porcelain, cobalt

7HH37| dimensions variable
2021

ks

Overcrowded

HE S8, WXt

porcelain slip, porcelain
7HH37| dimensions variable
2021
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Since he established the Studio Pieter Stockmans in 1987, he has been actively engaged in producing ceramic vessels
that are experimental in forms and color decorations. In particular, the artist experimented with cobalt-blue pigment
that decorates the surface of thin white porcelain, leading to the creation of his own personal color called “Stockmans
Blue.” He also presents works that utilize different hues of the color.

As he explores the physical properties of materials and repeats production processes, he develops ideas for his
art pieces and expresses them as conceptual works at times. He seeks to express hard yet fragile characteristics of
ceramics through fragments of white porcelain stuck in the cracks of concrete, and reinterprets the feature of the plaster
casting technique by juxtaposing a plaster mold and slightly distorted versions of multiple pieces from the same mold.
His works include large-scale wall and floor art installations in porcelain. 1982_10,000 Bowls has thousands of randomly
selected round bowls arranged in circles, and 2015_Maastricht and Paris Wall Installation brings up the image of
numerous ribbons blowing in the wind. His art installations can be regarded as an implicit expression of the creative
world of the artist who has devoted his entire career to studying the casting technique.

2021_Hundred Love Letters, unveiled to the public for the first time at the Cheongju Craft Biennale, expresses pictorial
light and shade in the color of Stockmans Blue on thin white porcelain plates, manifesting the artist's precise technical
skill and free expression. Overcrowded, completed with the artist's performance, demonstrates the process of pouring

150 liters of clay slip on the floor and solidifying it gradually exploring the range of expression created by ceramic art.

HxgH

Installation View 221
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CLIZ|A} L2tAER Annaliisa ALASTALO

EIRS0l M R2l9t EAFES FT OHIRIA LRRATIRE 20061 E] 51200 M BRIsH QT Thatel 22iolA Btel MEE RIS
M Mt M2S S LD, BRI MEE 2AMOR ATINUCL ATt B2 JIMS AIBSI0] AIRRS M
AJSIAIZAT BRI 9} BHR0| HAZL RBHEA| 02217 HENR} MUS XIATO 2 BRst Uct

HAIOl EES <HO| Al2X>94 <3012] Al2|Z > X7PHUSSHT U ALK SBS0ICk <3| A2|=>E Hc 9| 28 We
742 Efofol 235t SHArn} 510 MBS MASHE MO Z RIFIEICH <f0k2| HAL-2 HXIoH x| MAOA w2 H2tof Ralo|
= 0| ST BIEHNS IjO 2 E5EH AZO|C

Annaliisa Alastalo studied glass and ceramics art in Finland, and has been working in Korea since 2006. She was drawn
to Korean traditional ceramics when she first learned about them in college, and moved to Korea for a deep dive into
the subject. She employed the blowing technique to deepen the free lines, and has been tirelessly exploring the
shapes and colors to embody Finnish and Korean sensibilities in perfect harmony.

The Helmi Series and Hangari Series, on display at the exhibition, are the signature projects that the artist has been
focusing on. The Helmi Series features colors that symbolize the mild sunlight and white snowscape of Finland at mid-
day in February. The Hangari Series has been inspired by the colors of celadon and white porcelain, and expresses the

transparency and translucency of glass in an attractive manner.

ghota| Al2|=, &0l Al2|=
Hangari Series & Helmi Series

#2l glass
37| kY various size
2020~2021

ojeIsely esiijeuuy ©
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gofz| Al2|=
Hangari Series

2l glass
37|tk various size
2020~2021
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Hyunsung CHO

HEzYstn Re|xgE T3 =YY ATbE A RU(ol= =gl HMYS TIMSIACE =A,
Y, 7|0l et HP e =, CHst el REIE7(0l JHRl2| 7|Hut 2ldE E2UshE MAMER! 2elE
SHRACE Zetoll= HUIX|er T2 et 7ol s 22 D=3 MEo| LS Ut 2712t
Hizi|2t Hell, S ot 2 HEHS ot 7Ent CIXIRIS HStAI7 | Urh

A7t 22 A7 TESD U= T2 FEfQ| <Lofsith> HEtg EFSIACE T2 R Myn £,
2, 280 Azt =Y x0|E Z3HEY Hix|e n2HE2 Wkt 5 A ofzf STl TojU=
SPMMO| ZES HARCH &0l AT Tl o], &ol, WiE a2|1 TA| oA Chefst
7[He 2 HEE FH J40 20| 37t R0I5 01227 AEFL = HTte| 2gls At BTl
AlZto] Hhofitet

Zrorstck

Sprout

2|, 24, 34

glass, silver leaf, gold leaf
37| Lt various size
2021

Hyunsung Cho studied environmental sculpture and glass sculpture, and created sculptures
in the early stages of his art practice. With cities, places, and memories as his main subjects,
he created a narrative work by drawing personal memories and impressions on glass
containers of diverse shapes. Recently, he has been creating goblets inspired by the shapes
and techniques of their Venetian iterations. He is deepening his techniques and designs
through formative experimentations in search of his own unique proportions, forms, and
textures.

The artist presents the Sprout series, involving the goblet form, on which he has been
focusing for the past few years. Featuring a harmonious arrangement of varied colors and the
different visual textures of transparent, gold, and silver foils, the goblets represent colorful
flowers blooming in a field under the warm spring sunlight. The series achieves an elegant
harmony of curves and straight lines, through a range of variations of techniques in the
decorations of the handle and the depth, width, pattern, and overall proportion of the glass.

The artist’s untiring efforts in search of experimentation and exploration are unmistakable.
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FRset=s aR0| U= HIIS
Cylinder with Floating Bowl
M Ra|, £Y Rl

cream colored and
transparent glass

19x19x13

2017

Edl E Tora URUP

E2} 2E2 Hot=9| 2| Cixto[Ho|xt =7to|ct &=, Hiot=2 S0 =Xtet {2l SFsia, M=,
3

=
Bi0j=, Y= So| K2l Mx Y9 Cet Ha IRMES NYSIUCH SUNYORE <R Y5t

E~)
o] 7xet Hefol 92 AI5te, IR0 AR B2t LR BS B XS] Yok, B2
Moz Helg TE5kn, £02 YIS 22 T olslel 2N ABS EYE £ Qalot Reale

Az, ERER Mut SxjpH ROjde 2 AZA E75S MARRITH

Tora Urup is a glass designer and artist based in Denmark. She studied ceramics and glass in
the UK and Denmark and has collaborated with glass manufacturers in the Czech Republic,
Denmark, and Japan. Her independent works include the Floating Bowl and Floating
Layers series.

She exploits the structure, color, and thickness of glass to create her works. With an interest
in volume, the artist challenges our conventional understanding on the structure and shape
of a bowl. She shapes forms through the blowing technique and cuts and polishes surfaces to
complete each work. Her works present pleasant visual experiences with highly transparent

glass, gentle color tones, neat lines, and weighty volume.

10z dnin eio] @

£10z dnin ejo] ©

aR, Ml otel #7sts &9

Bowl, Three Floating Layers

3M R, &8 ]2l

cream colored and transparent glass
31.5x31.5x11

2014
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Coexistence

2l glass

37|tk various size
2021

Hunchul KIM
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Hunchul Kim studied environmental sculpture and glass sculpture, and works with blowing
as his main technique. His earlier work demonstrated his fascination with formative work
associated with optical properties such as bending and refraction, using the transparency of
glass as a medium. In addition, he borrowed the forms of white porcelain jars and celadon
prunus vases infusing them with historicity and temporality. Recently, he has been expanding
the concept and scope of his practice, deepening his projects on time and boundaries.

Coexistence involves a recombination of forms inspired by classical ceramics and brassware,
with an emphasis on the transparency of glass to reflect the artist's contemporary sensibilities.
From the past to the present, the artist has continued formative experimentations in search
of a sustainable formative value from the ever-changing form of containers that evolve based

on changes in living practices and functions.
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Kyungsook Park, who majored in ceramics and has held 15 solo exhibitions, works in a wide
spectrum of projects ranging from formative installations to ceramics for use in everyday life.
In particular, she gives lectures featuring her own ceramic works to help more people enjoy
crafts in diverse ways, teaching us how to utilize ceramics in everyday life. Also, as a creator
and craft afficionado with a sophisticated taste, she exhibits the crafts and folk objects she
has collected locally and around the world over the past 45 years.

Park has submitted two types of work to this exhibition: her own ceramic works, and the
hundreds of pieces of crafts and folk objects by local and global artists that she has collected
over the decades. Her ceramic works are composed of three different types of ceramics,
which started with the comparison of a person’s character to a bowl. Just as bowls have
generous or deep capacities depending on their functions, everyone is imbued with their
own sense of beauty despite their differences in personality and characteristics. The crafts
collection which includes the silver cutlery, wooden tableware, metal kettles, ceramic
teaware, woven bamboo baskets, and glass goblets that she uses in everyday life, will change

the audiences’ perception of crafts from objects for appreciation into objects for use.

HHEIE 7|
Stuffed Memory

=Xt ceramics
231 2021
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Stuffed Memory_lInstallation

ZXt, A =7|

ceramics, soban, wooden tableware
37| ChY various size

2021
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S0il7te] 2

A Crafter’s Collection

=X Rel, 3458

ceramics, glass, metal, etc
7H#H37| dimensions variable

2021
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Scream Chair

e Ld20lE, dR0lE
recycled/recyclable aluuminum
90x90x75

2008

HiLFH A SHES AO|HEO|OFIL:

Ei= 27t HiLI|A HEZ Ao|dto|otIh= DIZ0|M HEFE SFalx Ei=at 0|22 27tH 2Ssich
H=0l|l H&Sot= 2HA ARC2(Flux, Inc)2t 7t & 21E|2|0f S 210l FS3dh= m|oto|o] ARC|L(PIE
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2 ozt 3=
Boing Chair_Combo
UE LIRS EXL, LR, 2tEt

pressed dried leafs boards,

wood, rattan
50x50x%80
2009

Bannavis Andrew SRIBYATTA

A Thai artist who studied architecture in the US, Bannavis Andrew Sribyatta works in
both Thailand and the US. He has established Flux Studio (Flux, Inc.), which focuses on
architecture, and founded PIE Studio (Project Import Export, Inc.), whose focus is on furniture
and interior products. He has been crisscrossing all sectors concerning our living space,
including architecture, furniture, and interior design products.

The artist presents upcycled furniture in the exhibition. The Boing Chair_Combo part of the
artist's Centaur collection seeking to explore ways of combining two different materials, is
an example of upcycling, as the seat is made of discarded natural materials such as dried
leaves with the back and the legs made of rattan. The Scream Chair drew inspiration from a
screaming mouth exposing the uvula. The uvula moves downs and touches the floor as one
sits on the chair. Hand-woven with recycled aluminum, the chair can be recycled any number

of times.
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Re: Bottle Chandelier
"R, &, &8s, XS, LED

bottle glass, steel, copper, brass, LED

37|tk various size
2021

XEk

Objet

f2l, 24 glass, metal
37| kY various size
2021

grMol Seonmin PARK
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Seonmin Park, who studied industrial design as well as glass art and design, developed
an interest in environmental issues and waste materials while participating in an exhibition
organized by a social enterprise in 2014. As a trained glass artist, she focused on exploring
how to utilize recycled glass bottles. First of all, she upgraded the design of the upcycled
product by improving the aesthetics to counter user prejudice against recycled glass bottles,
and by focusing on the finish to avoid any inconvenience in usage. She transforms waste glass
bottles into an artwork by cleaning them and polishing them over 7 to 8 steps. Despite the
inherent limitations in design given the typical proportions of glass bottles, she continues to
experiment and develop designs to ultimately achieve zero waste through reprocessing of
the bottles.

Re:bottle Chandelier, on display at this exhibition, presents the waste glass bottles
transformed into a chandelier with added functionality through the process of collecting
and cleaning the bottles followed by a cutting, grinding and carving process based on the
artist's unique designs. She created a balanced and harmonious form by combining bottles
of different colors, and improved the quality of junctions and finishes using metal sub-
materials. After searching for a way to make the upcycled product more valuable and long-
lasting in users’ everyday lives, she chose to create a chandelier that is well suited to the

characteristics of glass.
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Re: Bottle Chandelier

HRal ®, &8, X8, LED
bottle glass, steel, copper, brass, LED
37|tk various size

2021

bottle glass, metal
37| Y various size
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LIS TS ol6IM E7H= 2015 LA 713(01 M0l A TISHE HiCH M| 7| FAISIE Fet =
SEEHof 2AE 2 =L 2016F 0= T HAol| 21 Z7HR E0{stH HIXIZY(beach combing/
siHEsho 2 T E SatAE 2RE MEESI0] HIR7t STHolAM ZEIEE 20| HEHS otEUC)
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SEAEI2 A0 Hleh MHEHEE0| F2 ATHHAM Z7t= 2|At0|2 it HAOIZE EsHO]
MEfEHE Mol B 2EfT Uk FIHERQ EtAE! siUM| 7|2t EXHRO0IX}L HERE TSN F=
LS ZE6IH ME2 ezt FRECE Z7H= #2{T IR0 M 7158 206t0] AI—ISIA &
QS UM AER FHA7 |1 U=l T2 UEl SR CIXIIECE SRAISIAH H7IS0/2ts Al
GxH2|7| @I Z7t= S8 0| fFEl= 2ot ZIZ 6 CIXlS X|gsta Qo 210 22 LEES
THI20| Nof LA FENE CHE1, I CHE sHUYSatAE D el Zot MEE AFES PHE0U= ZT1e)

0| M S2el AtE|X HiE 2let Zoll7tel Az ZFHECH

Metalcrafter, Hyesun Lee developed an interest in environmental issues upon visiting an
exhibition about marine debris on Jeju Island in 2015. She participated in the 2016 edition
of the exhibition as an artist, presenting lanterns inspired by the motif of a lighthouse by
upcycling plastic buoys collected through beachcombing. The project further developed
into her solo exhibition Sea, Debris & Light. In this way, she has become an artist specializing
in upcycling marine debris, with continuously evolving projects.

Plastic is a material with a low recycling rate relative to consumption, and thus Lee has chosen
upcycling over recycling as a means to help improve the ecological environment. A new form
is created by mixing plastic marine debris as the main material and metal as a sub-material
that helps shape the form. She brings the thrown away materials back to life, transforming
them into indispensable everyday objects by adding new functionality—mainly in the form
of lanterns. In order to dispel user prejudice that they are made of recycled objects, she
pursues a more familiar design reminiscent of animal shapes. Her practice of washing off the
contaminants from the buoys, drying and polishing up the buoys, and finding another type
of marine debris to combine with them to create new upcycled objects represents the role a

craft artist can play in social solidarity towards conviviality.

o WETES
Handheld Lighthouses Series
S, 88, g, HickMe| 7|, LED
copper, brass, cupronickel, buoy, LED
37| b various size
243 2016-2021
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OOQO Series

S, 88, Us, 25, LED
copper, brass, cupronickel,
buoy, LED

20%25x10

2021

el

Twins

s, &8, Hictaey 7|, LED
cupronickel, brass, buoy, LED
14.5x7x20.5

2019

o

Dual

s, oS, £H, LED
cupronickel, brass, buoy, LED
8.5%11.5x19

2021

el

Fish Trap

s, 1, 22tAE, O LED
brass, buoy, plastic,

fishing gear, LED
8.5x11.5x19

2018

=3t

Column-t

S, &3, dickxef7|, LED
copper, brass, buoy, LED
28x51

2021
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=
HRiXI= RS MAISSITL B2EZ MY SHOIN ALZSIT U2 XIS2lL @S M1 SO 2, HLS 48, 24, 20|
S IO RIAE Totm, 2N, HE, XX, K14 5 CHSt X8 78S BESITL TEO| FHIE K7te| AMOR RfsAE XH2io]

FE0|2Ch

o|Holl A7lish=s <EEE>2 22| BHS JY3tet 211 ZF0Ich. S 4R T2t Zo[o| XH0|E T2 Cifet BIAKME st
A7bE HME MAS BL-Eo 2 SUSHH YHO0|T AMMEQI LS TSIt CHfet MZio| EH0|= <io| £>2 HelzR
A BEE AYAI7I= HIE flofl YAl 2EA SE R thY EulAE2| ZFO0ICh F 2F 25 100% MEE 2477t
HZ0|1 So= A=0| ot & oF g DHAI7|= HE BEE J|[Ho = 2A3HCt

Vanessa Barragdo, a textile artist based in Portugal, creates textile upcycling artworks. As she is interested in
environmental problems caused by the large-scale textile industry, she reuses waste material. She collects various
types of yarn, such as wool, bamboo fibers, linen, and lyocell, from residual fibers and dead-stock yarn from
textile factories. She employs different techniques, including crocheting, felting, weaving and embroidery. Nature
reinterpreted through the eyes of the artist is the main theme of her works.

Full Moon is a rug piece, which embodies the surface of the moon. She draws on the density and length of wool
fibers to create various textures and uses monotone colors to convey serene and contemplative feelings. Flower of
Life, a large tapestry piece, has three-dimensional floral decorations on the background that brings up the image of

peaceful natural scenery. Both the rug and the tapestry are made of 100% recycled wool fibers and completed with

hand-tufting, a practice using a small tufting gun to punch strands of wool into a canvas.

247

HES

Full Moon

W 2, LIS, 2to| M 2l
recycled wool, bamboo, Lyocell linen
250%250x4

2017



248

SAI0|Z Upcycling

‘4H PART 2. LIFE

25,

‘40| =3 Tools for Conviviality

e
S

Aol &=
20 2|

Flower of Life

e 2, thLHR, 2ol 2ldl
recycled wool, bamboo, Lyocell linen
600x200%23

2021
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Airbag Becomes Fashion
AHSRE oflofet HE, ol R SXIRY
airbag, clothing fastener
22x12x1

2019~2021

giZE= RE;CODE

BREE X47HSE IHAAEIAS} MEREIE HES 9Js) T4 HE TR QIciAER(0)M 201240 2ESHACH
EHZEE OHERZA MRl MBS0I A MYS BF5t0 M2 MES2 0| JHRIS BHS0| FE YAIZY
HSEHSO|Ct, HRAMRAOIM DAL B |Eks FEHOITH DZOR A2tE R Sul, XHSXIO] olofs, ALEHHS
Ci0] 4R 1211 Z0|M AFBILE HaiXls 2Et HIE, LSS BEt S)S MBS0 22 CIXIle| o5 et
IS 7IEZ BB Bl RE ZIEHSH £ MT} 25101 CHA| TR L= 25HS FISHT QT 5 ARElO| ChyBt
THBIELL, MEIR, A2 2, TIxt0IL S)ntel HYO 2 ZATS 9I3t ARSI CI7p7kn ek

BHT 0| MAIZTHE HAIOISE T 0f7t0|S B2t 9l5igs B7HO2 LIFICE BIX| O7H0| B2HR K]t A 1 SOt
BT E0| BST MBS RS HUNOE FAISIE HBHE HAl=ICE A=

Hotsts HAOIZ2E ATM(RETABLE) S7H2 HAISZH SYoil |IXIetct. 2Efkl=
ATM)OIM M2 2 BH= CHISH HZ 2L 7 |[EE FLHEH =, DIYRIF&foll ok 215 &g 4~ k.

Founded in 2012 by Kolon Industries, with the aim of providing sustainable fashion services and
preserving the ecological environment, RE;CODE is an upcycling brand that gives new life to the thrown
away products, making them valuable again as new products. The brand promotes the recycling of
unused and discarded fabrics in the textile industry (clothes to be incinerated as unsold stock, extra
fabric for automotive airbags and seat covers, and military uniforms, tents, and parachute fabrics used
or discarded by the military) to make clothes with new designs or kits for upcycling workshops. It also
champions the practice of alteration and reform of old clothes over throwing them away. Furthermore, it
collaborates with various groups in society (such as artisans, North Korean defectors, single mothers, and
designers) to move forward toward conviviality.

RE;CODE's exhibition space is divided into an upcycling fashion archive space and a workshop space. The
former offers an intensive display of the brand’s activities and clothes upcycled over the past decade. Its
major upcycling projects are on display from materials to finished clothes. The other space at the center
is a space for the upcycling workshop RE;TABLE that the brand offers. Visitors can purchase various
materials and kits made through upcycling from the atelier vending machine ATELIER ATM, and then
experience the tool pouch DIY workshop on site, using the embroidery frame installed in mid-air and the

tools available on the conveyor belt.

2= = ob=2|oll X-SEoi7|
RE;CODE ATELIER ATM
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Re;table by Re;code

T HiX], o|F 2

men'’s casual pants, clothing fastener
2017

giFZ = Lto|7]

Re;code by NIKE

LIO|7| iz 2|, ol F SXIxY

Nike deadstock, clothing fastener
2020

HEE =14
Re;code_Gentlewoman
MuotE L=, o7 SAH
deadstock suit, clothing fastener
2012

HEtO] MX] E3A
Necktie Interfacing Dress

2efiE YEeto] MX|
necktie interfacing
2013

A x OHEXI7|
Re;code x Arumjigi
SARA MR o7
deadstock blouse
2016

fMo| & ofjofut

Airbag Becomes Fashion
XSXtoflofef T, o|F LXIXY
aribag, clothing fastener
2019, 2021
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Sungho CHO

serxte] M7 | Morxtel 74 I ZNB0| MATE H|E BaASiS BAANE HRECH Satal Axfel

Color Combination by Color Weakness | Color Combination by Color Weakness I FIEL} ZHAZE QIALAZS xi7o| RlOIS 71X H K|St BZ0|2 KYEEESIC}

S el 1=, 32 MES 212, 2 E5| m7|1E 22 Xtz K| H 2 %= 24315t A LA pF 2 20t0| EE3
: o : N S5l H7|E E8 YHEL 2 MAtE H2X|= dafet M Fynt 28Re| =55t

recycled Lego bricks, sterling silver recycled Lego bricks, sterling silver

9.5%7x1.5 37| kY various size TR A ZSHE BSGIACH

2021 2021 The jewelry works of Sungho Cho use waste plastics as their primary

material. The cards, toys, and everyday items made of plastics have
been refashioned into brooches and necklaces by the artist. Notably,
the brooch made of recycled block toys expresses a cheerful color
combination and a unique structure and texture of blocks in a

harmonious way.
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Ute Eitzenhofer creates upcycled jewelry from durable plastics. The artist, who processes
and transforms cosmetic or shampoo packages, took note of the fact that the package,
which serves as visual attraction leading to consumption, is discarded as garbage once
consumers use up the content. She refines and sculpts the surface of synthetic materials that
have outlived their usefulness as a consumerist tool to provide new values and sustainable
meanings. The works that add the characteristics of jewelry such as “decoration” and
“temptation” to a plastic package reflect the artist's critical perspective on a consumer

society

TEFSE M EEZR]
Squiggle Brooches
SRAE(ZEX XHER)
plastic (from packaging)
9~12x7~9%3~5
2013~2021

1B|[ENA [PRYIN ©
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X 3 -7 sl
Stacked 3 — Bulb Chandelier
HYLIS salvaged cherry
125x125%94

2021

X + FEHoIE
Stacked + Patched Table
HSFLIS salvaged walnut
182x107%74

2020

2| XI= sto|d Richard HAINING

ol=2f 2|Xf= stold2 20001 S8t 7HPCIRelE HEet £ Y ARCIL 717 MIZKIet 221712 ESst ATt
Stod 22|, M7HSS £ A2 xZe 2 2E0] 7t M2 R &SI Tt S| ofZ Xl
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A il
A obdZ el &2t ol oizE ZZet YEHZ CIXIRIE|0] AT

American artist Richard Haining is a full-time studio furniture maker and sculptor. He majored in furniture
design in the mid-2000s. He salvages, dissembles, and reprocesses discarded wood, and cuts it into small
blocs to use as a material for his furniture pieces. Since he prefers working in an analog manner, the artist
seeks to minimize his dependence on machines. In a world that is rapidly changing and tends to seek
something new, the artist wishes to use objects created entirely by hand to reflect on the materials that we
often overlook.

In his STACKED Collection, he sculpts the form by adding small wood blocks piece by piece, layer upon
layer, and trims the sides evenly to complete the shape. The oval-shaped table is made of walnut wood of
various colors. In particular, the leg design, which resembles the shape of the base and root of a tree, is
reminiscent of the shape of a tree before it becomes wood, emphasizing the effect of handmade works.
The asymmetrical chandelier that bends and extends in three different directions is also designed in a

form that highlights the charm of working by hand in an analog manner.
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Wondeok Kwon exhibited a love of working with wood, but studied electronic engineering and worked
for an electronics company. Realizing the job was not a good fit, he started to learn wood furniture
making at a nearby wood workshop. From 2006, he started his apprenticeship under the late Seokjin
Cho, a wood furniture maker designated as Intangible Cultural Heritage No. 19 by Jeollabuk-do Province,
and became his successor in 2010. Then he learned about modern furniture at graduate school, and is
currently creating furniture and lighting that combine contemporary design with the proportions and
techniques of classical wooden furniture.

Creating the New, Based on the Old: Drawer — 20-1 and Creating the New, Based on the Old: Light — 20-2
have created new shapes by mixing a traditional book box and safe, and an indoor lamp and hanji sheet,
respectively. The chest and lamp with long and slim legs and simple functionality can be used for storing
personal items at the entryway or as lighting for the living room or study. Also, their minimalist forms
showcase formative characteristics to suit any space. In terms of techniques, they are made using a classic

wood joinery method without using nails, and are finished with lacquer to ensure a long life.

YoM ShE - 20-2

Creating the New,

Based on the Old: Light — 20-2
SFLIR, HEUR, 22, sxiEn
walnut, maple, ottchil,

hanji paperboard

57x57x174.5

2021
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HOEM EHE - 20-1
Creating the New,
Based on the Old: Drawer - 20-1

LR, SEILR, S5 23
chinaberry, zelkova, ebony, ottchil
51.5%51.5x133.5

2021
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Sebastian Brajkovic, a Dutch artist with a Dutch-Indonesian-Croatian-Italian multicultural background, drew his
formative inspiration from his childhood interest in automobile wheels and cassette tape reels early in his career.
After majoring in design, his research interest moved on to the rotation and visual refraction of formatively developed
objects. By the time he graduated from university, he had already begun to receive favorable reviews for his original
aesthetic expressed through his wood-turned furniture.

The chairs in the Lathe series presented at the exhibition are derived from classic chair models. It is because the artist
thought that distorting age-old classic chairs would be more effective for viewers to recognize design changes easily
and quickly. In addition, the graphic effect of expanding and extending the object embroidered on the backrest and
the seat renders the sense of movement of the chair more dynamic. Lathe VIIl and Lathe IX are represented by the

Carpenters Workshop Gallery Paris.

AMbv

Lathe V

IS0l =M, 7|AIRb 22
painted bronze,

machine-embroidered fabric
100x59x100
2007

Kis|leny doysyiopp sieruadie) / oinoyfelg uenseqes jo Asennod @
Kis|jeny doyssyiopn sieruadie)) / oinoyleig uenseges jo Asenod @
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Lathe IX

=

ARV
Lathe VIII

992

=

%0

embroidered upholstery

Ed. 4/8

embroidered upholstery

Ed. 5/8

130%78x92

2010

140%85%105

2008

auemysa@-bunybr-ainiuing IREY I 8% ¢

34172 L4Vd Riv ‘&
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© courtesy of Sebastian Brajkovic / Carpenters Workshop Gallery

© courtesy of Sebastian Brajkovic / Carpenters Workshop Gallery
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e, E27tEH0IE, H, o=

plywood, polycarbonate, steel, acrylic

100x140x40
2020
28# JhRCIRIelS MES A28 Ayte £ 5 20004 SHIEE <S2H Al2|x>2 MEGC el 9F
Métaphore #1 FHACIRIO|LA0 THE QOEZR0) M S5 0] AJ2|=E 1001 1 S0t X4 |0, HITHEIMO|2Hs 7t0to] S5t xHMS
g, E27t=U0|E, &, o33 =
S50 TIBHSIKCE 20208 E Ats <SaiRl-AS L >ats MER ARIRE AIRSIFED, &717t QA
plywood, polycarbonate,
steel, acrylic ST A0 A ZE510] ALAOl M7, HIBIA IS EZT A710[2IS BHE X 2 KT A5 7170 &&5tT UCh
180x70x40 SBx<2Q #, #2515 <2AT A|a|5>9| SE|2 dale HEO0|E stH Z7te] M2 AIZIXQ! <Planet-
2020 _
Unplanet>2] AIEtS 2tzle siZo 2 = 4 Utk 2P KZ20| Y=7|AE(2019)2Hs FAI7|EIS 95t Hi710llA]
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Eunhak Kim studied furniture design, and has been presenting the series Incomplete since his graduation
in the late 2000s. Starting as homage to a well-known foreign furniture designer, the series lasted for over
10 years, evolving to shape his unique formative characteristic—asymmetry. In 2020, the artist started
a new project series Planet-Unplanet. With the real cities perceived by the artist as a starting point, the
project reconstructs the landscapes and skylines of an imaginary world and an unreal city, and applies
them to furniture.

Métaphore #1 and #2 on display at this exhibition, ushers in the second half of the Incomplete series,
and in a way, signals the beginning of his new series Planet-Unplanet. The project is based on a bird's-eye
view of the urban Hanok village in the Jongno area, which he obtained while conducting research to plan
the Modeling Technician in Jongno exhibition (2019). This work contains multi-layered representations of
materials reflecting the characteristics of different times, such as plywood, iron, and poly carbonate laid
over multiple iterations in the process of remodeling an old Hanok. The various textures of these materials

exist in harmony within the artist’s unique asymmetrical form.

1
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French furniture designer Christophe Céme worked on sculptures and jewelry in the early days
of his career after learning the bronze casting technique as an apprentice to the sculptor Louis
Derbré. Then, in the mid-1990s, he started working on furniture. Fascinated by the properties
of glass that he observed in a glass workshop in 1995, he conducted numerous experiments
before incorporating the material in his furniture pieces. Afterwards, the artist completed his
own unique furniture design, using glass and ceramic louver with iron as the basic structure.

Honey Silver Cabinet, a cabinet made of iron and glass, is his homage to Art Deco design.
Based on his understanding and skill regarding the physical properties of iron, the artist gives
the furniture a unique texture through forging and oxidation. Rather than a common closed
furniture style, he prefers an open structure where space and light interacts, presenting a

new aesthetic of furniture. This work is represented by the Cristina Grajales Gallery, New York.

SiL| A FHH[L
Honey Silver Cabinet

Kia||en) sajeleiny eunsiy) jo Asaunod @

F2l, ® glass, iron
65%x41x159
2017

KisjjeD) sajelesoy eunsu) jo Asennod @
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Tutu Light
Ay, 75 4

mild steel, beads, yarn
70x70%90
2016

EI2HH|A} HIX]
Hlabisa Bench
QILIR, d2tat Ofx}
oak, ilala palm
210x40x110

2019

EIH|A} B = Thabisa MJO
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South African designer Thabisa Mjo began to raise her profile after winning a competition in 2015. The artist designs
furniture, lighting, and ceramics that embody a contemporary design aesthetic by combining traditional South African
crafts and techniques with the latest technology. She seeks to share South African ethnic culture and heritage, using the
medium of design and to create income-generating opportunities for the craftspeople with whom she collaborates.
This firm philosophy of work serves to build a community where growth and prosperity are shared among its members.
The artist created the Hlabisa Bench by recalling her childhood memories of visiting her maternal grandmother’s home
in the countryside. The undulating curves of the bench’s backrest depict the meandering and rolling hills, while the
legs of the bench extending in various directions are inspired by the legs of her granny’s “potjie” pot. In particular, the
weaving of the backrest was created by the master Zulu basket weaver Beauty Ngxongo and her team of eight local
weavers. Furniture designers Stephen Wilson and Phillip Hollander participated in the production. The Tutu Light,
another artwork of hers in the exhibition, is inspired by a traditional skirt called Xibelani worn by women in the XiTsonga

region in South Africa. The artist used beads to express the unique colors of South Africa.
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Parabola Ill
&=, LED TS
brass, LED light
25x37%x66
20x31x56
15%24x42

2019

ZEMI
Parabola Il
&S, LED XS
brass, LED light
20x19%x60
17x18x52
15x15%42

2019
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ZEMI
Parabola |
25, LED TS
brass, LED light
30x57x60
22x37x40
15%24x27

2019
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Mexican architect Héctor Esrawe, who trained as an industrial designer, has been working not only in architecture
but also in various other fields, such as furniture, objets d'art, and interior design. His persistent exploration of the
relationship between the space and the object provided a more mature perspective and deeper understanding, laying
the foundation for creating furniture breathing with the space. As he is also interested in the relationship between
materials, he seeks to give an appealing rendition of the interaction between the physical properties of materials in a
new composition by maximizing the characteristics of materials.

Parabola is a series of lighting fixtures that the artist has been releasing since 2019. Parabola I, I, Il is the first part of
the series which strives to explore the way the light from the LED source travels along the polished brass surface. In
particular, change in light and shade created by the boundary of the thin brass sheet is a point where the physical
properties of materials are maximized with the artist’s sensibility, leading viewers to reflect on the characteristics of

materials.
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When studying interior design at college, Sisan Lee often wandered around mountains and
rivers to collect rocks and enjoy nature, and became fascinated by the unique shapes and
textures of rocks. Back then, he was infatuated with types of art practice that emphasized
the properties of materials and the Taoist idea of “leaving nature as it is.” Under these
circumstances, exploring the relationship between nature (inaction), artificiality (action),
and people (humanity) became the key topic for his work. He first gained recognition with
Proportions of Stone, a project he introduced shortly before graduation, and has continued
to work on related projects, experimenting with various formative variations.

Typically, furniture is designed to human scale. However, Lee breaks away from typical
furniture design inseparably related to the human body and determines the dimensions of
furniture according to the shapes and proportions of the rocks he has collected from nature.
In his work, the rocks are the standards of the minimum unit size. In other words, instead of
following the typical furniture building process of deciding the overall shape first and then
selecting the dimensions, he works in the reverse order. The table, stool, and bookshelf of the
Proportions of Stone series featured in this exhibition and his latest project Stone Pagoda
have also followed the same principle. This principle works as a means of providing originality
and uniqueness for his work. Also, the textural contrast between natural rocks and artificial
stainless steel as well as the physical balance between them are some of the other appealing

aspects of his artwork.

24

Proportions of Stone_Table
AHIQl2Z|AY, XM

stainless steel, natural stone
180x80x75

2021
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Proportions of Stone_Shelves
Ag|Qla|AZ, Xt

stainless steel, natural stone
110x32x150
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Stone Pagoda_2021
AHQlE|AY, XIAN

stainless steel, natural stone
64x64x120

2021
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stainless steel, natural stone
36x45%36 (each)
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Jihye Kang trained as a furniture designer, but took up a day job unrelated to art at a
company. Then she returned to art and started to create furniture based on her exploration of
the properties of materials. She works with acrylic and stainless steel, two artificial materials
with opposite properties, rather than trying out diverse materials. She forms a new formative
language for visual perception through the encounter of these two materials with completely
different properties such as strength, transparency, durability, and flame resistance.

Her Purity Series - Cabinet 01, Stool 02, Low Table 02 project starts from the visual
perception of objects and shapes created through the combination of disparate materials,
and develops into a question about the boundaries of events and impressions. The light
refracted by the transparent acrylic distorts the shape of the stainless steel, mixing up the
memories of the shapes and boundaries of objects. This again expands to everyday events,

social customs and norms, thereby raising a fundamental question about boundaries.

&= AMEZE-AF02
Purity Series — Stool 02
ofa2, AE|QlalA ALl
acrylic, stainless steel
45x28%40

2018

&4 M2|= - 7HH[L 01
Purity Series — Cabinet 01
Ol= 2, AHIQI2|A AE
acrylic, stainless steel
70x31x36

2018
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&= M2|= - 2 HI0|E 02
Purity Series — Low Table 02
ol=, AHoIZ|A ALl

acrylic, stainless steel
50x50x30

2019
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Doha Ham studied furniture design, and worked four years at a furniture company.
Discerning that his passion for creation was reignited, he went on to graduate school to focus
on practicing art again. Completing his master's thesis on “Personalized Furniture Design for
Emotional Expression” in 2016, he began to express abstract human emotions such as joy,
anger, sorrow, and pleasure with concrete forms and integrate them into furniture design.

His latest project Happy Together No-3 sends messages of support to people amidst the
gloomy pandemic period that began in 2020. The characters making exaggerated gestures
are decorated with various patterns and colors that express the emotions of moments
and the texture of time that condensed such emotions, in order to convey the fullness of
"happiness.” The textures of emotions transformed into patterns using saturation and
brightness are vividly expressed, and seem to have been accumulated in the artist’s exchange
and intersection of emotional energy within the relationships with the people around him.
This also reflects his philosophy of life and work that values relationships and emotional
connections. Among furniture items, he enjoys creating benches and chairs that anyone can

sit and relax on, and that further amplifies the message of happy energy and support.
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2019 We, No-1 ‘Tom! You Hear Me, Don’t You?’
2L= = FRP, 022 HQIE!

patterned wood, painting,

FRP, acrylic painting

120x53x83

2021
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2019 We, No-5 "Zo{~~I"
2019 We, No-5 ‘Pushhh!’
2L|2 =X, FRP, 032 HQIE
patterned wood, painting,

FRP, acrylic painting
56x65%98
2019
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Unintended_Wall Drawer
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220x40x80
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Yunhwan Kim studied furniture design and worked in the US for a while after graduation.
His work started with an expression of the shaping of the self that progresses and changes
between the will and non-will of the subject in the form of furniture. The formative motif is
borrowed from a marine creature (the sea cucumber) that changes shape freely as a response
to external stimuli, but returns to its original shape over time. Starting with objects such as
fruit plates and trays, he is enhancing both the scale and quality of his work in the form of art
furniture, building cabinets, consoles, and closets.

Kim’s furniture features multiple units of curved shapes organically connected to one another
to fill the front. He continues to sketch out his inner self (emotions, feelings, tastes, memories,
etc.) and shape them into unstructured units of shapes, and then connects them to form an
impressive facade of furniture. He sometimes uses 3D CNC for efficiency, but due to the
nature of his work, the majority is done manually. The artist enjoys connecting with materials
through handiwork in the process of creating artwork without straight lines, representing the

idea that the skills honed through repeated practice constitute the value of art furniture.
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Jongsun Bahk started building furniture in his late 20s, and was deeply inspired by the proportions of traditional
wooden furniture while studying the wooden furniture making techniques from Joseon Dynasty at the Korea Traditional
Craft and Architecture School in 2000. For the past two decades, the artist has pursued the minimal aesthetics of
moderation characterized by the simple form and outstanding sense of proportion in his formative artwork. Recently,
he has been pursuing formative changes, continuing experimentation with the freedom of forms.
Trans 202106 is a chair featuring Bahk's signature design. It pursues the formative aesthetics of structure using a
minimum amount of wood. The 2021 edition of the project features a change in the chair’s colors, with a black chair
that contrasts with solid wood, thereby adding a twist to the collection. Trans 2016 is a desk created by harmoniously
combining the artist’s signature vertical and horizontal lines. It fully represents the true nature of wood by highlighting
its architectural structure, instead of utilizing a complex structure that emphasizes the functions of a desk.
His latest work Corset Armchair marks a departure from his previous projects. If his previous projects were marked by
straight lines employing the joinery technique influenced by traditional furniture, this chair deviates from that principle.
It presents a new sense of form with curves created by overlapping thin wooden sticks as well as the use of diagonal

lines, and without a doubt raises expectations for his future chair series.
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A trained metal crafter and renowed photographer, Myoungwook Huh has a sophisticated
taste and uniquely keen sense of light and colors. In his earlier projects, he explored
temporality by working on photography and painting at the same time or combining the
two. Aware of the limitations of materials while working with acrylic paints, he experimented
with various materials for several years before finally choosing lacquer, a natural material,
as the material to fully convey his sense of color and energy. For 15 years now, he has
been employing lacquer and natural dyes in his wide spectrum of work, including not only
paintings, objects, furniture and tableware but also videos and sculptures.

Untitled_Cabinet is a cabinet consisting of units in “colors of the day” that create delightful
color combinations. It represents a fine example of “open furniture” in which users can
change the order of colors and structural arrangement as they please. He believes that the
furniture and tableware he creates are ultimately completed by its users. He hopes the good
vibes he felt while mixing the “colors of the day” will be conveyed to users and audiences, as
the time he spent on creating the craftworks intersects with the time users spend using them.
Astroboy is a figure he created recalling his childhood toys and the sensibility of those days.
For this exhibition, special mother-of-pearl inlay and gold foil editions were produced.
The colorfulness of the mother-of-pearl inlay and the gold foil free from discoloration
function like a time capsule, substituting the happy times and memories of childhood

with colors and light.
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Junhee Lee majored in industrial design and metal craft, and specializes in producing
stationery items made with metal. After the selection of his tape dispenser at the KCDF, Craft
& Design Star Product Development Project in 2017, Lee went on to create rulers, clips, pen
holders, and pen trays of various designs. He still continues to produce metal stationery items
that are durable for use in everyday life with strong 2mm-thick brass, whose color deepens
over time.

In this exhibition, she showcases diverse stationery items available on desks such as
scissors, staplers, clip holders, pen holders, calendars, and desk clocks made of brass. To
ensure a high-quality finish, the artist created the forms by cutting the metal sheets with
a laser, bending them, and assembling them with small screws. Iron casting is applied to
items that require a certain heft. His stationery products feature great attention to detail
to ensure user convenience, with the aim of promoting appropriate production volume by
providing sustainable craftworks and embodying everyday objects that reveal the taste and

individuality of users and add more value over time.
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CHRCHStm DA DS S AYSte of| X=X Language refers to a system of social conventions for communication or a method of

4 k : speech, writing, or gestures used to express thoughts or emotions. Art is also a type
Life Ceramics Leadership Course, y oS . ° g. . . *
wl ) of language. Craft, which grew out of everyday objects, is a means of expression, or
Continuing Education Center, . . " .
speech, for conveying cultural, social, and political messages. The classical or modern

Dankook University forms, types of raw materials and finishes, and processing methods executed by hand
or machine, and the types of ornamentation and patterns employed by crafters in the
=E H|H|Ot= Norwood VIVIANO production of their works join with their social perspectives to enrich stories about
L|= ZE| Njco CONTI history, culture, the environment, and society.

05 Kwangho LEE The third section, “Language: The Distribution of the Sensible,” introduces works that

7t SEAH|2! Ganit GOLDSTEIN
A2 Ryungjae JUNG

directly express the subthemes of the exhibition — analog vs. digital, aging, cultural
heritage, community culture, overproduction and consumption, industrialization, and
ecology. This section addresses major issues in contemporary craft through works
ranging from those exploring the properties of natural materials to those created
utilizing 3D digital printing, those documenting the evolution and healing of social
communities, those rooted in ethical production and moral consumption, and those
expressing ecological transformations in pursuit of balance and stability in the natural
world going beyond a human-centered world view. It is hoped that this section will
offer an opportunity to reconsider the role and status of sustainable craft in this
transitional period of human civilization marked by the Fourth Industrial Revolution as it

is accelerated by the pandemic.

[NIESIYINA UBMESUO] ©
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Untitled 1
Lt& wood
188x37x36
2009

2H 2
Untitled 2
L2 wood
140%37%33
2012

2H 3
Untitled 3
LI= wood
213x50%36
2017

2Hl 4
Untitled 4
LI= wood
174x45%35
2016

25
Untitled 5
LI wood
63%x27x31
52x33x32
45.5x30.5%30.5
2005

2 6

Untitled 6

L2 wood

37| ChY various size

2008
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Myungduk Shin, who developed a love for reading and exhibited artistic talent in high schoo
has been teaching himself and practicing the art of woodwork for over 40 years. Opting out
official art education, he works and communicates with wood in his own way. His earlier work
mainly focused on the abstract human body and jangseung, Korean traditional totem poles.
From the 2000s, he developed an interest in furniture that promotes rest and relaxation. He
has held nearly 30 solo exhibitions since 1990. His attitude towards art practice, where he has
connected with wood from nature over a long period of time, resembles that of a seeker who
never ceases to search for the answers to life’s great questions.

Shin finds the hidden forms and textures of the matter on his own, using simple chisels and
hammers instead of a machine tool that may double his work volume. In his bench-type work
and objects submitted to the exhibition, the time he has invested in his creations remains
engraved on them in the traces of his carving knives. These traces exist in harmony with his
thoughts on life and nature accumulated through his interactions with wood. Unlike other
materials, wood has growth rings, properties that represent temporality, and thus the artist
seeks to extend the life of dead trees by discovering another aspect of it through wood, rather

than simply cutting wood to create a functional object.
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Majored in textiles as an undergraduate, Sunju Han currently
works across a wide spectrum of genres. She continues formative
experiments based on her curiosity and inquiring mind about a
range of materials within the category of fiber art. Her focus on
fabric and textiles in her earlier work has later shifted to paper,
pulp, feathers, and objects (coffee filters, drums, etc.).

In recent years, Han has been devoted to weaving work that
reflects the impressions and everyday landscapes of the area
she resides in. Her works presented in the exhibition reflect the
maturity of the artist's perspective on objects and landscapes
centering on the four seasons of Damyang. Within the structure
of her woven fabric, created by the vertical and horizontal
movements of the warp and weft, patterns that look like traces and
wind are intertwined. The various shapes on the fabric are both the
structure and patterns of her work. Her project aims to fully reflects
the characteristics of weaving work and visualize the mechanism of
consciousness, where the memories of landscapes and events are

converted into recognition.

HC}, 2o, HE=ES5t0H0E)
Saw, Sow, Sew (Summer)

HC}, Aot HE=EstoHAS)
Saw, Sow, Sew (Winter)

o, cHLES 2l otat, CHLER
hemp, bamboo linen, bamboo
110x2x180 110x2x240

2018 2020
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cotton, bamboo
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3 Anhe Eroro =5
é Soswaewon 1 Traces of Damyang
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Jungsuk Lee’s earlier work focused on the formative installations influenced by the landscapes
of Korean folktale and allegorical animal figures as well as African animal masks. Since the
mid-to-late 2000s, Lee has attempted the reinterpretation of mythical animals and characters
featured in the ancient Chinese book Classic of Mountains and Seas. He worked on the
creation of figures decorated with cobalt-blue underglaze on white porcelains molded with
a spinning wheel, and an installation that placed such figures on broken porcelain pieces.
From the early 2010s, he worked on both sculptures and containers for use in everyday
life, introducing containers decorated with little characters from Classic of Mountains and
Seas. Since the mid-to-late 2010s, he has been working on the Fragile Series, which offers
a contemporary reinterpretation of the Joseon Dynasty's white porcelains with cobalt-blue
underglaze and Exploring Stones at the same time. His constant deep dives into the topics
surrounding his artwork induces audience anticipation of future projects.

The Exploring Stones project has been continuously evolving since it was introduced in his
solo exhibition in 2019. If the earlier edition of Exploring Stones was merely for observation,
the Exploring Stones presented in this main exhibition features an interactive format involving
direct communication with visitors. The visitors can choose “one stone” that reflects their
taste among the “multiple stones” of various shapes and patterns made in ceramics, place it
on a shelf, appreciate it, or take a photo of it. These activities develop connections between
visitors and their “one stone,” leading to the discovery of the common denominator of tastes

and ultimately the sharing of emotions.

ErM
B34
Exploring Stones

=Xt ceramics
7HHMX| dimensions variable

31 2021
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Into the Abyss presented in

the 2021 Cheongju Craft Biennale
includes Ocean Wonderland,
which was commissioned

by the Asia Culture Center.

SOfLt Mulyana
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Indonesian artist Mulyana crafts marine ecosystems with crocheting and knitting. He
invented a creature resembling an octopus and called it “Mogus.” Using the creature as a
persona, he has been presenting the world of Moguses. In his imaginary underwater world, a
school of yellow tropical fish swims over small and large Moguses with coral reefs blooming
in various colors.

The artist presents Into the Abyss at the Biennale, which is a knit and crochet installation
depicting an underwater world. It combines Diver(sea)ty (2020), Ocean Wonderland (2020),
and Satu (2018). Diver(sea)ty is mainly a world of Moguses of diverse colors, whereas Ocean
Wonderland features a colorful panorama of coral reefs and tropical fish. Satu is crafted
entirely in white because all colors have disappeared. By combining these three pieces, the
artist seeks to represent the combination of a dying real world and a beautiful imaginary
world. The skeleton of a gigantic whale, unveiled first at the exhibition, is added over living
coral reefs to serve as a bridge connecting the two worlds.

The title “Into the Abyss” has a double meaning: jumping into the deep sea and venturing
into the world of the unknown. Contrasting a dying marine ecosystem with an unrealistically
beautiful imaginary world, the artist poses questions on the courage to step into the

unknown and plunge deep.

e o=
Into the Abyss

Z2SME mixed media
7HHMX| dimensions variable

315 2021



IOVNONVT '€ 1¥Vd loie ‘& Aujeininuo) Joy sj0o] 3 [oRE




8LE

IOVNONVT '€ LdVd

H
Installation View

319

A3[BINIAUOD) 104 5|00 | T [GRES



320

35, 20| PART 3. LANGUAGE

‘40| =3 Tools for Conviviality

e
(=]

et xH Sungjae HAN

=& 7IAYRIE MESHE ehERt= O TAoll A 1501l 0]0] 3R 0= "X 2t= FHZ LetE HAS
HX| QACE 1827t KIS0l tiet oOH=2ACHH, 350l M= SHYSS 0l theh ol=E HstH =01l 20|X|
240t REETH S Mzt HiCtol| thet ZZHE M7 (St QU sHY MElA 2| S He SQst Hes
Sh= Z[&9 ZAIXL, T2i= QIzhol Qe s X R ofLat 2 Al ME 2igs 2o I 7|
70 HE SIS Ut 7= YeiA DA HES Shs 12 250 et elAat e, Y SEe
Plet HEH=XIE 2Aal cHRf MElAlof that 2+alS =0|T X} SCh S Fotsix| 2 Aol that izt
ST Bl HeE FstH M He! thets X} ottt

Sungjae Han, the acoustic memory artist, presents a project on the subject of “burnt offering
ritual” in Part 3 of the exhibition, which is consistent with his work featured in Part 1. If his work
in Part 1 is about mourning terrestrial animals, that in Part 3 offers condolences to marine
animals, alerting the audiences to the marine pollution, which is all the more serious because
it is invisible to the human eye. Whales, the alpha predator species that plays a critical role in
balancing the marine ecosystem, are not only suffering from marine pollution but also facing
threats to their survival, with their population already on the decline. The artist aims to bring
attention to the marine ecosystem to ensure ecological welfare in pursuit of conviviality, as well
as raise awareness of the protection of whales, which serve as a balancer in the ecosystem.
He also calls for a change in the human-centric attitude towards a non-infinite nature, seeking

more proactive alternatives.

A ]
Burnt Offering Il
Y 2z, PRUF, FLUX|(RF)
Cooperation with Yunhee Min,
Minju Koo, Minju Joo (composition)
SRHE mixed media
1,100x450x160

321 2021



322

35, 20| PART 3. LANGUAGE

‘40| =3 Tools for Conviviality

e
=]

ME2| SAtdnt =o| 87|

Bird’s Twitter and Fragrance of Flowers
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Liya Wan, a Chinese ceramic artist, occupies an unparalleled position in Chinese
contemporary ceramic art. After establishing his own ceramic studio early on in his career,
he has been experimenting with artworks of various styles. Since the mid-2000s, he has been
focusing on reinterpreting the Chinese ceramic tradition and creating works that present a
critical view of modern society.

Birds’ Twitter and Fragrance of Flowers takes its title from a poem by Lu Benzhong (1084-
1145), a poet who lived in the Song Dynasty. The artist turned 22 types of single-use plastic
containers used on a daily basis in countries all around the world into ceramic pieces
and decorated them with paintings of birds and flowers, an inspiration that he drew from
paintings of the Song Dynasty. The white porcelain containers decorated with paintings,
which remind us of fencai (famille-rose) porcelain from the Qing Dynasty, are arranged in a

single row to raise questions as to what to keep and what to throw away.
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A7IH EHE, 2A, ZHHA, HE,
o=, R +2

porcelain clay, wax, canvas, clay,
pigment, glaze, liquid gold
7HHAR| dimensions variable
2021
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In the 1990s, Hyunsuk Kim mainly presented large-scale installations that explored the
properties of earth and ceramics. Since 2010, she has been expressing the endless desires of
human beings and their relationship with society in diverse ways through ceramics. In order to
identify the basic formula of desire, she infinitely multiplies the organic relationships between
individuals and society, such as the nature of existence, self, sex, life, ecology, capital, and
anonymity, by replicating and iterating them in the form of flowers and vegetables. Also,
she continues to study various materials other than ceramics, devoting herself to finding an
effective way to convey messages using various media.

In the exhibition, Kim addresses the dark side of humanity's unprecedented affluence. This
abundance starts with genetically modified organisms (GMOs) creating from a change in
the plants’ reproductive methods. About 80% of soybean and 30% of corn grown around
the world is genetically modified, with most in the Americas. Her project Counterattack of
Macrophage calls attention to the fact that consumption of genetically modified agricultural
products in processed foods and their accumulation in the body over the long term cause
cellular mutations. “Macrophages” are critical cells responsible for immunity distributed across
all tissues in the body of an animal, but they mutate due to an excessive intake of genetically
modified agricultural products to destroy human cells. She highlights the relationship
between food capitalism and human health issues, raising questions about capitalism and the

endless selfish desires of humans.
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porcelain clay, wax, canvas,

clay, pigment, glaze, liquid gold
40~50%40~50x15 (each)

2021
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Sun Lee studied textile art as an undergraduate and ran her own fashion brand for several years. Watching

her clothes consumed in retail channels such as department stores, the artist witnessed first-hand the
contradictions of the fashion industry in a post-capitalist society. This subsequently led her to study social
design in graduate school, and the artist currently works in both the Netherlands and Korea on themes
such as thoughts on time and space, traditional heritage and consumption, and women's issues. Her work
centers on the phenomenon arising from the relationship between crafts and the body seen through the
lens of the modern fashion industry. \
Consumption of Heritage Kids criticizes the fast-fashion industry which produces clothing quickly and at
low cost, thereby encouraging consumption and triggering overconsumption, waste from the production
of unnecessary clothing, and ultimately an environmental crisis. As an alternative, she suggests decorating
clothes using Korean traditional crafts and healthy, slow materials (such as hansan mosi, hanji, and lacquer).

- T — -

In doing so, she seeks to cater to children’s interests, as they are the next generation of consumers,

thereby creating new and multi-layered memories of clothes for them. With this approach, the artist aims

to generate alternative solutions to issues such as appropriate consumption and ecological preservation

by familiarizing children with nature, materials, labor, crafts, and cultural heritage.

FUASKISS| AH|
Consumption of Heritage Kids
BRI, MR A| &X], 2F

jumchi, Hansan mosi, hanji, ottchil
7tH=37| dimensions variable

2021
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Master Hyunse Shin,
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2021

UBYIIA UBYS ©

Z2[0]Z X2 02
Playful Jacket 02
R B

hanji for clothing
120x75%2

2021
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The New Normal: Thumb Of Dressing (Spoon)
2|Z SLA Resin SLA

7.5%x3x2.5

2018

S HE] S &712F (HE Lto|Z)

The New Normal: Thumb of Butter (Butter Knife)
2|2l SLA Resin SLA

11x3x%2

2018

el 17| st &b

The New Normal: Palm of Meat
2|2l SLA Resin SLA

9.5x9x3.5

2018

R B EY

The New Normal: Fist of Rice
2| %I SLA Resin SLA

11x9%6.5

2018
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Ponsawan Vuthisatkul, a Thai artist, deals with the notion of reasonable consumption as her theme. In particular, she is
interested in food consumption. As obesity has emerged as a social issue and people get to have a vague idea of what
constitutes the right amount of food, she presents the concept of the “new normal” food serving utensils, which can
help people figure out an appropriate food portion for them.

The New Normal is a set of food serving tools used to measure five basic food groups with ease. It is composed of
bowls and butter spoons made to match different hand sizes and gestures. These tools are used for unique ways of
measurement, such as a fist of carb, a palm of protein, a thumb of fat, a cupped hand of fruits, and two hands of salad.
The artist gathered information from many people and created data on the size of hands. Then she put the data into a

3D printer to produce bowls and spoons of certain sizes.

o o Bt 2

The New Normal: Cupped Hand of Fruit
2|2 SLA Resin SLA

9Ix9x6

2018

LY F & 2o M

The New Normal: Two Hands of Salad
2| Xl SLA Resin SLA

15.5x11x7

2018
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Chrrfstn HWns 3 WEE X=Xt Life Ceramics Leadership Course,
Continuing Education Center,
Dankook University

drl=dgr|sstus AEEEe ot 715 ol HESSQ| ol MHAEAIE &71 flg dr7I=us el Aol Gyeonggi Life Technology School is a program run by the Gyeonggi Provincial Office of
SHIE 2 ME7|asiuo| M 8l AYnIT eSS HIEC 2 MZR2 UXI2|E OHEsiHLE BIEdE R SAtE STt Education designed to help late middle-aged people redesign their lives after completing a
2 AE|SE0f| O[HEXIGICE O Re| “MEHEOX|=AtoHY Z2 2 HHaiisin S0l A0M 2SstH 57t certain phase of their economic lives. The participants receive basic education and learn skills
LB VAL B2 €V |2 £33 R UE EAP|E SX|7 (2o 7|25t At for use in everyday life to find a new job or contribute to social activities such as field training
0| 2Z2 ezl MoiF71of w2} =5t =S 4ets 2l6te] MER ME7|sS 7IEXMF= 2 I &oish= 50- and volunteer work. The “Life Ceramics Leadership Course” offered by the Ceramic Institute
60C] ASHES| ESS 2 SYo|ch YEE2 MZ0| 23l day|&el EX7| MEES Xt fs AFZ5IHX| at Dankook University as part of the program is gaining popularity each year, where the
%410 AZ|Q] ALAIZE flo SFotl QUL St 3715 0|8 W oX|I=Xf2HE 2| of2] E7Ixt= 13 Sl participants donate the ceramic works they create to welfare facilities.

A7 &S HEIH TE EXPISS SXI7 20N A8 = UEE X|EHQl 7|2ESS s ULt X720 M= This is a video showcasing the activities of the new middle aged in their 50s and 60s
S5t ZHIEol sl 2HS0TI CHEFYAE A7(71Hob =227tol| Qe FHARA BhE =X RS AHEotH He= participating in the aforementioned program that teaches new skills useful in everyday life for
ARle| SLEEE otL|2t He AL SR T S| 2o Bict. dEDt eIzl ZHd ol ZAo0] thsll M22 AlMS a happy retirement. The participants use their newly acquired pottery-making skills not for
HMIAlBHCE themselves but for people in need. Many of the participants of the “Life Ceramics Leadership

Course,” now in its third year, have been donating the ceramics they have made using the
skills learned from the one-year program to welfare facilities. The ceramic tableware these
participants molded using their own hands, in comparison of the tableware mass-produced
for efficiency and economy, makes users realize the importance of the formality of eating as
well as the act of eating itself. This project presents a new perspective on the relationship

between survival and human dignity.

+>

'fffffs 78
[ =T

D2AUT @0 @6 A|uE, MS7|IFAHFE ME © @ MST7IFTAZ] EH| K A @ Basic Theory Class @ @ @ ® Practical Class, Creating Talent Donation Work ® @ Talent Donation Exhibition
MS7|19AE LS EHl @ LEYRILAMME ZST) © JHERS T(E7I= A Sending Talent Donation Works @ Woosung Disabled Nursing Center (Gangdong-gu, Seoul)
@ 02| LAH(>@7|= HEAl) @ SE=0X|=XtabE 37| @© House of Saint Peter (Anseong, Gyeonggi-do) @ Mirae Nursing Home (Anseong, Gyeonggi-do)

® 3rd Class, Life Ceramics Leadership Course
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Norwood Viviano, an American glass artist, utilizes 3D printing technology to create his works. He selects
several cities in the U.S. which used to have thriving manufacturing businesses in the 1950s and 1960s
and combines the imagery of their iconic industries with their current urban landscape. Capturing what
an 'industrialized’ society looks like, his works pose questions about the relationship between the urban
environment and human activities, borrowing the form of a ‘map.’ Pittsburg, a city known for its steel
industry, is reinterpreted in Recasting Pittsburg, where the city’s urban landscape unfolds on a steel
|-beam, whereas the timber industry of Portland is captured in Recasting Portland, where the city stands

on a tree stump. Recasting New York recreates the soaring Manhattan skyline on a pile of newspapers

and Recasting Philadelphia has the Port of Philadelphia captured within a mirror frame.

2|7 A8 Eatda|ot

Recasting Philadelphia

7tot F£x |2, 3D=ZE mHH

kiln cast glass, 3D printed pattern
31.8%6.3x52

2020
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Recasting New York

7tot £z |2, 3D=2E 1iH
kiln cast glass,

3D printed pattern
31.8x31.8x34.3

2021

2|FHAE! D=
Recasting Pittsburgh
Jtop = ®2|, 3DZZIE HE
kiln cast glass,

3D printed pattern
40.6x25.4%33

2020
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Recasting Portland

Jtot £x {2, 3DZZE IE

kiln cast glass, 3D printed pattern
43.8x44.5x12.7

2019
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Of Lace and Porcelain: Vessel Collection

7| porcelain
20x20%30 (each)
2021

LIZ 2E| Nico CONTI

SEte| 27} L|Z ZEl= 5587
G0N =Xt 72| TS tistES
MEQICE

<2f|ojAgt Xp7|: 7| SUM>2 Tl =Xt SHHof| Z7P7t o2 MEE 211 X2 2f|o]Aof ChE
7|g F=EAZ! ZZolc) faitt elEde X ol R&2 QN E =X HS et 252, dMIg
2Ho|AXMY 2ol= BEH RAH= 717 7|&0f thet =EXE oot HHEHMS 171 xp |22 2013
LS F= ZEF2 AZ0| X|U= HaIX| b= TSel 7Ix(o] 2ithe| 7|&=2 Faiet MS ZAPL EsiE
Zatolck

Nico Conti, a Maltese artist, studies a unique technique of 3D-printed porcelain. After
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studying fine art in Malta and ceramics and glass in the U.K,, the artist has been presenting
ceramic works using both analog and digital technologies.

Of Lace and Porcelain: Vessel Collection is the artist's attempt to graft his childhood
memories of lace onto a classic ceramic vase. The vase with an elegant outline is his homage
to the history of ceramics and the surface with delicate lace-like patterns represents his
challenge to mechanical technology. The work, which presents an elegant feeling with the
translucent porcelain, is the outcome of detailed expressions enabled by modern technology

added to the value of tradition that does not change over time.
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Kwangho LEE

SEZFCIRRIS TS 0lAFE= R A SOMHX|7} BhE L4 E0t oL | o Eof| thet 7[2S
Hige 2 FMOILL 2 WOt AF, QXL A0, XY S& MEoHH Ao ZHMAIE FEstict 12|
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HMESHE o ot BtE, PVCHY, 71F, 34, 25, St 22 ohede M=ol 0o 2Zoil= M2=2
ZE0ll chdstn Fatxel 231 et 3D Z2IE J|Hah 22 A HEE 0/017tn Uk

20193 A2 Hel 19| 3D 7t7E 1t thSA2|=et HEA2| =71 ZEE0] QUCt ofF =EF0lAM
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a3t &2|=3 JEHE XISfsE T0l7l= MX| o2 Hato|ot 2Fet F712 ME27F |IIHLZ Mo
U= MS0| OIXt AZ(EE= ALO|EE|0|E)2| tt2| B R0IM S2ts 2&stH 72X A5 SdsiH
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Kwangho Lee trained as a metal artist and designer, and has built a unique formative world
by creating stools, chairs, sofas, and lighting by twisting wires or lopes drawing on his
childhood memories of everyday items made by his grandfather and his mother’s knitting.
For each project, he typically explores new materials for a time, and then produces a series of
high-quality work using the aforementioned materials. After working with various materials
such as ropes, PVC wires, leather, metal, cloisonné, and rocks, he has begun venturing into
new formative experimentations such as 3D printing techniques for diverse and effective
expressions in recent projects.

His 3D furniture, which debuted in 2019, combines his Knot Series and Obsession Series.
Whereas his previous projects featured a regular variation in the twist and thickness of lines,
this latest work submitted to this exhibition presents a new method from the structural
perspective. This marks a significant change for an artist who has always pursued the solid
form. The lines organically interwoven in a consistent thickness divide the space around
the legs of the chair and stool (or side table), forming a structural dynamism and adding

functionality.

TR A= #2
Obsession Series #2
ECtAE RtHE
plastic filaments
43%x51x78

2021
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Obsession Series #1

Satael gepole

plastic filaments
34x51x72, 45x28x41.5
2021

FSESNETESE %)
Obsession Series #3

S2tAE el

plastic filaments
44x42%72
2021
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E3MZE PLA
flexible PLA
25x10x10 (each)
2019

A7tel 2E2 A 7tstt o=a I AMMEIRE 22 4 U oE HE2 2Z 7|&2 38510
3D Z2UEZ KMizfet ZutE S Auh AZSIHL, T o) 3D ZRIEZ S5 YASE REH sttt
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Ganit Goldstein, an Israeli fashion and textile designer, studies fashion using 3D scanning
and 3D printing. After studying jewelry and fashion in Israel and textiles at a graduate school
in the UK, she has been using 3D tools to explore customized textiles and study new fashion
accessories.

The artist's works can be divided into wearable garments and fashion accessories. Wearable
garments are produced by connecting a piece of 3D-printed fabric with threads using a
weaving technique, or attaching 3D-printed accessories to a piece of fabric. 3D Printed
Shoes, which used 3D design software to design and print the structure of shoes, and 3D
Printed Jewelry, which she produced by designing and printing various fashion accessories
and adding accessories like Swarovski crystals, highlight the artist’s attempt to combine

innovative technologies with traditional fashion.

HaHE Zof|

Shifted Craft
E2|0 3D =2l
polymer 3D printing
20%25%3

2019

WD, ¢
\'\\““ N \,}?’

&

3D Al 2

3D Shoes 2

EME PLA, BHAL
flexible PLA, cotton yarns
30x10%20

2018
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Between The Layers 1
E8MZ PLA, BAL
flexible PLA, cotton yarn
60%x30x15

2019

ZA0IM 5

Between The Layers 5
E8MZ TPU, HAL
flexible TPU, cotton yarns
60%x30x15

2018

ZA0IM 4

Between The Layers 4
E3ME TPU, HAF
flexible TPU, cotton yarns
60x30x15

2018
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Between The Layers 3
E3ME TPU, AL
flexible TPU, cotton yarn
60x90x15

2018

28 71sS 3D ZEE 7|2
Weareable 3D Printed Kimono
EaH 3D zY, RI7IsH

polymer 3D printing, organic cotton
140x10x100

2020
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The Motion

Ezlotn|E, F2,
X2 3L ot
polyamide, sterling silver,
cubic zirconia

37|tk various size
2019
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Ryungjae Jung studied computer science in college and metal craft in graduate school, and actively
employs 3D printing in his art practice. He says that 3D printing helped him break free from the customary
compulsion that craftwork should be produced manually, enabling him to work more freely through
programming using data and figures. He makes the most of his skills, effectively utilizing sophisticated 3D
printing techniques by programming for more detailed design.

His latest project Digital Pearl involves a 3D printing production using polyamide, a polymer compound
from the nylon family. Polyamide, the artist's material of choice, is also used in producing machines and
electric parts for its outstanding abrasion resistance, chemical resistance, and electrical insulation. He
has focused on capturing the relationship between accessories and body movement so far. His work

presented in the exhibition signal a new trend in his practice that draws attention to its future evolution.

CIXIE zIx
Digital Pearl

Zz/ololE, 2

polyamide, silver
37| kY various size
2021 353
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This section explores the transformation in physical tools (hand tools, electric tools,
and machines) that have served as an extension of the human hand to boost the means
of production over the past 200 years following the Industrial Revolution. Tools that
have been employed in crafts to effectively and efficiently deliver human power have
witnessed a shift from analog tools to digital precision machinery and have inspired
notable changes not only in science and technology, but also in living cultural and
socioeconomic history.

“Archive: Retooling,” the fourth section of the exhibition, highlights a selection of
116 tools essential for the production of basic household necessities or other types
organized by process, such as the production, molding, and finishing of metalwork,
woodworking, ceramics, and textiles. The tools are examined in conjunction with the
works presented in the previous sections and how they were used in their production.
The changes and periodic trends in craft tools are explored through a selection of 116
implements comprising the most fundamental tools of craft and revolutionary tools
that led to changes in the times presented through a digital display, timeline of the
social and cultural history, and diagrams demonstrating the relationships among them.
Both the history and future of craft are explored through the organic and evolutionary

relationship between these tools and the exhibited works.
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Tools are Civilization

Gongho CHOI Professor, Dept. of Intangible Cultural Heritage Studies,

Korea National University of Cultural Heritage

Tools are a symbol of civilization. This is because, throughout history, human
civilization has been built with tools. It is no coincidence that Homo habilis, meaning
“handy man,” is the origin of mankind. The history of tools gives us a clear picture
of how humans have thrived. Given this importance of tools, the craftsmen who

created tools can be viewed as the creators of civilization.

The hand is the “tool of tools,” and scholars have conducted research on the
functions of the hand, highlighting its significance as a source of creativity and
urging us to use our hands more often—at least to sharpen pencils with a knife—in
order to prevent muscle atrophy. Sharpening a pencil with a knife involves a
different kind of neural activity, with the hand often being referred to as a “second

brain.”

However, there is now growing concern over the development of tools capable
of controlling the human brain. People are always fearful of the limitless desire of
humans crossing the line by creating a tool that actually threatens humans rather

than assisting them.

The ultimate value to uphold in life is the creation of a harmonious community in
which differences are respected and shared. Any tools that threaten this value are
likely to be used as weapons. We thus urgently need the wisdom to use tools as they
are intended be. It is the responsibility of those involved in handicrafts to be wary of
blind technological totalitarianism for the purpose of growth and work to revive the
value of using one’s hands. It is also necessary to re-establish the ethical category
of tools as items that ultimately help humanity, and to preserve this category no

matter how revolutionary new technologies are.

Crafts, which are closely intertwined with tools, should aim to achieve a sustainable
future for humans by reviving the value of everyday life. We should rebuild human
life by restoring the tools we have been deprived of by modernity. We need to
break away from capitalism, which replaces the tools of creativity with machines
while leaving humans with only the freedom of consumption. The time has come for
us to take control of our lives by making something with our own hands. As wisemen

say, "Creativity comes from the hands.”
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An Overview of Tools for Metal Crafts

Serine Kim Research Professor,

Research Institute of Korean Culture, Ewha Womans University

Tools are used to make things, which is why they are indispensable objects that we cannot
live without. A hammer is used to make brass bowls, but it is also used to drive nails at
home. Tools are made out of necessity and constantly improved for convenience, but they
pass into oblivion when they are no longer in use. Nevertheless, it may be safe to say that
tools that have maintained their use and form since prehistoric times are essential to and

universal in human life.

The oldest tools trace back to the tools humans carved out of stones for hunting and fishing.
Throughout history, humans have constantly strived to produce durable tools that are
useful in daily life. The tools, as well as machines, so developed accelerated production and
increased efficiency, contributing to mass production and the standardization of quality and
specifications. In addition, tools have brought about changes in human life by promoting
the consumption and dissemination of diverse and abundant materials throughout modern
civilization. This study aims to trace the history of tools with a focus on the process of

technological development and metal craft production along with changes in everyday life.

The development of the technology that allowed humans to extract copper and iron from ore
and process the metals, which occurred in West Asia between 5500 and 4500 BC (Neolithic
Age), metals have been essential materials in the development of human culture and brought
about many changes in everyday life. The hardness of metals eventually led to the invention

and dissemination of tools that were far more durable than the previous stone tools.

Stone tools were replaced by their metal counterparts. All tools for hunting and agriculture
that required solid materials and durability began to give way to metal tools, prompting the

wide use of metal in every life.

The production of metal craftworks largely involves material processing, shaping,
decoration, surface finishing, and polishing, which comprise the basic production process
that has been passed down from prehistoric times to the present. Shaping is largely divided
into shape casting and forging, which involves shaping a metal through hammering. These
techniques are presumed to have been used before the Bronze Age, which is evident in
the relics related to these techniques that have been discovered, such as early forms of the

furnace, chisel, and hammer.

Over time, the types and sizes of metal crafts became more diverse and their forms became
more sophisticated. Embellishments and symbols were also added, and related techniques
became increasingly diverse in accordance with time, culture, and ways of life. Smelting and
alloying techniques for metal processing were developed as well. Essential and universal tools
such as chisels, molds, hammers, tongs, and furnaces were subdivided and improved while
maintaining their original uses. In addition to the development of new techniques and tools
with the evolution of various technologies, metal craft tools became more diversified with time.
To give an example, tools used for shaping and decorating are subdivided in terms of

size and type. In case of the hammer that was used to flatten metal and make patterns in

Zt= A Various Chisels

20M|7| 28t Late 20th Century

National Intangible Cultural Heritage_Duseokjang
(Metal Craft) Munyeol Park’s Tools,
National Intangible Heritage Center

the forging process, the size of the head was varied. According to a document
published in the 17th century in the Joseon period, the hammers used at that time
were so diverse that they were divided into big hammers, small-head hammers,
and fine hammers. Even now, some handcrafts that are designated as national
intangible cultural treasures use up to 12 different types of hammers. The hammers
used in everyday life and industrial workplaces were highly diverse. The chisel,
which was used for engraving patterns on the surface of or finishing objects, were
also diverse in terms of their size, shape, and also purpose. There were also some
chisels on which various patterns, such as circles and flowers, were engraved so that
they could be stamped onto surfaces, like seals. Until the 19th century, grindstones,
which are tools powered by either turning a handle or operating a foot-powered
treadle mechanism, were used for grinding surfaces to smooth and polish finished
objects. Grindstones were categorized into strong, medium, and fine types. As
excavated relics used for this purpose date back to the Bronze Age, grindstones
seem to have been used from a very early period. In the Joseon period, a lathe-like
cutting tool powered by pressing a pedal or treadle was used to finish and polish
the surface of metal bowls placed in a rotating mold. This is similar to the modern-
day mechanism powered by electric motor. The use of this lathe-like tool in the
Joseon period is recorded in an 18th-century document and a landscape painting
depicting the process of making brassware that was produced by the painter Kim
Jun-geun at around the end of the 19th century or the early 20th century. The tool
has been used in metal craft studios in western countries as well, such as the French
goldsmith and tableware company Christofle & Cie, as well as in Korea by master
craftspeople who have been designated as national intangible cultural treasures.
It is used for not only metal crafts but also wood, jade, and stone crafts. Another
manually operated tool is the bow drill, which has been used widely in diverse
areas of crafts. An example of this can be found in the murals of the New Kingdom
of Egypt (16~11 BC), demonstrating the extensive use of manual tools throughout

human history.

The principle of machines that appeared in the middle of the 19th century is
thought to have originated from machines powered by hand. With the discovery
of electricity, the bow drill has evolved into the drill that we use today and the
lathe into grinders and planers. In addition, large-capacity electric kilns, similar
to traditional furnaces and crucibles, are now used for alloying and melting metal
materials. The furnaces that have been used since prehistoric times have grown

tremendously in scale, as evidenced by the massive furnaces of ironworks.

Metal craft has long been closely intertwined with human life. Metal is the main
material from which automobiles and cookware such as pots and ladles are made.
Tools for extracting and shaping metal and decorating and polishing the surface of
metal works are still used today. Today’s widespread digital machines and software
and handicraft tools such as hammers and chisels represent to major groups of
metalworking tools. It seems that craftworks themselves, which have evolved
into the most universal and simplest forms, are also tools because they have
existed to serve specific purposes for us and thrived in line with our technological

development.
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An Overview of Wood-Lacquer Craft Tools

Yuri Jin Working in the Intangible Cultural Heritage Division
of the Cultural Heritage Administration

Wood lacquer tools have served as important hand tools throughout the history
of human civilization. This is proven by the historical evidence that has been
found of the use of axes and saws, which are basic tools for processing wood. In
ancient times, tools made with wood, a relatively easy-to-handle material, were
indispensable to humans for hunting and gathering. The lacquer tools that were
used before modern times were mostly perfected in the Paleolithic period and
Bronze and Iron ages. As such tools were made with the main material of each era,
they became increasingly sophisticated and durable. Lacquerware, from furniture

for clothing to food containers and homes, has long permeated our everyday lives.

Lacquer craft tools were perfected long ago in terms of their form and operation.
As they still retain their original forms and operational principles today, it is worth
noting their meaning and value. The axes used in the Iron Age are similar in shape
to those used in the Neolithic period as they consisted of a blade fitted to a wooden
handle and were used to cut wood. In the case of the bow drill, a type of awl that
has been used since the Bronze Age, the principle based on which the shaft of the
awl is turned is the same as that of the shaft of the traditional wooden lathe, which
is not much different from the modern mechanical wooden lathe. It is speculated
that the lathe was used in Egypt at least around the 3rd century BC. In the case of
the planer, the oldest one was discovered in the ruins of Pompeii, dating to around
the 1st century AD, and its shape is similar to that of the planer today. The history of

lacquer tools in Korea has followed a similar trajectory.

This exhibition focuses on the “contemporaneity” and evolution of lacquer tools
that have functioned as an extension of the hand. Lacquer craftworks are produced
largely through material processing, molding and decoration, bonding, lacquering,
and drying, and the production processes of the past and present are the same. As
for essential tools, various saws are required for the processing of wood, including a
planer for shaping and decorating and a wood lathe for making wooden tools. For

gluing, lacquering, and drying, brushes and lacquer drying equipment are essential.

Since the Industrial Revolution, manual lacquer craft tools have been replaced with
electricity-powered tools and machines, ushering in notable changes in human
culture and socioeconomic circumstances thanks to standardization and mass
production systems. The development of lacquer tools has influenced everything
from wood craft as a hobby to large-scale architectural construction work, which
have been made possible by easy access to lacquer tools and the creation of an

environment in which mass production is possible.

Changes in the work environment can be seen in changes in lacquer tools such
as saws and planers. Before electricity-powered machines were introduced, saws
with a long blade were used. To cut thick and hard wood, it was necessary for
two sawyers to stand at each end of the saw and pull the blade back and forth
through the wood. The two sawyers had to pull harder and faster when the wood
was especially thick and hard. The limitations of human power prompted the
invention of power tools for processing wood, such as the circular saw at the end
of the 18th century and the chainsaw for logging in the 19th century. The spread of
these machine- and electricity-powered saws, as well as electric planers in the 19th

century, brought about drastic changes.

Nevertheless, lacquer hand tools have a distinct presence today, showing that
traditional tools have stood the test of time, without having been replaced or
disappeared in the flood of machines. Axes, hammers, saws, planers, chisels,
knives, and brushes are universal hand tools with which many of us are familiar in our
daily lives. This exhibit will offer visitors the rare opportunity to revisit the history of

lacquer tools and reflect on the value and meaning of tools.

HrHa Hand Plane

20M171 20th century
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(Wood Furniture Making) the late Chuman Song's Tools,
National Folk Museum of Korea (Source: e-Museum)
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An Overview of Research on Textile Tools

Dawoon Keum Lecturer, Dept. of Traditional Arts and Crafts,

Korea National University of Cultural Heritage

The tradition of spinning and weaving traces back to time immemorial. From East to West
and everywhere in between, textile craft has been practiced from prehistoric times to the
present day. As one of the three necessities of life, clothing is often mentioned as one of the

unique characteristics that sets humans apart from animals.

Throughout human history, textile tools have been developed along with the evolution of
clothing. Clothing protects and covers the body, and is worn with accessories for special
occasions or as a ritualistic symbol. Clothing manufactured with textile tools has long been

a means of expressing individual personalities and social norms.

This study focuses on the transition from analog to digital textile tools and consequent
social and cultural changes. Toward this end, | chose craft items and tools that show the
evolution of tools and represent textile craft. Tools with historical changes that are not

readily traceable were excluded from the scope of this study.

The field of textile craft is classified in various ways according to era and region. Among
them, the representative areas include spinning; the process of drawing out fibers from a
raw material; weaving, the process of producing textiles using threads; sewing, the act of
making clothes by joining pieces of cloth using a needle and thread; embroidering to add
decoration; and dyeing to add or change colors. Each textile craft technique has a long
history, and the tools for each technique have evolved into diverse forms. For instance,
some simple tools have been developed into sophisticated instruments and machines,

demonstrating hierarchical diversity.

For spinning, | surveyed the historical changes in tools for cotton, wool, and silk, among
other fiber materials. The spinning method and tools used for filament fibers differ from
those used for staple fibers. For instance, the tools used for cotton and wool, which are
staple fibers, include spindle whorls, domestic and foreign traditional spinning wheels,
spinning machines (spinning jenny, hydraulic spinning machine, and spinning mule) from
the early industrial revolution, and ring spinning machines that are used today. The tools
traditionally used for filament fibers include reels (wangchaengi and jase) and pots, which
are categorized as traditional silk reeling machines, while the tools mainly used these days

are automatic silk reeling machines.

Looms are categorized into those for making plain weave fabric, those for making figured
fabric, and other major weaving tools. Looms for making plain weave fabric include the
typical traditional Korean loom, modern loom made and used in areas such as Seocheon,
Namhae, Boseong, Muju, and Andong, and early power loom, which uses flying shuttles.
Looms for figured fabric include multi-shaft looms, dobby looms, drawlooms, and

jacquards, according to the type of weaving shaft. In this study, | wanted to explore

MEE Sewing Machine
20MI71 20th century
ZEOISES T AT

National Folk Museum of Korea

the transition of the weaving process from plain weave fabric weaving to more
complicated figure fabric weaving. The main weaving tools chosen for this study
include the shaft, which passes through the warp opening; the bobbin (gguriteul),
which winds the thread that goes into the traditional shaft; and the “body,” which
determines the width and density of the fabric and directly inserts the weft yarn.

The sewing tools chosen for this study include the needle, which has been used
since ancient times; the sewing machine, which was invented in the modern
period; and the iron, which has evolved into diverse forms. The tools chosen for
embroidering are the embroidery frame, a basic tool, and the embroidery machine,
which uses modern computer software. Tools for dyeing include the yarn dyeing
machine, fabric dyeing machine, printing plate (which is used for pattern dyeing

techniques), and modern printing machine.

It is known that the industrial revolution was triggered by textile technology. The
tools used for needle threading, embroidery, and dyeing, including spinning and
weaving related to textiles, were first selected for industrialization early on and
developed rapidly. These tools then evolved into machines, and those machines
were gradually semi- or fully automated, resulting in significant decreases in

employment in related fields.

The field of textile craft involves both mass production at factories and small-scale
production by individuals or small businesses. Due to the intimacy and popularity
of textile craft, there has been steady demand for weaving and handicraft-style
weaving among individuals, educational institutions, and organizations related to
textile craft as a hobby or art. In response to this demand, well-known hand loom
suppliers overseas are striving to develop handicraft tools by applying mechanical
devices that were used in the industrialization era. Some of these tools and devices
were used in the past but are no longer in use today, but others are still used in
some countries. Most textiles are mass produced around the world, but some are
still produced by hand by craftspeople as a hobby or art. Some textiles with a long
history, such as linen and hemp cloth, which were not included in industrialization,

are still weaved using the same traditional tools.
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An Overview of Ceramics Tools

Inhee Song Lecturer, Dept. of Archeology, Chungnam National University

Shaping clay is one of the oldest human artistic activities and craft techniques in human
history. Since the Paleolithic era, when humans struggled to hunt and gather for survival, we
made shapes with clay to express our desires, which reminds us of the value of earth as a craft
material. The human hand has been a primitive, yet efficient tool for handling and manipulating
earth. The earthen figures found deep in caves are the outcome of the divine work of kneading
the soil in the hope of a prosperous life. They also show traces of the oldest decorations drawn

with simple lines.

The use of fire has been central to pottery-making since the Neolithic period. The addition
of the firing process to the rudimentary work of shaping and drying clay made it possible to
produce more durable and useful pottery. The emergence of fired pottery took human life
to the next level as it made food storage and cooking possible. As the use of fire became
essential, the means humans used to control fire also developed. The early method of
making a bonfire or firepit evolved into controlling fire inside a structure, such as a kiln, which
marked a major step forward for humankind. The kiln led the evolution of pottery by creating
an environment in which airflow can be controlled and fire maintained for a long time. The
higher the temperature inside the kiln, the stronger the earthen vessel it produced, leading

earthenware to eventually evolve into porcelain.

The shape of kilns varied, reflecting the nature of the fuels available in each region, but kilns
basically needed to be capable of maintaining the fire for a sufficiently long period of time and
firing as many pottery pieces as possible and as readily as possible. Some kilns were like tunnels
climbing up a slope, while others were dome-shaped, but efforts to improve the kiln in terms of
the efficient control of fire continued even after each region had developed its own kiln shape.
The development of the kiln, from traditional wood and coal kilns to modern gas and electric
kilns, is the outcome of the effort of ceramic artisans to improve kilns with the aim of producing
better quality pottery based on their experience and scientific knowledge. Some kilns these
days are equipped with an automated conveyor system or carts for mass production, meaning

that kiln operation is closely related to the productivity of pottery-making.

Kiln furniture also play important roles as they enable control of the internal environment while
ceramic pieces are being fired. For instance, the devices designed to allow vessels to be piled
up inside a kiln, prevent ceramic pieces from sticking to the ground, and cover pottery pieces for
even firing are the result of countless experiments conducted over long periods of time. Also,
the devices for checking the temperature of the kiln give a glimpse of artisans’ endeavors to

understand the high-temperature flames inside their kilns, which seemingly transcend the senses.

The manufacturing process of kneading clay has become a professional technique with the
introduction of the potter’s wheel. The early method of tapping the inside and outside of
molded clay gradually evolved into the technique of throwing clay directly onto a wheel. The
skillful use of the potter’s wheel allowed for the production of ceramics with smooth curves,
uniform thickness, and sleek surfaces. Even since the invention of the potter’s wheel, which

made it possible for artists to throw ceramic shapes, diverse tools with functions and shapes

7t0KEL) Climbing Kiln
SHY=At0|E2H(Z7|= 0|H)
Haegang Ceramics Museum
(Icheon-si, Gyeonggi-do)

similar to those used in the distant past have been used continuously, proving the efficiency of

simple manual tools.

Throughout the ages, human hands and feet have been the source of power for the entire
process of ceramic production. To secure large amounts of raw materials, humans relied on
mills driven by hydraulic or wind power or animals to do the crushing. However, the capacity
to shape clay by collecting and refining the appropriate earth and controlling the wheel, along
with pottery-firing skills, was possessed only by seasoned artists with years of training and

experience.

The application of the steam engine to pottery in the 18th century brought about a drastic
change in production methods. The steam engine was useful for pulverizing and mixing a large
amount of raw materials by providing strong, continuous power, eliminating the problem of
fatigue and influences of the natural environment. Also, mechanical power gradually replaced
human power in the operation of the potter's wheel, making it possible to operate the wheel
with a movement as simple and convenient as pushing on a treadle. Shaping became even
simpler with the invention of a device designed to throw clay into vessels by placing a mold on
an auto-revolving wheel. Casting techniques were used early on to create standardized forms
and embellishments, which was later integrated into the automated revolving wheel driven by
mechanical power. In addition, slip casting method of pouring liquefied soil into the mold like a
metal mold was introduced, establishing the basis for the mass production of quality ceramics

that do not require wheel-throwing or soil-handling skills.

The mass production of pottery began in full-swing in the second half of the 18th century,
along with the development of the method of decorating a large quantity of pottery pieces
more easily in a short time. The basic method of decorating pottery with patterns was
engraving with a knife or drawing with a brush, and the repeated stamping of patterns and
ceramic mold casting were used quite early as well. However, the use of these methods
required an understanding of the nature of soil and drawing skills. Overcoming this obstacle,
the decal transfer method, which was introduced in the second half of the 18th century, utilized
printing technology to make pottery decoration more accessible. The transfer printing method
involves printing a pattern on a piece of paper using a printer and transferring the pattern to
the desired pottery piece by rubbing or attaching the printed paper to the surface. The transfer
printing method consists of several stages, including pattern design, printing, and transfer,
with more emphasis being placed on pattern design as the actual application of the pottery
decoration is as easy as simply applying the paper to the surface. With the development of
printer technology, transfer printing has contributed to the spread and popularity of decorated
pottery. In addition, stencils have also been introduced in modern pottery-making, making the
pottery decoration process more convenient and simpler because all you have to do is place

the original pattern on a bowl, for example, and apply pigment through the holes.

The development of ceramics, from the basic act of adding water to soil and kneading it by
hand to the mass production of standardized shapes using automated machines, reflects the
history of handicraft as well as the development of science and technology. Pottery production,
which combines experience with soil, water, and fire and objective scientific knowledge, has
come to gradually incorporated machines, replacing human hands. As we still handle soil with
our hands and use both simple tools and complex machines, the development of ceramics is
a history of the continuous development of various tools that satisfy our needs and make life
more convenient. In this respect, it serves as a good example of the value of craft and how it

encompasses diverse aspects of human life.
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