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Cheongju International Craft Biennale Organizing Committee

Craft, meeting the new
through changes in perception

Sunghun LEE

The Cheongju International Craft Biennale(CICB)
commemorates its ninth event this year under the
theme of “HANDS+: Expansion and Coexistence.” The
subject chosen reflects on the past eight biennales
while assessing the direction for the present and the
future.
Under the main theme, craft which began
as a utility object meets new genres and
technologies in order to evoke human
imagination and to find coexisting
denominators to communicate with the general
public. Moreover it expands its role as a means
to heal human temperaments.
The main exhibition for the Cheongju International
Craft Biennale 2015 takes into consideration the main
issues in the international craft scene under the title
{Ql11 I Cjst2t; The Making Process).
It reflects on the evolution taken by craft until now by
investigating on making methods and new materials
additionally as looking at how craft will transform in
the future.
We are more than pleased to invite 46 artists
(including teams) from 12 different nations
- Japan, Singapore, UK, the Netherlands,
Belgium, USA and more. The exhibition is
divided into sections on craft making through
tools, on Korea’s craft heritage, on expansion
in the field and finally on the coexistence of
materials and expressions. About 600 pieces of
work will be on display.
Through the main exhibition we sincerely hope
that visitors will be able to understand what is
happening in the craft world today, both in Korea as
well as internationally simultaneously as touching,
feeling and experiencing through different
materials. Furthermore we hope that the Cheongju
International Craft Biennale 2015 will contribute
to the development of craft businesses, creative
initiatives, distribution networks and more through
cultural-economical advancements.
Finally | would like to express my heartfelt
appreciations to all the artists participating in
the main exhibition, the staff who worked on
this enormous project and lastly but not the
least to organizations and specialists who help
make this event possible,
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Looking at Craft:
Upside Down,
Backwards and
Inside Out

There is a beautiful story about Kandinsky entering
his own studio late at night, and seeing a painting
he did not recognize. The image seemed to him
alien and powerful, possessed of “extraordinary
beauty, glowing with inner radiance.” After a long,
awestruck moment, he realized that it was one of his
own paintings:-- sitting on an easel upside down. The
experience encouraged Kandinsky to believe that a
completely abstract painting might be possible, From
then on he devoted himself to it.
That an artist could have stumbled across the
greatest innovation of twentieth century art is
almost too good to be true. Yet it happened, and
it is a reminder of how useful it can be to look at
things the wrong way round. On the occasion of
the Cheongju International Craft Biennale, | offer
a few stray thoughts on this theme, Looking at the
world like a craftsman often means looking at it in
unusual ways: upside down, backwards and inside
out. These are ways of seeing that yield surprising
pleasures and insights, insights into the way
things are made and the people who make them.
I would like to begin at the beginning - or the
beginning for me, at any rate.
| once had an epiphany which was somewhat
like Kandinsky'’s, if not quite as consequential for
the history of art. | was, at the time, 19 years old.
Enrolled for one year at Harvard as an exchange
student, | was trying to get my money’s worth.
The discipline of art history was a new discovery
for me then, too, and | wanted to take as many
courses in the subject as possible. So | carefully
scheduled my week.
In this roundabout way, along with a great many

Museum of Arts and Design (MAD)
Director
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Glenn ADAMSON

classes about painting, sculpture and architecture,
| ended up taking “The History of Chinese Ceramics.”
The course sounded wildly esoteric to me, but it
fit neatly into my one available slot. So there | was
on Week Two, sitting in the back storeroom of
Harvard’s Asian Art Museum for a ‘handling session.’
It was much like any other classroom seminar | had
attended, but with the crucial added ingredient of
artifacts from the collection. We were allowed to hold
them, and turn them over in our hands.
Professor Bob Mowry was a man with a great
depth of knowledge, bright blue eyes, and a
glorious snowy-white moustache. He passed
round the first object, which | don’t now
remember. It made no impression on me.
Then he passed round the second, a dish from
the Tang Dynasty (618-907 AD). This was a
flourishing period for China, when the country
was relatively peaceful and flooded regularly
with people from other parts of the world. They
brought their arts with them. The dish, Professor
Mowry informed us, reflected this influx of new
ideas. It was decorated in the sancai (three-
color) palette: a grassy green, a rich brown, and
a deep blue. These tints were achieved using
lead-based glazes, with crushed minerals as
colorants. They used copper for green, iron for
brown, imported cobalt for blue, The decorative
pattern was inspired by metalwork from the west,
possibly modern-day India, or even further afield
in Persia. But the design had a characteristic
Chinese twist, with curling cloud forms toward
the edges, a motif that also appears in silk
paintings of the era.
| took all this information in with mild interest,
thinking mainly how different it was to learn about
ceramics instead of paintings. Then | turned the
dish over, and everything changed for me. On the
underside were the fingerprints of the potter who
had made it all those centuries ago. | could put
my own fingers in the same spots almost feel the
pressure that had been applied into the wet clay so
long ago. | had that electric charge you get when
you fall in love with an object. For me this meant
also dedicating myself to an understanding of the
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craftsman. | wanted to know the maker of that
beautiful bowl, just as much as you might want to
know the author of a love letter addressed to you.

From that day | looked forward to Professor
Mowry’s class more than any other. | even took
“The History of Korean Ceramics” the next
semester. And so began my interest in the skillful
making of great objects. | went on to become

a volunteer intern at other museums, first the
Everson in Syracuse, New York — which has a
terrific ceramic collection, thanks to funding
provided by the local china industry over the
years — and subsequently the American Craft
Museum, which is the Museum of Arts and
Design (MAD) today, where | have the honor of
being director. Had | not had the chance to turn
that Chinese pot upside down, I'm sure | would
be doing something else entirely.

Before coming to MAD | spent about eight years
teaching at the Victoria and Albert Museum in
London. | used to run my own ‘handling sessions’
there, always focusing on craft objects. They might
be chosen to illustrate the historical development of a
certain technology (usually ceramics, | can’t help it) or
a type of object (spoons through the ages). | liked to
think of each object as a prop in a story, except that
both the object and the story it illustrates are real.

| generally sat the students around a large table,
assigning an object to each one in order to give
them a sense of personal encounter. Then I'd
give them instructions:

Hold your object over the table, not over your lap.

Keep it at a low height. If it falls at least it won’t
go far.

Keep the objects far apart, lest they collide.

Always use two hands.

And here is a curious rule: this may be a ‘handling
session, ‘but you should never pick up a cup or a
teapot or anything else by its handle. Yes, | know
that is what they were designed for; but the join in
an old handle may be fragile.

Museum of Arts and Design (MAD)
Director
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Glenn ADAMSON

Turn your object upside down, examining its every
detail. Try to piece together how it was made.

As these directions suggest, what happensin a
handling session is quite different from what happens
in other encounters with objects. When you ask a
group of students to study the signs of manufacture
on the bottom of a teapot, you are putting them

in a very unusual position. In fact, even beginning
students may attend to the details of an object much
more closely than its historical owners - and even its
makers - ever did. Most people simply use a teapot to
pour tea. The historian tries to crack its code.

Another favorite story of mine was related to me
by a student interpreter at Winterthur, the great
repository of early American decorative arts in
Wilmington, Delaware. On one occasion, in a
room devoted to the seventeenth century, the
guide had launched into an explanation about
the objects on display. She spoke for some time,
facing away from her audience, then turned
around in order to point out a unusual survival
within the collection: a joined bench made of
oak, probably dating to the 1630s. She was about
to tell her visitors that this was a unique (and
therefore extremely precious) survival, the only
American example of its era known to exist today.

Imagine her surprise when she saw that the members
of her tour group were already sitting on it like a row
of ducklings, waiting politely for her explanation. Of
course she asked them to stand up and NEVER TO
TOUCH.

Which prompts the question of who was using
the bench properly - them or her? If museum
curators are lucky, and not too consumed in
administration, they spend their days in constant
interaction with objects. Yet they almost never
touch, use, or even look at these thingsin a
normal way, in the way their makers intend.
The same is true for dealers, collectors, and
auction house specialists. Think of the postures
adopted by the connoisseur: turning over a
silver teapot and reading its maker’s hallmark
through a magnifying glass; crouching down
inelegantly beneath a cabinet, so as to shine

a flashlight on its underside; or examining the
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back of a painting to look for proof or disproof
of authenticity. Recent technological advances
have made possible more extreme forms of
looking. Conservators now avail themselves

not only of magnifying glasses, X-rays, and
ultraviolet and infrared lighting, but also high—
resolution photographs that can be enlarged

to reveal more detail than the human eye can
normally perceive. Curators love to look at things
upside down, backwards and inside out.

This is often true for makers as well. While few people
who are untrained in artisanal processes realize it,
crafting things the right way is often a matter of
getting them exactly the wrong way round. In many
disciplines - including printmaking, mold-making,
and stamped textiles - one must be able to compose
backwards. In letterpress books, for example, each
piece of metal type is the mirror image of what you
see on the page, which can be extremely confusing
for the novice printer.

A particularly stunning example of backwards
craftsmanship is to be found in traditional Asian
woodblock prints, which are carved by hand
entirely in reverse. The delicacy with which these
prints render details like calligraphy and fabric is
absolutely amazing. How did they do it? It’s a little
complicated. First, the original design is painted
on to an oiled paper, which is then pasted on to
the woodblock face down. The ink design shows
through the paper, and of course now appears
backwards. The carver sets to work, first outlining
the image with a knife, and then cutting away the
wood on either side of each stroke using a set

of chisels. This “key block” is then used to print

a series of outline designs in black (right-way-
round again), which can then be used in turn to
create separate blocks for each color that will
appear in the finished image. Everything is lined
up through the ingenious method of carving an L
shape into the lower corner of the key block, into
which each piece of paper fits neatly, ensuring
registration of the image.

Bronze sculptures made using the lost-wax casting
process undergo a similarly extended set of reversals.
The artist will typically start with a hand-modeled

Museum of Arts and Design (MAD)
Director
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13 Glenn ADAMSON

clay figure. This is then used to pull a negative mold,
perhaps in plaster but more likely a more sensitive
and flexible material like silicone or latex. Hot wax
is then poured into the mold. The wax adheres to
the interior surface as it cools, making a positive but
hollow copy of the original figure. Once this wax shell
is built up to the desired thickness, a ceramic mold
(again negative) is built around it. Finally, molten
metal is poured into that mold. The wax runs out
and the metal cools and hardens. Finally, the mold is
broken open to reveal the final sculpture.
| apologize for all the technical talk, but | want to
make the point that when we look at a beautiful
work of art, we are often looking at the result
of an extended process of translations, not one
simple gesture. That a masterful Japanese print
or bronze sculpture is flipped around no less
than four times is surprising to those who have
never thought about how they were achieved.
Even more surprising is the fact that hardly any of
that work is done by the artist. Great printmakers
like the Japanese artist Katsushika Hokusai - the
creator of the iconic Great Wave off Kanagawa
- knew a great deal about cutting blocks, inking
them (itself a highly skilled process), and pulling
the prints. Hokusai had apprenticed for several
years as a cutter, in fact. But once he achieved
success as a print designer he concentrated on
the image, which was then handed over to the
artisans of the workshop. Sculptors, similarly,
entrust their initial maquettes to skilled mold-
makers and casters who will remake the work not
once, but several times before it is complete.
Few people today, | think, are aware of the extensive
teamwork that went into such masterpieces as the
Great Wave or Rodin’s bronze sculptures. They may
even be suspicious of contemporary works that are
not entirely the product of one artist’s hand. But if
anything is backwards, it is this attitude. These days,
given the scale and technical complexity that has
become commonplace, contemporary art is rarely
a solo enterprise. The really effective artists are not
necessarily those who toil in splendid isolation, but
often those who can work collaboratively with others
to realize their ideas.
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This is another message | have learned about
craft: it brings you behind the scenes, opening
up artistic process and rendering it transparent.
An idea for an exhibition that | really like (though
may never get around to) is a project called
Behind the Seams. This would be a fashion
exhibition in which great works of couture are
displayed inside out, so viewers can see how
they were made. Alongside would be life-sized
photographs showing how the garments are worn
on the body, and videos showing the garments
being made. As a finale, we might introduce
designers like Rei Kawakubo, Jean Paul Gaultier,
Martin Margiela, and Yohji Yamamoto, all of whom
employ an inside-out aesthetic, exposing seams
and flipping hems around in order to give their
clothes a still-unfinished, ragged beauty.
One reason | like this idea so much is that it perfectly
balances the two primary objectives of a craft
museum, education and inspiration. An exhibition
of inside—out garments would be a great chance for
students to learn about construction, but also a tribute
to the dressmaker’s art (there is nothing ragged about
the inside of most couture garments, which tend
to be impeccably finished). It would also be in line
with my broader objective as a craft scholar, which
is to celebrate the world’s top artists and designers,
while also letting people into their process. So often
in museums and galleries, we are presented with
finished works but given no insight into what went into
them. It’s a state of affairs that is exacerbated by the
increasingly complex, digitized, large-scale artworks
that are being made today. Just like the teamwork that
was required to realize such astounding creations, |
believe that unveiling the process of a great work of
art deepens one’s relationship to it.
Those of us who care about craft need to
constantly bear this idea in mind. We need to work
hard to open people’s eyes to true excellence in
art and design, and the people and processes that
stand behind it. This principle of transparency
is tremendously important for the twenty—first
century, in ways that far transcend the museum
itself. As people today spend more and more time
on their screens, sliding along in a frictionless drift,

Museum of Arts and Design (MAD)
Director
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perpetually distracted, they have less and less
awareness of how the world around them is made
or who made it. We can make a difference, simply
by connecting people to the spark of the creative
process. In turn, we hope that they may take more
interest in (and ultimately more responsibility for)
the material world around them.
Craft objects are special, because every one is
a pathway back to the immediate process of its
creation. If you know how to read the object, you
can walk this pathway back and forth, decoding the
process and then finding renewed appreciation for
the finished object. Thinking through craft means
turning art inside out for people, showing them what
has gone into its making. The best part is, they get to
turn it right side out again.

Glenn Adamson Bornin 1972 Boston, USA. He earned a
Bachelor’s Degree in art history at Cornell University and a
Doctorate Degree in art history from Yale University, USA. He
served as the Head of the Research Department at the Victoria
and Albert Museum, London, UK. He has written extensively and
his publications include The Invention of Craft (2013), Thinking
through Craft (2007) and he is the founding co-editor of the
academic Journal of Modern Craft. He is currently Director at the
Museum of Arts and Design (MAD) in New York City, USA.
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Cheongju International Craft Biennale
Art Director

Craft Criterion -
Questioning Paradigms

Hyeyoung CHO

The Cheongju International Craft Biennale (CICB) was
first founded in 1999 as part of the central Korean
government’s initiative to cultivate regional cities
through cultural developments around the Korean
peninsula. Based on this, Chungbuk Province and
the city of Cheongju, decided to focus on promoting
its region through craft as there are many renowned
craft people and traditions in the area. The event
itself is supported by the Chungbuk government as
well as the central government of Korea. The original
idea was to promote Korean craft and also to embrace
international craft by establishing a bi-annual event.
Over the last 16 years it has undergone many changes
through continued trial and error. In actuality it is the
largest craft event in the world. However in spite of
its sheer scale and importance one can only question
the pragmatic role that the event itself has played
on behalf of the craft field both in Korea and in the
international scene.
Cheongju has a rich craft tradition and it is
recognized for the ‘jikji’ namely the moveable
metal printing method, which is one of the
world’s oldest. Furthermore it is known for
‘Hanji’ traditional Korean paper, straw and
textiles. However because the event takes place
outside of the capital city Seoul, challenges are
met every time the event opens as attracting
people is a key factor for the Chungcheongbuk
Province and the city of Cheongju.
Korea has a rich craft tradition excelling in ceramics,
pojagi (patchwork), lacquered mother-of-pearl,
and more. The authentic skills required for working
in these different materials have been passed down
to remain in existence today. Yet at certain period in
time they have been lost, re-discovered and changed
due to social, political, philosophical and economical
changes.
Craft today in Korea is at a cross-road. Each time
a craft event takes place the focus has been
mainly on modernizing historical assets namely
looking into history and also to skilled makers
for inspiration and preservation of historical
assets. For this reason innovative advancements
have been slow. Qualities in craft are too often
denied only to be substituted with conceptual
expressions that fall into the category of
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contemporary art. Much of our cultural heritage
was put at stake towards the late Joseon
dynasty and the Japanese Colonial period. The
Joseon Arts Exhibition organized by Japanese
officials and art specialists during the colonial
period influenced Korean craft. The remains
of this continued until the 1970s. Today divides
between makers, namely the hierarchy, which
developed in the modern era still exist. Perhaps
this is a universal phenomenon as | have seen
similar issues in the UK.
In Korea there are about three different types of
makers in the field of craft. Firstly there are artisans
or skilled crafts-people who have mastered a
specific technique. Secondly we have designated
intangible cultural treasures and important assets
who are supported by the central and the regional
governments as a way of preserving rare making
skills. This category of makers, are only concerned
about continuing the lineage of Korea’s authentic
craft making rather than cultivating an artistic eye.
Then there are university professors-artists who
re-interpret existing skills with individual concepts
and ideologies. Lastly it is important to take into
consideration industry based makers who work
to mass—produce a single item - shoe making for
instance.
Friction lies between different types of makers.
Communication is non-existent between them.
However in recent years designers have taken
an interest in commissioning new projects to
makers of rare skills namely intangible cultural
treasures in order to apply their ideas to
authentic making skills. Such is the case with the
Korea Mother of Pearl Art Museum as they have
gained success through the “Pebble” series
- traditional mother-of-pearl decorating skill
applied on to modern pebble-like forms.
This kind of approach can contribute to small
craft businesses enabling skilled makers to earn
a living.
With the main exhibition for CICB 2015, the idea is
to look at the past in order to connect it with the
present and then to set the path for the future
by introducing and exposing Korea’s authentic
craft skills simultaneously as understanding the

Hyeyoung CHO

international trend. Hence the reason for inviting
artists and designers such as UNFOLD from Belgium,
NERVOUS System from the USA, Phil Cuttance from
New Zealand-UK and Drummond Masterton from
Scotland. In Korea the application of digitalized tools
or devices in craft, is still at an elementary stage
therefore it is crucial to set a new paradigm through
exposure of what is currently happening in the world.
As addressed by the “Making Process”
conferences, it is important to think about
the sustainability of craft. Many craft skills are
disappearing. Young people’s interests should
be evoked through effective education. In a time
where everything is becoming uniform | doubt
whether people are even interested on learning
about how objects are made.
We take so much for granted forgetting about
the importance of different making processes,
investment of time and labor and consumption
of resources required to produce a single object.
Richard Sennett states,
“I want to broaden cultural materialism to include the
sensations and puzzles aroused by material things
themselves; the ways in which abstract thinking and
belief develop through practice and practical activity;
the forms of social behavior which emerge from
shared physical experience. The trilogy explores the
crafting of objects, ritual and religion, and society’s
relation to natural resources. | am by conviction a
pragmatist.” - Richard Sennett conversation with Yale
University Press, 2012
The main exhibition “The Making Process”
hopes to provide viewers with a comprehensive
understanding on current trends at the same
time as assessing Korea’s craft status in relation
to international advancements. It is an attempt
to analyze the current phenomenon in the field
and to suggest new ideas for the future.
Finally I would like to express my heartfelt
appreciations to Professor Tony Marsh at the
California State University, Long Beach, USA and
Professor Anders Ruhwald at Cranbrook Academy
of Art, USA for their support on the main exhibition.
Lastly | would like to extend my thanks to all the artists
and the collectors for sharing their precious work.



BEIHSo ALY
FHo[E

20158 F=MS oA L] FH|=E 'HANDS+ =gt

SEOIC}. HIAL o FHj= T8l A2 dH 1t LIES

GRS A E, SOfofl S HAICHO| QIAS HHESH D

SAEH7E FH8Hs SoIH XIS 27| flo 2YELt

21M17] Sofl= U2kt Q1ZEe| £0f Qldh TIYE|0 R HEH
b

SH7FMER 7|1& 3 M2SaE L, Bf F22F AF5HH
X
o

o|0J8k7| = B
7|&1H (9l = {5}k The Making Processy&=
HIIE|2] F=H|E [IHEHA, HEO0|MEE] S|
AlCHol SEat #oto] LIZoHA| HhSotn )2
SOIE ‘M= 2E(making process)’2| ZHoj| A

FFAUCH M=

o5g B0 52 0%
S o

o o
SILIO[CE MU0 A E2St Z0f| TS| WS Sl
= =l
o

SOf|7F HSHHR, HESHZ XIS M2 1Yol FolH
TetHde = &
HAARC 2 2astH 2S5t
712t HHIE QeI

o

Al 47H0] M

Q0|& 7HX|= "=710]| ths Yottt =75 2282 2{X9|
EXH LA QN MUMTE QALY SEX| 2 == FTHS JHHRI0]
2 A2k 23 ot Wok= JSTHe| of (B)- (1) 22|12
=S (55E 0l 2J3 AMER MYAE F0 UI|= ot JHT|0f
S92 =7t= A7t K CHE £0|2f o= 12+R10] OfFLICY.
O|H HAJO M= Z7HS 0l 28l ‘THREME! =71 S0l| =310,
=7 XS] ZHH OFECHE S Tt ULt gt
= 2 S HIROHY, 9872 7, AEE2 =7,
2829 =7 S0| HEOjTICt
T MM <gi>2 [SH IRX|Q| X|E, J2|1
JAS HIEo 2 o gro 29| Mol sl ottt
OIE It soflo M2l HES FXAISH= XS B0l 2A0f
2s409| DIZ () S Kot =US0| {E=0{TILt
WAE St Xpel AF(RR)E L1, wxel 5=
B2l M=o g=H ¢82 S0IE Tt
<|L> Ao M DM LS E07F =EE,
HRte| Crefot Jzrg MEY 0|2, 25 S LRt
280 HE+ 27F SO0| HO{UCt. 3t R H2
r=Of LHEXQI 2 -oithe| F2 M S o Xt2(of
SQXCH=E HOIC} eh=of MEH THX|of Chal 22 ot
BHE 51O 8 AZH TSR ShRLTAT|8E 2,
XS R, SE XS, HHH oS,
MrHA] ZE| SO| Z 40| OfH FAI0 S SHT.

Cheongju International Craft Biennale
Curator

Craft Evolution;
Past-Present-Future

21

Jungwon PARK, Youngeun YANG

The main theme for the 9th Cheongju International
Craft Biennale 2015 is ‘HANDS+: Expansion and
Coexistence’. The title for each biennale is based on
the implied character and content of that particular
year’s event, while reflecting on the understanding
of craft demanded by the period as a way of focusing
on values in craft. Entering into the 21st century, skills
delivered by human beings and the hand developed
craft. Based on this notion tradition meets new
technology and material, while communicating with
other genres in art, at the same time as progressing
to expand physically and conceptually. Seen from
a hybrid point of view this signifies the fact that
heterogeneous elements combine and integrate for
newly established values to coexist.
The main exhibition {11 It {s}2}; The Making
Process) follows the theme of the biennale.
From tradition to the modern period, the
title reacts sensitively to the current flow and
change while observing craft transformations
from the perspective of ‘The Making Process.
Today the making process is one of the core
issues in craft. Continuing tradition, craft began
with utilitarian objectives and by adding new
skills, materials and concepts we see how it has
developed until now and how it will advance
based on the making process as phenomenal
creative progression. The exhibition features
46 internationally recognized artists and teams
from 12 different countries.
There are 4 different sections within the main
exhibition. The starting point explains about the
significance of ‘tools’ in craft. Every tool has an
individual role linked to its existence. Labor and
time of an artist embedded in tools introduces a
new way of use based on ‘work-craft-technique-
skill’ of the user. Therefore it would not be wrong to
state that craft tools are the maker’s the other hand.
The exhibition displays the makers’ hours of making
and using additionally as putting emphasis on the
aesthetical appeal of tools. The section includes
tools collected by Soonkwan PARK, Honggu PARK|
Joonyong KIM and Hyoeun CHO.
The second section is <Inheritance> addressing
the continuation of traditional values while
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<ERE> MM A|CHO| SE1} 2HA0| TIZESHA| BHEsHDd seeking out solutions for future progression. craft debated with other genres in art. Makers
QEHE HoptE 302 ¥ B& S TITHStL Oj2fe] Histof| Here works show traditional roots while from different art disciplines are gathered in
CHEH OlH|E S}7| I8l 7|2 =[ACE Soflofl Q] HTt upsty| =2t expanding beyond by integrating current one space. The section includes installation
MEA HAIE MES2| A2 Sofof oA &S 0jX|2 aesthetics. Craft advances by understanding artist Mongju SON, and her work is presented
O3S OfEH| HakA|Z Z2I7to] CHEt O[OFZIARIE HIAIE one’s roots and then applying numerous juxtaposed against textile maker Hideaki KIZAKI.
ZO 2 J|Ci$iCt O|E 26l 3D =2IE! 7|5, YIEA ZE 7|5, techniques and materials for creative practices. He serves as Professor in Japan. This shows
CNC 713 & oA 7|=2 =Y 2-do &= A8 The section on <Inheritance> begins with that although the two use similar materials
HMMAH™C 2 =2 dbp Ql= X7} 0| Xo{StC}, O|=29| Kyungjo ROE’s paintings, followed by Eunbum interpretations are completely different.
HzZ2| MORIEE B 2 7|58 0|18610] M=t LEE’s display of different celadon shades and Other artists include Jongin KIM, Euijeong YOO,
7|8H|M f2| 2E2 ME0|0{, 3D Z2IHE =F M=o Honggu PARK’s burnt wood surfaces created Thomas CHEONG from Singapore, Bouke de
AHESH= Y102 AEEL| F2, HEf 2t-gof 2tEZo| through dialogues with the material itself. Vries from the Netherlands and more.
Hofgll 2 & JA=E HHO| 7|3 S OtEHsto] A5 SLS Furthermore several private collections are
O|ZO{tHCt tES 3D ] 7|53 AHE5H0] ol dut FHAFE gathered in one place showcasing craft objects
OtC = 0|29 LA AJAHI Q=10 @ X} C|X}0|L from the modern era until today and they
JtEe|Aet 2|AIXt S Ao Zrofstct £, 2|AXt= include the Korea Mother-of-Pearl Art Museum,
SHLO| ZH0j| A QZHS Hh H|QlLt | S} $1i6H0] EY| YEOL, Korean Heritage Preservation Society,
HZHo 3D 2l 2ES MEQICt Taesik SUH’s industrial ceramics from the

OFX|2} <SE> M2 S0)|7} pito|& - Xrelat modern era, Park Eul Bok Embroidery Museum

L} M2 40(7| = 513 CHESH | = 6t 3&ESH= and more,

D58 =0t o|H MM2 ZaMut M8 M| At0|E The third section is <Expansion>. Responding

FEP|810 QAN O 2 EF X290} BAIX CHES HAH sensitively to the flow of time the section assesses

SOIE 71 S E KHIo| M Hoi=7] sl 7|==|RAC many faces of craft within today’s environment

MECOHE =29 Z7H50| ot Z7+ 0l 0[2{%H while preparing for changes in the future. Here new

B&E XX o= HojRI| = oot MX|0|& 2It= dialogues are proposed through scientific technology

S| 2Este 2832 Z Yt Zofstet w0|Xt in craft and newly introduced materials. 3D printing,

MQETIQI YEO| S|H|7| 7|XH | = o 37HS 3]G, waterjet casting, CNC production and others are

2 AXlet sHHEHE Hi2tE = 2HE0)| W2t o= A Z2| displayed. For this, internationally well known artists

off Aol & & JY=XIE BOoJELt S ot=2| UEQ, and designers are involved. Jeffrey Sarmiento from

7Y, W27, Y7220 EOtA Y, HERES] USA makes his series of ‘Edifice’ using the waterjet

Byl E H2| 2| AFES MEQICt casting. Unfold from Belgium present their many

innovative initiatives using 3D printing methods. In
this section visitors are encouraged to participate in
the making as a means to interact, communicate and
coexist. NervouS System from USA creates clothing
using the 3D printer. Gabriela LIGENZA, a Polish born
hat designer practicing in the UK has been inspired by
the Korean men’s traditional headwear ‘Gat.” She has
collaborated with Korean artists and poet to create a
special piece for the exhibition.

In the final <Coexistence> section craft meets

contemporary art and design.

They integrate and confront one another

in order to coexist. In this section form and

function correlate presenting craft in the

most open dimension. Throughout history
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Tradition: Re—discovery of Value
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SEAUL - HIRE= Ho| 0iF
364x117x3cm

ZHE A0 S

2014

Yangpyeong Atelier - Raining

Summer Day
364x117x3cm

oil on canvas

2014

37 Kyungjo ROE

Bornin 1951, Korea. Kyungjo ROE received his Bachelor’s
Degree in ceramics and Master’s Degree in art education
at Kyunghee University. ROE also studied at the School of
Arts and Crafts at the Kanazawa College of Art in Japan.
Beginning with his first solo exhibition in Kanazawa,
Japan, in 1979, ROE was invited to exhibitions at the
Birmingham Museum of Art (1982) and New Orleans
Museum of Art (1983) in USA and presented solo shows
at Gallery Dam in Seoul (2006) and Galerie Besson in the
UK (2007). He has also participated in major group shows
throughout Korea and internationally with exhibitions

at the Saint Etienne Design Biennale in France (2015),
The British Museum (2012), and S&o Paulo Museum of
Artin Brazil (2012). ROE was awarded the KCC Prize by
the Korea Crafts Council (2005) and the Prime Minister’s
Award at the Korea Industrial Design Exhibition (1981).
His works are collected by museums worldwide including
the British Museum and the Victoria and Albert Museum
in the UK, the Smithsonian Museum in USA, and the
Seoul Museum of Artin Korea. ROE is currently a
Professor of Ceramic Design at the Graduate School of
Techno Design, Kookmin University. www.roedesign.com
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White Birch Forest
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clay
2010~2012

SEAAY AALD & - Mot DI E 8
364x117x3cm

HEHAOH FAK

201

Yangpyeong Atelier White Birch Forest — Cornlian

Cherry and Azalea blossoming Spring
364x117x3cm

oil on canvas

201

SEAUL - Expoor 2 g
364x117x3cm

HEHA0H FAK

2014

Yangpyeong Atelier - Pojagi

draped Room
364x117x3cm

oil on canvas
2014
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White Birch Forest Yangpyeong Atelier White Birch Forest —
33x33x66cm Spring blossoming Azalea

clay 455x234x3cm

2010~2012

oil on canvas
2015
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Yangpyeong Atelier - Snowing

outside a Winter’s Window

Yangpyeong Atelier — An Interior with
Wood Furniture

364x117x3cm 468x91x3cm
oil on canvas oil on canvas
20M 2013
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as one. In my youth, | had been absorbed in painting,
prior to working with ceramics. At the time, | had painted
monochrome landscapes and self-portraits in Fauvist
style. They preserve my strong artistic passion of the time
and are still kept by my side. The ceramic fragments that
I had collected while exploring ancient kiln sites, while
embracing of Korean ceramic history, endowed me with
pride and identity as a Korean ceramic artist.

My artistic environment, dream as an artist, and research
in ceramic history all came together and led to the
creation of yeollimun. In this way, | believe that the life of
the artist becomes the “making process,” and moreover
the “artwork” itself.
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SHELIHADD S22 1747|515 $CHOY| O|=27|7HX| The Korea Mother-of-Pearl Art Museum is one of a kind
= 30001 Mo| $H=RLIHAT| 2E S BRI = oh= K9 in Korea. It was founded in 2014 and it houses some 300
LIMAD | M2 2220 2 2014H JHESHCT objects dating from the 17th century until modern day.
1000§ Ho| i L™ ZelM S HIZSH0], sl = Sk About 100 pieces belong to the modern era and
Qe|Ligt LEHMAD|o] MMT|E 0| BRI HEE UET| the period after Korea’s independence from Japan,
MY SOl 22, 2|10 it 2ES3 Ch AT a time when Korean mother-of-pearl flourished
QICt SHELIHMAD ISR ZEA X HE0] #itfo| He with works made by renowned makers such as
LIMEY| Z7HE8 L2610 X|ste ME o 2 XS Bongryeong KIM, Taehee KIM and others. Along
E75h= § LIEET| 2012 ME S0 ol CrdHe 2 with expanding the museum’s collection it also
Lt QICH EB| sTA7|2] dli2ois 2HE RE S focuses on supporting makers in mother-of-pearl,
27t X|2of| M= M Qlonf 0|5 S8l ot= LIEEY|9| discovering young talents, publishing craft related
Fgs EHn 22| WE 32| S22t 7HXIE H HA ol books additionally as cultivating different ways of
2| Xt BHEE www.crosspoint.or.kr supporting traditional Korean craft. In particular,
the museum endeavours to create international
exhibitions, researches and distributions of art
works through a support system. The objective is
to recover Korea’s excellence in making mother-
of-pearl objects and to promote this internationally
to recognize its true value, www.crosspoint.or.kr
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106.5%48.4x190cm

LIS, ZPH, 22, 84

1975

Lacquered Three-tiered Chest with
Tongyeong Coast Design inlaid with
Mother-of-Pearl

Sungwoon LEE

106.5x48.4x190cm

wood, mother-of-pearl, lacquer,

metal decoration

1975
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LIHA Isieany 455
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97x45.8x171.2cm

LIS, XPH, 2E, &4

2005

Lacquered Three-tiered
Chest with Chrysanthemum
and Scrolls Design inlaid with
Mother-of-Pearl

Bangwoong SONG
97%45.8x171.2cm

wood, mother-of-pearl, lacquer,
metal decoration

2005

ocooLTT: [=] o
104x49.5x158.3cm
LIS, TP, 2, EH
24 19~20C X8t
Lacquered Three-tiered
Wardrobe with Longevity and
Landscape Design inlaid with
Mother-of-Pearl
104x49.5x158.3cm
wood, mother-of-pearl, lacquer,
metal decoration
19~early 20C Joseon Dynasty
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36x25.5x22cm
LIS, TP, 22, g4
1970HCH

Lacquered Box with Swastika
Design inlaid with Mother-of-
Pearl

Boogil SIM

36x25.5%22cm

wood, mother-of-pearl, lacquer,
metal decoration

1970s

SOl (RifF) -8 BSE 27|

40x40x19cm
LIS, XPH, A8
1998

East Sea - Dry Lacquered Case
inlaid with Mother-of-Pearl
Changho CHUNG

40x40x19cm

wood, mother-of-pearl, dry lacquer
1998
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73%x43x39cm

ol 28

2014

Pebble-Lacquered Objet inlaid
with Mother-of-Pearl

Samyong HWANG

73%43x39cm

mother-of-pearl, lacquer

2014

5 ] Korea Mother-of-Pearl Art Museum

The main decorative skill applying mother-of-pearl of
the Joseon period is known as keunheumijil (applying
long strips of mother-of-pearl) and this was used for
creating Korean letters and geometric patterns.
Along with keunheumijil, there is also jeunheumijil,
which is a more subsidiary technique. In this
particular exhibition, the main feature is
keunheumijil. Objects made using this skill from the
late Joseon period possess a special sensitivity and
application. As a result special makers appeared in
this period.

This technique can be used in a wide range of methods,
furthermore among all the different decorative skills this
is by far the most hopeful with many possibilities.

- Interview with Haewon SOHN (Director of Korea
Mother-of-Pearl Art Museum)
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Museum of Korean Embroidery

The Museum of Korean Embroidery first opened in 1976
as a means to promote Korea’s gyubang culture (culture
created in ancient women’s quarters) and embroidery.
Its objective is to develop such traditional cultures. The
gyubang culture is important as it describes the life style
of the Joseon period culture which was mostly male
orientated.

It is about the female life and philosophy in a period
when daily life was focused on the family. Since

the museum opened it has expanded its collection
extensively housing some 2,000 and more objects
including pojagi (Korean patchwork), embroidery,
dadumitdol or fulling-block (pounding stone for
pressing clothing) and others. The museum has
exhibited pojagi both in Korea and the world wide
for over 30 years as a way of promoting the Korean
culture. www.bojagii.com
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silk
19C

19C




StRAXpLUrE T 58 .. INHERITANCE ey of vlce 59 Museum of Korean Embroidery
Q2| MEXtg= Xp50| A A TS NA| A1 9 Traditional Korean embroidery is high in quality
A2 at MZIsict Xp4R25H=s X|2E9| 2 0IE0| st remaining true to the essence of embroidery. Its culture
Z3H0|X|2H HXP|23t= ot= Qo Y& B7| HEOof|2t 2317t is one that is shared by the world all over and besides
HHOFQICE, E9|, ZZIEE3H= 3H=2019| 71 Z7Hof =gt Korea countries such as Japan and Turkey also have
JHHES B 6HLIZ, AE2XMQl SHAUN = S12610 M 2-49| something similar to pojagi. For Koreans the pojagi is
Tt Mol ZEEE MA FHoEe| 2 n+F02H closely related to everyday eating culture and at the
HIIE 20 Q7| SICt HXP| 23| kM e X| L 20| same time it can be appreciated in an artistic respect
FstNQl Bot2 ) 2 MAI7t ZES 2 XHEsHoF & 7HX|7t /e through the combination of color and shape. Therefore
RZIHBSLE CXIQIMO 2 M2 AX|Q} AZHS K| &5t Q0] it is regarded highly for its aesthetical expressions. It is
Ol0] JAIMC 2 =5t QICt also environmentally friendly as it can be reused and
—SHEXtEE 2 51F 2t 2| QB R SO0 applied for packaging different things. In terms of design

it inspires in many ways and already it has attracted
international attention.
- Interview with Donghwa HUH (Director of Museum of Korean

¥F 87| Embroidery)
52.5x51cm
|

19C

Pojagi in Silk
52.5x51cm
silk

19C

BF 2P|

HE =P & = = L 3
8F Bxp| : - _— .
89x91cm L R 4 ‘ A ; = Z /

63x61.5cm

I o e £ V..
19C 19C y] ]
Pojagi in Silk Pojagi in Silk ! ‘ ! &

63x61.5cm 89x91cm A TR . § i

silk silk _ (. y

19C 19C \ : 3 et




o = QA INHERITANCE =
t-IrE%xI-'}I:!II.E:'l-—I- 6 O ﬁgnmgnﬁra Tradition: Re-discovery of Value 6.I Park Eu' B0k EmbrOIdery Museum
SotAt B TH X[2Hof| |X[$H B2 E XL SR MEX 9t The Park Eul Bok Embroidery Museum is located at the
-S| SE2 ATAIF =2 SICiXt- o)l 7|ofst foot of Baegundae Peak belonging to Bukhan Mountain
S8 MA(1915~2015)2 ¢EE 7|2/ hH ZtE 2310f|=0f in Seoul and it houses the embroidery work of late Eulbok
O|H}X[SE| 2[6H01 2002 MEE|RUCE T S0t 2H2h0| 0| sHX| PARK (1915-2015). With reference to trends in modern
OFOIT ZhAF Xp4E QB0 /| MEO| 2318k40| 7|32 X3t and contemporary Korean painting she pioneered in
ony, oh=t 2L Xt2| AAE MY 2|l SUACE. EH Crot modernizing traditional Korean embroidery. Founded in
DZ IS B8 (IS QI MERSWS0| FO|XL 2510 =HH 2002 the museum is a tribute to her achievements, and
27t0 2 X2|ojAsta YTt www.embromuseum.com also to the field of Korean arts and culture.
It invites people to understand expressive embroidery
which was previously neither easy nor accessible.
The museum has a comprehensive historical
description on the development of Korean modern and
contemporary embroidery additionally as operating
a wide range of educational programs on traditional
Korean culture. www.embromuseum.com
220.4x190cm B T T e ]
i, s (i L;& y
1968 e
Deer
220.4x190cm
silk
1968
§|I-
52x81cm
BIEt
1974
Crane
52x81cm
silk

1974
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BRI A

1970HcCH
Flower Pattern Cushion I(indigo)

48x34x11.5cm
silk
1970s

o T
42x42x5cm
i)
1970HLCH
Bat Pattern Cushion
42x42x5cm
silk
1970s

uF|2 2

1970HCH

Flower Pattern Cushion Il (ivory)
42.5%42 5x9.5cm

silk

1970s
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Park Eul Bok Embroidery Museum
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Park Eul Bok Embroidery Museum

REQHE WY HE
Hz 218x89.5x7cm

244 53x53%x8cm

H|E

19704cH

Flower Pattern Fancy
Mattress and Cushions
mattress 218x89.5x7cm
cushion 53x53x8cm
silk

1970s
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Park Eul Bok Embroidery Museum

HEE MM 193030 Bt Y= SZ0X0[=CHE XHa1tof| A The late Eulbok PARK studied embroidery at the Tokyo
255 S J2610] TS YMBION|, MOl S| =X Women’s Art College in Japan. After her education she
‘oot YYo= QM ZTIE N Q| EAE QI 2E 2 A|XIRICE returned to Korea and since the mid 1930s she taught
SHATIEX Q) LEX 4 ALO|0f|A] AFRSHE = X} ot=X{Ql many students. Her career as an artist became active
ZEESH |2 70| MAFSFHA Xp20f=0f Q0] S with her work Chrysanthemum and Mandarin Duck
SAANZHOD], $H2X0H0| MM S SRS | A|RFSHT accepted to the Joseon Arts Exhibition. At first she
9| of|&0f| CHeh Patat 22 AR TP XX = oscillated between traditional Korean and Japanese
MO 'E2 DO| LIO|of| = TIX|X| Q40F 19958 AQ|A embroidery. Gradually she delved deeper into specific
BT H[I, LA BRI 0f &2totE S Tt Korean subjects simultaneously as applying Korean
2312t o SMAHE TolHA $h= Xt40| =0l =X|3HE techniques. Through this process she moved away from
LAt

Japanese methods while she began to secure the Korean

S identity in embroidery.
X0l =0 HrASHA0] SHLF2| A0 HREX] i SAHDt Her passion for art encouraged her to question
FUE FF UESle S WEXt0l| dth 22t ot new trends in the field even until the age of 80.
ZUNO| O ZALRE BMSGLO] Xpp0f| CHYSH 7|0t 242F ATHE In 1995 her work was shown at the Lausanne
HFAZICL 23| (A2 =Xt 22 21, 9o Xfehetn o), Biennale in Switzerland and also at the Venice

‘HhSEO| Xp0)s’ E0IM Biennale. She internationalized Korean embroidery
through her passion for arts and culture.
She lived for a century and throughout her life she
sensed changes brought about by the time.
Her influences were reflected in her embroidery art.

She never used only one technique or expression but

rather she combined realism with abstract expressions
simultaneously as applying modern sensibility to
traditional embroidery in search of new styles to find a
wide range of techniques, expressions and materials.

- Extract from the article “The Embroidery Art of Park Eul Bok,”
Soonhee OH (Director of Park Eul Bok Embroidery Museum,
Professor Emeritus of Duksung Women'’s University)

SHEHH || (XpAH) SHEH | (LHA) HEH |1 &1 (HHH)
14.5x19x4cm 22.5x13x4.5cm Hand Bag 11 & (back)
i) Cll=)

1970HcCH 1970ALH

Hand Bag Il (purple) Hand Bag | (indigo)

14.5x19x4cm 22.5x13x4.5cm

silk silk

1970s 1970s




TEHOl o2 68 ERTANCE e e 69 YEOL, Korean Herltage
Preservation Society

THEFHOI ol 22 200290 MIRIE! 23HHE Mo H[PE | RHo 2| YEOL Foundation, founded in 2002 is a non—profit
‘0|2'0|2t= 0|E0l= S AS SHIEA X|ZICH= 2|0)7t EAUCE. organization affiliated to the Cultural Heritage
HE 23t 0j0f 2tet A 23 S 28, ME 30 Administration of Korea.
S N A 52 Mstl el Ol MZS0| The name “YEOL” means to preserve ancient
HAE2 I3t MES T A0 HEZ HstTh= 2 Q10| Al0f A things in the correct way. The objective of the
HIZE|RICE B0 st ES 283 ARO 2, ZAAS foundation is to conduct researches on subjects
SR QHLHE L 014> X|Q| 23Rl QLKA 7HM, A=t related to culture and craft, to organize campaigns
22l A1 E0| AW At WS Mot =S TIGIICE for the preservation of cultural heritage, to support
T Qo= ‘Sahie| Fol, ‘A2 02l 2 MHsH0] traditional craft and to develop educational
St Qlon, =it WS YO = Sh= QALY projects. It is the foundation’s responsibility to pass
B3t Z2 08 ES Q2| HE X|7| 0 U222 HstD on inherited assets to generations to come.
AL YEOL Foundation’s activities include preservation
%/20fl=, GRI KOREA(NINE WEST, STEVE MADDEN)Z2] of the Bangudae Petroglyph Rock, remaking
S /S grot o| R EE0] HIgH Ojefet TS AlLof tiot A1 E St of foreign language description signs at Jogye
0|2 Mo 2 JQICt www.yeol.org Temple along with cultural heritage guides around
the Yeosu region, the operation of Sajikdan
keepers, the implementation of studies in Korean
history combining them with programs to preserve
Ef AL cultural heritage. It also has supporting programs
9x25x8cm such as the “YEOL Artisan of the Year” and “Young
74, Hg .
2075 Craftsman Award,” additionally as those that
;’a;s—s;—hye (Men’s Shoes) promote Korean history and culture to international
xZoxoCm
leather, silk audience and Korean people living abroad.
2015 Recently it has received sponsorship from GRI KOREA
(NINE WEST, STEVE MADDEN) to conduct researches
on traditional Korean footwear which is lesser known
in comparison to Korean dress. The research has been
- compiled into a publication. www.yeol.org
o
8x23.5x7cm
24, HlE
2015
Dang-hye (Shoes)
8x23.5x7cm
leather, silk
2015
o 29
3 8x24x7cm
= It HIE HIEE
< 2015
g Su-hye (Embroidery Shoes)
S 8x24x7cm
< leather, silk
| < 2015



pSPS)
o o |

9x26x8cm

ST ek

2015

Jeok-seok (King’s Shoes)
9x26x8cm

silk, Korean traditional paper
2015

EH ALY

9x25x8cm

7=, i

2015

Tae-sa-hye (Men’s Shoes)

/0

|

8x23.7x7cm

745, Hict

2015

Dang-hye (Shoes)
8x23.7x7cm

leather, silk

2015

=23 0158
6x15x6Ccm

245, it

2015

Un-hye (Children)

9x25x8cm
leather, silk
2015

6x15x6Ccm
leather, silk
2015

Hsl
9x25x7cm
29, 7t5, ot

2015

Je-hye (Official’s Ceremonial Shoes)

9x25x7cm
cotton, leather, Korean traditional paper
2015

EfiAtS] (OtSE
6x16x6Ccm

735, Bl

2015

Tae-sa-hye (Children)

6x16x6Ccm
leather, silk
2015

HNS Buebunay Aq oyoyd
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HNS Buebunay Aq oyoyd

=8

9x25%x8cm

HE, 7188

2015

Jing-sin (Leather Shoes)

9x25x8cm
leather, oil, cleat
2015

=28

8x23.7x7cm

745, It

2015

Un-hye (Women'’s Shoes)
8x23.7x7cm

leather, silk

2015

/1

YEOL, Korean Heritage
Preservation Society

834 Ef ALS|

8x25x8cm 9x26x8cm

Zct Six| 745, H|E

2015 2015

Cheong-seok (Qeen’s Shoes) Tae-sa-hye (Men’s Shoes)
9x25x8cm 9x26x8cm

silk, Korean traditional paper leather, silk

2015 2015

EHALS

9x25x8cm

73, |

2015

Tae-sa-hye (Men’s Shoes)

29
8x23.7x7cm
=8
2015

On-hye (Warm Shoes)

9x25x8cm
leather, silk
2015

8x23.7x7cm
leather, winceyette
2015
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9x25x8cm

=

2015

Baek-hye (White Shoes)

9x25x8cm
leather
2015

sy

8x23.7x7cm

=

2015

Baek-hye (White Shoes)
8x23.7x7cm

leather

2015

/2

0
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HNS Buebunay Ag ojoyd
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[
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HNS Buebunay Ag ojoyd

73

YEOL, Korean Heritage
Preservation Society
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2015 -
Nokbihye (Deerski
9x25%x8cm

deerskin

2015

gl
8x24x7cm
b, 24|
2015
Dang-hye (Shoes)
8x24x7cm

leather, hemp

2015

HNS Buebunay Aq ojoyd
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QIS oto| 2 TS LS 4Chiy 0]0f7t= HRIo = IHEHHR
Ol20] &2 2014 S3li| Felof MFEUCt. 1976H HSR2|
Nl d s HElsto] MElige| St dithet, 8210
S MRren], 2010 SN FHAZSI H|172 SR o]
X ZEIUCt

g3l

9x25%x8cm

t=

2015

Heuk-hye (Black Shoes)

9x25x8cm

leather

2015

HNS Buebunay Aq o

75 YEOL, Korean Heritage

Preservation Society

Haepyo AN is the 4th generation Korean traditional shoe
maker. This particular type of shoes is known as hwahae
(hand-made shoes with floral embroidery).

He was selected as “YEOL Artisan of the Year” in 2014.
Since 1976 AN founded the research institute for
developing Korean traditional shoes and through it

he has focused on preservation and conservation of
traditional shoes additionally as modernizing it. In 2010
he was designated as Busan region’s intangible cultural
asset number 17.

o

ity

3
9x25x27cm

ST IS, HIE

2015

Mo-khwa (Black Boots)

9x25x27cm
velvet, leather, silk
2015




Mrja) e /6 INHERITANCE -yt vite 77 Taesik SUH's Collection
ES (dF) MCfAl ZEM S 1995 E] X|27HK] SEE|0f QT The private collection on modern-contemporary craft
e 1970LCHSE] THT KI201M RIZD ALRIHIZ 2%eH 2 MChA) of Taesik SUH began in 1995, The collector himself
ﬁiof‘fr%foring Rice Wine CHEE oh= 2-3i0] ACHe| SOl =0f B2 2MS 20 QIC owns a manufacturing company and his love for craft
(Sangju) MCOHAISl SOl At TOHCHCHZE ERSH QIE B el R332 objects has extended his collection to be what it is
ii;mﬂgcm EH AIRE|QCE 1981HSE] 8t20| E7|E ZZM £E/817] today. The interest began with few historical objects that
1930s AERHT X Z2 MOiAe| Zail 0| S E|0] $h=2| 2-iy passed down generation after generation in his family.
AlCHel Crfst H24o| E=X1Y| 9 ZS0E & 10000 FO| HLHSHA| Through them he became attracted to craft objects. His
SEE[QICE Ol HEIX| SO0 e MoiA ZHd J collection began with ancient Korean earthenware in
U L] LA ASEJE XIS AWM, 1981 and today he has some 1,000 objects mostly dating
YLtz ot=t EXALOIM 71 Of =R A[7|2] EX1|2 FAI2| to the modern period in Korean history. The Cheongju
EXNHRI X2V S2 ME0|= 7|3|E OFHARNCt International Craft Biennale 2015 features industrial

ceramic wares of Korea used during the Japanese
colonial period. Among the rich and flourishing ceramic
history of Korea this period is the darkest and most
sensitive. The making technique, character and style of
this era are represented through Taesik SUH’s collection.

x4

EMi=

=593
1920~1940:tY
Rice Wine Bottle
variable size

clay

19205~1940s
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O|QE| i} S5
23x23x29.5cm

=b

19204 T2
Portable Yiwangik
Rice Wine Bottle
23%x23%x29.5cm

clay

1920s

Wt =8 (HH)

20x20x25cm

=Xt

19204 Mz

Portable Porcelain Wine Bottle
(Daejeon)

20x20x25cm

clay

1920s
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=Y (B4)

16x16x33cm

CXf

1920~1940\AcH

Rice Wine Bottle (Busan)
16x16x33cm

clay

1920s~1940s

=4 (33

13x13x25cm

=593

1920~1940CHy

Rice Wine Bottle (Gwangju)
13x13x25cm

clay

1920s5~1940s

Taesik SUH's Collection
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Cistols He 8 AFHE I|E 2 A7 3R
19x19x2.5cm Diverse Range of Ceramic Ware

=y from the Modern Era
1949

Commemorative Plate for the 1st
Anniversary of Establishing the Republic of
Korea’s Government

19x19x2.5cm

clay

1949

I
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OF 23x23x8cm

=Xt

1950~1960'ALCH
Noodle Bowls
approx. 23x23x8cm
clay

19505~1960s
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Porcelain Funnel
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date unknown

Taesik SUH's Collection

There are many objects belonging to the modern era of
Korea however they have not been featured extensively.
Until recently subjects related to this particular period
were not easily addressed nor spoke about due to the
pain the period carries. Only about 10 years ago more
researches and analysis have been conducted.
Today Korean people are more willing to openly study
and discuss the period. As a result it is important to learn
through the collection by gradually exposing objects and
information.
My collection first began to be recognized as being
important by art history major students of Ewha
Womans University. It was the first time | exposed
it openly. It was Professor Namwon CHANG who
took interest in the collection. Later a PhD student,
by the name of Seunghee UM contacted me to
research on industrial ceramics of the modern era.
Through these incidents | began to feel assured
that the modern era is one that requires to be
further investigated. My collection needs further
analysis and classification. | think | will spend
the rest of my life classifying my collection while
turning more interests towards the modern era of

Korea for further studies.




olgﬁ 8 A. HE: 7HK|9| er::h: IT';‘a%EELTAﬁg—C(Escovery of Value 8 5 Wi"iam sanghyeOb LEE

19744 CHTHRIZ0f| A EJO{ L O] &2 A= AA|E o =CHEt Born in 1974, Korea. Upon receiving a Foundation
L2200 IPHOIA 8 = HEHO|STHE W S o S CHEH0f A Degree from Exeter College of Art and Design in the UK,
ZE 0TI 2 SHALSIQIZ £| S0 M ThC| Z422((2015), William Sanghyeob Lee received his Bachelor’s Degree in
A= HE O A{2[(2008) SO|A ZHRIM S JHAIRH D A= metal craft from Camberwell College of Arts, University
AKX Z242|(2009, 2010, 2011), ¥= E|E2|0f HE SHE of the Arts London. LEE has exhibited widely with solo
0|&2H2003) SOof|lM L2l Ct=o| ZLHQ| Th|Fof| o ict. exhibitions at Gallery Dandy in Seoul (2015) and the Metal
AZ BEAD|A S|A TR T T EQHE OHE C|XHQ) 0{QE, Gallery in London, UK (2008). He has also participated
AQLCIXIO|L AHAD|A O1R(E SOA SAZHO D 0= in many group shows worldwide with exhibitions in the
Li2tem|of Djs 2t P= Y ER|oF HE AHE D|E 2 SO Saatchi Gallery in the UK (2009, 2010, 2011) and the
ZE0| AXE|0] QCE www.williamshlee.com Victoria and Albert Museum in the UK (2003).
He received honors from the Craftsmanship &
Design Council Awards Competition and the
Young Designer Silversmith Award Competition
organized by The Goldsmiths’ Company in the
UK. His work is collected in major institutions
including the Philadelphia Museum of Art in USA
and the Victoria and Albert Museum in the UK.
www.williamshlee.com
%
2A9;29X42cm
2008
Horybyung
29x29x42cm
fine silver
2008
2l

30x30x22cm

30x30%22cm
fine silver
201




ERLC
42x42x42cm

P=y

2008

Moon Vase
42x42x42cm
fine silver
2008
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26x26x26Ccm
2958
2010

Horybyung

26%x26x26cm
silver958
2010
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2 2
36x36x52cm 30%x30x20cm
5 =2
2015 20m
Open Vase Open Vase
36x36%x52cm 30x30%x20cm
copper fine silver
2015

2011
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35x35x30cm
2958

2010

Open Vase
35x35x30cm
silver958
2010

ggtora|
33%x33x33cm
2958

2010

Moon Vase

33x33x33cm
silver958
2010

?1

The forging technique is the most basic and essential
making method in metal craft. The process challenges
the limitation of metal by utilizing this basic technique
which is the central axis of my artistic world. For metal
craft, challenging size sometimes presents another goal
in unconstrained shape. By recreating form and shape
of traditional Korean ceramics, | seek to embed the
cultural code in restrained vessel forms. Moreover, | seek
to overcome technical limitations of metallic materials
by confronting the issue of size. Flexible lines and subtle
marks appear like melted and trickled down marks that
reflect on my efforts attempting a new turn featuring a
Korean-style cultural code,

My work continues. As an artist, | place the greatest

importance on continuously creating works.

This can be interpreted in a number of ways, but what

I mean here is that it is important that the present

work and its end-product become a reason and

driving force for the future. Moreover, | will continue

to produce works with the forging technique,

but | will continue to strive to conjure up images that

| want and to express the images as they are, rather

than depending on familiarity from technique.
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1969 CHetRI=0| A EfO{ 0|22 St =0jj2tS
o
=

SYUCE 1999 ECZOMO| JHATS AR, NS F2Y
A71F(2008, 2011), M3 22| 421(2013) SolIlM & 522
JHRIHS IHEICE. Y=ut Y22 HIRSHO, 25H99M2284(2014),
B7|=82EH2014), OFEX7| 2h=E $H2(2009) SoflM Szl
CH=of FLHS| THHITI0f EOIRUCY. CHRHEI=R =0 SEH(2012), BT
HAERT(2012, 2009) SO M2, F7|=X =2,

FY ot= Eotel SOIM HES 2ot ACE B S= S-JollA
Coxgd ‘mE 2 HYd's 298 Solct

H IHx| A4 Ext

37| CHF (K| 20007H)

=Xt

2015

1,000 Shades of Celadon
variable size (total 2000 pieces)
clay

2015

Hxol #F |

38x22.5x15cm, 34x22x15.2cm
=Xt

2015

Variation of Celadon |
38%22.5x15cm, 34x22x15.2cm
clay

2015

95

Eunbum LEE

Born in 1969, Korea. Eunbum LEE studied ceramics at
Hongik University. Beginning with his exhibition at

To Dorang in 1999, LEE has presented a total of

five solo shows with exhibitions at Sikijang’s Dining
Collection (2008, 2011) and Gallery Sein (2013) in Seoul.
He also participated in many group shows in Korea
with exhibitions at Culture Station Seoul 284 (2014),
Gyeonggi Museum of Modern Art (2014), and Arumjigi
Culture Keepers Foundation (2009) and moreover

in other countries including the UK and Japan. He
received honors at the Ceramic Arts Award of Korea
(2012) and Gangjin Celadon Competition (2009, 2012),
and his work is collected in institutions including the
Gyeonggi Ceramic Museum, Gyeonggi Province and
the Korean Cultural Center in the UK. He currently lives
and works in his studio, “Spring in the Air” in Eumseong,

Chungcheongbuk Province.




E4

37.5x36.5x25.5cm

Variation of Celadon | Variation of Celadon |

37.5%x36.5x25.5cm

INHERITANCE
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o MF | Bxte| MF |
39.8x29x22cm 39x30.5%31cm
CXf CXf
2015 2015
Variation of Celadon | Variation of Celadon |
39.8x29%x22cm 39x30.5%31cm
clay clay

2015 2015
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Bt 9 |

B 9 | SASEE |
43%x44.5%x20.6cm

36%x41.5x23cm

=Xt =N

2015 2015
Variation of Celadon |

43%x44 5%20.6cm
clay
2015

Variation of Celadon |
36x41.5x23cm

clay

2015
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F ' L= 20| 40| 7k NS Ll HE 2 XSS ZOFSHTE HX| QA I like works that have been created with a great deal of
e Z0{LIZHAEE T LIEQ| [O|7F oLt o Sos1 ZHRISET care and effort. | also find witty works interesting, but |
A UhE 2h= 0]2f o Fat 40| MoiX|= 2 o] Bt E= 0], prefer works that make me want to keep them by my side
AHE3H= 0|8 U3t HEEst OHS 0] B! X dof| & R ZEAFSICY, because they reflect so much of the love and sincerity
Lf &80 2 OtE ZES0| J2{6H vi2th, of =2t 2 M S of the person who made the work. | am always thankful
Cy5ha] oot E0to|Qt X|LHT{ 7+5 ot0|2| M2 |E MrtE=Ct W to the works that are made with love and warmth for the
O{D{L|Z} Ltoj|7A| 23 24K, O3 ™ LY ojo{L|e| &Z0| X|F viewers and users. | hope that my work does the same
L &dut 28 S L7t Jntgez I 202 Off &7t 7|=5H<0| and try to place my utmost efforts at every moment.
Z ISt | often stroke my daughter’s head, just like my mother
HIOHMGELEI) S A S M2 S gr=ct o did for me. When doing so, | realize that the touch of my
g AUS|E| M2 UB{0F 31T, M22 S SR 27|20t mother is the same as mine. | create works with the same
M OF =T} ol A2 2llof| MXSHK| oo™ AK|E =tolgt heart and the same hands, as if | am praying.
2= QI J{H 7L =ICh M2 S THEE| O|EX| “Beop Go Chang Sin (;%&58l%f),” the four-character
QoM M| 7|7} EICE JEEZF O £l Ma|7|7t o £z idiom, refers to the spirit of creating the new,
shef OFS S CHEHELDE J2|11 0] Y2 E7{2 0Jofof based on the old. One must learn the old, yet
SO MZISHTE, X2 M 7HE SQ6HH 07|= A2 & learn it thoroughly, and one must create what is
ZtASH= ZI0|Ct 2t Q1S QA O3 H XHEZ0| = new, yet it must not be solely new. If the old is not
SEA o X7t 2 EX| LSt learned thoroughly, then the essence cannot be

ascertained and therefore becomes a fabrication.
If the new is created yet is not beneficial, then it
becomes trash. | always promise myself to become
neither a fabrication nor trash. | also believe that

this work must be that of joy. | believe the most
important thing as an artist is to work joyfully, for
the sake of a happy life. In that way, the positive
energy will likely be reflected in my work.

Hxto| I

F 78x15x6cm

=Xt

2015

Variation of Celadon I
approx. 78x15x6cm

clay

2015

xr 22 A

73%x28%x9cm

=xt

2014

Celadon Waterlike Plate
73x28x9cm

clay

2014
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Bornin 1969, Korea. Kyutae KIM received his Bachelor’s
Degree in applied arts and a Master’s Degree in ceramics
at Kookmin University, Seoul. KIM has held six solo
exhibitions including White Porcelain with Copper-red
Underglaze Design (Jinsa): Blooming Like a Red Flower
(2013) at the Choeunsook Art & Lifestyle Gallery in Seoul
and Landscape (2015) at Gallery artSOOP in Busan and

he has also participated in many group shows both in
Korea and abroad. KIM was awarded for his work in the 1st
Korean Cultural Tourism Product Competition (2003) and
the Beautiful Korean Ceramics Competition (2004) of the
Joseon Royal Kiln Museum in Gwangju. KIM’s works are
housed in the collections of major institutions including
the Gyeonggi Ceramic Museum and Korea Ceramic
Foundation. KIM currently lectures at the Ceramic Arts and
Crafts Department and School of Lifelong Education at
Kookmin University and runs the “Jianyo” Ceramics Studio
in Yangpyeong, Gyeonggi Province.

| Alnpet HE

37| OHY

=Xt

2015

Hexahedron Apple and Bottles
variable size

clay

2015
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Land - Al 2 EH| 2

O 40x40x40cm

=N}

2015

Land - Apple Object 2
approx. 40x40x40cm
clay

2015

37| - FHX Alg[=
EMI=

=Xt

2015

Air - Teapot Series
variable size

clay

2015
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Hich - 237 Hich - 237
57x30.5cm 60x60cm
=y [=b]
2015 2015
Sea - Landscape Sea - Landscape
57x30.5cm 60x60cm
clay clay

2015

2015
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Land - & (M) Al2I=

271 - FER NEE

SALO| SO RO A MES X|ZICH=s A D2[EES o2 K22 A contemporary ceramic artist, preserving tradition
2= UCH oY 7hSTt Ak UEEMOI HEfO| 7|2 ZTte| gt may be regarded as old-fashioned. Regardless of how
HEOf 2H4|910| HOiX| D, Ol 220 20| WIL A| O #HHH S extensively and intensively a ceramic artist has been
THX|7| = ofFCt, HEF2 271e| 0|5 o 2 A= HO{0|S0| A S0f2 trained, ceramics feature a predictable color and typical
ol E2MsIe 2Pt MES X|7|0{ 2Hst= U SEA 8= form and shape, and they are difficult to differentiate
by 2 0lR7t ELh AMfEE o H HE LR 2 OR2 when evaluating them as works of art. Such obscurity
Ct2X|3H YE10| I CHES CH2A| B7|= o{#Ct 2t of craft in contemporary art, which considers creativity
£ENYH S J|BES ZI(oke 2 SOIX0|X| QiCt d2fA as a virtue of the artist, accounts for the difficulty in
oA & 21Tt continuing to retain tradition. The bowls that | have been
TA|E FH[SHH = 7EX| 42hg St 2ig Bhs A7 creating over the past decades are different, yet they
OfEH BO{E AQIVF? L] X2 2F2| 7hg 2 WE2 are indiscernible to the general viewers. However, to
Xto1o| Feio|ct Q2| =Xt7|Q| Hut M 749 Estut abandon the creation of objects that | have been making
Fol2|Zof LS 25 mlEetof M 8oLt L= as if | were going through training is inappropriate for the
Aol SO R =2 SHCE T M2 O Haes sake of craft. So | came to question myself on what it is
L20IRACE MI(k, B H2 O2) HEf| 71852 BMs that | should do.
BX2t0 Mottt 2ol SEC E T3 22 WSS 0[0] Two questions came to mind as | was preparing
S8 gL}, TES AAKIske ¥ | st 7|YQ| for the exhibition - What should | create? How
E24S HI|E o), 2 2 HFe| ZESE Sl MQIo| should I present the works? The greatest issue that
BE Ak (L7k)0IH, %S 7T B BRI 2 TsiAsh| = preoccupied my mind in my most recent works is
ofC}, s CHX|QF HICH J2|10 SHE. X110 =0 S0{21 expressing in nature. | changed the point of my
ZHE0f| GIZE|E 27 BE Z10| HEEX| 7| A|RIHCE 22 focus to nature and landscapes, breaking away
HEjC| J20|2tE 259 O2 2 0X||2] 1740] OfL|Ct from fatigue resulting from concentrating on the

facets and lines of ceramics and their divisions
and volume. The color of jinsa (copper-red)
seemed to just follow through. | spread out articles
in the shape of se (vessel with a wide bottom)

and imagine them as scenery. | connect broken
fragments painted with a river of fire and paint a
landscape. | sometimes make a realistic sketch of
the scenery, sometimes incorporating the scenery
into a different style, and sometimes drawing
from memory. The works with cryptogram-like
titles are landscapes that Taoist masters enjoyed.

of OoF . .

E;qu ;74 e | reinterpret sceneries that | see. The vast land,
2015 2015 sea, and sky - nature - meets the eye, and the
Land - #(Sae) Series Air - Teapot Series . .
variablesize Variable size moment that this nature connected into my work,
clay clay everything began to change. Even the ceramic
2015 2015

works of the same form, the ceramics of today are
not the same as those of yesterday.
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OF 45x45x50cm

=

2015

Buncheong Jar
approx. 45x45x50cm
clay

2015
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1972'8 CHBHEIS O A EHOY Lt B S 2 STt

SO0 oM =XPHE S 2 ShAL, SCHSHONA
EXSHS LR MRS FSHUCE o|22|oF LEt=
Exlge] HAZM 22l a3l gigtl'(2015),
BI|=XEE 2 SOOI S Z 0T "2A4Z 2 (2015), ZFA
2| SR EAEEY S Che2] L) TAIH| **013"0'31
SRS ety S0, Y-S HAS ot 8
1l EXHS O tol A Z2IUE. b= MIAI =X,
=X, FII=REE Y, S5 SHEEAIR SO

2 E
Of QICk $XY 27| = YBOIM EOHYM PL'E 2Y

AE0]

I:-Itg :g St

QF 25x25%x25cm

EI}

2015

Buncheong Container
approx. 25x25x25cm
clay

2015

Sungwook PARK

Bornin 1972, Korea. Sungwook PARK received his
Bachelor’s in ceramics from Kookmin University and
Master’s in ceramic crafts from the same university. He
participated in major group shows throughout Korea
and abroad including Constancy and Change in Korean
Traditional Craft at the Triennale di Milano in Italy
(2015), Resonance of Traditional Color: Traditional East
Asian Ceramic Art at the Gyeonggi Ceramic Museum
(2015), and special exhibition Korean Contemporary
Ceramics in Paris, France. PARK has lectured at the
Department of Craft of the Korea National University of
Cultural Heritage, Department of Industrial Craft of the
Gangneung-Wonju National University, and Department
of Ceramic Craft of Kookmin University. His work is
collected in institutions including the World Ceramic
Center and Gyeonggi Ceramic Museum in Korea and
the International Ceramic Gallery in China. He currently
runs a ceramic studio called “Musso” in Yangpyeong,
Gyeonggi Province.
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CiEH 1

HYEE ot i‘a‘._%;igrﬂl
9F 45x45%x50cm oF 45x4 |:C;Tr
=X =
2012 2015
Buncheong Jar Buncheong Jar
approx. 45x45x50cm approx. 45x45x50cm
clay clay
2015

2015
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HYEY2 B2 AYEeet 20| vt Mot 2= HA4S
FUIHRE OHS0l= 2HYS Ui BHBIC XS Sl 2=
UHY2 TH2O0f St =8t 7)oyl thet Chfet 2 S M=aH
OITE 22 XM= HOIH, A& E =82 Z1tof et wuzo|tt.
HEEE2 HEL HESO| USojU= BXE 23S
HIEO 2 610f ZHE 2 Z2fHC}. Lhe 285
HEE M = S0IM 2bgE HYRY2 HMS AT
SME)1 242 XS HotUHME BESP 2 U2
XPAU= ofQiet M2 DHHoICt. HEe S0 HAU=E
+R2 BSHE SILIY O R 2R = 22 2A0te| 2go|ct
SO =22 MlYE 20| SAGHL A0t S5t =8¢
0 S0{UE &S Aot 2H-gof ZAoHH
XXX Qb2 S0k QUCHH X2 Lt o 5= IO} 22 40
S0 Z0| P HoPHs IPYO|LE SHL| WEE2 T
Q| 7|27t #lot. 22 Hgo| 0 Zt2 0|o{TICt Hrasnt
EHlE Heli= IfvtE 2HES SOl =2t otk 20
HIR717|. E2{LEX| gi= oA X|of Lt &2, Rel0lE RLel0lE
o|o| XIS He 4 A= FE. S5 28, 22|10 EXHE.

Patience in Fragments (Pyeon)

60x60cm
clay
2015

]]5 Sungwook PARK

Buncheong dipped in white slip (deombeong technique)
requires much trial and error, additionally as being
sensitive. Every time (I create this particular type of
ceramic ware), | experience the process of opening up
all my senses and absorbing the material. The tension
resulting from this process of work allows me to attempt
challenges with materials and diverse approaches to
techniques. An open mind is a gift, and continuous
challenge like a communion with the output.
Buncheong dipped in white slip directly reveals
the form of the vessel with a basis in restrained
expression created with clay and white slip. | adore
the white color of buncheong ware developed
through the process of covering the stoneware in
white slip and completed in fire. This resolute white
color, which embodies the movement of water
(white clay) and flames, yet retains the lightin a
composed manner. Touching each and every one
of the countless changes contained within the state
of composure is a process of polishing. | would like
to gaze deeply into the world with clear eyes.
I am grateful for the hidden strength that is silent
and placid.
Anyone can make ceramics if it is possible for him or
her to not grow tired of it. Making ceramics is a process
of plodding like a rhino’s horn. One enlightenment
becomes the foundation for another work.
Traces become processes. Simplicity and restrained
forms are revealed through the process of emptying
out. Do not add but rather empty out! Believe in hidden
energy, and focus on silence, placidity, and existentiality
to break away from meaning itself - whether it be
meaningful or meaningless.
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19703 CHSHRI=Z0f| A EfOfH A2 2 STt Born in 1970, Korea. Sangwook HUH received both
SO0 =S to| M EXHS 0| 2 ShAL, SCHEIO|M ANl his Bachelor’s and Master’s Degrees in ceramics from
Z|SZUCE 1999 Zol0|& 2t K QTS AR 2 M AlJ|& Kookmin University. Beginning with his first solo
Z212|(2007), M2 §2I512(2007) S0M & 73|9| Q1M S exhibition in the Kyungin Museum of Fine Arts in 1970,
JHERHOD, A7 |EXtEHEEH2015), 52 X HXHHEE2H2012), he presented seven solo shows with exhibitions at the

AQ|A H|H|HF OF2[|OFLt BHEEH(2011) S0A G2 Ch4-0| L2 Sikijang Gallery in Seoul (2007) and Tong-in Gallery

CHH|IZ0f| £HORUCE. MIAIZX|H|AE 2| 2X|SE2H(2005)01 A in Seoul (2007). He also participated in group shows
EM OIECIR QE|EXPI| 2B (2006)0A EM S8 4-Alst worldwide with exhibitions at the Gyeonggi Ceramic

Ht Q1 1= ZEIZofetE 2t Q= lEZ|ot HE L E Dj&2t Museum (2015), Longchuan Celadon Museum in China
SO0 M ZES AXSED QICH XY ZAICHsty Cieto] S2stn (2012), and the Ariana Museum in Geneva, Switzerland
Ron A7|E YHOM Sl ZoATLAE 2 Fo|Ct (2011). He was awarded with special selection prize at the

World Ceramic Biennale International Competition (2005)
and the Beautiful Korean Ceramics Competition (2006).
His work is collected at the National Crafts Museum in
India and the Victoria and Albert Museum in the UK,

He currently lectures at the Graduate School of Kookmin
University and works in his studio “Sangwook HUH
Ceramic Research Institute” in Yangpyeong,

Gyeonggi Province.

ENAE-Z2

45x45x45cm

=3

2015

Buncheong Stool - Flower
45x45x45cm

clay

2015

2HAE-R

45x45x45cm

=Xt

2015

Buncheong Stool - Flower
45x45x45¢cm

clay

2015




SR

BEHAE -89
45%x45x45cm

=y

2015

Buncheong Stool - Fish

45%x45x45cm
clay
2015
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Sangwook HUH

EHAE-E17|
45x45x45cm

CXf

2015

Buncheong Stool - Fish

45x45x45cm
clay
2015



5E=

28 AE -HHE
45x45x45cm

=593

2015

Buncheong Stool - Wind
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45%x45x45cm
clay
2015

Sangwook HUH

BYAE-Z

45%45x45¢cm
=y

2015

Buncheong Stool - Flower
45x45x45¢cm

clay

2015




L3

Ho

122

0

TE: 7HxI T

T

[

I3

!

2

INHERITANCE
Tradition: Re-discovery of Value

1l

=
&30
o 2
3

tn

ro
in]

i}
ige)
0al
|0
Hu
Ty
o
to
g
[
Ir
0
fujo

[
et
G -
[
oA
HA rot
0 o
Rl
? o
)_ ITI
® un
T
2y T
S
Irrr |;E
- lo
n 4=
e
£
= I>
RN
B rio
U ok
M in
Lo
I_§+
w02
Hu

tor

4

£ b
&0 AT} LIELHE EXS. 012 THEH
H. L= LIo| 2 F H0lM XR2S

H Al'gl

oz
m
10
Ll
min
l?_l-
)]
tm

=

2 qo
—

°

L
oo
.

e =

o
mo Hu
oy W
43
N
H
of
o
4o H

F||
4
Of Tl

,_
ikl
min
U
ro
o
4n
I
i
OoF
X
n
o
inl
bl
I
2
Rl
inl

Ral
0
Tl
d0 rr
bl
=
Of
=]
to
Ir
H
¥
15
o
fu
B
i
By
ro ot
jinl

e me M
n MU
I}
S|
o
30
il
2
Ir
o>
N
=

> TIoF
Il
U

|
k=]
Bt
'l
o
[
e
bl

[> 19
rot
n
Ir

mn N &2
A
=)

o lot
o
~

NI
>
I
o
tu
40

bt

Ll
un
il
;O
=
to
4T mn
2
>

=
-
-

rot o
min
B
ol
$0
il
il
sl
Ho
5o XY
fjo
pas
=
A
N
=
[
e
<2
Rt
A orE
Lo_l-
:OI=|-

=

-
o
SN
i)
o
0]
_o'_l-
A

%)

Ok
i
=5
I
jim}
Ho
Mo
fs=
ik
H
HI
U

bl
2 i
kl
]
e
=2
o o]

LHE. 22{7| RS = =

RAO{OF BT, HLE Z0

Al ZF
[=E=ES

x
Io
i 52

un -
N Rmo

_,_
Il
-

m

B
A
[N
1
A
re
o

o

e
Pl
N
o
°
o

1]
Ao
l?_l-
=2
fok
N
o
r
=

o mpy >y Y
]

o N
=

— O
-= —=

n

T

[P
1%}
=)
=il
==
%
o
&3
rlo
k]
o
oz
mjo
s
X
m
[

rg

r
2
i)
[>
uin
ol
$Q
n
fd
n2
rr
in}

2HAE - 837
45x45x45¢cm
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2015

Buncheong Stool - Fish
45x45x45cm

clay

2015

Sangwook HUH

| often look up at the sky. | like the fact that | can feel

the breeze on my face when looking up at the sky. While

watching the color-changing clouds drift in the sky,

I enjoy freedom to the fullest, and | travel to the past.

When I return to my studio, | try to express those feelings

that | had felt. My canvas is ready covered in white slip,

I draw on top of it with a stick. The scraping sound is

a feast to my ears. Traces are revealing from beneath

the white slip. Through my work, | sometimes dream

of freedom yet sometimes feel fear from the countless

traces of my life. Hoping to further free myself, I, again,

apply another layer.
When in the process of creating my work, often
times | tend to falter. The moment when my work
looks small, when | feel of skeptical, when | am
financially deprived, | sometimes falter from within.
I am shaken from the outside. Wouldn't it be
important to discover what it would be like to be
myself, preserve that, and moreover develop from
there? To find my style of spinning, brushing, and
cutting, and fill the work up with my things, | must
be able to experience and enjoy the many things in
the surroundings. | believe | will be able to create
my own unique story and take more pride in my
work if | enjoy the all-encompassing nature and
stay curious about other cultures.
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] 2 A. H: Ipre) X

1966 CHSHIIZO)| A EHO{t BF = 1= M-S THLFQIAFOFEMIEOf A Born in 1966, Korea. Selected solo exhibitions include
‘Zt40[0F71'(2015), M2 HAY AM7|E0O|M ‘ZAERSE(2015) 59 Wooden & Furniture at the Ganainsa Art Center (2015)
I : HRITS IHARH 0, Cha=2| EHA||ZH0]| EOIRUC and Monochrome Object at Sikgijang’s Dining Collection
-y ST A7\ OOl A 7F2 24 ‘T &0 E 2 So|Ct, (2015) in Seoul. PARK has also participated in many
wWww.jj2.com group shows.

He currently runs furniture studio “Gagujangi
(Furniture Maker)” in Icheon, Gyeonggi Province.

www.jj2.com

4Ero gotzlet =

EMpEy

AELES

2015

Abstract Ignition - Jars & Bowls
variable size

birch

2015

Abstract Ignition - Jars
variable size
birch
2015
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Abstract Ignition - Plates
approx. 25x25x5cm
birch
2015




Abstract Ignition - Small

Portable Table
approx. 34x34x27cm
birch

2015
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Honggu PARK
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FYELSE Xt E2 0j2 2 Ylof X}1S [{8}0{ OLEL}2 22 BHE 0L By adding nature to the fire-absorbed black light, | make
S o A4B10] L2 A0} & #H STHO B40| 4 B2 Bur) beautiful patterns,
2011 . ) L[E Rl o) ZE01ZICH= 22 And | scatter the life of a carpenter on lumber living and
e e H181E SIof £ SHOE HSPILH= oOjY . breathing purity with fire,
ggﬁh To become habituated to the external
=Xl 20| CH7M7| Yol L= 22 ULt &=+20] Only signifies manual adaptation for change:--
J2 ot & 2l SXoll 52| 42 Tl 22 2520t
=2 HZ2 Z2 Y2l OISR EY0| PHE0IX|H, L2 I chose fire to draw closer to the essence of wood.
20| 2 £0]| =0 S0{ZiCt. | add the life of a carpenter to the wood marked by
Lt= ZIA S THE Q81| MZstCt, RIAS OlLfgt 4~ Q11 AbRtst purity and scatter fire onto it. This creates beautiful
2 Qe EES UELCE J2|10 DA Lot LES| ZHE AFEXPIt fire—absorbed black patterns, and my life pervades
28 4 s 2Pt ECE 2 M2 L] 4, LER2h= 240 these patterns.
CEP7| 98t Lto| =2i0| ZIH O 2 TE0f MsiX|2 ISt} TIAo| | consider truth to be the most important. Truth creates
TBHX|11, IS0 gfn W=ot 58 HI|E Hiztch the passion for endurance and creation, and my truth
becomes the link enabling communication between me,
my work, and users. | hope that my life as a carpenter
and my sincere efforts to draw closer to the property of
wood will be conveyed to viewers. | hope that the truth
ZAERS ofxt is conveyed to viewers and that it will help bring a bright
©f 35x30x52cm smile to their faces.
AR
2015

Abstract Ignition - Stool
approx. 35x30x52cm

birch

2015
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1979 LHEHRIZ Ol A EfOt 2222 ST
BYEO|| M ERUCE IYA of X = v 2] (2013),
MSIHEMF(2004-2014), 4 FIM22{2|0fq LRI “SOLES}
Oll=X|2'(2005) & Ca=2f TA|off FofgHand
b

Zolcietm S0l ZOCH B ClSTIE KM Mk 2

U=

sot

2% F0|Ct. www.rectoverso.co.kr
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Hyoeun CHO

Born in Korea in 1979, Hyoeun CHO studied business
management at Dongguk University. CHO participated in
many group shows including International Biennale of Art
Bookbinding in France (2013), Seoul International Book
Fair (2004-2014), and Book Art and Art Bookbinding held
at Gallery Jinsun in Seoul (2005). CHO has lectured at
Hongik University and Kyunghee University.

She currently runs “Recto Verso,” an art bookbinding
studio. www.rectoverso.co.kr
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HAEYH(EE)
17x24.5%4.5¢cm

APH(FATHS), OFEX]

2015

Construction

17x24.5x4 5cm
chagrin(goatskin), marble paper
2015
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]35 Hyoeun CHO

HMe X7 o, dlEH=
20%25.2x3cm

B(S0I7H=), &

2009

An Artist Preserving Books,
Art Binding

20x25.2x3cm

veau(calf skin), press froid nature
2009
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71 2z 3240 Og
19x27.5x4cm 23x31x1.5cm
Ot2A(FA715), S Thr 2 (FT X))
2013 2010
The Hollow Needle The Adventures of Robinson
19x27.5x4cm Crusoe
maroquin(goatskin), gilt 23x31x1.5cm
2013 parchemin(forel)

2010
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Z0|Q| Zut 27| ZX[Q| A} =74 & Mo &7l 82 012 A book is composed of diverse properties including the
JEX|7F QUCH, Mol L& St ORMIIX|CE SUSH 248 71X quality and weight of paper and texture and thickness
AHO|2HE OffH B O 2 GI=X| Ot MRIME JIX|E=X|0f LIt} of the cover. This is the same for the structure of a
Mol HElj= =4 7HXI7F E 4 UCE Ol SHIE 2 QIAHE Mo|Lf book. Books with same properties can have dozens
2O V|IZ2E B2 H2 MS H60], 74106110 OFS HA| of different forms depending on the binding method
910f 22 BT 4= QIEE Sh= Y| M X|Z|o|Ct. M2 (La and use. Art bookbinding is a series of making-up
Reliure)of 0f&0|2t= £Al0{(La Reliure d'Art)E 20|74 & 242 of a book by repairing and restoring printed books,
SYHE M2 2k | RIsHAMO|CE ABket 7 AI=HE K| single-sheet documents, or old books and sturdily and
2 2RI BE0| £IRUCE MG UHE= HS Sl HHoj| CHal beautifully binding them so they can be preserved for
MZESHELCE L] M7HE L7t YohE LISDE HANX| 2t ME2 along period of time. | added the modifier “Art” to “La
ME = UST UIHR M DN QEEE 20| & == Reliure,” referring to bookbinding, to differentiate from
QSN O LIot7t H0| MILHE Sle BT E & =X commercialized bookbinding. Upon going through
Zo|Ct, industrialization and mechanization, books have become
IR M T1E 593 U2 MEEHLE ASSHX| Q1 D= monolithic. | contemplate on issues concerning books
£7t2 EX|X| = ZI0|Ct M OtE = 27O BFe through the process of making them such as will | be
MEHS SOF SHCt A S FHOMH Y= 8l Aol 27|, THE, able to fill my bookshelves with contents and forms of my
A2 S, O3 BE MEHO| MG Q8| SHIEX| MZtsHT} preference? Is it possible to repair ruined books and keep
Ol AAZ BHNHX| 42 ZES 0HET| Qeto|0, AAZ them for longer? And is it possible for books to become a
otafetoll o= 0] 7|22 XI7|X| @ == 28 BASH| cultural messenger that connect generations?
Q|eto|Ct, EESH M ETto| A2 P S THTHSHE=E i What is most important as an artist is not to rush,
Ao SiCt RE RS O XN 2= ZE6| 7HK|7t QICH= nor be negligent, and not to miss any moment.
M2t 9lX| oo ottt L7 £ 20| = L7 BHE Each moment in making a book requires a decision.
MEO0| 0, I MS0| HOt oftH X =2I17}t CHA| 23HE It is necessary to think over whether the decision
SHIf, O] MS D= H|E7H= M2 A2SH= AF2Ho|QICtD on issues including the power of pulling the string,
7|AE| T AlCt, thickness of the string, type of leather, patterns of

metal hinges is the right decision for the sake of
the book. This is to create a self-satisfactory work
and moreover to take caution against neglecting
the basics for burying oneself in extravagance.
Moreover, it is necessary to stay away from judging
a book only by the standards of a bookbinder.

I try not to forget that all books are valuable in
themselves. | want to leave behind many books
that | have made in my lifetime, and when in time
another bookbinder will have to dismantle my book
due to its old age, | want to be remembered as a
bookbinder who loved books.

H2 2y
Bookbinding Process
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31.1x30.3x21.3cmr

3D ZElE LIEE

2014

Amish Hat

3x9.4x28.5cm 31.1x30.3x21.3cm

3D-printed nylon 3D-printed nylon
2014 2014
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143 Gabriela LIGENZA

Bornin 1959, Poland. Gabriela LIGENZA trained as an
architect and interior designer in Poland. She has had
numerous exhibitions and she has designed hats for

25 years and some of her clients include international
recognized people such as Princess Caroline of Monaco,
the late Princess Diana, Hollywood movie stars and many
of the royal families throughout Europe. She has also
worked with leading fashion brands such as Paul Smith,
MaxMara, John Galliano, Prada, Stella McCartney and
Missoni. Gabriela LIGENZA currently manages “Gabriela
Ligenza Hats” in London, UK. www.gabrielaligenza.com




7I‘EEI°£EI- EI’.ﬂII' .I A‘ A‘ S BAE E‘%Ti Ew)rsg\'/kaﬁgln?gossmg Boundaries ] A_ 5 Gabl’ie|a LIG ENZA

MELE
32.8x38.1x8.2cm
3D ZRE LIYE
2014

Cirrus Hat
32.8x38.1x8.2cm
3D-printed nylon
2014
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36.1x36.1x14.9cm

3D ZRIY e

2014

Day Dream Poem Hat
36.1x36.1x14.9cm
3D-printed nylon

2014
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Gabriela LIGENZA

| founded my work on principles of classical techniques
and materials sourced from artisans from across
the globe combining them with progressive design,
production methods and contemporary textile
innovations. My work is very intuitive, guided by emotions
of thrill of the butterfly wings feeling in my stomach,
discovering something new in between self and the
material and space | work with. It is as if | am taken on a
journey with a surprise destination, destinations faintly
materializing on the horizon, often eluding and finally
becoming something else then what you expected. |
try to stimulate a thought process that they would not
ordinarily exist without confronting someone with the
object | have created, a unique perspective which will
take someone in places unexpected, make them see
themselves differently and enjoy it.
I strive to extend the perception of artisanal craft
and design forwards to the future and back into
the past simultaneously to make it easier to see
how fundament is the coexistence of beauty
and function. It is also about working together,
collaborating with people of great expertise
wherever they are, supporting the local skills,
promoting their uniqueness and teaching and
learning from one another to bring new added
value and understanding to our lives.
I have launched last year the world’s first collection of
3D printed hats. This unique perspective extending the
perception of artisanal craft and design forwards to the
future and back into the past redefines what it is to create
true luxury in the context of its modern homogenization.
My work has always been related and defined by the
choice of materials and technologies (fabrics and
scissors; felt and steam; computers and 3D printers, etc.)
oscillating between traditional, laborious hand skills,
obscure techniques and state of art technologies which
can take the intricate and impossible dying skills to
another level.
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38x38x18cm

E, thLF

Gat, Korean Traditional Hat
38x38x18cm

horsehair, bamboo

oFEH HE 2}

Making Process of the Brim

149

Jeju Gat Museum

The Jeju Gat Museum was established in 2009 by the
national intangible cultural asset number 4, Soonja JANG.
She has a special skill in processing bamboo as threads
for the making of the brim (yangtae) for the Korean
gat (traditional Korean men’s headwear). The museum
preserves the historical significance and the aesthetical
value of this particular tradition.
In Korea the gat is an object that has a deep
historical meaning and it is symbolic for
differentiating social class additionally as
hierarchical positions of government officers. Later
it developed to gain a more stylistic beauty.
In this museum the gat is considered as an important
historical and cultural asset therefore it focuses on the
preservation and research in the field. There are courses
for learning the process of making the Korean gat.
www.gatkorea.org
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Gat, Korean Traditional Hat

32x32x16cm
horsehair, bamboo
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Gat, Korean Traditional Hat
42.5%42.5x18cm

bamboo
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Jeju Gat Museum

One day | asked my mother “Mom, do you want me to
thread the bamboo branch?” she replied “Go ahead
and use the knife to thread it,” Since then | have taken
the path of a yangtae maker, namely a brim maker
for the Korean traditional men’s headwear gat. As the
third generation of makers | took over this path from
my mother quite later on in my life and because of that
the training was harder. The process of threading the
bamboo is the hardest as it needs to be fine and as a
result my hands were never without scars and cuts.
For a single gat to be produced it takes about 10 months.
I have spent 30 years in this field and since the age of 7,
little by little | learnt the skill through seeing my mother
at work. Therefore it has taken me double the time if
I include the time that | spent properly training in the
making process.
There were many times when | regretted learning
how to make gat. Someone has to do it and at
times | detested the fact that there was only me
who can continue the skill. However viewed from a
different angle, | am also grateful and | am proud
of the fact that | am able to preserve an aspect of
Korean history.
- Extract from the article “Making the Gat, Soonja JANG,”

Stories on Intangible Cultural Assets, Korean Cultural
Heritage Foundation
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AH|QIYA Al HE FRP

2012

Bow Chair - Rocking Chair
60x100x90cm

stainless steel, felt, FRP

2012

152

By
Sl FAIE oM

EXPANSION

Innovation: Crossing Boundaries

19721 a0 M Bl SHXIE2 &

] 5 3 Jihoon HA

10
=
ot
0 kI

5}
SXYItelatel =y HOt3 Cxtel AZ S SYURCEL M=

FH0|AZE242](2011), M2 0| =Z42{2|(2014

HEYL, Eot4ME284

on
=2
Rl
=
ro
rx
1o

Pl fIcHsAI (2015), S=0l&2

‘Into the Air'(2015), Z oL Ha3 Z2HE(2012) &
CH==0f FLHR| BHH|TH0f EHOIZICt. 20054, 2009 LHAXHE
M XEMIEH CIXtel 2| Hofl |FE HE 20, 2013 d3t2ekH
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www.jihoonha.com

2r2Edt - At
40x40x25cm

LR0E, 23

2008

Round Ban - Tea Table

diCiolE 2, CHE A, OF2 2T A

40x40x25cm
aluminium, oak
2008

e

Xfa| - ZHAQxt
100%x200%40cm

7t%, ABS

2013

Jari - Reclining Chair
100%x200x40cm

leather, ABS

2013

Bornin 1972, Korea. Jihoon HA studied wood working
and furniture at Hongik University at the Danish Design
School. He has held solo exhibitions at Cais Gallery in
Seoul (2011) and the Yido Gallery in Seoul (2014).

He has also participated in many group shows worldwide
including 37 Experiments on Light: Intimate Rapture at
Culture Station Seoul 284 (2015), Into the Air at Kumho
Museum of Art (2015), and the Deoksugung Project of
the National Museum of Modern and Contemporary Art,
Korea (2012). He was selected as the next generation
design leader by the Ministry of Trade, Industry, and
Energy in 2005 and 2009 and the artistic director of the
Sulhwa Cultural Exhibition. HA has collaborated with
major institutions and companies including the National
Museum of Modern and Contemporary Art, Korea,
Daelim E&C, AmorePacific, and Hanssem. His works are
housed in the Victoria and Albert Museum in the UK and
the Museum of Applied Arts in Frankfurt, Germany. He is
currently Professor of Living Design Department at the
Kaywon University of Art and Design. www.jihoonha.com
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Elols
160x68x90cm
LR0E, 23
2011

Ban Table
160x68x90cm
aluminium, oak
2011

2Zo| 2jxt
70x50x80cm
2=0iE 23

2014

Pittsburgh Arm Chair

70%x50x80cm
aluminium, oak
2014
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EXy

50x50x36cm

L20lE

2014

Small Portable Table
50x50x36cm

2014

Jihoon HA

Hhy 22X] - 2H2X] H|of
65x65x80cm

LR0E, BE

2014

Bansang Lounge - Lounge Chair

65x65x80cm
aluminium, felt
2014
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100x42x80cm 110x40x35cm

L L20E

2009 2014

Dazzi Hojok Sofa Table
100x42x80cm 110x40x35cm
wood, steel aluminium

2009 2014
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50x50x180cm
L0

2014

Hojok Shelf
50x50x180cm
aluminium
2014

] 5 9 Jihoon HA

My work encompasses a broad range of fields from
furniture and space design to installation projects. | do
not differentiate among fields; rather | like to challenge
myself. This is because | am able to discover future
possibilities while trying out new things. Moreover,
I believe it is important to view the world with an
open mind and to communicate with others. In fact,
communication is the most difficult.
In regard to interest in material or technology,
| often need to collaborate with master craftsmen,
and communication is what is important in these
situations. There are people who are willing to
accept new attempts and changes, and there are
those who are not. It is not a big problem if | do
not insist on my views but considering others and
mediating between different opinions is difficult.
In fact, I am continuously inspired by my continuing
relationship with other people and craftsmen.

60x60x130cm
teak
2013
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121x121x121cm
AHQIA A

2014

Crossing Boundaries
121x121x121cm
mirrored stainless steel
2014
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rossing Boundaries
121x121x121cm
mirrored stainless steel
2014
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Anila Quayyum AGHA

I am deeply interested in culture, and the various
components associated with it. The starting point is often
triggered by a political stance connected to cultural
interpretations of identity. World religions and their
interpretations especially in relation to the feminine
identity allow me to make artwork that is content-
oriented and multi-disciplinary. My artwork is made up
of series of mixed media collaged drawings and large
sculptural installations that explore social and gender
based issues resulting from concepts constructed by
history, traditions and the contemporary society in
southern Asia and the rest of the world.
In the Crossing Boundaries project the geometrical
patterning in Islamic sacred spaces associated
with certitude is explored in a way that reveals its
fluidity. My goal as with all my work is to invite the
viewer to confront the contradictory nature of
all intersections, while simultaneously exploring
boundaries. Through this project my goal was to
explore the binaries of public and private, light and
shadow, and static and dynamic by relying on the
purity and inner symmetry of geometric design,
and the interpretation of the cast shadows.
My installation emulates patterns from the
Alhambra, which was poised at the intersection of
history, culture and art and it was a place where
Islamic and Western discourses, met and co-
existed in harmony and served as a testament to
the symbiosis of difference.
Using materials such as metal and wood in my sculptural
works to show delicacy, or embroidery as a drawing
medium in my drawings and paintings, | reveal the
multiple layers resulting from the interaction of concept
and process and to bridge the gap between modern
materials and historical patterns of traditional oppression
and domestic servitude. The conceptual ambiguity of
the resulting patterns, create an interactive experience in
which the onlooker’s subjective experiences of alienation
and belonging become part of the piece and its identity.
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L'Artisan Electronique
by Unfold & Tim KNAPEN
mixed media

Unfold was founded in 2002 by Claire WARNIER and
Dries VERBRUGGEN, after they graduated from the
Design Academy Eindhoven. Claire WARNIER was born
in 1978, Netherlands. She studied at the Design Academy
of Eindhoven earning a BA Degree. She continued her
education at the Erasmus University Rotterdam and then
attained a Master’s Degree in art science at the University
of Ghent in Belgium. Dries VERBRUGGEN was born in
1979, Belgium. He originally studied architecture design
and then earned a BA Degree at the Design Academy of
Eindhoven.
They have participated in numerous exhibitions
worldwide including Designs of the Year Awards
(2015), Design Museum London, UK; Data Clay:
Digital Strategies For Parsing The Earth, San
Francisco, USA; Taiwan Ceramics Biennale 2014,
Yingge Ceramics Museum, Taipei, Taiwan; Out of
Hand: Materializing the Postdigital, Museum of Arts
and Design, New York, USA; Adhocracy, Istanbul
Design Biennial, Istanbul, Turkey; Curious Minds:
New Approaches in Design, Jerusalem Museum,
Israel and many more. They have been awarded

with the Henri van de Velde Award for Young Talent
(2015) in Belgium. Claire WARNIER and Dries
VERBRUGGEN currently operate the Unfold Design
Studio in Antwerp, Belgium. www.unfold.be
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L'Artisan Electronique
by Unfold & Tim KNAPEN
mixed media
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The Transaction Project

by Charlie Stern, Unfold, Jonathan Keep and others
mixed media
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The Transaction Project
by Charlie Stern, Unfold, Jonathan Keep and others
mixed media
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A Digital Pottery Workshop: A virtual potter’s wheel. By
touching the laser beam with your hand, the shape of
revolving cylinder changes according to the movements
of your hand. It is a potter’s wheel where the material
to be molded consists of air. Visitors of the installation
can mold the vacuum as they wish. Once they have
completed their virtually shaped design, it is saved in a
database. The last 16 designs are projected onto a white
wall. On the other side of the table, a machine transforms
the virtual design into matter. Thin rolls of clay are
layered on a downwards-moving plateau. This technique
is called 3D printing, also known as Rapid Prototyping or
Rapid Manufacturing. Halfway alongside the table there
is a display case in which the printed designs are laid to
dry and displayed as artefacts of a new history.

A 3D Printer as a Production Tool: Unfold

developed I'Artisan Electronique together with

interaction designer Tim Knapen. For some

time already, Unfold has been fascinated by

the democratization of the Rapid Prototyping

technique through the arrival of open source 3D

printers such as Fab@Home and RepRap. The 3D

printer proved to be an interesting tool.
The Transaction Project: Apprenticeship, reputation,
recommendation, skill and status; the Transaction Project
takes these aspects of craft as the basis for a network of
production. Building on two years of investigation, the
project brings together the work of ceramicist Jonathan
Keep, artist researcher Charlie Stern and design studio
Unfold. Working with a technique that applies 3D printing
to the problem of ceramic and glass compatibility, the
group has created an iterative process that allows for
rapid testing of materials and form.
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13.3x13.5x19cm
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Hyphae Lamps
13.3x13.5x19cm
3D-printed nylon
2015
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Hyphae Jewelry - Pendant
6x5x1.2cm

sterling silver

2011

Nervous System

Nervous System was first founded in 2007. The
founders are Jessica ROSENKRANTZ and Jesse LOUIS-
ROSENBERG. Jessica ROSENKRANTZ was born in 1983,
USA. She majored in architecture and biology at the
Massachusetts Institute of Technology, Cambridge, MA,
USA. She continued her education by attending courses
towards MArch | at the Harvard Graduate School of
Design, Cambridge, MA, USA. Jesse LOUIS-ROSENBERG
was born in 1986. He majored in mathematics at the
Massachusetts Institute of Technology, Cambridge, MA,
USA. He also worked for Gehry Technologies in building,
modeling and design automation as a consultant.
Nervous System has held 2 solo exhibitions Growing
Objects (2014) at the Simons Center for Geometry
and Physics, Stonybrook, USA and Reaction (2008)
at Rare Device, San Francisco, USA. They have
participated in many interesting exhibitions such
as This Is for Everyone: Design Experiments for the
Common Good (2015), Museum of Modern Art, New
York, USA; Beautiful Users (2014), Cooper Hewitt
Smithsonian Design Museum, New York, USA;
GO3D!, Museum for Communication, The Hague,
The Netherlands; and many more. In 2014 they
won the Best Visualization and Simulation Award,
for Kinematics, SIGGRAPH Computer Animation
Festival, Vancouver, Canada. Nervous System is
based in Boston, USA. Jessica ROSENKRANTZ is the
Creative Director and Jesse LOUIS-ROSENBERG is
the Chief Science Officer. www.n-e-r-v-o-u-s.com
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Hyphae 3D (Sculpture from
Growing Objects Series)
19x22x13cm

3D-printed nylon

2014
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Nervous System
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53%x53x20cm
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2014

Hyphae Crispata (Sculpture from

Growing Objects Series)

53x53x20cm
3D-printed nylon
2014
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approx. 45x45x60cm
3D-printed nylon

Kinematics Skirt
2014
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Kinematics Bodice

38x38x45cm
3D-printed nylon
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M2 Fo| Heb HuMd
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EHE

HEX| 2.5%3.2x1.9cm
H2X]6.4x6.4x3.2cm
FZ0] 1.7x4.1x6.4cm
3D=RE LIYE

2015

New Floraform Collection
Collar 16.3x18.8x7.1cm
Pendant 4x4x2cm
Ring 2.5x3.2x1.9cm
Brooch 6.4x6.4x3.2cm
Earring 1.7x4.1x6.4cm
3D-printed nylon
2015

We created Nervous System to explore a design approach
that relates process and form in a context of interactivity
and openness. Our trajectory focuses on generative
design methods using both algorithmic and physical
tools to create innovative products and environments.
Formally we are attracted to complex and unconventional
geometries. Our inspirations are grounded in the natural
forms and corresponding processes which construct the
world around us. From coral aggregations to interference
patterns, a study of natural phenomena is an essential
ingredient to our design process. To evolve such forms,
we systematically engage in generative processes.
Instead of designing a specific form, we craft a system
whose result is a myriad of distinct creations.
Our studio exploits this possibility by releasing
our work online as a series of interactive applets
which customers can use to craft their own
personalized products. Our products are designed
to be affordably and ethically made. We use
manufacturing methods that do not require large
facilities or massive manual labor. Often we employ
rapid prototyping methods by which all unique
pieces can be manufactured at the same cost as
cookie cutter ones. We use inexpensive materials
and believe that the value of our designs comes
from an intelligent and beautiful marriage of form
and function, not the current price of currency

standards.
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80x9x18cm

U205 T6

2015

DPA

80x9x18cm

aluminium T6

2015

Drummond MASTERTON

Bornin 1977, Scotland, UK. Drummond MASTERTON
earned his Bachelor of Arts in Scotland. He then attained
his Master’s Degree in Goldsmithing, Silversmithing,
Metalwork and Jewellery at the Royal College of Artin
London, UK.
Drummond MASTERTON's solo exhibition Matter 1
at the Dovecot Gallery in Edinburgh, Scotland, UK
was curated by Adam Paxon. He also participated in
the “Labcraft” touring exhibition organized by the
Crafts Council, UK; The Language of Process, the
MMU Special Collections Gallery in Manchester, UK;
The World beyond the Things, Schmuck-Munich in
Germany; and also he took partin COLLECT from
2012 until now organized annually at the Saatchi
Gallery, London, UK.

His work is in the collection of the National Museum of
Scotland, Edinburgh, UK; the Craft Council Collection,
London, UK; the Ironbridge Gorge Museum, Telford,
UK and many more. He is currently Head of Sustainable
Product Design at the Falmouth University in the UK.
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354
14x14x9cm
LR0IE T6
2013

Geode
14x14x9cm
aluminium T6
2013
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Decagon

44x28x4cm

aluminium 5083 series

2010
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2010

5D

66x5x30cm
aluminium 5083 series
2010
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191 Drummond MASTERTON

As a maker my approach to digital software and
equipment has been to directly subvert the standard
approach of the engineer and automated software and
to interact directly with the machine to gain personal
craft knowledge through controlling and interacting
with all parts of the process of making. My research
approach of experimentation, trial and error, risk
taking and rigorous documentation has enabled me to
develop an in-depth knowledge of how to control these
digital processes and utilize them within a creative craft
practice. | am the designer and the maker of all stages
of the artwork and while | use embedded knowledge
in the electronics and coded hardware of the machine
this is similar to other tool based making, in fact | see
the opportunities for creative subversion to be greater
with digital technologies due to the multiple layers of
complexity present. Finding the limits of the technology
provides a context and reference point through which
| define and progress my making processes.
The finished piece which is on show at the Cheongju
International Craft Biennale 2015, DPA bears witness to
each making process:
The outer surface is hard anodized dark grey outer
to stop corrosion — The metal is identified with a
digitally printed reference code — The ends sections
of the piece exhibit the circular cutting marks
from the metal suppliers saw — The un-machined
surfaces are scarred with dents and scrapes from
handling and transit — The lower proportion of
the form reveals recessed caves used to providing
secure clamping surfaces to hold the metal to the
milling machine bed — The plateaued surfaces
have a range of crude silhouette steps that radiate
out from the waffled blade form. Each with their
own swirled cutting marks from the 64 millimeter
cutter used to remove the majority of the metal —
The lowest part of the blade shows small area of
vibration caused from the 180 millimeter long cutter
used — Then the Blade form rises in decreasing
incremental steps to the 0.3 millimeter edge.
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www.philcuttance.com

AN e =2
77x72x150cm

LIS, Rel, Y=0E

2012

Faceture Machine
77x72x150cm

wood, glass, aluminium
2012

Bornin 1978, New Zealand. Phil CUTTANCE completed
an Architecture Intermediate Course at the Victoria
University in Wellington, New Zealand and then he
majored in industrial design at Massey University.
He trained as a furniture and cabinet maker
from 2002 until 2004 at Apartmento Furniture
in Auckland, New Zealand. He also worked for
Mobilier Furniture and Forma Furniture as a
furniture designer. Between 2009 and 2011 he
worked as a design and build assistant for Studio
Gilthero and Martino GAMPER in London, UK.
Phil CUTTANCE currently operates his own studio
the “Phil Cuttance Studio” in London, UK working
on commissions given by many different brands

and individuals. www.philcuttance.com

Phil CUTTANCE
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Making Process of Faceture Vase
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Faceture Vases
12x12x42cm, 9x9x37cm
resin

2015
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12x12x42cm, 9x9%37cm
T

2015

Faceture Vases
12x12x42cm, 9x9%37cm
resin

2015
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40x35x160cm

e[

2015

Faceture Sculptures
40x35x160cm

resin

2015

197

Phil CUTTANCE
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L= H|u™ AZO 2 SHS UHED S U2 SES o 2N I like making things myself, in relatively small batches,
LHZ} X125t SHE0| 7HK E B0{517|E £0teiCh. L= =22k and trying to add value to the objects | make by making
HZBHS AHSH= 20| ECH AMATHO| YHO|LF Z2 2xfet each object unique. | like to experiment with materials
7|1Z9| M ZEHE Of=H ThaShA|F 7Lt CHE gHAlo 2 XS5t and processes. A starting point for experimentation is
ZQIX| M2tsh= 240| Aol ZUHO|CE L XS oHH, the discovery of a new material, or seeing a complicated
7| A MYS AIERICH BE EHS 202 UET F2 22X} existing manufacturing process and thinking how it could
A5t CADE AFESHK| Qb=Ct. be simplified or applied in a different way. | work very
Ltz S710| OfEA HE=RA=XIE T e AT hands-on and start experimenting almost immediately.
CIMES XL U= HIZAof 20| B HE I make everything by hand and mostly do everything
HEXMoZ ZAsto 2 MZH=l X KAHE T2t A|ZfH myself, and do not use CAD either.
ENES TYSILL L= S710] O{C|A 2H=X], S JIZHof I am interested in methods of making which endow
10| FYUE=X| LRUAS M| A2 52| d2hS Sotettt products with visual clues about how they were
U2 E710| 2YS CIoh= 0| M 2| HofTl FA0M made, and celebrating those visual markers, even
CHZFO Z MALE|7| 20f ‘T MDD HE|s o2 sometimes when they would traditionally be seen
JBZIotCE SUE 022 FI0|AH 26+ AIE0| AURAC as imperfections. | like the idea of people knowing
0| g2 S0 eSOt X|&E[= 1] THK|E Foi3iCtH where products come from, and what goes into
AN IHEE 7HX| 1 ==’ 20| MER 21t making them. | think a lot of products are now
O10|C|01E RHE= Z|H2| Bio|ct seen as “throw - away” as they are made on a mass

Mol 7|stEtE £H (MF o|0|x|)
Faceture Sculptures (Detail)

scale, in places far away from where they end up,
and out of sight. There was a time when people
commissioned a local maker or craftsman to make
an object, which gave it an inherent value, a value
which lasted for a long time. The best way to create
ideas and new objects is to “play” with materials in
the workshop.
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19704 CHSHRIZO0| A EfO{t MBI Zolrhehu 0| 0Hof| A Bornin 1970, Korea. Jongup CHUN was received his

ShAL, SCHE SO|CIXRItof| M AALELRIE #S3YCE 0|=, Bachelor’s Degree in ceramics from Hongik University

o3 FESHAIC| HIOfE ORIl AZ0| N EXFQ2|C|XRIe 2 and Master’s Degree from the same university. He

MAIFY S CHA| OGO 0, SQ|tistu CHshl C|XpelZof st} received his second Master’s from the Denmark Design

AP S 42300t Y A 2 X2 2H4H2{2](2015), Y& School in Copenhagen, Denmark, and he completed his

LIT0Fgolstn (2014), =2A mt2| $t=2235121(2014) SOof|lAM Doctoral Program at Hongik University. He participated

Gl Cheof TAOf Frofen], SMEHY CIXRIZEX(1997), in many group shows with exhibitions at the Sapporo

SOFZOCHT(1996) SOIlM =& ZHCt S2jjojot= oSt Education and Culture Hall (2015), Nagoya Institute of

SHZSS Ao D SIxf QIS Z7 A = XTI X1} Technology (2014) in Japan, and the Korean Cultural

w2 X{E S0|CH www.jongup.name Center in Paris, France (2014). He received honors in the
Dongseo Tile Design Competition (1997) and Dong-A
Crafts Competition (1996). He was Curatorial Director at
Clayarch Gimhae Museum and is currently Professor at
Induk Institute of Technology. www.jongup.name
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Jongup CHUN

AFEAET 2014-2
29x29x1cm

=Xt

2014

Spoon & Fork 2014-2
29x29x1cm

clay

2014
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1ot
oy

o7 par 7 _ 1O Y o D QM A|ZHSOHIT 7|&S M2t ot ¢IA|sH0] ©He At Zile For a long period of time, | have been seeking to find
£ v_ X o L\ B “/4 \ TISHSHCE K|k OOALH XEH|= CHEN =02 A0f 2 R2SHHA answers by linking IT technology with ceramics. While
/v AN L p- ~ ). - by Q | D= \ OIE{HIo] 8r M 7548 HYL, 0|5 Mztalof| 28t aXt working in the university ceramic research institute in
)5 o \ A ‘Claypark’2h= S0 HE AIO|ES OHET|= g1 1990y the early 1990s, | saw the potential of the Internet and
) =N / / \ \‘/ ) M ZHEE S 3D J2fmo| UM s Me H 11 0|2 M2talo) sought to utilize it by making a ceramic information
; ‘/ ol K™ O ) . 226X 3D 2T S st SXHE C|XQl Z2HMES website called “Claypark.” In the mid-1990s, | saw
y 2 =/ // /f/a / - L, Ny ™ TISHSEI | = UL X|20l= 2D2F 3D ZZIE! 7|=0] it 2tale potential in 3D graphics and utilized this in ceramics by
3] \ ) \ ZJ/ ' ~n G e \\h - X0 ZENMEZ XSSt QICH 0| K& X|27HK|Q] R ANHE0| carrying out design projects of ceramic products that
L S = " iy N N [HEE HAEEZt= 7|1H 2 AFR6H0 Z0)|2HS FIWSICHEL| S8 utilize 3D graphics. Recently, | am carrying out projects in
r o, / N A 3 -4 - > v ™ LR = XIHEIH= 22 CHE X 0E S JHK| 0 Lgte| &= conjunction with 2D and 3D printing technology.
W : ) 5 ( ; F ) > o ;/4 g‘ N SH= S XIBHBHC} In this way, as my work with ceramics has involved the use
O ‘. - ¢ C ~ rE _ . . . .
A / « / - N N & s 4 QEHEOF 7| AH|0f 2Bt X012 B8l EXIHZC|XIQIS of computers, | have been working in a slightly different
= 4 - { AN ) ‘ \.,; ",,;‘:L‘_ BHEA S OFA|QIE HEO 20| o8t ZOo| XIREHIEIS direction from artists who work directly with clay.
i S o 1 (7 R\ \ ML= O 317 UCHE 20|, 0|8 L2 K= What | had found to leave much to be desired
p. Y, s _‘)/ B P L0 BIN \ i A0} £|X| OH=C}. [H2pM 7|A|Q 0] X312 E8) 2i2t0] was that there are limitations in expressing the
\\\ / . : )/ 45" - // 4 4 CIMES Hotsto] HLF AME =2 CoXEZEES arbitrariness of clay created through the hand when
A ) & [ —— . . . .
//" P d f AY ) )‘ ) \/ j s \ 0HS0{7H= Zd0| SAXY Lof|A| HHZl 7+& 2 2X|0|Ct, designing ceramic ware through numerical control
\( o / / & AN /2 =\ e ]\\’ OfE | &HH 7|A|0f 2ot Q1 20|E &0 QS XfYIAZ 202 on the part of machines. It has not been long since
)If; \ ) Yot >/ y /[ \ 3 J £ A HIBIS10] A2 S 0|B0{H ZI0I7F? 1 EHS AH7| 93 that | have come to realize this, and therefore my
A { y \ \\ 4 - " . . .
=7 i \ ; 4 -\)\ i > A Z E-E 6 MRS S &AM 012] 7HX| MBS FIgH Zo|ct, greatest concern at present is creating higher-
- ¢ \ / p-Ve ) . . .
4 ‘ \ P «(/ —<p ) J \7 B 1) (X \\ ‘) v, quality ceramic ware by remedying. How am | to
i )\ [y \ ' /\, / // =) T (;j (2(;, L 4 \ 1 S convert the artificiality of machines? | am continuing
4~ I 7 _9 AP | ‘ = o 07 ) ) )
o &l 7 ( AL ~4 ) / \ 4 ,,/* [ N ‘ , f— . ",‘Q\ A " & tE conduct various experiments to find an answer to
1 [ i r i ‘ - ‘ 1 ‘ this question.
) ‘ ‘ t/\ "/\ i ‘/\\ |
_ o B by W b 4 . , > <
/ / </ v £ y =
¥ ) ‘ | ﬂ 4 /’ /]
¥ | - o r Fr’\ /\ ‘/\ ;/\ L‘/'\
/ Vil i B\ i /l h /] 4 . //'J 4
f r 7 r
I I
A A » y ! ; Bl b
| . : /\ /\ ‘/\\ k(/\ L
/ y > V 4 }/1 . . 4 o j
( § I [ f | ;s g [/\ é{ \ ‘/ /\ L</\ L~ il 2 e
2014
[ Circle Pattern
33x33x0.1cm
4 ENE ¥ g il = m B | formex
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195414 0|=20f| A Efjoft EL| Ofl= O|= SH|X| Bornin 1954, USA. Tony MARSH received his Bachelor

Ae|ZL|ofFEIC et wof M O]z 2 MSZUCE 1978 AL E of Fine Arts Degree from the California State University

1981EMX| Y2 ORA RO M Y& =5 EFAX AOtRIH S in Long Beach, USA. Between 1978 and 1981 he

EZ) YoM EXYAMES SHOHS, 0|2 Yoy Eafsty, 52 apprenticed under the Japanese potter Tatsuzo

FESXP|CHEO M O]E MAFEEQ|E BIQITE HAM|A0f| A 203 Shimaoka in Mashiko, Japan. Later he received a

0|49 7HOIM S LA LA FHRE| 0|2 C|XHQ! Otojofn], Master of Fine Arts Degree at the New York State

CIXtQl B Sheto] 2icholsat M2 o2l T SolM gl College of Ceramics at Alfred University, USA. He has
Cha=0| BRI TH0]| &7 FUCE =2 OfEC|X(QI0|E 2 Ol 7§ held more than 20 solo exhibitions worldwide and he

HEZZ2|ED|SE, 0|2 LAFISE|0|& 2 JHLIC ERE has participated in many important group exhibitions

7tC|Uf E=Xt0]& 2 EFO|RE REFO|HO] 47 EXtEtE 2 O] including the LA County Museum, Design Miami, Design

SHEEXINEE ME SCietn S0f| 2HE0| AFE[0] QIC} Basel, the Contemporary Museum in Hawaii, the Seoul

SiX{ O|= 2H|X| Z2|ZL|o}F-IHetm =of| 2 w4 5l Arts Center in Korea and many more. Tony MARSH’s

ShubEko 2 T|Zl F0|Ct www.tonymarshceramics.com works are in the collection of the Museum of Art and

Design, New York, USA; the Metropolitan Museum of Art,
New York, USA; Los Angeles County Museum of Art, LA,
USA; Gardiner Museum, Toronto, Canada; New Taipei
City Yingge Ceramics Museum, New Taipei, Taiwan; Korea
Ceramic Foundation, Icheon, Republic of Korea; Hongik

220|971 G C University Museum, Seoul, Republic of Korea; and many
36x28x5.8cm more, He is currently Professor and Chair of Ceramic Arts
B2 2E}, 2fA . . . .

2014 at the California State University, Long Beach, USA.
Single Story with Block Contents, C www.tonymarshceramics.com

36%x28%5.8cm
terracotta, wax
2014
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E80| H2l 55, No.7
28.5%28.5x12cm

E2t2E 24

2014

Two Story with Block Contents,
No.7

28.5%28.5x12cm

terracotta, wax

2014

E80|HI 55, B

39x19x14.5cm

Ell2t2E, 24

2014

Two Story with Block Contents, B

39x19x14.5cm
terracotta, wax
2014
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A prototype is something that is born out of a vision,
a quiet whisper of an idea. It is fragile and needs to be
made in whatever awkward form so that | can see it and
allow the idea to grow from that point. | have learned
over time that this requires my patience, attentiveness
and trust. Not always but frequently, these prototypes
start as a vision, | see it and need to make it. | do not
sketch or make models, | simply make “jt” and then
I know it. Over time | have fabricated my work using
every conceivable method of making in ceramics save
3D printing. | have worked in every temperature range
and with assorted styles of kilns & firings for different
effects and have used innumerable clay bodies along
the way. | am currently at work on developing a deeper
understanding of the Color House series that was started
last year and was presented for this exhibition. It is work
that, using the aesthetic language of ceramics, engages
some of the territories of both painting and sculpture.
Among other things | want to understand more
about harmonious and discordant color which
becomes visually complex because of the way that
| stack, layer and arrange sometimes hundreds of
multi-colored rectalinier blocks within a container.
I have three interesting problems in making this

work: 1) How exactly shall something be made?
What is the best clay body to use, what are the best

Tony MARSH

tools and by what prescribed sequence of steps
should | make the forms as | want to see them?

2) How shall | apply, layer and control ceramic
color? 3) How shall | curate and arrange the
colored blocks in a container in ways that satisfy
my interests related to how color behaves in
harmonious and dissonant fields and how objects
fill space? My work is the ongoing detailing of

a value system, world view, core beliefs and will
power.

=50/ #2535, No.8
27.3x27.3x15cm

B2t 2Ef, 2fA

2014

Two Story with Block Contents,
No.8

27.3x27.3x15cm

terracotta, wax

2014
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YA HIFE0I M ZEl | AR |ZE "BXL7| T (201
SR SOCIXZot TS e Ut £4Y(2014), oH=aut L=
2|

i ¢l
QAT M Pl SRS F S Ch2f LY

HOICEL NS IRBEHAEIY BAP|LL, il X
M, S| SROIM 4 B AT, BHUFUYUSH 4 T8t

2. B0 =S0t
148x203cm

et SALOf 2B

2015

Blind... dyed in indigo
148x203cm

hemp

2015

SAEEX|
75x76cm

SAJOf ZAM HZ=0|
2012

Indigo Connection
75x76cm

hemp, silk

2012

| IOIAH

El=ku

211

Eunsil LEE

Bornin 1962, Korea. Eunsil LEE studied embroidery from
Hyeonhui KIM, a master craftsman of embroidery. LEE
participated in many exhibitions throughout Korea and
internationally including The Exhibition of Traditional
Pojagi at the Korea Pojagi Forum in Jeju Island (2013,
2014), Woven Screens (bal) and Fans at the Korea Craft
& Design Foundation Gallery (2014), and the Korea-
Japan Boudoir Handicraft Exchange Exhibition held
across Korea and Osaka, Japan. She received honors

in the pojagi section of the Seoul International Quilt
Festival and also in the dye and pojagi section of the
Korea Annual Traditional Handicraft Art Exhibition. She
has lectured on pojagi in seminars for spouses of foreign
ambassadors to Korea hosted by the National Museum
of Korea. LEE currently lectures at the Korean Craft
Museum in Cheongju and runs “Chaeseon Workshop,”

a boudoir craft studio, in Jeungpyeong,

Chuncheongbuk Province.
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E

O] £Z o0 HIth ZA| Flat-felled-seam, a type of needlework used when

SHZ o= H o| I=3

E—= = — — =21 aal ]

et 50| gre 27to J7)| 2 A|CHot 7Hs 10 S| HE= RIS making unlined pojagi made of hotbo (a single sheet of

HILE HEE FH[SH! 5 S0t 2ES HdsP || = ¢ cloth) is the same both on the inside and outside, and

G oF B = M O] LA S of0f 5t JHE 2| A7t H 0| it is made as thinly and finely as possible with a gauze

TQGICE ARSI BEeH HAo| X0l 'SEE SOt A7 It lining of thin cloth such as silk, ramie, and organdy.

£2 DE0E YU Xp40f O 0SS ZHICL 7t54 T Completing a single work - from preparing needlework

K| Z3t 42| 5=02t0] J149| 23 EtLl Xp2 UL, materials to the embroidery - requires thousands of

S2tE 0[0F7|= 2M9| 810 2 AAZICE AIRI2 A0{Z, 27h= stitches and time and efforts. The master craftsman

OO 2 L =77tz 22 7Hs £2| 0|0f7| 5 E0{LH 0| of placid and meticulous character expressed her

Jld= Xp4=2 XpADEC| 0]0F7 | £ &AH Z0{LT QIACE XHAQ| feelings about embroidery as “times flies when | am

O|OF7|ECt ZHZ0|0fF7|0f]  7|iSt= TL49| AtZ 2 X|PHo|Ct. embroidering.” She expresses the flowers that blossom

J2| 20| LHH2 st ot FO 2 HE o7t g =2 YW and wither in her heart and moreover the joys and

7| MiZO|L}. OIS, ‘TJ2|FS +SCH-0l24 HI=E Tl oA sorrows of life in the form of embroidery. Spiritualized

(5224 2014-05-15) stories are embroidered with variegated colors. Just like
poets sharing their stories through their poems, artists
through their paintings, and some through their singing,
LEE beautifully unraveled her story through embroidery.
The works of LEE are absolutely stunning. The moment

ottt you lay your eyes on them, the stitches of the embroidery

78x83cm cast with longing, you will not be able to take your eyes

EI0] Kro1i ideri i i

2010 off, - Extract from “Embroidering Longing - Eunsil LEE, Master

Mother’s Pojagi Craftsman of Embroidery,” Okju LEE (Chungbuk Daily, May 15,

78%x83cm 2014)

satin

2010

21

=

90x95cm

SA[0]] B

2008

Follow the Hand lead the Path

90x95cm

hemp

2008

=1

50x50cm

BZR0f Xtotei

2012

Threading History

50x50cm

silk

2012
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1967 LSS0 M EHOJE 22 XH= ot b= SM7F
ot E LIt Of LI Z R E | M= 2S HiRICE

YEIM S ZETS ST HTE(2011, 2013),
SELEY, HATYASH, tiF=H SO A U HEYAS

HES

TIGRUCE Tl 2 B20| A 2 AL S 2YSHH, HHIS H=

SOlCt.
B2 AF{E| 51, 0|2 oS of0of 8ilA O|= E=
YHEGLo2, T of 50| HjR2] AT oA HE &
S22 20 T XL ot 2 St O
SO0, HIEO] ot W2t MH &= 22 AL Bt
T3 e 0ol = +12 22O E 20| ZA0IR
SFE EY 1 YIS I U TR, FHARIE FO|
LHH &5 BX5| 5012, 20| EHoiM & L2
Z0IM BX| A EE2tne”

22Xt QA= MZH eI 210] SOF 30Em TS HH W= LS

ol ACH= EZAL el Ho|ch =2[X|THHI S0 254

USOX|= HE 2 L] ol=F0| ERYEl= X 2ot 7|8t

fHIof CHet X=3t 0 FE 2210t B R HO= ot §l0j= &

QIS A ZTH otCt - 0|=F e B, Wil A2|-4HIE XZ2AY

SN (B2, 2014-04-03)

Bornin 1967, Korea. Munja CHOI learned how to weave
hemp cloth from her mother and grandmother, who
were highly skilled. She participated in demonstrations
and hands-on events in festivals including the traditional
craft workshop of Chungcheongbuk Province as part of
the Cheongju International Craft Biennale (2011, 2013),
Sokri Festival, Nangye Gugak Festival, and the Jujube
Festival. She currently weaves hemp in her studio in
Boeun, Chungcheongbuk Province.

“My hands have become black, and my lips are a
mess because | have to spin the hemp with them.
Once some people came to learn from me but they
gave up within a few days. They said they had no
idea that weaving hemp would be this difficult.
They seemed to have only thought of weaving on
aloom. Oddly, | find work that is difficult more fun
and interesting. | still take work with me when | go
out. Whenever | have spare time, my hands are kept
busy. This has become a habit, so | can never stop
weaving.”

These are the words of master craftsman Munja CHOI,

who says that she has been continuing to weave

traditional hemp cloth for over 30 years because she

enjoys time alone and also weaving. She has a great
affection for hemp, saying that she finds pleasure in
seeing hemp woven little-by-little, though slowly, on a
loom because it is like seeing a work of art coming to life.
- Extract from “Deep in the Night, The Sound of Weaving Hemp

Cloth - Munja CHOI, Master Craftsman of Hemp Weaving,” Okju
LEE (Chungbuk Daily, April 3, 2014)




EXPANSION
Innovation: Crossing Boundaries

19574 tet=of M Efjolt &A1 2 MBTHStuo| N S80I52
0|2 S2YE oICjoLicetmo| A S4Bt BAC|Xtele MIUCt
Mg 22| BOIO|A X2 A3 DEXl B (2015)S
H 2610 HAH oA 132]9] HOIHS BRICH,
FHLICH OfLt 2|2 =91 A ZHE{2 |0 A ‘LY X
Ze TS 71D, Icietm 2010jE2e| 'LINK'(2007) S
Of2{ T[]0 A7F2HCY.

FHLLCE A|ZfD|C|o{oLE 2ofe| -EE = Ar0l Hlo|T|

o

frlo| AHELS 2SI

BET0rY, 0|3 H2fYIjop NICHEY, LT 34302
ZOH 4N 5 IO BY 22 Ci4e| 4
WOLOD, 0] S BETOH A, FHLICE

x| Fo|ct.

e

28x15x50cm

M HAE oY, Aol

2014

Enduring

28x15x50cm

steel, rust, enamel, plastic covered
stainless steel cable

2014

HEEZ
52x15x3cm

H oL

2015

Winter Scape
52x15x3cm
steel, enamel
2015
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Kyeyeon SON

Bornin 1957, Korea. Kyeyeon SON earned her BFA
Degree in applied art at Seoul National University
in Korea. She then majored in jewellery design and
silversmithing at Indiana University, Bloomington, USA.
She has held 13 solo exhibitions around the world
including her recent show Enchanting Resilience (2015)
at the Gallery VOGOZE in Seoul, Korea. She has also
curated exhibitions such as Making a Spectacle of Myself
at Anna Leonowens Gallery in Canada, in addition to
participating in exhibitions such as LINK at the Kookmin Art
Gallery, Kookmin University, Korea (2007) and many more.
She has won many internationally recognized
awards such as the Governor General’s Award in
Visual and Media Arts, Saidye Bronfman Award
in Canada; NICHE Award, Philadelphia, USA;
Awards of Excellence, Medium is Metal 88: Spatial
Inclinations, Architectural Influences, Metal Arts
Guild, Juried Exhibition, Canada and many more.
Her works are in the collection of Bronfman
Collection, New York, USA; Canadian Museum of
Civilization, Quebec, Canada and more. Kyeyeon
SON is currently Professor of Jewellery Design
and Metalsmithing Department at the Nova Scotia

College of Art and Design in Canada.
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e

23x23x54cm

H YHAE OFA T
2015

Enduring
23%x23x54cm

steel, rust, epoxy resin
2015

e

28x15x50cm

H, HAE OLtH, A0S

2014

Enduring

28x15x50cm

steel, rust, enamel, plastic covered
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Embracing
33x27x22cm
steel, enamel
2011
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Kyeyeon SON

=g
30x24x47cm
H YHAE XY
2015
Embracing
30x24x47cm

steel, rust, magnet
2015




255 gzl
9x2x10.3cm

H PAE

2015

Innate Gesture
9x2x10.3cm
steel, rust

2015
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25 g5y
5.5x5.5x0.8cm
oy

2015

Innate Gesture

5.5%5.5x0.8cm
steel, enamel
2015

movation- Crossing Boundaries 223 Kyeyeon SON
W 2EX= 24 1Q0| EMTT UHO| H6iS S8iots, 12 gAe My goal is to create vessel forms that synthesize the
OtE = | QIO X3 SOt L= 27| EZ XS Sdf| B9 unique characteristics of metal and expressions of
OtECHE S EVISH XL ALt LIojA| M= 2 22t 7[&X emotional feelings. In the last few years, | have tried to
2H¥O| thzto| 1, vi2bE HERRE L O]EH Ao]e] Wio|Ct. 7|&2 express the beauty of resilience through vessels and
ME 2t M2 = FERRF XIYH O 2 AHute| 7| 20f MIZfHSat brooches. For me, “the making process” is the dialogue
HYEL2 2a|517| OfFELt 22| 42 HEHo| iR S23ICt between materials and the technical process, and the
J222 W=2o| 03t EQut FHYAE HHEA| O|s{sHof STt negotiation between a desired form and my aesthetics.
87|/2M HEE 45t Lo ZriAlol= £IHEQ It is difficult to separate the process of making from
IPH0| ZSICt, AXHE 7o M2 T2 =5 HEHRL what is made since technique is directly related to
LS SO0 I8 =8 12| 7= HA0| SHHY material, and material is directly related to form. Since
SHECH -} oL 2ol et SHI= UKD 220 the properties of material are essential to form, one must
A HEfo] EHM EMHS NUA|F| T, HIZ Yo understand those nuances and intrinsic characteristics
27|15 ELf. Lz FHLITe] 2 A0 Lo et LIRIIXI7E inherent in material.
ZE= B6{ LTt OFECHS 0| B2ICH AAlZio|Lt My method of building a vessel/jewelry form
HHHZO| OfL|2t 2HEut X315 0|2 HYSH= 28% employs the additive process. Thousands of
SZI0| EOICt 7= MM Q0| FE|1X EM2 iR fine steel wires are welded one by one to create
CHot GASt 22 E BY o= | otCh SHI=X|2t forms and textures as if lines are drawn in three-
oMo 2 CHYXl 28 JHo| BML L 87| /H A0 &1zt dimensional spaces. Controlled yet intuitive
32t 28, J8XE ¥xsict approaches to the welding and enameling

processes enhance the expressive quality of form
and facilitate the making process come to life.

I am drawn to the beauty and empty feeling of
leafless branches during the long Canadian winter.
Rather than bareness or a sense of loss,

| see quiet motions growing in harmony with their
environment. The inherent physical characteristics
of fine steel wire allow me to explore various
delicate structures. Thousands of controlled but
intuitively manipulated steel lines create textures,
spaces, volumes, light, and shadow in my vessels/
jewelry.

255 gx
7x1x6.5cm

=

2015

Innate Gesture
7x1%x6.5cm

steel

2015



224

EXPANSION
Innovation: Crossing Boundaries 2 2 5 Sekyun JU

1980 CherRI=0fl M EHOI' A2 = RICHetn (iA|0|=2tof M
ShAL STSH0IA AAFSHRIS FSRICH OCI Oj&2Hof A
‘Interior’(2015), H|0| 34 OLE AL{|O| A0 A “Wheel the

World’(2014) & & 53|2| 7HQIME JHA 310, 2=0|524(2012),

2LH0|E2H(2012) SOIIM E2l i FLHS) IEWIHOH**O#"”EF

CX0sERARLR Sojor2Hsn|s2tel 2 X|HA| &
Z7tien{, OCI Oj= 2, H|o|24f OtE AHO|A SO0ilM = %%
AZSED QT

AT EEY EH #1

Spin-Drawing ‘challenge #1’
single channel video,
continuous play

2015

Born in 1980, Korea. Sekyun JU received both his
Bachelor’s and Master’s Degrees in sculpture from
Kookmin University. He has presented five solo
exhibitions including Interior at the OCI Museum (2015)
and Wheel the World at the Makeshop Art Space. He
has also participated in many group shows worldwide
with exhibitions at the Kumho Museum of Art (2012)
and Ilhyun Museum (2012). He was artist-in-residence
at the Nanji Residency of Seoul Museum of Art and the
Clayarch Gimhae Museum. His work is exhibited at the
OCI Museum and Makeshop Art Space.

ChA| S X
9.5x160x6cm

EX}, LR

2015

Letter to Send Again
9.5x160x6cm

clay, wood

2015

‘“(*4“
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Text Jar Al2| = =8 #1
20x20x25cm

=X}

2015

Text Jar Series ‘challenge #1’

20x20x25cm
clay
2015

Text Jar ‘At #1°
30x30x31cm

=593

2015

Text Jar ‘Love #1°
30x30x31cm

clay

2015

227

Text Jar Al2|=
EM=

=\

2014

Text Jar Series
variable size
clay

2014
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B #2 MM
147x39%39cm e 3, 0:16:23
X LR, of 3 S 2015
2015 Dinner
Cupboard #2 single channel video, 0:16:23
147x39x39cm 2015
clay, wood, acrylic mirror

2015
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DE AS0| oM A2 O] AFZ[0f A ‘Q|0'E2 SE0|1 ‘Hol's2 In this society where everything is doubtful, “meanings”
7|%0] 210 HOICH 0 MY =X|= Heas| 7|18 & 4= gloLt are mobile, and “definitions” lack standards. | cannot
7|20 L7} 71X Qe T1& 0| CHEt ‘X| At ‘SAl S| ‘B4 0| exactly remember when, but there was a time when
™o 2 WALSH |7 OfECH= M2ts $F X0] /Tt 350 Mol | came to think that it would be difficult for the “intellect”
QUCH UIH J|F S CHA| 2o 210 CHst sfAlo| XIS Ah=Ct in my existing “standards” and “phenomenon” of “reality”
0|5 Bt 2SI0] 2 S TIMDHCY to cross over in an interface. | seek to reconsider the
0|t HA|="INTERIOR'2t= FH|2 TIHE|= RFio|Ct standards that | have believed to be fixed and discover
Lt= O A0 M R2] 7HE2| 0]0F7| & ok AIQICE 3y diverse points of interpretation. My work constitutes the
L7F MlebS HIiZtE = QAo 2 O St X|LH2 219 transformations and imitations of these standards.
7|9 s mEleh ghAlo| Azt M2ESHTE O] X|™oAM 7HE 2 This exhibition presents works under the theme of
29 LIojA 71 S8t ZAgo| %02t oIt “Interior.” | want to share stories about my family.
HRIsH DMEh L EM ALZE MR Ho|Zh A X | believe that the method of perception in which
AHRIZE S| M0|2tH= TS AALA|ZHE|O|S (0| A 7HE I view the world at present is a result of the method
ool @7t YA =2 Qoiziel 57E0|Ct L= o2t of editing memories of the past. At this point, family
HME ES £ Q= T2 0HED AQICH J2|10 BHE0{ I is undoubtedly considered the prototype of the
22 0| 8610] 7F&ES1t CHA| AAHE SED AACH identity that is most important to me. The words of
JtEat H[SE 2070 SHEFA| ™D} QI X|0f| A AF 152 CRA| $F 1 honesty, diligence, effort, challenge, love, justice,
AlEfOf| M AQICH 1Pt oI, A=t M MER A 52 7|FL modesty, passion, responsibility, and sacrifice
HHSH= XEA|ZE AE 210f| A CHA| PHLEZ| E|= Zi0|C BIAE 3|H are evidence of emotion or rapport shared at the
C20[2te gHAlo 2 Zh2 THo|E | FM 0| X}0|o)| 2} TSt dinner table. | wanted to create vessels that could
ZFOIHIAE Stot2|E PHEJU T, 20| ToH LM M0 £0|HA hold these sentiments and use the vessels to share
JE MZE CHA| 00|13 = FAMH| 7t E|QACH meals with my family.
The 20 years including my schooldays that I had lived with
my family and the 15 years that | had spent apart from
them in a different region once again connected at the
kitchen table. The past and the present, the familiar and
the new, or the standard and change meet once again
HE H4 (BT Qe at the dinner table. Under the method of turned text
AgotEry) drawing, diverse types of text jars were made according
f;ﬁg’“m to the difference in the axis of rotation of the same word.
2015 As works were placed in various parts of the house, they
C:;?::::itﬁiﬂgaﬂon and became the adhesive connecting family back together.
42x42x161cm
clay, wood
2015
E|EtR!
7t 37
=R U A=
2015
Tea Time

variable size
clay, wood, mirror
2015

43
120%50x190cm
XL LS, o ="
2015

Cupboard #3
120x50x190cm
clay, wood, acrylic
2015
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1972\ CHetgI=20f|l M EfOlLt O] 722 SoIchEtn
SO0]=S ol M SEAL = O EIH 2 it w ol =tietol M R2
AN HEXRENT 22 MASRIE FSIUCEL M3 2| AZ 20N
‘Trace of time’(2014), M2 E2f| = M20|M ‘Nature of
Life’(2009) &2 21T S A0, Ch2 FLHQ| ThA| o
EHO{RHLCE.

xtolo| Hg

EMi=

e

2014

Silence in Nature
variable size

glass

2014

Kyouhong LEE

Bornin 1972, Korea. Kyouhong LEE received his
Bachelor’s Degree in applied fine arts from Kookmin
University and Master’s Degree in glass and architectural
glass from the Edinburgh College of Art at the University
of Edinburgh. Selected solo exhibitions include Trace
of Time at Gallery Sklo (2014) and Nature of Life at the
Gallery Palais de Seoul (2009) in Seoul.
LEE also participated in many group shows
throughout Korea and internationally.
He participated in the architectural glass projects
in venues including the Saint Clara Monastery on
Jeju Island, Gachon University Gill Medical Center
in Incheon, and the Buseoksa Temple in Yeongju.
His work is collected globally in institutions
including the Alexander Tutsek-Stiftung Museum
in Munich, Germany, Justin Moodie in London, UK,

and Pureun Savings Banks in Seoul, Korea.
He is currently adjunct professor at the Graduate
School of Design at Kookmin University.
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Ofok

Catx]
29x29x27cm
=2

2014
Darachi
29%29%27cm
glass

2014
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Kyouhong LEE

g
45x10x45cm
e

2014
Millstone
45x10x45cm
glass

2014
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HE0 #1
28%30%x30cm
sz

2014

Straw basket #1

28x30%30cm
glass
2014
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Kyouhong LEE

ChS0IE
54x22x9cm
e

2014
Dadeumidol
54%22x9cm
glass

2014
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A|Zte] Ex #1 QY AFEI BF A2 THLY HQLCF I took out an old photo.
i;?axl“&m o2 olo| HET = 44} OF2 90| CHSQIS, Hiof 22l b=, The mortar and stone water basin set next to the wall,
%cr); ie of time #1 oMof Z2|E 15 Ofg ot 749 ZH F2QF CLFZ. the ironing stone on the porch, the soybean malts
P T HFEHO| OF2HE[= LEZEQ] 2K} hanging from the wall,
%a&s 0121 A& ZILIZ2 of2fofl A =Y & 7|9z}ttt the red chili laid out to dry on a straw mat,
O|Al0] Blo| £ = 2 A|7H2 HAE 7} QIC. the persimmon and jujube trees standing in a corner...
The shadow of the trees waving on the ground brought up
O|tH HAIO|M MEO|= EHEIHME ZMSt 2EZ2HOZ old memories of playing under the persimmon tree
BFS0{Z1 10009 7He| &2 oS, A= I RAXHol| 28k as a child.
OiE2 = O BOHS2 LU0 A] Of2i2 20k Li2|s S5t There are times when we feel our thoughts travel back
NZEN ASS MAFE Z40|C BT} 3| 0122 272t in time in the speed of light.
st fE(2] 240| EE0[= HYU2 L XHile| ZHRIX QI
7|20 thHg 0|0|X|Skst 2H10|X[at 0|2 B3| At2IS2) In the Cheongju International Craft Biennale 2015
028 ZAE2|H )| AESHI|E Hi2ICt, approximately 100 red fruits featuring transparent

yet voluminous form hang from an elastic textile

material. The fruits appear as though they are
pouring down. Although the work highlighted by
the unique characteristics of glass fills the space
in harmony with light, a fragment of my personal
memory, | hope that | will be able to touch the
hearts of viewers and communicate with them
through the work.

Mzte| 55 #2
160x120cm

2l

2014

Trace of time #2
160x120cm

glass

2014
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1974 O|=Z0f| M EfOJt M| =2 AfDjIlE= Y
OfHIL}-AFH| Q10| M D& S0AF BFA, O|=2 Z2
ECOotUMEC|XIRISI WM FEHSE 0|5
201150l Y= MYMECHSH WO BIALEHR|S 2HQL
o1§ MEZHE ‘-_":I_IQI_EHi -|0| 9-|AE_|+_1’%§_
SHCH 563 H|L|A H|A 2| 3L
‘FA ESHA TE|FP(2015), 20| HZA S12 22{2|2t
‘Al R2of Chek 37EX| 2HE’, ARMR|ER(X]|
‘g= R H|AH(2010), 5
I IAELRAED|SD, Q2 2 AX| 222
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I:r www._jeffreysarmiento.c

Jeffrey SARMIENTO

Bornin 1974, USA. Jeffrey SARMIENTO earned his BFA in
craft and art history at the University of lllinois, Urbana-
Champaign and then his MFA in glass at the Rhode Island
School of Design in Providence, USA. In 2011 he earned a
Doctoral Degree at the University of Sunderland, UK.
He has held 7 solo exhibitions including
Constructions at the National Glass Centre in
Sunderland, UK. Additionally he has been invited
to many exhibitions such as the Glasstress Gotika
(2015), collateral event of the 56th Venice Biennale;
Composites: Three Views on Glass, S12 Gallery
and Workshop, Bergen, Norway; the British Glass
Biennale (2010), Ruskin Glass Centre, Stourbridge,
UK; Museum Kunst Palast, Dusseldorf, Germany;
COLLECT, International Art Fair for Contemporary
Objects, Saatchi Gallery, London, UK; and many
more. Jeffrey SARMIENTO’s work is in the collection
of Ernsting Stiftung Alter Hof Herding, Coesfeld,
Germany; City of Lommel, Belgium; Museum of
Liverpool, UK; Speed Museum of Art, Louisville,
USA; Sunderland Museum and Winter Gardens,
UK; Glasmuseet Ebeltoft, Denmark; and the
Museum of American Glass, Millville, USA. He
currently works and teaches in Sunderland, UK.
www.jeffreysarmiento.co.uk

The OId Tobacco Processing
Plant Cheongju

162x73x1.5cm

glass

2015
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BTN - SHE S ()
2000x15x15cm

=2l

2013

Reperbanen - Rope Factory

(White Piece)
2000x15x15cm
glass
2013
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FRLIA O HE]

124 5x879x%1.6cm

e

2013

Communication Centre
124.5x87.9%1.6cm

glass

2013

| MBRRERERERES

m

aF A=
142.9x37.5x4 4cm
S|

2012

Tower Block Il
142 9x37.5x4 4cm
glass

2012
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NE
87.9%x98.4x5cm
2l

2013

Cityhall
87.9x98.4x5cm
glass

2013

Personally making is more just the labor and method
required to produce an object. Rather the artwork is a
physical manifestation of ideas, emotions, experiences,
and beliefs, embedded through expert handling into
material. For nearly two decades now | have been
working exclusively with one material, glass. | feel that
the process in my work is constantly in search for the
balance of thinking and making.
My artwork loosely follows two strands. The core
subject is cultural identity, expressed as conflated,
hybrid, and changing through the collision of
the image and glass — a cross—cultural narrative,
a recording of my own experience as a Filipino
American living abroad. | am also deeply influenced
by architecture, in terms of visual and spatial
qualities. The forms of modernist architecture
are interpreted in my artworks as a form of urban
portraiture, referring to histories of industry, society
and politics. Made in water-jet cut and kiln-formed
glass, | take the Brutalist aesthetics and turn them
into precise, shiny models in glass.
The newest work, the Old Tobacco Processing Plant
Cheongju was specially made for the Cheongju
International Craft Biennale as a rendition of the building
that houses this exhibition. As an artist | hope that | am
communicating my ideas and emotions through the
visual impact of my glass objects. | was originally trained
as a glassblower, where | found my passion for working
with the material. | embraced the physical challenges
while at the same time developing my subject matter, a
search for identity in a global society. The glassblowing
no longer appears in the physical outcomes of my
artworks, but the understanding of its behavior and
movement with heat can be seen in the controlled kiln—-
formed works | make today. The use of techniques, such
as print and water-jet cutting, are key aspects of my
practice.
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Elisabeth LECOURT

Bornin 1972, France. Elisabeth LECOURT studied fine

Olgs 56l Y2OZ L7t #H ZAHCY SOt arts in France and then she moved to the UK pursuing
MEZMQIEDOEIAN| = CHEH SE9Mon & 0= her studies at Kingston University then at Central

:
AL BI9IZ 2SO TRA, O[2(of, R

Ct=C] JHQIMS A3, 5=, 0|2, FHLICIet K 59| £02
OFE mf|ofof] &7IRHCE FOt2|E2|2,, "2 0[Z2[0},,

P ¢ F20|M,, TI2HR(0f, 22 BHX BAO| I T,

X
QUE|2|0] TX|Of| ZfF0] 20 ERUCE F HO

= BlE SOIH| 2F0| ~ZH

[ e)
44 Z210| Yo,

|0of ACE. 2ixH F= HHO|

HZFolH &= S0|Ct www.elisabethlecourt.com

#y 2}

48x62cm

TEA X2

2008

Administrative Country
48x62cm

map of France

2008

A2 H2 HYACH

52x63cm

G=2| AR =

2011

It was a small ship
52x63cm

maritime map of Great Britain
2011

X|gojet 50| 22Xt
49x63cm

OfAJO} K| =

2013

Rod and Paper Hat
49x63cm

map of Asia

2013

HAot H=O BE

52x55cm

20| x=

2013

Cherube and Treasure of
Paradise

52x55cm

map of North America

2013

#E, LTt HE
54x48cm

x| K=

2012

Camping, Canadian Tent
54x48cm

map of the stars

2012

Saint Martins University of the Arts London, and finally
earning a Master’s Degree at the Royal College of Art.
She has held numerous solo exhibitions in France, Italy,
the Netherlands and in the UK. She has participated

in many art fairs around the world such as China, USA,
Canada and across Europe. Her work has featured in
internationally recognized fashion and interior magazines
such as Marie Claire, Vogue ltaly, Elle Decoration, Grazie
and many more. She has won two awards and her work

is in the collection of the Craft Council in London, UK.
Elisabeth LECOURT is currently a full time artist practicing
in London, UK. www_.elisabethlecourt.com
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oA=L LEEE

49x45cm

FEX=

2012

Harmonious Pedal Boats
49x45cm

map of Europe

2012

‘Hoi2| U FA(TYRINER) 2
49x49cm

HIEE K=

2013

Mittens and Pinguin Costume
49x49cm

Antarctica map expedition

2013

mofj 2ol & oy

58x50cm

Exte| X =

2015

Pierrot’s Trip to the Moon

58x50cm
map of the stars
2015
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X HZE

47x61cm

Eo| HIRIE X =

2007

Chimpanzee Moneybank
47x61cm

poverty map of London
2007

o, 23}, M@l

51x65cm

HIA SR =

2010

Foot of a Sailor, Seamen, Bob Rayé

maritime map of the world
51x65cm
2010

tH31s

49x63cm

AN A AU |

2013

Turridae

49x63cm

Los Angeles and Vicinity map
2013

251

Elisabeth LECOURT
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Elisabeth LECOURT

e DELE]
47x54cm

Itz2| X|=

2004

Triangle Louvre
47x54cm

map of Paris
2004

SHEE

50x63cm

HASO| X|=

2008

Hide and Seek
50x63cm

map of the Lock Ness
2008

Jy|ot A7t2 = 00|=
50x54cm

TAHQ FERF A2 LL0F X| =
2013

Swing and Frozen Lemonade
50x54cm

map of California and New Spain
2013

4 D2pAe) 2 orhAret
50x58cm

ot X|=

2015

St Gras Liquorice Lollipop
50%x58cm

map of the White House
2015

27| 23t S0|

53x61cm

Q|0 M Lt 2 e

2015

Mes Papiers pour Découper
53x61cm

balloon view of London

2015

wauz
50x58cm

HAXIE

2015

Round and Round
50x58cm

map of the world
2015
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Elisabeth LECOURT

AZO| E7{2 L2 K| XHEat OfL|2} sl o] k740 M H|ZEIC}, LIQ| The pleasure of creating comes from making but also
ZQ BAALE QET(9| 7|9 Q1Zto] & 0{MO|Ct L= X|ER from finding a solution. Childhood memories, the human
20| M0 Zxl, SetAE AHE F0|E 0|8 EHAS body and the subject of woman are usually my interests.
HIZBHCE X =2 EYAS ME BAlS M2l 0|5, ofA1 &F I have built dresses out of plaster, wood, plastic, cement,
HojRl B2 HAED 2420 7t Xl 2H5t J|AFE FRiA, paper on fabric and maps. With the dresses made out
O] Al49| EYAE THET AL L= #H X|=2 0] AL4Q| of maps, | figured out a folding method and | wanted to
CYAS IHERD MEO| X[t BE B0 =23 FUCE make the dress of a little London girl after reading an
J2lg J2|1, E2YS 60, =S X|&He ul, oto|MH L7t article about a man who was going to prison, leaving his
L7ZH 3H20| §7|=5 ot= 20| ZR5ICt 6 year old daughter behind. | made the little girl’s dress
Lt= 2HESID 38 StAS S0t A4S Zofsict J2(0 out of a London map and placed the prison on the left
A0 M ZrSHs 242 L7 20| Atasta, B2 HE side of the bodice, where the heart is. What is important
L2 L OtoZ S0 A|ZHIF HAE SIETHCE IT0H|A for me is to be able to carry on with the pleasure | had as
L Mzttt =22 Q22X L= S0[of 2HS gt a child when | was painting, drawing and making things.
=+ QT - E A HIZHE Yol XI=E X2 [Retads I like to observe and absorb my surroundings
AtE8t7{Lt 22 L ZEIF 228 o{TI7Hof| L2 s 7| I8l and when | am back in the studio, working allows
22 S0tA. L= Aot AF5] 012 5= Q= OFELHR me time and space to reflect, to enter a kind of a
SUS UECH=E M2 2 L MZIES A2 MO 2 SN bubble where my thoughts and feelings are free
2= QoI ZELC}, ZMS X7 QU0 A2 HAZ G271 and | can materialize them on a piece of paper -
Lasin, Q2| BRIt IR ZAHES TARSIX|DE Q2= using colored oil paints, cutting a map to make
2730] 4710 Q=X ZAL & 4= QiCE 2Lt J2{ot SHSt a dress or making out an embroidery to put my
LE|E MYO| 27t HAlo 2 IASHTH T sk 4= QICt emotions and questions down somewhere, | love
a4 25X0|0 BEAMQI E1rt being able to expand my thoughts in a visual way
with the idea of making something beautiful to
love and to cherish. Trying to take the viewer into
a place where he or she likes to be, capturing
emotions that we all have, so deep inside that we
do not even know they are there but we can relate
that such things link us in inexplicable ways. It is
instinctive and a universal quest.
ESP |
47x56cm
OlEH X=
2008
Chocolate Fries
47x56cm
map of Edinburgh
2008
HS X A X| Xt X2t
£827), 22 145 HHRY U #1AF CHOF 250f 71 27| EEEE
49x55cm
CESERE= 50x54cm 50x58cm
ser T2EA|A S30|3 0| CHMY K| = sHornt X| &
2013 2 el ot
. 2013 2015
Treasure Hunt, Small Pieces of - . . . ,
A Fish in My Fairy Basin The President’s House
Salted Butter
49x55 50x54cm 50%58cm
cm . Francis Drake Atlantic Ocean map map of the White House
map of the USA with gold 2013 2015

2013
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Dialogue: Material-Concept-Expression

1986 CoHRI= 0| A EO{ih %12 FHLICH OFL| EHFCHSEWOf| A
ShALELR| F|S 2, FHLICH S=HEA FAFOSCHELO M 3,
0|% 0= IHEE o SCHEtOM AALERIE #SJUCE O] =&
ZH2{2|0j| A Y21 ‘Exotic Flavor’(2014), Hi0t= 0fZ &2 A0 A
G2l ‘Same Earth’(2012), FHLICH 2| =C|0] CHEHOIlA F2! “1000
Miles Apart’(2010) S =LH2| Ct=2] HA|0f| rofieny Hint=2
M EXFATME] S HIX|EA| 4 ZIHUC.

www.jinkimartist.com

HIZIARID KA

44.5x178cm

LIS, HIRIE, MEIHE

2014

A Conspiracy Dinner

44 5x178cm

wood, wall paint, placemat from
dining table

2014

259 Jin KIM

Born in 1986, Korea. Jin KIM received her Bachelor’s
Degree in fine arts at the University of Manitoba and
studied at the Nova Scotia College of Art and Design
University in Canada. Afterwards KIM received her
Master’s Degree in fine arts at the Cranbrook Academy
of Artin USA. KIM participated in many exhibitions
worldwide including Exotic Flavor (2014) at the Forum
Gallery in USA, Same Earth (2012) at the Apple House in
Denmark, and 1000 Miles Apart (2010) at the Red Deer
College in Canada. She was artist-in—-residence at the
Guldagergaard-International Ceramic Research Center in

Denmark. www jinkimartist.com
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L{ofl A| b Ofz2f...
66x27x99cm

SN Z2A, TSHAT| HX]
2015

Since | fell for you
66x27x99cm

plexiglas, dust from vacuum
2015

261

Jin KIM

=13
=]

4 B7e 2oy
109x30x50cm

LR0|E, 75, 21} (0] HEX]
2015

Delightful Sundays
109x30x50cm

aluminum, leather,

pants from couch

2015

iy
Ho
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AHOM OpFZ ojFIt 25
317x30%x22cm

HRAF SHAIZ 2t IR ST &

Moy HE2p| ML 4R HIE ElH,
SMIO] MR H2IFHEE 7H57] BE, 2,
o HE Beir], s oY

2015

Coffee Table Fortune Telling
317x30%22cm

mirror plexiglas, birch plywood, brass
mesh, laundry lint, wire, textile paint,
tea bag, kitchen sponge, jewelry
chain, hair, humidifier filter, wig net,
makeup brush, gold foil

2015




o
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olster

38x12x40cm

L=0|E, AFRIEHE, D272, A
2015

Pleasantries

38x12x40cm

aluminum, shower towel,
hair, thread, yarn

2015

264

theh: &8-71d
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E g

66%71x152cm

LIS, 2832,
Eralig=Rob =l

2014

Under the Couch
66%71x152cm

Wood, plexiglas,

found object, dust, glitter
2014

iloplie: Materl-Concept- Expression 265 Jin KIM

Lt= X| 26| ot UMES X280 ASS| 017|= He2EH I engage in art while giving priority to the thought

O] JHEt Edst £7HE5 S et 4= QUCH= Mzts SH0| 10 that the most special moments in life are encountered

ZA0f| FZOCE 0|l W2t Lie| F= 22 UMM Y A1 through the awareness and moreover treasuring of the

HHZE =2 el A58 YHskD 8o HANA A|ZFEICE ordinary daily routine. Accordingly, my works mostly

L7t 2oE SUE2 UX|, AFRIELS, ElH 5 22| LHAME0f A begin by discovering and collecting objects that are

& d=ot EXE0|7(0f 7HK|7F HE gl= S0 e 20|0, thrown out or will be thrown out. The objects that |

O] £TE UM QEX|S2 MZMO 2 0{4 50| Lol A= collect are items that are overly familiar in our daily lives

SHE0|7| = 6HX|2F 5240| 7t FCH= Q|Ojof| M= 0149 such as dust, shower towels, and teabags, and therefore

LE(TorY)at grHo| ot lacking in value. These collected objects of daily life are
AL TEK| THEFZAO| HHRH O 2 225 QEX|S2| not only articles that women often use but are related to
(MRS EX)E Z0|7{E0{ I OtECIR =SS LY the female labor (household chores) in the fact that their
A2 Soll FCHRE A7 2190 L 2 TR 22| HEHI-O| importance is masked.
O|L|HSHY|, O]= 2|2[EIS TEA|IF] 22HE0| QEH| | seek to maximize the beautiful moments in life
BILFSHLTO| RIESHHM Q2[7F 21| X|LENE As SHEQ| by looking back upon the past (traces of use) of
22| Chah ZA| ‘d2tsto] olidel ZIgst oojof thsiA the objects that | have collected as a means of
QrotZtoM sl= O|=0|LCt expressing the rediscovery of the value of daily life.

O HMA|0f| MEO|= REZEL2 L7t AAS & IHOICH 21T ALE3HH Most of my work is minimal in expression, and this

Z0|ANEE STl A PHE ZHZO|Ct 20| ADIEY U= reflects my intention to allow the viewers to focus

SAZ X1=20| LQIEL} PHHS [ HHEH| AMALE SH= & R(Q| on each and every one of the objects and think

=SS XIAIZICE O] FX|E &7h2 U2 AUES S=6HL AUX|TH deeply on the often overlooked essence of daily

IS0 ME L= 0ES0] AMAE At2)7| fI8) B2 5= =2 Aol objects and therefore realize the true meaning of

Blo 2 Fgel ZHK|7t 7t X1 Qli= HE BEOHD ATt life by emphasizing reality.

The work presented in this exhibition features a collection
of placemats that | had used when dining. The encounter
between the food stains on the placemats and paint
brings a pause to the moment of action of having a

meal quickly. This frozen moment implies a number of
things, but among them, | wanted to emphasize the fact
that the value of the efforts placed in preparing meals

is concealed compared to the toil that women have
endured in preparing them.




K 266 267 Euijeong YOO
19811 CHSHIZ0f| A EHO{E SO| ™2 SIS uof A Born in 1981, Korea. Euijeong YOO received his
ZOIHS o2 kAL SISO MALSHR|S F S, BEA Bachelor’s and Master’s Degrees and also completed
NEHE 20 M2 S20IEFEA ‘TISIHH’(2011), his Doctoral Course in ceramics at Hongik University.
M& 22| 10| M ‘The Skin of Desire’(2015) § & 53/2| He presented five solo shows including Euijeong YOO:
JHQIME JHE[RED, 28|00k UsHO|&2H2015), ¥= 2 Evolution Mask at Songeun Art Cube (2011) and The Skin
AHX|Z212](2014), M2 H2l0|=2H2012) S0 F2I Che9 of Desire at Gallery Koo (2015). He has also participated
=LHQ| HA|0] £HO{3HCE M2HH oS 2 1(2011)01|A1 in many group shows both in Korea and abroad with
CiA S $ASHHE QoD ZESICHO|S 2 HESHRAEL|Q, exhibitions at the Saatchi Gallery in London, UK (2014),
Szjojot= L0l =2 S2f BIX|TA| ?:}$ AL =29|0] and Imageroot, Sangwon Museum of Art in Seoul, Korea
YA EE 2 FY|E nhF oFEE M2t R XY Sof ZE0 (2012). YOO was awarded with the Grand Prize at the
AZE|0] Q)C} Seoul Contemporary Ceramic Arts Competition in 2011.
He was artist-in-residence at the Changdong Residency,
National Museum of Modern and Contemporary Art,
Korea (MMCA) and the Clayarch Gimhae Museum. His
work is collected by the National Museum of Decorative
Arts and Design in Norway and the Han Hyang Lim
Ceramic Museum in Paju, Gyeonggi Province.
=

L]
Mo

218.3x290.9cm

ZHE{ A 2of =8 M=
2015

Gold Moon
218.3x290.9cm

mixed media on canvas
2015

OpE|SA
27x27x45cm
EXL 3

2015
lanuarius
27%27x45cm
clay, gold luster
2015




l:gl'

2} 47x47x44cm
=Xt

2015

Moon

each 47x47x44cm
clay
2015
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23 Fu 2
45x40%80cm

XL 23

2015

Chupa Chups(gold)
45x40x80cm

clay, gold luster

2015

2ol |8
29x29x48cm

=Xt

2015

The Skin of Desire
29x29x48cm

clay

2015

Euijeong YOO

As excavated artefacts fill in the empty times of history,
my work may become artefacts of the future that record
the present. Through experiences in the history of the
past, | am familiar with the possibility of the manifestation
of countless “errors” within these acts of recording. In my
work, the social errors that are generated through my
personal perspective are as important as recording the
truth, and therefore the process of creation, as opposed
to the complete output, should be the focus of my work.
Ceramic ware, for a long period of time has
accompanied humanity, has been an amalgam of
culture that reflects the thought and trends of the
time through color, form, and design patterns and
moreover an important historical symbol in which
the boundaries of life and art meet. Therefore, the
“ceramics” in my work are vessels that can hold the
stream of consciousness and an important medium
for preserving the soul. My work, which maneuvers
between the past and the present and moreover
the real and the unreal by reproducing the time
of the present with techniques and style of old

artifacts, may become the truth of the future.
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1977 7t 20| M Efjo{h EOtA
2|HED|ESO0I7tH|D, BESin SEA

2 g= 2AYA
O|ACHSHI Mg st Aotz
2t STietof M ST, B0 2Ee| =& Eto|H o &t HQI'LOM
SOIRBOR MASIRIS X 2 Q7| EXperS ol
‘T30 HE, T0|E AR 2(2014) En MIERETER]
i =X oflE H'(2014), L2 JHLEXERE 21417] Oj& 24| ‘OFA O}
S| =Xt £7(2013), 53 &X R &= ol=0t7HE0|2] “H|82|

M =X 2]'(2012) S8 Z&felh 222 JHelTat C49)
EPHITIOf ETFUCE EFOIRI] 7 EXtEEE, o k“EOHEEHIA
WtEE g0l 2%, Yrtma

o1
o}
AYE0] AUCE ST It E 2HA 0SS0 M PSS 7= X 1

'6
T ©

_||_n
43
| T
m
i}
I

QICt www.thomascheong.com

XF169

7t gX|

CXf, PVC EE ofz2l 2
2015

XF169

variable installation

clay, PVC tube, acrylic board
2015

XF108
45x45%x60cm
o 0|
2013

XF108
45%x45x60cm
mixed media
2013

275

Thomas CHEONG

Bornin 1977, Singapore. Thomas CHEONG studied at
the Regent Academy of Fine Arts in Holsworthy, UK
and then he continued his studies at LaSalle College of
the Arts, a Singapore affiliate to the Goldsmith College,
University of London. He attained a Master of Fine

Arts specializing in ceramics at the Tainan National
University of the Arts in Taiwan. He has held 2 solo
exhibitions and numerous groups shows including

the 2014 Great Talents, Great Scope exhibition at the
Yingge Ceramics Museum, Taiwan; 2014 Contemporary
Ceramics Art Exhibition at the Gimhae Clayarch
Museum, Korea; the 2013 Asia Contemporary Ceramics
Show at the 21st Century Museum, Kanazawa, Japan;
the 8th Contemporary Ceramics Biennale Exhibition
(2012) at the China Academy of Art, Hangzhou, China
and many more. Thomas CHEONG’s works have been
featured and collected by the Yingge Ceramics Museum,
Taiwan; Hermes Singapore; Hong Kong Shanghai Bank
Corporation, Singapore and the Singapore History
Museum. He is currently teaching at LaSalle College of

the Arts in Singapore. www.thomascheong.com
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XF72

7t =X

2 oA

2004

XF72

variable installation
mixed media

2004

Dialogue: Material-Concept-Expression

Thomas CHEONG

XF72
JHH X
=% oA

2004

XF72

variable installation
mixed media
2004
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280

Fet - 2EE

7t gx

=9 0K

2013

Revisitations - Limboland
variable installation

mixed media

2013

mixed media
2013

Transitory Space
mixed media
2013

STt - concept-Expression 28] Thomas CHEONG

Lh= “ROIg, off THE1 U777t M2 £+810] R A7t=2 I thought to myself on countless occasions, “what am

AHE2 7o BUE THEX| 941l BE WS CHE LIZtof|l M 25t I making and why am | making this?” In Singapore,

ZZ2 US| E0|Lt JAES O|2alf M0 OFACH CX|E Syt 24| people seldom make things - we import everything

MESH AHS SO7I2 M LIS BSIAZ D, FH S22 Z27H0jA from everywhere else and we eat and drink mostly from

Qo 2 ol HE S X|SX O 2 LICH LHZL MIZEs SH0f| A disposable objects or commercial products. As a ceramic

22|E|QICts L20| SQICt O SHE2 1A, ¢ixf =2 0]z artist, growing up alongside the digital revolution

23t 740| OfL|0, SF Y¥&}o| AZ0| Sutsiit HEHE 22|12 O has transformed me and there is always a constant

| [ofE =Lt Lis MZE E7|X| 23UCt XF169°0fl= M=Kt unexplainable feeling of distance and intangibility in the

ZXH7L QiCt o] 37Holl= 71§ E X|20[Lt SN AR0| gict physical objects and spaces around me.

HZPH S HERTF 2SR 2 0f| A|ZFEICE L= Jt0tof| 2242 | felt disconnected to the things that | make; they do not

4ot 221 Z= WAIS ZOIPCE 710t & D20 A W2 Efe 2= belong to the past, present or the future. They are merely

058 BHH T 27t L= WX Hele A Z 0SS J320] A props for a sci—fi movie. The making process separates

26|12 22| 7|91 S0| ElAOHG T L= 16:9 LIX|E 7t £0M us further; | did not enjoy making them. There is no

2[e A oHe S mME3ict presence of the maker in XF169. There are no material
XF169’ MX|= 24t QILHZ Q| A[O|U T LY 29| imperfections or fingerprints recorded in this space.
SHOIUCE. ZEF2 H W7 = EXP| 22, 0t3=EE, The process begins after the form is complete, | like the
58 502 JYE0of QUCt L= STE XX ot 2E way | stack and fire them in a kiln, seeing these objects
70| 1 2| HHZ|0{0F St= ALH$t OFLI7tO} ZtOLE glowing in high temperature in the kiln teleports me to
SXpM kR0 s A P2 LAUS Hhenh 2 I0E MRe a far away yet familiar place it brought back memories
Zd0p OPEDER| 2 4ot 22(7| 242 = 0HXe 250t of intergalactic adventures and reminded me of our first
AHOI7} QUCH HMIZ g2 dAX[St= Holl AREL, L= encounter in a 16:9 digital space.
Lol E2C HhS & offt XEEQ| 0fiH 240| EX| LIE The set-up of XF169 has always been a test of
S 27| 20|Ct, L= J2{st £=F0] 0|2= HEst X2 endurance and focus for me. The whole set-up
QfOtL2] 0 OfAMTH A 2 A|ZHO| 1 Bt X}2|0f| FRESHK| 411 consists of more than a thousand individual pieces
US 5= ALk of ceramics, acrylic boards and tubes. It really feels

like I am packing a very huge Anagama kiln all by
myself, only that every shelf has to be perfectly
aligned and leveled without the help of using
wadding. Like packing a huge kiln, the composition
of the stack is always different from the last.

The making process begins on the setup day of the
installation and nobody can help me because | do
not know myself how the work will look. | can be
stuck for hours on one spot trying to figure out the
right combination for that level.

A7) ALy 87
C|X|& H]C|2 00:02:30
2015

Neolithic Vessel #74
digital video 00:02:30
2015
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SILPZFEECIE Ao 2 1

LI 33x33x127cm,

F2| 33x33x132cm,

EXt35%35x130cm

LR, f2l, =Xt

2013

One thing follows another, Number 1

2835
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wood 33x33x127cm,
glass 33x33x132cm,
ceramic 35x35x130cm
wood, glass, ceramic
2013

£3|jeL aAl1s Ag ojoyd

Anders RUHWALD

w2z
FE =X SR 2 J= HE LSSt ol ofiS
of

ASRUCE Z7|1SHEX ALY (201)01M S +¢S HIRH,
Q= HH L E2|of HE UHE D|S ol M A0H|IH(2007)S
U= S U2 &S UL H2 0= AP 25 EH22
HAZE Z&tsl 2027t E= 1l S JHEIUC = B
H{E2|of HE MHE 8=, 0|5 HiH0|s2, 0|5 CIER0|E
OlEQiAla, YA FAD|SEE 2, A H SESE, J0t3
OISCIXFQIEFE 2 EFO|RE wELO|H|0] Y7 =XtErE 2 SOf 2 F0
AFYE(0f QUCF. A O|= OJAId SHEZ0|S07 | 0] =0 2t
ShatEto 2 YEIsHD QT www.ruhwald.net

Bornin 1974, Denmark. Anders RUHWALD studied at

the Glass and Ceramics School in Bornholm, Denmark
then continued his studies at the Royal College of Artin
London, UK. He has been awarded with numerous prizes
including the Gold Prize at the Gyeonggi International
Ceramic Biennale 2011, Icheon, Republic of Korea. In
2007 he was given the Sotheby Prize from the Victoria
and Albert Museum in London, UK. He has held more
than 20 solo exhibitions with the latest taking place at the
VOLUME Gallery in Chicago, USA. Anders RUHWALD’s
works are in the collection of the Victoria and Albert
Museum in London, UK; Denver Art Museum, Denver,
USA; Detroit Institute of Art, Detroit, USA; Musée des Arts
Décoratifs, France; National Museum Sweden; Museum
of Art and Design, Denmark; and New Taipei City Yingge
Ceramics Museum, New Taipei, Taiwan. He is currently
Head of Ceramics at the Cranbrook Academy of Artin
Michigan, USA. www.ruhwald.net
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SILIZLEECHE Ho 2 2
L2 34x34x135cm,
22| 30x29x136¢cm,
Xt 35%x35x137cm

LIZ, |2l =Xt

2013

One thing follows another, Number 2
wood 34x34x135cm,
glass 30x29x136cm,
ceramic 35x35x137cm
wood, glass, ceramic
2013
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SILIZFEECIE ZHo 2 3
LI 42x45x130cm,
22| 45x44x132cm,
EXtH46x46x134cm
LIZ, |2l =Xt

2013

One thing follows another, Number 3
wood 42x45x130cm,
glass 45x44x132cm,
ceramic 46x46x134cm
wood, glass, ceramic
2013
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One thing follows another

(and you make it happen)
installation view
UrbanGlass, Brooklyn, NY, USA
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L= 28 Mo 2 HUSIA| fi=Ct Le Zratdoil 2215
H|Z}, oto|Ejof THAF|7|, BX] S& 2T M2 L= HojA
ELs) L ZE0| WS HREY 5 U= Yol cieh W2fsta, £
Off miol= SO ELTH 2, Y2 BTt S2¢e U2 0]
HE ZHO| AE M| iR 52t £20(2t= HOIC It ot
AE o =+ AEF 5P| fBiM= 0] 2= H2Y4l0] Eodict
LH7E HofS 2o HEL HofS Y=Lt - 2{F0| MOt H
Hleto| gl MA2H-Yo| S[ofof ottt A2 HAuPYo] AAR
Y22 SHotL GHO| 518&|= EO|0{0F BtCt. L= Ol
B TAEZOM =22t HIZXHE Sl FEf7t ShM ==
YAS BT Lhs =0IES TERACE J22{L O 0|20 THE
A7FE0| LHRE, E LHE HIHS0| REIE TSAUCE 0|2M 229
=U2 M=t OotLEL, B0l MAE= £ a8 &S UEs
MRS 2ol HEE SES EMYS 7HXA| ElC. ®MA2E2 LIt
0|8 Zit=S SHIOH b= R 2 SO0{ZITt
L 22 ME2E 7S Y M R2|7F ot MEOIC L=
2SO0 EFT £ESS 71X A, I%N0 1F 2UE
ZYotrtn Y0 0|2 M MIZ A2 =22k MAXtE
HRBA e} SHAE| D o= Z0|Ct 2 e M, L=
FdS Fofop| el dEet 2 S0 ChkSC THE A0
Ltop S£20] SHCHH, Ch27| HO|HL L2 A E Zo|ct
O] HZ=3 ?Iol, Li= 017|0ff LT E ME240] 2tdS
JHRE LhE 5YS S7IX L.
ASIH, R2IH, XN 52 SHEHOR L= 423 op| flet 32t
L $2fSS XRE L5 RIEE AlZHo] Zesit). J&2 A%

f
BisHjoF 5t1, 2= L= B ZYot Broh| QI A5 AHYHS
L| Qo

[LfOF BTt 3 Z1t ofo|T|of7t

[=4 =
PIXYS MW UALE. Lh= W7F T D ASX = 22 Herghof tiet
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Anders RUHWALD

| do not work in a very linear fashion. In my process | go
back and forth in physical making, developing ideas and
installation. Sometimes | start with a room and think of
how my work might occupy it, other times | start with
the object and then imagine the room. The important
thing is that all these aspects are crucial parts of making
the work. | need all these approaches to be able to do
what | do. If  am constrained the work also becomes
constrained as well - it has to be an open—-ended process
for the work to come alive. It has to be an exploration
where the process feeds itself and is allowed to grow. In
the work | am showing at the biennale | was exploring
how forms translate through materials and makers.
In this work | made the ceramic objects myself, but then
another set of artists made the wood and again another,
the glass. Hereby each of the objects, have a specific
presence that is not only carried by the material, but also
the specific circumstances the work was made under and
the people fabricating it. The process in these works in
one where | was no longer in control of the outcome.
I am interested in the choices we make when we
process materials. And | believe the materials hold
a specific set of properties that decide eventual
outcomes. Hereby the process is one where the
forms translate and change as they move through
materials and makers. When | work, | work in
dialogue with the material that | have chosen to
give form to. If somebody else tries to do the same,
it will look or feel different. For these pieces | was
interested in the subtleties inherent to this.
I do not feel constrained- socially, geographically,
intellectually or materially.
| need to have the space to think and the time to let
my thoughts jump around randomly. Things need to
change continuously and as a result | need to leave my
studio often to see, experience and explore. Hereby my
ideas generate and continue to be challenged by what
| experience in my everyday and travels. | realize this
is a very privileged position to be working from and |
continue to challenge any idea of comfort | might have.
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1968 CHEHRI=0f M EHO{' P22 FF At
O uSEIHE ZYAUCE 19933 M2 Hai2| B ot5, G, AR'S
AZO 2 M 32| XFIH|=(2008), QIAIOLEMIE{(2012)
SOIA 10212] 7HRIT S JHEIHH, TH4=2f ThM|TI0f Fo{HTt.
ZATAZOIENYE(2008)0M Lo, DYZSHHE T4
S432 Mx| 0z S2(2005, 2006) SO|A fAZHOD| AT
2 TS S0l 2EF0| 2FE0f ULt oM F7| = TR0l A
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90x110x210cm

EfA, AHQIA AR XY
2012

Electric Powerstation 2
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90x110%x210cm

cabon steel, stainless steel, ceramic, heavy
wheel, powder painting

2012

Youngkwan CHOI

Bornin 1968, Korea. Youngkwan CHOI studied art
education at Cheongju University. Beginning with
Heaven, Earth, and People at Galley Ter, CHOI has
presented 10 solo shows in venues including Gallery
Zeinxeno (2008) and Insa Art Center (2012). He has

also participated in many group shows. CHOI received
honors as the Posco Steel Art Award (2008) and the Lake
Park Installation Art Competition hosted by the Goyang
Cultural Foundation (2005, 2006). His work is collected in
Posco and Goyang Lake Park. He currently works in his
“Meoktongcheol Workshop Studio” in Paju, Gyeonggi

Province.
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90x110x210cm
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2012

Electric Powerstation 2
90x110x210cm

cabon steel, stainless steel, ceramic, heavy
wheel, powder painting
2012
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90x110x180cm

Stz A A A

2010

The One-eyed Visit Spring

90x110x180cm
cabon steel, stainless steel
2010

COEXISTENCE

Dialogue: Material-Concept-Expression

Lto| xtzo| QE|
SSE0ICE 20| 6t
Elidt= S BH0|AMLL O
O|RO0{X|7| & HIRtE

ZA0|Ct, B2
X

sHs2 gt
250%90x165cm
EfAZ, AHQIA AL

2010

Fly in the Sky

250x90x165cm
cabon steel, stainless steel
2010
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295 Youngkwan CHOI

Prometheus bestowed fire on humankind, thus enabling
humans to thrive and speed up the progress of
civilization.

The memories of my childhood and the imaginative
thought that | had at the time are the motifs behind
my work. My work involves the recalling of my
childhood memories and imaginations hoping that
what would only be possible in dreams - robots
flying across the sky and exploring the deep sea
- would happen in reality. | find stories in what
has been discarded, and these stories gather
to become a single work of art. Heaters, which
often appear in my work, embody these kinds of
imaginations. Though made of cold material steel,
heaters fundamentally embody warmth. | dream of
a beautiful world through people-warming heaters.
Because | work with steel, | have always been in search of
new steel. In the past, | had merely focused on working
with easily obtainable steel, however | became interested
in the past profiles of these steels coming from various
places. | wanted to preserve the original form and
history as much as possible. From small steel fragments
to grand-sized ships and airplanes and moreover the
engine and parts of heavy equipments.
| concentrate on the physical properties of steel and add
diligence and effort as an artist. It is the manual work of
the artist that gives style while embedding the spirit.
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1958 L0 A E{Oft BITF| 7|X}7 = ZHEXt2t Ol S THSHo) A
HIAEIYS WSO, SOtO|A MAFSHRIE FS3UC ASIE-
EUROPE l12] ‘OfAl0 fof RHM 2 e UK o='(2014),
SLAEOIE R ‘EGoilM o &2 2| Het(2010), =

HIFHOLE ﬁE1°I REEE=

o ESS Y 220 221'(2008), =
SHR2HEH SO 2 IHLUL0I5S 0T (2006)01 EOIRICE
ESH D|QFOLe} EfO|2E & °0M|0f%7f§1f Cho 235 8
Z2MES TIHUCE THLIXRL0 A B2 O A7t S OfIT0f A
thys, EH0IM g2l EHUS M 158 =2, 0=
EAHDIEE S5 22HY &, o= YA S0l &Z0|
Y| 0f UCE. XY TR} O S LS| B ABMUSII W2
{2 SOlCt.

- ES
320%x320x10cm

LIS, i 22

2015

Forest - Life and Death

320x320x10cm

wood, cotton cloth, indigo dye,
dye of leaves, mordant

2015

297 Hideaki KIZAKI

Bornin 1958, Japan. Hideaki KIZAKI studied textiles at
the Kanazawa College of Art achieving a Master’s Degree
at the same school. He has shown his work at the ASIE-
EUROPE II, The fabulous Fiber Art from Asia and Europe
(2014); Change from Material into Art (2010) at the Busan
Museum of Arts in Korea; Cloth & Culture Now (2008)

at the Sainsbury Centre for Visual Arts, UK; and Yunnan
International Folk Arts and Crafts Exhibition, National
Museum of Yunnan State, China in 2006. He was awarded
with Grand Prize at the Ishikawa Contemporary Craft
Competition, Kanazawa and First Prize at the Japan
Contemporary Craft Competition, Tokyo, Japan. Hideaki
KIZAKI’s work is in the collection of Boston Museum of
Fine Art, Boston, USA; Yunnan Provincial Government,
Kunming, China; and Gallery Wooduk, Republic of Korea.
He has also conducted many workshops and projects
with Asian countries such as Myanmar, Taiwan and more.
He is currently Professor of the Textile Department at

Kanazawa College of Art.
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120x90x90cm
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2006

Existence of Cubic Form

120x90x90cm
jute, wood, natural dye
2006
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Hideaki KIZAKI

AT 8
165x60x70cm
ol CHUER, =
2008

Hidden Power
165x60x70cm

jute, bamboo, natural dye
2008
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Lt= XS] =17 G S SEUCE oF 22 0f2f MM Until now | have spent many years studying methods
THEE ZAZCE 2= SX GBS SX &YS ot of dyeing. Additionally | have also investigated on
ZTLSOHIM H-EQUTE QeSO 0|2 HIZHS MER JY92 various natural materials that can be dyed. At times the
Ao s=E PMEOFE XtIZUCE XX Z | AHO| Bi5HH J|&=0| technique of dyeing wood has been taught to artists
QIME MES| HBtC) 2k O|Hol= SIHE GMe = HMst working in wood. For a long time such an approach
LIZQIC| EtLIS 21T ALl HEIS S ML MEMOl gE2 challenged the field of dyeing to open up a new realm.
MER 7|20 E3| S0 2ottt MR S9| X[l When the color of a natural material changes, existing
Bi= = Q= 20| OFF Lt impressions also change considerably. Therefore this
22 OfA|O} Z710f| HE = ME X2 S S0[RHZE ZAPt time | attempted in dyeing driftwood in indigo blue and
L 17201 &[0 QUCE. L= OfAjoF2] 0f2] =710 A also to dye cotton cloth directly using tannin from leaves.
LIt A S TIMRULt L= So7 |0 M GAH2 2 In my mind traditional methods are crucial particularly in
grdot #3510 20| QUL AR E Sl X2 E finding new technical developments. | think a lot can be
CHE = 20| O|FHIE S YAS AUCL OFA[OF EAI2 learnt from wisdoms of pioneers.
SO7tS2te| BHeO| 7HE 2 7|B0ICH R2|= Ateie My entire research involves investigations on
OFECIS S IR XIATHZE 2 MO 2 0| &8l0f SiCt. traditional making methods and craft materials
OFA|OF AtRtO 2 M L= Moot 0|22 Atoef 23T concentrating mostly on Asian countries. | have
Jafot L3S Eol| Y2002 N L HHMS stglstain conducted various different researches in Asian

rot
in]

countries. | am interested in changes that have
taken place historically in craft technology.
Through the studies | have discovered the pleasure
and the difficulty of handling natural materials.

My greatest delight is to meet craft people from
different Asian countries. We need to learn beauty
from nature and to use natural materials effectively.

As an Asian person | sought out to find that precise
sense of beauty and through it | try to build my
own identity as a Japanese person.

OS2 7%t=2

7181 X

o, U M =2

2010

The Passage of a Village
variable installation

jute, wood, cashew paint
2010
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197841 Chetal 0] M Efojt A3 SAtTfstm O] sttoli
stel Olgstatol i ZATZOR MALstS

$ @2 2IE A ol CtolA AArstRE 2]

AT DjgStatol A EATZOE ¢

A ZE[OFEMIE{O| A ‘Work in Progress’(2015), 824 &
o
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HAISHD, F2IOALEol A P2l ‘HRIZBIHAE| ' (2015),
METHstnola o) ‘S 19| ORESIE (2015),
20082 MR B[N S Ch-0] ZUHe| EHFTH bl

ZHEO| AOfCL $X) S ZEOFEME 25 R7L0|0i,
A

=
Sitteta, Sottstn S0 EZ6t UL

Drifting

variable installation

wood, rubber band o
2014
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Mongjoo SON

Born in 1978, Korea. Mongjoo SON received both her
Bachelor’s and Master’s Degrees in sculpture from the
Department of Fine Arts at Busan National University.
She received her second Master’s from the Chelsea
College of Art and Design in London, UK and completed
the Doctoral Course in sculpture at the Busan National
University. SON presented eight solo shows including
Work in Progress at Hong-ti Art Center (2015) and
Expanding Space at Um Gallery (2013) in Busan. She
has also participated in many group shows, biennales,
and projects throughout Korea and internationally
including the Open National Assembly Festival held at
the National Assembly (2015), Sublime Masochism at the
Seoul National University Museum of Art (2015), and the
2008 Busan International Biennale. SON is currently the
artist-in-residence at the Hong-ti Art Center in Busan
and lectures at Busan National University and Dong-A

University.
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Work in Progress — Afst E2IEHH A
Afoh 7t2 4 T 1K S, ARHE

2015

Work in Progress - Saha’
Platanus

wood, rubber band

2015

Mongjoo SON

Drift - we refer to the act of floating on the water
aimlessly as drifting, which also refers to the act of
wandering aimlessly regardless of will, having lost a
certain purpose or direction. The state of endlessly
progressing in an unexpected direction due to
continuation of a pushing may perhaps be similar to the
state of “weightlessness.” Ultimately, it is not a matter
of being dragged while having lost will and in a state of
relaxation but merely surrendering oneself to a kind of
so—-called compromise, floating and drifting within the
continuation of pulling and pushing.
Tree trunks - worn and washed away for a long
period of time due to water - have ended up here
in Dadaepo, which is the southernmost upper
reaches of the Nakdonggang River and the area
that meets the sea. They have been scooped out
by people and hung in midair to be dried. For these
anonymous trees, this is a second drifting. The title
of the work Drifing, which signifies the heading
toward somewhere together with the drifting of
the past, also refers to the unpredictable direction

toward the future.
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AL|OEHE O'H 20158 F=2X| S0 2| 7|2 TS sl S| Soffietta is a glasswork project group organized

FY=E Qe Z2MERHO 2 FHYZ 4iMUl MBS Qb specifically for the 2015 Cheongju International Craft

OlEiZ, AL 6ol R2|30| 2712 LHEQICE 0|2 2% Biennale. The team is composed of six glass artists -

FI|E QR HEE RE|dErg 20| RSt o, FLHR|0|A Junghoon JUNG, Seonmin PARK, Jonghun SUN, Byuri

s gs S0ICt. YOO, Taehoon LEE, Minwook LIM - who are based in
Bl 0|81 A= HE=2 dM2ete the Glass Island Museum on Daebudo Island in Ansan,
SHEZYSNO|M REIZYC Z SfAL FPICHSH 0] A Gyeonggi Province.
REZYOXRIC 2 MASR|E FS3IUC 8T Junghoon JUNG, the leader of the team, received
ErelofEtn MAC|XRISHITO| A SEAL Z2ICHEFLIO) A his Bachelor’s in environmental sculpture from
REZHCXRITZ O = MASQE FSACEL ME=2 Namseoul University and Master’s in glass design
HM SO SHAZ A0 M SEA}, STHEH0) A from Kookmin University. Seonmin PARK received
MALSRIE FSYUC RE2I= HASMHE R ]SS her Bachelor’s in industrial design from Changwon
S/, OlEf2 2 HM SO L HETHSIIE STt University and Master’s in glass design from
2 ARt WO| M REZHCIXIQIMZ O 2 MA g Kookmin University. Jonghun SUN received both his
Z0 AUCH UL SAUUS WM 2ATZ O = SR Bachelor’s and Master’s Degrees in environmental
ZOICHEI MO QE|RHHCIXIQIC 2 MALER|E X SHTT, sculpture from Namseoul University. Byuri YOO

studied glass crafts at Namseoul University, and
Taehoon LEE studied environmental sculpture at
Namseoul University and is currently studying for
his Master’s in glass design at Kookmin University.
Minwook LIM received his Bachelor’s in sculpture
from Suwon University and Master’s in glass design
from Kookmin University.

ZEE 32[00lE|H
900x100x250cm
=4 2, |2
2015

Control Creative
900x100%250cm
metal frame, glass
2015
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MZrsta ghs 240174 BHE Z40f QJ0|E BO{™ 21T H= 2Tt Whether to think before creating a work or to ascribe
S20|C} AH|EEQIX| Z2ZIOLt OtE= ALt Tt M7tsH= meaning to the work afterwards depends on the artist.
20| sl M7Hs 2&0|Ct O] 0|HMQ| o =0[2t ‘2EE= J|&'9| I am not sure since when this has been the case, but it
o|0|7} AL} FX|DH AEIEIE0| =S O| HQ|0f|A XX etz o 2 seems that people are becoming more used to speaking
HEE|MHM B2 AS0| HHRRACE =2 718, 2HF0| miENH and thinking as opposed to making and creating.
RESICt FAFSE XZES0| EALIL F=312] Z10] HXQIX| CHE L2t Art signifies the “making.” However, many things
Flof gict have changed as creative activities transformed into
AEO| T 1A 2 S EHQ| FH|IE HREHEO| intellectual activities the realm of labor. Materials,
OfLl ZIZHM At 2 Hf2tE 11 ZF7}o| REHA AIKO| techniques, and works are subject to trends like that of
HEMOI A2 MYE= MY & MES US BXot= fashion. There are so many similar works, and people are
‘OE= {0 20| M LERE Zdo|ct 2]2] ‘Ctr+C'= busy fighting over whose work came first.
‘Control+Creative & Control+Copy’E 2|0[$HCt. The greatest joy experienced from creation is
Ol== 2X8 IHZ ARIXIZ MO XtA|QF X420 CHSHA looking at the subject of expression rather than
AAZOA HES GX|1T 22402 3 oiES &It intuitive thinking and the process conveys universal

SO} thought, in other words, the “fun” in creating new

things. For us, “Ctrl+C” signifies “Control+Creative
& Control+Copy.” On the basis of artistic essence,

| seek to ask myself the roles and responsibilities as
a creator and find the answers to these questions
together with viewers.
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r

=k 19604 HIEHZIEO| M EfO{t B3| E E2|= C|XQlot7tH|0| Born in 1960, the Netherlands. Bouke de VRIES originally
87x126 N N _ . . . ) :
o2l gxr rﬁg OfRIE St 2AH MIEZN|QIEDIEIAD|SC|X}QISH oA THMS trained in fashion at the Design Academy Eindhoven
2015 ZEGHCHE, Y2 YAEDIHSIO|AN EXF BE 5l 22 MaAgCt and Central Saint Martins College of Art and Design in
Homeland South Korea I N R . . .

87x126cm A2 AQA LIMO||A JHA[SH THH'S H|Z8H 128]2] HQIXS London, UK. Later he studied ceramic conservation and

__map of South Korea ULt TA TH} SICHO|& 2| 'HEL|EFA /S A|THO| AF(2012), restoration at West Dean College, UK. He has had 12

made with celadon fragments

by Eunbum LEE ‘EFO|RLEXHH|QIIL 2| (2014), Z2IA 2|23 H|2LI2 E X{THO| solo exhibitions including his recent show Fragments

o ‘Lto| ZL2 XI0|LF(2015) S0i| &0{ZHCt ATEME Of{TI0S 2, at Chateau de Nyon, Switzerland. He has participated
AQ|A H|H|HF OF2[|OFLf O 2 2T /2 AT A AE = A in VANITAS/Contemporary Reflections (2012), Moscow
O]= 2 ACHMZ| A 7{|0] ALK HHM P2 2 ZHA|A 20|z= Museum of Modern Art; the Taiwan Ceramics Biennale
M AQA LY ¥= 0|EXE2Z MIMA 50 2E&0| in 2014 and My Blue China (2015) for the Bernardaud
AKEI0] QICE X A=Z0| M MY 2Tt HEMEVIR 36t Foundation in Limoges, France. Bouke de VRIES’s
QICt www.boukedevries.com works are in the collection of Aberdeen Art Gallery,
Aberdeen, Scotland; the Ariana Museum, Geneva,
Switzerland; Elton John Collection, London/Los Angeles;
Kay Saatchi Collection, Los Angeles, USA; Frances
Reynolds Collection, London, UK; Le Chateau de Nyon,
< EEETL K Switzerland; MIMA, Middlesbrough, UK and many
) ?_‘(;i”?)ﬂzsj;g;?;tg 28| 2w more. He is currently a full time artist and a conservator
2015

Memory Vessel/pair 4 practicing in the UK. www.boukedevries.com

each 23x23x41cm

19C Korean celadon vases, glass,
gold plated neck

2015
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37.5x10x18cm

18M17| S= EXt TA| 221, =% OfH|
2014

Grisaille Saucers/Repair
37.5x10x18cm

18C Chinese porcelain saucers,
fragments, mixed media

2014
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SHHIEl Sretotziet 25
52.5x52.5x58cm

T7M71~18M17| ZHIA|CH gtof2|et 2 =5,
N 590132 47|

2014

Deconstructed Moon Jar

with Insects

52.5x52.5x58cm

17C ~ 18C Joseon Dynasty—-Korean
moon jar with silver insects, steel,
perspex

2014




HIj E Hg|

F2 X1 21

30x30x17cm

18M|7| SAE] X|| EX1V| &,
Ak o= I |

2014

Dead Nature 21
30x30x17cm

18C Worcester porcelain bowl,
dried fruits, mixed media
2014

320

theh: &8-71d

Z=E
S
-H&

COEXISTENCE
Dialogue: Material-Concept-Expression

321

Bouke de VRIES

oE2 =3t
32x32x17.5cm

21M7] £X17], =2 ofiM|
2014

Dark Still Life
32x32x17.5cm

21C ceramics, raku fired,
mixed media

2014
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EFO| HY Ittt SEE 20l= Ay
EFOI2H= Ol SOfl HTUCE J2{ot Mo M= 72 2o|X|
= OIMIE &, 7FEXt2|2] of WHEl =X0| ot HBYE SUS
N2 2R gl= A2 ME1, 2 Aty SHHELC I
= A0l 2 = ALK HMEO| AHEE 2E 7|E0| o{Td] AMS0
US| = =716t 323t S20| 22 gls U2 ZHFEChE
AP HFISER| ShEDE L W AZC 2 o[ &dE SE
MEH 210 MZ2 00p7|E F0{olH, MER 5, ME2 7HXE
FYSl, BEEIIZM 012 off LA MER YA 2 2HENUH
i 7152 0183l 252| 0|0F7|7} ¢f 2 2 LIOPHE=S BhSai1
O AR AESE, HYXE SU| Haf TP YE
Xt L 2F0] ARE XHE 28 = QUL L= 0f2{eh &4
=US Sl 00P7| 5 Shi= AFHO|Ch 2E2 S5 01/
EE 51 AN, SF Hlu 2ot GAY J&5 Sl 712
xHO| OlFFS 2 M7 IBHCt. $H L= EXEE WY 22459
CHE BTS SIS QU - WEZES| 24 & & B|0|= E2t0f
2t 2 TR 2RE ARDIEES fleh 2 YoICt

Lt= O] TAIZIS| HIO|E ME S Pl SE¢t HE2Z| ot €S

FH[SED, 17417121 18M|7] BZE HA| ThHo 2 ZHEl

HILE JAISS MHRC
ot e E NASHo 2 W HEUE HEE ST IHES2
2h= HE2tE X 22| HHO|L 0 X=5 28l =0f7t 0|22
=Y EXP| oHES ALESUCE HIC|2 EX|1 22 CHL & 0tz 9
YA 2 HiHE 22| E #of CX[E Aoz MIIE 20{E2
BITHOIH, S HIZE J1EE E7|= F2 1747124 184|7]2|
HIZZHE M7 0l A L2 THHEOA 1ot Z0ICE L 2150
YD ZHo| Y EO W2 FE U2 AE0| M22 H2EUA -
= IHP7E 5 ELHY A2 OfLICH - S MEUCE 22 =8at
SHY S 2 0|0{X| = THE EZHS0| 1 E =7t Tt

TpHo| of

29x32.5x72cm

18M17|2F 19M17] &= =X17| ohH, A
2015

Goddess of the Fragments
29%32.5x72cm

18C and 19C Chinese porcelain
fragments, steel

2015

Bouke de VRIES

In a world where perfection seems to be an attainable
goal | have been faced with issues of perfection on a
daily basis. It is a world where even an almost-invisible
hairline crack, a tiny rim chip or a broken finger can
render a once-valuable object practically worthless,
sometimes literally less than the cost of restoring. There
is something incongruous about the fact that such an
object, although still imbued with all the skills it took
to make it, is regarded as worthless. With my pieces |
look afresh at these damaged objects and try to give
them a new narrative, to instill new virtues, new values,
and to move their stories forward, using my skills and
techniques, developed over the years as conservator
and applied in a new way. With some works the viewer
may not know where the original makers of the piece
stop and where my work begins. | see myself as a teller of
stories through these damaged objects. The works are
often based in art/history but also address current issues,
often referenced through comparable historic situations.
Currently, I am working on the next incarnation of
my installation “War and pieces” - for the Gemeente
Museum as part of a large exhibition on table culture in
the Netherlands through the centuries.
For this (eighth showing), | am preparing a special
set of cutlery for the table setting and making
some ‘assembled’ Delft plates, using fragments
from 17th and 18th century Delft plates.
The map of South Korea is a variation on a map of the
Netherlands | made using archeologically recovered
fragments of Dutch Delftware. For this map | have used
Korean porcelain fragments of wasters from ceramic
artist Eunbum LEE. The video installation is a digitally
animated version of a wall in my house, arranged in the
manner of Daniel Marot, white Delft domestic pottery
mostly rescued in fragments from Dutch rubbish tips of
the 17th and 18th centuries. As my work has developed
and my practice has expanded | have taken new
approaches - the objects themselves are no longer
always the starting point - with commissioned works
different considerations need to be taken into account
which lead to new challenges and new resolutions.
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www_jaydanmoore.com

aajA/agolA
259x111.8x94cm
2, L%

2014
Grease/Grace
259x111.8x94cm
silver, wood
2014
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Jaydan MOORE

Bornin 1986, USA. Jaydan MOORE earned a Bachelor

of Fine Arts in jewelry and metal arts at the California
College of the Arts, Oakland, USA. He worked for Svartvik
Metal Works before attaining his MFA and MA at the
University of Wiscousin-Madison, USA. He has already
held both solo and two-person exhibitions including the
Fountainhead Fellow Exhibit at the Page Bond Gallery

in Richmond, Virginia, USA; Mitosis of Memory, Overture
Gallery, Madison, USA and more. He has also shown in
exhibitions at Museum of Craft and Design in California;
Milwaukee Institute of Art and Design; Fuller Craft
Museum; Houston Center for Contemporary Craft and
more. Jaydan MOORE currently practices as an artist and
also as an instructor in USA. www.jaydanmoore.com




Hlo|E Fof

olAg 9IS BHA 2
72x56cm

S22

2014
Wreath/Weave 2
72x56cm

intaglio

2014
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Jaydan MOORE

olAg oIsh BHA 3
72x56cm

S22

2014
Wreath/Weave 3
72x56cm

intaglio

2014
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EojT Zaf 1 R
56x72cm 56x72cm
=2t ol S22l
2014 !
o Silt 2
56x72cm 56x72cm
intaglio o,
2014

2014
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L= S210| M= ff 2|0|Q| 517 L0fLHH A OfE | M4t I am motivated by how an object moves through the
£0i|M 0|SSt=7tH 22|11 50| =ZO0IX|HA S710] 08| world, changing in meaning as it is passed down,
AFBX| =710 0|5 710, of2fst BHE| QA= X|& 50l and how it is cherished as its significance grows. This
7tE B2 O|OfRIC) L= BE2h 258 A, HEN2Y SoilM history of objects has led to my continued exploration
A QEUE MEEF S £ M, 20l ARIUT ALZH0| S0 OE| of heirlooms. When | witness these historical functional
)fﬁ;%&‘ / QS 0| =X M2t 02{5t S4S0| HE O CHEHEAE|TA | wares in museums, antique shops, and junkyards, |
L;{\%«h\(\/@gx? /{\ 0| Alo 2 o|0|Q} 9|9|E Hol= R2(9 5HL SHS CIE St imagine how their previous owners may have affected
S, %O\OU:/L\Q(\LCW B2AZICH AQFHL} 22 M0t 2452 EHOIM 2 5 Q= these objects. As these possessions become more and
.\C\f(‘};uv);\\é]/@ Oo|0 FPI K= 502 AMEE SXMZ Sl Yo AIES more mass—produced, our ability to add relevancy and
q«:,ﬁxd (“_i/(/\i/(i\\/z» e\l HE{HHC}, LH= 0[2{8t JEX|Q] 50| MY ZiH[M IH2 HCH =M o meaning in this way separates each object from one
% HESH He = HOICH AH ZEK|F0| WS CHoHH, M 712 = another, Outliving its owners, metal withstands its daily
UHSO|X| =2 S| E| 1 50X 0 F=XRE 4 QUCE L= 271 A use, revealing evidence of wear by the dings, scratches
S £0]| 0S| MO UCHD Q=L AHL|= ZI2 OIRUE and patination that can be read on its surface. | see this
Lo 2= 0|0F7|7t =0{F #O|Ct. accumulated layering of worth as far more precious
Lh= =l 2 =2 AJ|E M 0|0|X| 2 siAst than the most valuable of materials. Finally, once a metal
NS 2 (P THEER L ZM XpAlQ| 7|93 AFE0| £20| & == U= object has run its course it can be scrapped, melted, and
5’3.5(\/{\&,» S Sl A ‘\\%&,r;_ JHolo] S g J|EEt & QICH L= T AFE0| 22| Ao cast, ready to be made into a new object. | believe that
Nava/ 2 o|0|6t= Zi2| MZR O|0|X|E AHERSH} 742 QFAIEO0| T the past still lives within the new object. That nothing is
QAN O Z It SS9 HHE JTHX| I ME2L HEHS lost, only given a new history.
o= o 24 1 £710| 22| At2|0f| 2|0|St= B0 CHSH 22 By deconstructing and reassembling found silver-
O|O|X|, & 3RS AFERHE B2E 7|ASS 12{6h= 0|0|X|E plated tableware into new images | am able to
EHESICE 0|23t S1S2 oMok HEWE D, 70| commemorate the individual’s ability to do the
Sl HEo| Zeste Aol 22l AHole] =X at RAHIO| same to his/her own valuables and memories. By
0{T15| Zxfotrt fabricating a new form out of many fragments from
stylistically and historically related objects, | create
_amd-tsst D T SR a new image of what that object means to our
—nf 7 2/ society, a representation that takes all memories
}_/\f,» of its use into consideration. Dissecting these
f 2 objects, altering their form, and piecing them into
ﬂ.({ o commemorative wares there is still some semblance
@ and evidence left of their past incarnation.
& S G y
(i 7 ) 2016
(; 4 2014
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< > 2014
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IjE2|7= 1982 CHSHIZ0| A EfO{t ZS 2t 19831 Fabrikr is an artistic duo of Donggyu KIM and Sungjo

CHOHDI=ZOf| A EHO{ ZH R 2 O|RO0{XI OIE|AE OFO 2 KIM, born in Korea in 1982 and 1983, respectively.
£ D5 MABHSHTO|A MI|ALCIXIRIS ME3UCT Both artists studied surface design at Sungkyunkwan
MESAIZ0|&2 ‘Peaceminusone’(2015), MSCio|&2t University. The duo has exhibited widely both in and out
‘Design Furtureology’(2012), &3C|XtQ IHIO.ﬂ =2[(2013), of Korea including Peaceminusone at Seoul Museum of
MESC|XQIHAE|H(2012), S 21l C|X}tQl 1|0{(2011) S T2 Art (2015), Design Futurology at Seoul National University
ZLHQ| FAlOf RrojgHomq AT LEO|T, .,.,.o1|_'?_EL BMW 59| Museum of Art (2012), Gwangju Design Biennale (2013),
7|41 eH ZEHEZ RISHIMCH www.fabrikr.com Seoul Design Festival (2012), and Munich Design Fair

in Germany (2011). Fabrikr has collaborated with major
companies including Samsung Electronics, Nike,
Shu uemura, and BMW. www.fabrikr.com

Y : sjo|E Batg
90%x90x230cm

M o &
2015 v\‘;
lllusion : White Flower ‘
90x90x230cm

fabric, lamp, steel

2015




mj=2|A

z

280x80x80cm
LIS, ol =4

2014

FLOW
280%x80x80cm
wood, fabric, epoxy
2014
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Fabrikr

e
50x50x100cm
SMTI O, o FA|
2013
CHAEUM : Color
50x50%100cm
broken chair, epoxy
2013




Ml 3E COEXISTENCE =
-"-HEEI;" 3 3 6 Chat: %?3'7?1'5‘-%33 Dialogue: Material-Concept-Expression 3 3 7 Fabrlkr

=L

e -z L= A2 AFE I, CHALOl| LXKt 00f7|E 53 7HK|2 When we begin working on a project, we place great
Sﬁgxﬁfﬁag“ +HECE CHaf Q| Hatnt 34 S nhefstl ME2 ™o 2 Tids importance on the story that the subject contains -
éoljliEUM - Color Etshe A, J2|10 38 Q259 242|2 MsiMst= A, 0] grasping the context and characteristics of the subject
45x47x80cm BHEo|JiH0| 2HAs| MEEX| Qo™ 0| ZIH0| O{ELCt. 238|2] and exploring the subject from a new perspective; and
%?;eh chair, epoxy SZ|X0l =2 X7} £|X| OH=C} LE|= O|FEE] MEH HiX| reinterpreting it with our own voices. If the concept is
2ot ATHE LEHHO|X] 42 WA O 2 MEH 7H88H= & A2 not definitely established, it is difficult to carry out any
Hets Soff thefe| 7HKIE I-HEA7 = 2 S TSRt further steps. Physical actions are not a problem. We
L2[9] ZHA0| HE2X O 2 £ PEL|X| 7| W20 HE2X Ho| have carried out work that reverse the values of the
Lot 228 Q0| Bh= MOIG| AA X29| 122 S QK| QT subject through the conversion of perspective with new
MZESICE XS X HEWTL CHE B XE 2 0HE0{7H= 2 materials that had not been chosen before. Because
D&zt our work cannot easily be categorized in a specific
Of|&9| =X 0|8 = A0 dEet 4 gl= USE 7158 genre, we receive a lot of questions. However, we do
Sh= Z10|Ct, BH2IZHO| MZISHX| ZME 242 M2EsHA| 5ELE not believe the classification of a specific genre is
O|Zof| Hf2tEX| UQUE A|Zto 2 CHAS HIZIE A 8t A important. Though the ultimate form may be different,
Ol2{et A1t Zee| 2h|= 2ol A YTE ELt 0[20] the process of creating a work is the same.
22[9] w30 Xt 220|CH £X| §F2 0|X|2 E2 22 Art exists to make possible that what is not possible
T2 IYUS &+ UCk Y=Ct. 2H HAS 5P| 23l to experience in daily life. Art allows viewers to
L3St QICt conjure up what they had not been able to before
and to view objects from new perspectives.
Such awakening of thought and experience inspires
viewers. This is both our direction and objective.
Although it is not easy, great work can have great
inspiration, and this is what we are striving for.
B
7137
=3 oK
2014
EXIT
variable size

mixed media
2014
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www._seulgilee.org

U - The beacon does not shine
on its own base

collaborated with Sungyeon CHO
155%195x1cm

jin-ju silk, cotton

2015

U - 7t2(0f| =2Ict

2 EHOl Y

155x195x1cm

T dIE, 2

2015

U - Pressed down by scissors
collaborated with Sungyeon CHO
155x195x1cm

jin-ju silk, cotton

2015

339

Seulgi LEE

Bornin 1972, Korea. Seulgi LEE studied at DNSAP, Ecole
Nationale Supérieure des Beaux-Arts de Paris, in France.
She also attended the School of the Art Institute of
Chicago studying performance, film-making, video and
visual anthropology. She has held numerous solo and
group exhibitions including her recent solo exhibition
Coprolithe at the Mimesis Museum in Paju, Korea; Fiction
Walk, National Museum of Contemporary Art, Korea,
Gwacheon Branch in Korea and more. Seulgi LEE has
worked on Le collége invisible, research program with the
Ecole Supérieure des Beaux—Arts de Marseille, France.
She has participated in “Le pavillon,” workshop at the
Palais de Tokyo, Paris, France. She is a full time artist
working both in France and Korea. www.seulgilee.org




U - S01x| JFo|oj £0| Tt
ZEAF =Y

155x195x1cm

T dlE, 2

2015

U - A no good person is acting up
collaborated with Sungyeon CHO
155x195%x1cm

jin—ju silk, cotton

2015
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2 HOl Y

155x195x1cm

Tl HlE 2

2015

U - Not know A from B
collaborated with Sungyeon CHO
155x195x1cm

jin-ju silk, cotton

2015




U - EZF0|| = b7} UCt

2 F =Y

155x195x1cm

T dlE, 2

2015

U - Eggs have bones too
collaborated with Sungyeon CHO
155x195%x1cm

jin—ju silk, cotton

2015
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U — 70 X HY Eof XICt

2N HO Y

155x195x1cm

T HIE, Y

2015

U - Itis just a coincidence that
the two events happened at the
same time

collaborated with Sungyeon CHO
155x195%x1cm

jin-ju silk, cotton

2015
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The blanket project U that | present in Cheongju is an

HROM MEQI O|F Z2HE Us UH 0] LTA|F{ 2 ZFZ0|Ct

0] 22 SYol| HF5H= 30 ZHe| FH|o|5 el 2gQ artwork that | have been developing since more than

79| BpEbNOl Lot J2|11 ZFEA oi2| 7 ZYols U one year. That was made possible thanks to the quasi

TJef=lof SXHEHFNAGP) E20]| A= 4 QIACE scientific knowhow of Seungyeon CHO nubi (a form of
O] ZEMEE Edff L= L2222t 302 0|22 JiCt. Korean padding-quilting) craft-maker since 30 years
Lt= O|Z2AHZ0| Bt o4 AHO] O{EITHOf| U7 | IHEOf S E based in Tongyeong and the Fondation Nationale des
X202 ZEFSID AICE MR O 2 USIATH 0| ZEMELE Arts Graphiques et Plastiques FNAGP - Paris, France.
0.5cm 742 i HME oH=e| TS0|=0] 2t Zo|ct Through this project, | tried to make a bridge
0|29 2L|= o|==l o|0|0| ECHE F11 7|6HHE = between oral culture and handicraft. And | like to
SHAISE St R EE AYAIZICE ZFE0ME F CHE 00| consider the blanket pieces as a votive sculpture
LBAREUCE AN, FH|O|2 52 HI=E 2 OHE Thadt since they are somewhere in between reality and
ZASICH S0, M2 A ATHERFS0| SH20| A 5 AR dream. Concretely speaking it is about traditional
T2 £E0|Ct o E 501, ‘Qe|wE oItk = ‘HAE'S Korean blanket stitched every 0.5cm where the
SSOICE S22 YD 22 |E He ¥ 22| € Ho{F &= Z0|Ct pattern evokes an autochthon proverb, interpreted
orzfel of| E A m Lt in a geometrical form based on the intended

ST 0| OfFTH IO ST 22 OfSLl YOISE: S HiES

12 0
HIZX] QH=Cl $h0f OfTatEe ol
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U - Lovers’ quarrels are

soon mended

collaborated with Sungyeon CHO

O
o

m

meaning. Two different aspects are stressed
through the pieces - firstly they are simple abstract
pictures done in sewing; secondly they are picture
proverbs used habitually in Korea as presented

in the titles. For example, “show the duck’s foot”
means in Korean a “lie.” One would eat a chicken
and show a duck’s foot as if he or she has eaten
duck’s meat. Consider the followings:

STt Yol O{F Lt Direct Translation: It is dark under the lamp /
English Proverb: The beacon does not shine on its own base
/ Korean Meaning: See nothing

SOX| dHo|of| &AL  Direct Translation: A horn is growing
on the calf’s bottom / English Proverb: A no good person is
acting up / Korean Meaning: Insolent

Lt &1 J|QXE BELCt Direct Translation: One is ignorant of
the first Korean alphabet letter even next to a sickle / English
Proverb: Not know A from B / Korean Meaning: Very ignorant

SHZEO|| = BT} QICt Direct Translation: Eggs have bones /
English Proverb: Eggs have bones too / English Proverb:
Very unlucky

7HOrR| X B O{EICE Direct Translation: A pear fell as a
crow flew off / English Proverb: It is just @ coincidence
that the two events happened at the same time / Korean
Meaning: Misfortunes happen at the same time

Zt2 E H|7| Direct Translation: Cutting water with a knife /

]iiixj 95?‘;1?;@“ English Proverb: Lovers’ quarrels are soon mended / Korean
2015 Meaning: A couple’s quarrel is an useless act
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197614 CHSHIZ0f| M EHO{ i WX = Bo|tete Born in 1976, Korea. Wookjae MAENG received both
0| tof| M ShAL SCHEHRAOA MALERIE S5 2, AH his Bachelor’s and Master’s Degrees in ceramics from
OflH| 22|CHEr WO M S0 MB O 2 ChA| MALIE S OFECH O] Kyunghee University. He received his second Master’s

OIS WO A SO Z O 2 2iALEERIE F|S3IUCE 20061 FHLICE in ceramics from the Gothenburg University in Sweden
HHIZ O] MIE{OfAfQ| A 7HQIH ‘With Wildlife’(2006)& AlEfC =2, and Ph.D. in ceramic design from Kookmin University
HIDEE 2| EXFILMIE](2006), 7HFOFE A 0| A (2009, 2015) in Korea. Beginning with the With Wildlife (2006) at The
S04 & 53|29 JHOIMS JHA|ZH T, Ch20| ZLHQ| Thr|Fof| Banff Centre in Canada, MAENG has presented a total
EHofict, BAF 2ZX| =0 S2H(2001)0| A CHA, ChetRI= HEHEDt of five solo shows including those at the International
ACH(2010)0M 242 A Qo 0|2 2EHL} OFX]| Ceramic Research Center in Denmark (2006) and Gana
H2|0| XHTH HI0p3 ARA T2 ZH| XA ME] S0f| XHZ0| Art Space in Korea (2009, 2015). He has also participated
AXE|0] QICE X BS|CHE o M-SRt St o] EHSH, in many group exhibitions throughout Korea and the
ZO|ZA ‘ODD'E Y6t R/t www.wookjae.com world. MAENG was awarded the Grand Prize at the Busan

International Ceramic Competition (2001) and the Silver
Prize at the Young Korean Artists exhibition (2010).

His work is collected in major institutions including

the Archie Bray Foundation in Montana, US and the
Guldagergaard - International Ceramic Research Center
in Denmark. He currently lectures at Kyunghee University
and Seoul Women’s University and runs the ceramic

sculpture studio “ODD.” www.wookjae.com

X=X o= AE_2M F

F 15x7x7cm

=593

2015

The Imperceptibles_Grey Mouse
approx. 15x7x7cm
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24x18x46¢cm
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2014

A Large Family
24x18x46cm
clay

2014

XNZAEX S= AE
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2015

The Imperceptibles
variable installation
clay

2015
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2015
The Imperceptibles_Cat

22x22x21cm
lamp, paper
2015

13x30x18cm
clay, paper
2015
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2015

The Imperceptibles_Ilvy
variable installation

clay, paper

2015

X=X §b= AE M2
8x12x7cm

XL B0]

2015

The Imperceptibles_Frog
8x12x7cm

clay, paper

2015

Wookjae MAENG

My work concerns the issue of art as an instrument of
social change. | seek to create enlightening works that
encourage positive change in the perception of general
public by presenting a critical view on the diverse
social and environmental issues. Such works that aim
to support the social role of art stimulate change in
the mindset, emotions, and inner spirit of the viewers
and therefore achieve a fundamental healing effect.
Moreover, the works are created with the purpose of
speaking for the living organisms harmed by change
in environment and human-centered thinking and
sustaining harmony between all organisms within the
ecosystem. | hope that my work will act as a catalyst in
promoting change in perceptions and ethics of viewers
on issues of environment and life and therefore inspire
social change.
In this exhibition, | talk about the harmony between
humans and life by utilizing a method of expression
that reproduces and composes the essential
forms of life. The morphological and sculptural
degree of completion of works is an important tool
for expression in inducing communication with
viewers. The mice featured in the exhibition are
living creatures neglected in the real world and
branded as harmful. However, with the hope that
visitors will take a closer look at them with interest
and curiosity, | created mice with gazes and facial
expressions looking as if they are appealing for
something. | hope that the exhibition will play
a positive role - albeit a small one - in establishing

an intimate relationship between us humans and
other forms of life.
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7t x|, 2} 40x40cm (TIA| 1307H)
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2015
ManyMiniFun Store #(Form)
variable installation,
each 40x40cm (total 130 pieces)
mixed media
2015
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3 5 5 Jongin KIM

Born in 1957, Korea. Jongin KIM received her Bachelor’s
Degree in ceramics and fiber arts at Seoul Women'’s
University, and studied ceramics at Goldsmiths, University
of London. She received her Master’s Degree in ceramics
at the Cardiff Metropolitan University (formerly the
Cardiff School of Art & Design) in the UK. Beginning

with her first solo exhibition in 1990 at Seoul Art Space,
KIM has held 13 solo presentations including those at
Gallery Sein (2012, 2015) and Ahwon Workshop (2013)

in Seoul, and participated in many group shows both at
home and abroad. Her work is collected by the Chester
Beatty Library in Dublin, Ireland, and the Embassy of the
Republic of Korea in Vietnam. KIM has been planning
and organizing the craft fair, “Many Mini Fun Store,” since
2001 and she is a Professor at Seoul Women’s University.
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- B ~ O|& 202529 2rAX|Ql Q=20 MQ| 510] 2t 42 ol 2 N The five years that | spent in England, the origin of the
. L) § . h | DNOIHH ol FAY, Bk 9|o|F EfESH= A|ZHO|ACE, 1 Arts and Crafts Movement, | explored and contemplated
» \ ZOJ|E AHOFA LIM Z2 HEE Q17+ 2 MQ| 4t=Lt2| 0f &=20]2| as an artist, The path that | set out on, in search for crafts,
\) (‘, TIHAM ol ZZ X|ZHX| 0|01 210 QUCE HIN7|E H2 LY 49 continues to the present as “life as a human = my art =
\‘ ' \\ Aoz L] 2 M2 da2, 0= 4= Lot J2|1 227t true value of craft.” In the end, the world, arts, and crafts
‘ ,5\ \\ . O | &H ZF Afobzt 2~ QI2X|0f| CHSH TIX|SH 1010 E2Q)Ct that | have felt through experiences of my life for more
'\ . ' 22| Z0)2S0| 6= HH= ZEE JHHZ Soff 2 4F 5~ Q= than half a century | agonized over how to lead a good
' / ! 2ekS MAISHE ARl A= O3 H=0 42 M2 G2l 0= life. We, craft artists, seek to present a direction in having
2ot SEJES 90| 7FSTHhE RS A EUC a good life, yet we have come to realize that happy lives
O] MA|= Lto| Xts1AtOICt Z1 404MIE[Q] ISR T are possible when people coexist and broaden their
130047 £0f &71 0[0f7|= Lto|, 12|1 2|9 horizons with open minds.
S| Of2HER R E)0|Ct HO|ESS HHSHHA 71 O|otst This exhibition is my self-portrait. The stories
O0r2S Hot 0HE ‘L ZHM AHO|ZS 0|0p7], FHE2 FAS embedded in the approximately 130 circular
E1 0= 'F| 10| MZtst|, Y Ws|Es 27t wooden panels with a 40cm diameter reflecting
OtE “SILPE? SEEH? B 22 o0 QS MARSHELIR?? joys and sorrows of my and our lives. From the
6. LIo| Yudgo| M dojLts BE A HESR work entitled The Story of the Spider Web in My
S, EEHo 2 2 TASHD EHZUCE LY 2t Studio | created while pulling down a spider web;
QP ARMS0| B L)1) 7= 2H0|ie™ E7CHE A Wolf in Sheep’s Clothing, was created while
o022 =UCH listening to presumptuous news; God? God?
created after being unable to go to Church on
Sunday; to Have You Eaten? which | produced after
severe starvation, | tried to express everything that
occurred in my daily life in a candid, spontaneous,
and sometimes painstaking way. My work reflects
my hopes, those who encounter my work will be
able to feel and enjoy it.
ofLoju o) (o)
Jrgt ga,
210%10%20cm (F1H| 1307H)
=xt
2015

ManyMiniFun Store #(l)
variable installation,

each 10x10x20cm (total 130 pieces)
clay

mixed media

2015
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Taegeuk Festivity I:

Sky - Swaying the Taegeuki Flag
variable installation

2015
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opax

2015

Taegeuk Festivity VI
Communicating through Craft -
Sharing and Bonding

variable installation

2015
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Korean Culture and Design Council

The Korean Culture and Design Council was established
in 2008 with the aim of studying Korea’s cultural

history for development of its aesthetics additionally

as researching on Korean cultural products. This
council is affiliated to the Ministry of Culture, Sports
and Tourism. Their main activities include educational
programs on developing cultural design products,
promotion of traditional and contemporary craft created
by artists, organizing exhibitions and other projects.
This year marks the 70th anniversary of Korea gaining
independence and for this the council has developed

a project based on the Korean national flag “Taegeukgi.”
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MIA| O{= L2t 27| A3p AXRIEO| T3] Q|of| CHstal In comparison to other national flags around the world,
=27|MH F9 =X 2|2 7|22 2 510 S0 H2 Qs where meanings are mostly connoted with color and
Zi0|Ct. Ef=7|0f| EH= Ef= 2 SUa B ALAEEOE OfL 2} symbolic expressions, the Korean national flag Taegeukgi
Ef2RL2ZME 22| MEZSI0|N D] 22 5[0] LTt embraces the basic principles of the universe. It has many
EiSREIE 7HY WOl AHE3t= 20f 52| ottt S0 Z20Fo|Ct ideas that can be cultivated for instance the yin and yang
LIR 2% 28 50| 5, &, 7t S2 7KDL Helo| &0 =2 symbol, the eight trigrams for divination and therefore it
ItS0] L= 20|20 Ctst 2&0| Ef=0| LIEFATt 028 2 has been widely applied in traditional culture.

Ef=0] 7HX| 11 U= L5 Q30| 2|7t IO A HX{O]| O|2 7| The field of craft bases many ideas from Taegeukgi.

TR LE|S0| Yaklsr £0f SAX| D, T 20| 0{R{X| 12 QT Much can be developed using wood, metal, textile,
-HiEE (shE 2 E0IXIIEE] Holel ), ‘B2 oM paper, clay, rock, leather and more creating a wide range

of expressions using skills of different craft makers. The
principle on the universe found in the flag connects the
past and the present in our daily life while and becoming
one with it. -Extract from the article “Taegeukgi,” Jeongyong

BAE (Honorary Chairman of Korean Culture and Design
Council)
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2015

Taegeuk Festivity Il
Sky - Swaying

the Taegeuki Flag
variable installation

2015

Ei=7] =H) -

3ts - Ef2o| 27 g2t
7t gX|

2015

Sky - Swaying

the Taegeuki Flag
variable installation

2015
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