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Hossrit qiis ranepen « Tpuymd» BeicTaBounslii ik EXTENSION crpemurest
M0Ka3aTh aKTyaJbHYIO XYJO)KECTBEHHYIO CIIEHY Pa3HBIX CTpaH MHpa U oOparaercs
K XyIOXHHKaM, 9bM paboThl 001aatoT SIPKUMH JIOKAJIbHBIMHU 3JIEMEHTaMU M OHO-
BPEMEHHO C 3TUM SIBJISIOTCS YacThIO 0OIIEro m100aibHOro KOHTEKCTa COBPEMEHHOTO
HCKyccTBa. B mepBylo ouepenp IpencTaBiIseT HHTEPEC NCCICIOBAaHNE T€X PETMOHOB,
4bsl KyJIBTypHasl cpelia, a BMECTe C Hell 1 COBpPEeMEHHOE UCKYCCTBO KOTOPBIX IO PSAAY
HCTOPHUYECKHX, COUUAIBHBIX W MOIUTHYECKUX (PAKTOPOB MMEIOT Mapajuiesid ¢ poc-
CUICKOM apT-CLEHOM.

EXTENSION.RO crama mepBBIM JKCIIEPHUMEHTAIBHBIM IMPOSKTOM HOBOTO
LUKIa. B Hell IpUHAIM ydacTue NPEeACTaBUTEIN PYMBIHCKOM XyJOXKECTBEHHOH Clie-
HBI, TI€ B PE3yJbTaTe COCYIIECTBOBAHUS O(QHUINAIBHOIO MCKYCCTBA M JIOKAJIBHO-
ro axgerpaysaa nocie 1990-x rr. o6pa3oBasioch JBa MPOTHUBOMOJIOKHBIX IOTIOCA.
VYenoBHOE paszaerneHne Ha OyXapecTCKYI0 W KIIY)KCKYIO IIKOJIbI, Ha IIPUBEPKEHHOCTh
0 500300050 0 : : i POZOBBIM YepTaM M 3allaHOMY HACJIEIUIO, OCIY>KHUII0O MOTHBOM K U3Y4eHHIO (hDeHO-
MEHA TJIOKAIBHOCTH Yepe3 padoThl MPUMEPHO JIBAIATH PYMBIHCKHX aBTOPOB.

EXTENSION.KR nponomxkaeT uccieoBaHUE U TPEACTABIAET I0KHOKOPEH-
CKUX XY/IOXXHUKOB, KOTOpBIE IPHUBICKIN MHPOBOE BHUMAHHE 3allOMHHAIOIIUMMUCS
MHCTAUBSIIMSAMH B HAl[MOHAJBHOM IIaBWIILOHE HA MOCIeHUX BeHennaHckux OueH-
HaJle, MacIITaOHOH BBICTaBKOW COBPEMEHHOTO Kopeickoro uckycctna «Korean Eyey,
npowemeii B Saatchi Gallery B Jlonnone (2012), BricTaBKkol Kopeickoro au3aiHa
«Korea Now!» B My3ee nexoparuBHOro nckycctBa B [lapmke (2015) u MHOTHUMEU
JIpYTMMH SIpKUMH coObITHsIMU. Cepbhe3Hblil BKIIJ B MHPOBOE IPU3HAHUE KOpeii-
CKOTO HCKYCCTBa BHECJO TEUEHHE MAaHCIKX6a, BO3HUKIIEe B 1970-x IT. Ha ocHOBe
TPaAMLIMOHHOW BOCTOYHOW (MiIocOPHUN ¥ MHHOBALIMOHHOIO IMOAXOJa K IPOIecCy
co3maHusi padOT M TOJIB3YIOIIeecs] HEObIBAJIOH IOIYISIPHOCTBI0 M KOMMEPYECKUM

YCIIEXOM 10 CE€il IeHb.
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IIpousBeneHuss OAMHHAALIATH COBPEMEHHBIX HOXKHOKOPEHUCKUX XYJO0XKHUKOB,
paboTaronyx B pa3HbIX MeIua — OT )KHBOIIUCH M BHIEO 10 OOBEKTOB U KMHETHYE-
CKOM CKYJIBITYpBI, — BIIEpBBIE MOKa3bIBatoTcs B Mockse. Cpeu aBTOPOB €CTh MPHU-
3HAHHBIE 3BE3/IbI MUPOBOI1 apT-CIIEHBI, IPEICTABUTEH HAIMOHATIBHON XyJ0’KECTBEH-
HOU cpezpl, moy4yuBIINe 00pa3oBaHKe Ha 3anaje, U XyI0KHUKH, KOTOPBIE yeXallu U3
CTpaHBI ¥ BCTPOWJINCH B €BPOIIEHCKUI KOHTEKCT. B cBoMX paboTax oHM 0OpamiatoTcs
K rpo0ieMaM B3auMOJIEHCTBHS YeJI0BEeKa U IPUPOABI Ha (JOHE Pa3BUTHUS HOBBIX TEX-
HOJIOTHH], a TaK)Ke K BOIIPOCAM MaMATH U BOCTIPHSTHS OKPYXKAIOIIET0 MHUpa.

3purenn u NpohecCHOHANBEHOE COOOILIECTBO 3a4acTyIO OXHIAIOT YBHIEThH
B paboTax IOKHOKOPEHCKUX XYJO)KHHKOB HEUYTO CHENM(HUYECKOE, OTCHUIAIOIIEE
K JaJIbHEBOCTOYHOM MM MOXOXKEH Ha Hee 3CTeTHKe. B 3TOM OTHOIIEHNU NpeacTaB-
JICHHBIE PabOTHI MOXHO PACCMaTPUBATh KaK CEPHIO BBICKA3bIBAHMH, B KOTOPBIX aKTy-
IN3UPYIOTCS MPOOJIEMBI PENIPE3EHTAIIMH OJTHOM KYJIBTYPHI B IPOCTPAHCTBE APYTOM.
BaxxHpIMH BOIIpOCaMu JUIsl XyAOKHUKOB, KypaTOpOB 1 BOBJICYCHHBIX B IPOEKT HCCIIC-
JloBaTeie SBIIAIOTCS COOTHOIIEHHE MEPCOHAIBHOM, HAIMOHAIBHOW M TNI0OANbHBIX
HUAEGHTHYIHOCTEH, a TakXKe B3aMMOCBA3b OOIIEMHPOBBIX M JIOKAIBHBIX KOHTEKCTOB.
KoMMeHTapuu Xy10xKHHUKOB IO3BOJIIOT IPOCIEAUTh, KaK, KOT/a U MOJ KaKUM BIIHSI-
HHEM C(OPMHUPOBAIHCH TEMBI, K KOTOPBIM OHH 00paINatoTcsl Ha MPOTSHKEHUN CBOETO
TBOPYECKOTO ITyTH ¥ C KOTOPBIMH MHTETPUPYIOTCS B ToOanbHbIi Mup. HecMoTps Ha
TO, YTO BCE XyHOKHHKU — OJHOTO MOKOJIEHUS, Y KQKIOTO U3 HUX — CBOM XyJOXKe-
CTBEHHBIH MOAXOM U CTpaTerusl.

C omHOI1 CTOPOHBI, FOXHOKOPEHCKNE XYIO)KHUKH YXOAAT BCE AANbIIE OT Tpa-
JULMOHHBIX TEM U T€UEHUH, B3aUMOJIEHCTBYIOT C aKTyaJIbHBIM KOHTEKCTOM, MBITAACh
3aTpOHYTH 00mmue, (yHIaMEHTaIbHbIE BOMPOCHI, KOTOPBIE ONPEACISIOT YeI0BeUe-
ckoe cymiectBoBanue. [ xynoxnnka Yonrio [Naka rmobanuzanms crana mnporec-
COM, KOTOPBIN pa3pylIui €AWHBIN LEHTpP, U MO3BOJIMII UCKYyCCTBY BBICTABIATHCS TI0
BCEMY MUDY, 1, B TO XK€ BPEMsl, 100YOUL XYOOICHUKOG CO30A6AMb CE0U COOCHBEHHbLE
«yenmpwvly. OpUeHTaHs Ha JOKAJIBHYIO HICHTUYHOCTh B COUETAHUHU C MEPQEKIno-
HU3MOM, CBOMCTBEHHBIM I0’)KHOKOPEHCKOMY MCKYCCTBY, OCOOEHHO SIPKO TPOSIBIISIETCS
B €T0 )KMBOITHCH, KOTOpasi OyKBaJIbHO MPEACTABISIET «MHP Kak Komy». Ero mpoussene-
HUSI MUMUKPUPYIOT 110J] U300paskeHusl, ClIeNIaHHbIE B TPa(uiueckoM peiakTope, a Tex-
HUKa BKJTIOYAET HKCIICPUMEHTHI ¢ OECUMCIEHHBIM MHOXXECTBOM TOYEK W JIMHHH, TIe
MUKCEJIb CTAHOBUTCSA OCHOBHBIM CTPYKTYPHBIM JIEMEHTOM.

C nmpyroii CTOpOHBI, ()eHOMEH TIIOKAIBHOCTH TMPEJIOMIIICTCS B padoTaxX HOXK-
HOKOPEHCKHUX aBTOPOB Uepe3 UCCIIEA0BaHUE CBOEH Onorpaguyeckol NIICHTUIHOCTH.

K nmpumepy, ocHOBoIOIaraommuM MOTHBOM cKynbsnTopa Cyana UxBe, KOTOPOTo BOJI-

HYIOT DIoOasibHBIE TPOOJIEMBI, OCTaeTCsS MMEHHO €r0 WHIMBHUIYAIBLHOCTh: Y MeHs
Hem 3a0a4u c6A3amsb Mmembl MOUX pabom ¢ Kyniemypou moeti cmpansl. A cmaparoce
BHUKHYMb 6 camble 2100anbHble npodaeMsl, 8 me oduue Havand, Komopwie opmupy-
1om 6cex Hac, Hauie 0ouecmeo — U MO HAWU OYWU, COSHANUE, IMOYUU U OKPYIHCA-
rowuil Hac mup. CTpeMUTCst paboTaTh B MOJIe COOCTBEHHON MHIUBUAYAILHOCTH U HE
oOpammarscst K I00ANBEHBIM TEMaM M SIPKUI MIPEACTaBUTENh KMHETHIECKOTO HUCKYC-
ctBa Ypam Uxge: Eciu Ovl 6bl cnpocunu MeHs, 0viiu iu smu (enobaivHole. — Asm.)
npob.ieMbl OMPAdICEHbL 8 MOUX pabomax HamepenHo, s 0vl ckasan «Hemy. B ocHOBe
00BEKTOB ¥ TOTANBHBIX WHCTALIINI XyJO)KHIKA — IOBCEMECTHOE HCIIOJIb30BaHHE
HOBBIX TEXHOJIOTHH ¥ JOMMHHPOBAaHUE MAIINH HaJl CO3HAHUEM.

doxycupysch Ha podiIeMax Halllero BPEMEHH, TAKHX KaK SKOJIOTHsI, BOIHA,
MIOJIUTHKA U KOHOMHKA, XYIOKHUKH PAacCMaTpHUBAaIOT ceOsl M KOPEHCKYIO KyIbTypy
B I1I€JIOM KakK 4acTh 0oOIIeMHpoBOro mpoctpaHcTtsa. Hampumep, xwuBonmcen ['€Hdu-
xonb LIuH BUANT CBOIO 3a7ady B IOIBITKE HAUMU KOPEUCKYIO UTU JHCe 8OCHIOUHYIO
acmemuxy u uoenmuynocmy. Takas MO3MIUS XapaKTepHa Ui MHOTHX XYJOKHH-
koB BocToka. OMHOBPEMEHHO ¢ MHTEPECOM K IIOWCKY 3TOW 3CTETHKH XyHOKHHKOB
BOJIHYET U BOIPOC BOCIPHATHS UX MCKYCCTBA B JIDYTHX KYJBTYPHBIX KOHTEKCTaX.
Xynoxxauk ['ncy Kum npuctansHO cienuT, Kak ero paboTh BOCIIpHHUMAIOTCS B CHH-
ranype, [ onkonre, Mnnonesnun, Manaiizuu: K npumepy, 6enviil yeem — Oenast mKaHs
u 3epkano 8 moux pabomax — 6 Kopee 6ydym ewizvieams ouenvb cunvhoe owyuje-
HUe CEAUeHH020, MUPOT02UHECKO20 U 0adce ny2aiowe2o, max ymo 8 umoze Mo2ym
npoBOYUPOBATY BPAANCOCOHOCHIb.

OcoOblii WHTEpec wuccienoBarenell M IyONMKH BBI3BIBAET TBOPYECTBO
XyTOXXHHAKOB a3MaTCKOTO MPOUCXOKACHUS, COPMHUPOBABIIIXCS YK€ Ha 3arase, Beab
B MX HCKYCCTBE INpPOOIEMBI CaMOUJEHTUYHOCTH MOAHUMAIOTCS OCOOCHHO OCTPO.
Ha rpanune HammoHanbHON KylbTyphl M 3alaJHBIX TPEHAOB OOpeENl CBOIO TIOIY-
JSIPHOCTh U CaMblil M3BECTHBIA KOPEHCKUI XyHOKHHK — OCHOBAaTeJb BUJ/IEO-apTa
Ham JIxyn Ilaiik, MOKMHYBIIMKA CTpaHy M BEPHYBIUMIUCS TOJIbKO cmycTs 34 roza.
CoBpeMeHHasi, Xy/I0)KHHIA Kopeickoro npoucxoxaenus Jxanr En Mun, sxusymias
yke MHOTO JieT B [lapmxe, paccka3pIBaeT, KaKk OHA JBONIOHOHUPOBAIA OT KETAHUS
NPOOEMOHCIMPUPOSAMb €8PONENCKOU AyOUmMopul hakm... KOpelcko2o npoucxoxcoe-
HUSl K CTPEMIIEHHIO YTO-TO COOOIIUTH M IOHECTH MCXOISI U3 CBOSH MHANBUAYaIbHON
UICHTUYHOCTH. XOTh OHA M HE CTaBUT IIeJIbI0 PEIPE3eHTHPOBATh KOPEHCKYIO KYJIbTY-
PY, HO CUHTAET, 4TO 3TO HEM30eKHO. B cBOMX paboTax, MOCBSIIICHHBIX TAPMOHUIHOMY
COCYIIIECTBOBAHUIO YEJIOBEKA U IPUPO/IBI, OHA UCIIONB3YET CBOIO HOBYIO MYJIBTUKYJIb-

TYPHYIO HAEHTHIHOCTh KaK Pecypc BOOOPaKEHMUS.



IIpomomxaer paboTaTh ¢ TEMaMH «YEJIOBEKA M MPUPOIBD», 4 TAKKE «UEIIO-
BeKa B m1obaibHOM Topoae» u Xymnokauma HOurén Yon. B mocneanue roapl oHa
*uBeT B JIOHIOHE, 1, KOHEYHO, €€ MOHOXPOMHas1, HAIIOJTHEHHAass MHO)KECTBOM JIeTa-
JIeH JKUBOITUCH SIBIISICTCSI PE3YIIBTATOM BOCIIPHATHS PA3HBIX KYIBTYP, PA3HBIX (OpPM
20poockoll sHepeuu. KOHPIUKT MEeXTy KyIbTYpOil COOCTBCHHOW CTPaHbI U APYTHMU
KyJIbTypaMHu, B3aUMHOE MPOHUKHOBeHHE BocToka u 3amana, BnusHue ypOaHU3auu
7 OBICTPOTO POCTa SKOHOMUKH HAIIUTH OTpa)keHHe B BuaeonHcTaun «ABAPYS»
I'mboma KBona. MHTEepec k 3CTETHKE W KYIBTYpe BOCTOYHOTO PETHOHA, KOTOPBIH
chopMHpOBaH B pPE3yabTaTe 3HAYMTEIBHBIX KHTAWCKOTO U SIIOHCKOTO BIIHSHHUH,
XyIOKHUK Pa3BHBACT, aHAIM3UPYS XOI «BecTepHH3amum». I noom KBOoH oTMmeuaer,
9TO (UTypa YeIOBeKa TepMaHO-STIOHCKOTO IPOUCXOXKICHHS, N300pakeHHAs Ha Of-
HOM U3 €T0 KapaHJalIHbIX PUCYHKOB, OJUIETBOPSIET COBPEMEHHYIO 3IIOXY H COeou-
Hsiem 8 cebe ucmopuueckue cyobowl Bocmoka u 3anada, dse kynvmyprvle mpaouyuu.
CTpeMsch B IIEPBYIO ouepeb paboTaTh ¢ COOCTBEHHON HHANBUAYAILHOCTHIO HIIH KE,
HaTIPOTHB, OTAABATh MPEAIIOUYTEHHUE ITOMCKY HAITMOHAIBHOW MICHTHYHOCTH U 001IIe-
MHpPOBBIM TeMaM U TPEHAaM, BCE MPECTABICHHBIC XYIOXKHUKH 00JIaIal0T YHUKAIb-
HOW CIIOCOOHOCTHIO COBMEINATh 00a MOIX0/a Yepe3 KOMOUHAIIMIO TEX MITH UHBIX 3JIc-
MCHTOB XYJ10’)KE€CTBECHHBIX CTpaTeFPIﬁ.

Koneuno xe, kaxgoe MpOHW3BECHHE — PE3YyNIbTaT OMpPEHCICHHON KOHIIETI-
TyaJbHOH TMPOPAOOTKH COBPEMEHHBIX MPOOIEM F0KHOKOPEHCKOTO OOIIECTBA M TUION
TIIATEIFHOTO U KPOIOTIMBOTO TP/, MPEIIOIArarOIIEro HCKYCHOE BIIAJICHUC TEXHH-
Koii. Bce MMPCACTABJICHHBIC XYTOKHUKH OTIIMYAIOTCA OCOGI)IM BHUMAHHEM K ACTAJISIM
u ¢opme. i1t MHOTHX W3 HUX XapaKTePHO 3aMMCTBOBAHHE TEXHHUKH M MaTEPHajOB
TPaTUIIMOHHOTO MCKYCCTBA B KauecTBe CTHIICoOpasyromuX. Xynokauma blarén Xo
LICJICHATIPABIICHHO HE MCIIONB3YEeT JIEMEHTHI KOPEHUCKOM KYIBTYPHI B CBOMX paboTax,
oZipa3yMeBasi, YTo ¢ Xy0KECTBEHHAsI TPAKTHKA M YCTPEMJICHUS anpuopu HeCyT Ha
cebe HaIIMOHANBHBIN oTHe4YaTtok: Hem Huuezo 6onee ecmecmgenHozo, yem oOHapy-
JHCUMb 8 pabome XyOOHCHUKA 0CODEHHOCTU MOl KYJIbIypbl, K KOMOPOU OH NPUHAO-
JIedHCUM, HEe3A6UCUMO OM MO20, NPOHUKIU U OHU MYOd N0 €20 60Je ULU JHCe Hem.
B cepusax «Botanimal» u «Thousand Eyes» blurém Xo mnpencraBimseT 3puTe-
JIO CBOE ONIYIIEHHE MHpA, SCTCTUYECKH MpHONMIDKAaIomeecs K JUTEPaTypHOMY,
(haHTa3MITHOMY TTOBECTBOBAHHMIO.

B MHOr000pa3uu aBTOPOB U XyI0KECTBCHHBIX HHCTUTYIIUN, B CMCIICHHU TEX-
HUK — OT TPaJUIIMOHHBIX 10 BBICOKOTCXHOJOTHYHBIX, B ITIPOTUBOPCYNBOCTU U 60pb-
0e MeXIy opHeHTanuedl Ha CBOI WHAWBUAYAIBHOCTH M OOpalieHHeM K OOIINM
TeMaM COBPEMEHHOTO MCKYCCTBa, B CTPEMJICHHU COXPAaHUTh U OIHOBPEMECHHO YHTH
OT HAITMOHAJILHOW MJCHTUYHOCTH — BO BCEM STOM MPOSBISCTCS MHOTOIPAaHHOCTH
U CIIO)KHOCTb COBPEMEHHON OKHOKOPEHCKON XyHOKECTBEHHOM CLIEHBI, Y KOTOPOMH
yKe CTIOKHIICS y3HABAEMBIN OOJTHK.

Kructuna PomanoBa

The new EXTENSION cycle for Triumph Gallery represents an attempt to showcase
the current art scene of different countries and focuses on artists whose work possess-
es distinctive local elements but is at the same time part of the general global context
of contemporary art. First and foremost we target in our investigation the regions
whose cultural environment and whose contemporary art have parallels with the Rus-
sian art scene in terms of a number of historical, social and political factors.

EXTENSION.RO was the first experimental project of the new cycle, involv-
ing representatives of the Romanian art scene, where two diametrically opposing
poles were formed after the 1990s as a result of the coexistence of official art and the
local underground. The arbitrary split into the Bucharest and Cluj Schools, adherence
to ancestral traits and the Western heritage was the driver for our study of the phenom-
enon of glocality through the works of approximately 20 Romanian artists.

EXTENSION.KR continues this investigation and showcases South Korean
artists, who have attracted global attention thanks to the memorable installations in
the country’s national pavilion at the most recent Venice Biennale, the large-scale
Korean Eye exhibition of contemporary Korean art held at Saatchi Gallery in London
(2012), the Korea Now! exhibition of Korean design at the Museum of Decorative
Arts in Paris (2015), and numerous other dramatic events. Global recognition of Kore-
an art is also attributable to the Tansackhwa (also known as Dansackhwa) movement,
which emerged in the 1970s from traditional Eastern philosophy and was based on
an innovative approach to the creative process, and even today continues to enjoy
unprecedented popularity and commercial success.

The works of 11 contemporary South Korean artists working in different me-
dia — from painting and video to objects and kinetic sculpture — are now being ex-
hibited for the first time in Moscow. The artists include recognised stars of the global
art scene, representatives of Korea’s national art environment educated in the West,
and also artists who left the country and have become embedded in the European
context. In their works they address the problems of interaction between mankind and
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nature against the backdrop of new technologies and also the issues of memory and
perception of the outside world.

It is often the case that both audiences and the professional community expect
to see in the works of South Korean artists certain allusions to the aesthetics of the
Far East or something along those lines. In this respect the works on show can be
perceived as a series of statements that actualise the problems of representing one
culture in the environment of another. The artists, curators and researches involved in
the project are preoccupied with issues pertaining to the correlation of personal, na-
tional and global identities, and also the interconnection of global and local contexts.
The observations of the artists themselves make it possible to trace how and when
they devised the topics that they have been addressing during their creative journeys
and that have resulted in their integration in the global art world, and also the influ-
ences underpinning their works. Even though all the artists represent a single gener-
ation, each and every one of them adopts an intrinsically personal artistic approach
and strategy.

On the one hand, the South Korean artists depart further and further from tra-
ditional topics and movements and interact with the contemporary context in a bid
to touch upon general and fundamental issues key to human existence. For the artist
Jongkyu Pak globalisation was a process that destroyed the single centre, and enabled
art to be shown all over the world, and at the same time, inspired artists to create their
own “centres”. The focus on local art, combined with the perfectionism inherent in
South Korean art, is particularly manifest in his paintings, which literally present “the
world as code”. His works mimic the world through images created through a graphic
editor, while his technique includes experiments with countless numbers of dots and
lines where the pixel becomes the main structural element.

On the other hand, the phenomenon of glocality is reflected in the works of
South Korean artists through investigations into their own biographical identity.
For example, the underlying motif of the sculptor Xooang Choi, who is concerned
by global problems, remains namely his individuality. / do not set myself the goal of
connecting the topics of my works with the culture of my country. I try to delve into the
global problems, the fundamental issues that shape each of us, and also our society —
our minds, consciousness, emotions and the world around us. U-Ram Choe, a brilliant
representative of kinetic art, also seeks to work on the basis of her own individuality
and does not attempt to address global issues: If you asked me whether those issues
(global issues — author) were reflected in my works intentionally, I would have to
say no. The objects and total installations of the artist are based on common use of

new technologies and the dominance of machines over consciousness.

Focusing on the problems of our time, such as the environment, war, politics
and the economy, the artists also consider themselves and Korean culture in general
as part of the global space. For example, the painter Kyungchul Shin perceives his
task as an attempt fo find a Korean or Oriental aesthetics and identity. This position
is characteristic of many artists from the East. As well as their interest in finding this
aesthetics, artists are concerned about the perceptions of their art in other cultural con-
texts. The artist Kisoo Kim follows closely how his works are perceived in Singapore,
Hong Kong, Indonesia and Malaysia. For example, the white colour, white fabric and
mirror in my current works have sacred and mythical feelings or are even intimidating
in Korea, and a result they can sometimes elicit resistance.

The research community and the public at large are keenly interested in the cre-
ativity of Asian artists, who have already made a name for themselves in the West, as
the problems of self-identity are particularly perceptible in their art. The most famous
Korean artist became popular by straddling national culture and Western trends — the
founder of video art Nam June Paik, who left the country and only returned 34 years
later. Or you have contemporary artists, such as Jung Yeon Min, who has been living
in Paris for a number of years, who explains how she evolved from a desire fo show
the European public that I was a Korean artist to an urge to communicate concepts
proceeding from my personal identity. While she does not set herself the goal of rep-
resenting Korean culture, she believes that this is inevitable. In her works on mankind
and nature coexisting in harmony, she draws on her own new multicultural identity as
a source for her imagination.

The artist Yun Kyung Jeong continues the topic of work “mankind and nature”
and also contemplates “mankind in a global city.” Over the past few years she has
been living in London. It goes without saying that her monochrome paintings, which
are complemented by numerous details, are the consequence of perceiving different
cultures and various forms of urban energy. The conflict between the culture of one’s
own country and other cultures, the interpenetration of East and West, the impact of
urbanisation and the rapid growth of the economy were reflected in the Crash video
installation by Kibeom Kwon. The artists builds on interests in aesthetics and the
culture of the East formed as a result of significant Chinese and Japanese influences,
analysing the progress of “Westernisation”. Kibeom Kwon notes that the individual
of Japanese-German heritage depicted on one of his pencil drawings personifies the
present era and combines the historical fates of the East and the West — two cultur-
al traditions. Seeking first and foremost to focus on their own individuality, or in
contrast preferring to seek out a national identity and global topics and trends, all
the artists on display possess a unique ability to integrate both approaches through a
combination of various artistic strategies.

11
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Naturally each work is the result of the conceptual elaboration of contempo-
rary problems in South Korean society and the outcome of intricate and painstaking
work, involving skilful mastery of technique. All the artists on show stand out by
virtue of the particular attention that they pay to detail and form. Characteristically,
a number of them borrow the techniques and materials of traditional art as the basis
for their styles. The artist Unkyung Hur intentionally does not use components of Ko-
rean culture in her works, implying that her artistic practices and aspirations a priori
contain a national imprint: /¢ is only natural to find the specific culture of the artist in
works, irrespective of whether this was the intention of the artist or not. In the series
Botanimal and Thousand Eyes Unkyung Hur presents the spectator with her personal
perception of a world that is aesthetically close to a literary fantasy.

The diversity of the artists and art institutions, the mixture of techniques —
from traditional to high tech, in the contradictions and the struggle between the focus
on individuality and consideration of the common themes of contemporary art, the de-
sire to preserve and at the same time escape from national identity — all these topics
reflect the multifaceted nature and complexity of the contemporary South Korean art
scene, which has already created a recognisable image for itself.

KRrisTiNaA RomaANOvVA




COBPEMEHHAS UCTOPUS
I0XKHOKOPENCKOI0 UCKYCCTBA

Hcropust coBpemennoro uckyccrsa FOxnoi Kopen naganace B 1957 1., korna
c(hOpPMHUPOBAIHCH MSTh aBaHTAPAUCTCKUX TPYIII, KOTOPBIE IPOTUBOCTOSITH aBTOPHUTE-
Ty l'oCynapcTBEHHOM XylI0)KECTBEHHOH BhICTaBKH KyKu»OH.

PacnpocTpaHuBLIMIiCS BO BpeMeHa SIMOHCKOM OKKyNMallMK aKaJeMH3M SIB-
JISUICS TIIABHBIM TE€UYCHUEM IOKHOKOPEHCKOTO M300pa3sHTeIbHOTO HCKyceTBa B 1950~
1960x rr. Monoaple XyIOXKHUKH CYMTAJIH, YTO KOHCEPBATUBHBIM aKaJaeMHUYEeCKHH
CTHIJIb HECTIIOCOOCH BBIPA3WUTh JyX HOBOTO BpeMmeHH. Omlymianach HEOOXOIUMOCTh
€037aTh UHOM Xy[I0)KECTBEHHBIH sA3bIK. [Toa BIMsIHMEM 3alaJHOTO MOAEPHU3MA FOXK-
HOKOPEHCKHE XYJO)KHHKH aKTUBHO KCIIEPUMEHTHPOBAIIH, JKEJIasi MOACPHU3UPOBATH
HCKYCCTBO. B pesysbrare NOsSBHIOCH SKCIIPECCUBHOE a0CTPAKTHOE TEUEHHE dHPOp-
menb. OHO CTaNo BBIPAKEHWEM TOTO 3MOLMOHAIBHOTO MOPHIBA M TOTO OyHTapCTBa,
KOTOPBIE OTIMYAIH MOJIOJIBIX XY OKHHKOB, IIEPEKUBIINX YXKACHI BOHHBL. DHpopmens
paccka3bBacT O CTPAJAHUSX JIFOAEH M Xa0ce IOCIEBOSHHOTO BPEMEHH.

Hakan Tparm3ma B HOKHOKOPEHWCKOM HCKYCCTBE ociabeBal IO Mepe
VIAy4IIEHUs] JKOHOMHYECKOH cHuTyanuuu B crTpaHe. B 1970-x TIT. XyIOXHHKH,
Y4acTBOBABIINE B MEXK/IyHAPOJHBIX BHICTABKaX, 0CO3HAIN HEOOXOAUMOCTh CO3AaHUs
«HaMOHAJBHOTO OpeHga», crnocobHoro obecneunts Kopee mpu3HaHWME HA MEXKITY-
HapOAHOM apT-pblHKe. TakuM OpEeHIIOM CTajo TEYCHUE MAHCIKX6d, BOZHUKILIEE Ha
OCHOBE TPaIUIIOHHON BOCTOUYHON (PHIIOCO(GHH U MOJIh30BaBIIeecs OONBIION MOITy-
JISIPHOCTBI0. DTO HAIPaBJIEHUE YCIIEIIHO Pa3BHBUBAETCS JI0 HACTOSIIETO BPEMEHHU.
Tak, B 2015 . OTKpBUIAaCh BBICTaBKA MAHCIKX6A B KAUECTBE OJHOM M3 IapauIeIbHBIX
nporpamm Benernanckoii OueHHane. TeM He MeHee cpeid KOPEHCKUX HCKYCCTBOBE-
JIOB CYLIECTBYIOT COMHEHHSI OTHOCHTEIILHO UCKPEHHOCTH maHcakxea. Tedenne Kpu-
TUKYIOT, Ha3bIBasi €70 «OErCTBOM OT PEaJIbHOCTHY» MIIH «MUCTUYECKUM IIEaHTU3MOM.
HanapnatoTr Ha mancsxx6a B OCHOBHOM CTOPOHHHKHN HAIIPABICHUS MUHOICYH MUCYILb,

KOTOPOEC XapaKTEPU3YCTCA MOJTUTHYECKON AHTa)KUPOBAHHOCTBIO U HAITMOHAJIM3MOM.
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B 1980-x rr. XynO)XKHUKH ITOTO TEYCHUS aKTMBHO Y4acTBOBAJIHM B JIEMOHCTpALMIX
3a TpaBa 4YEJNOBEKa, PHUCYS IIAKATHI, KYITUBHPOBAIN B CBOEM HCKYCCTBE HApPOI-
HBIH cTHib. CUUTask MaHcIKX6a «UCKYCCTBOM pajJd HCKYCCTBA», OHU CTapallich
co3IaTh WCKYCCTBO IUIsI Hapoaa. Bmecre ¢ meMokpartm3anueii crpansl B 1990-x rT.
MUHOIICYH MUCYIb TIOTEPSUT CBOIO aKTyaJIbHOCTb.

Jo xonma 1980-x coBpemenHOe HcKyccTBO B FOxHOM Kopee pa3BuBanoch, HO
OCTaBaJIOCh SIBJICHUEM JIOKAJIbHBIM: XY/IO)KHUKH B CHITY CYIIECTBOBABIINX OTpaHHYe-
HUH Ha BBIE3]] U3 CTPaHbI HE OBIBAJIM Ha 3amaje, PeIKo y9acTBOBAIH B MEXKTyHAPO-
HBIX BbIcTaBKax. B 1990-x, mociie 0OTMEHBI 3TUX OTpaHUUYEHU, KOPEHCKOE UCKYCCTBO
TIOAHANIOCh HAa MEXIYHApOAHBIH YpOBEHb. MoJIOZOE TOKOJICHHE 3aXBaTHiIA BOJHA
KOHIICTITYaJIM3Ma M UJIeH MTOCTMO/IEpHI3Ma. Xy/IOXKHUKU HaduHas ¢ 1990-x IT. oka-
3aJIMCh B MHBIX COIMANIBHBIX YCIOBHUSX, YEM IPEIIECTBYIONINE TOKOJICHUS, TTOATOMY
OHU TIEpECTaNN CTaBUTH Iepe cOOOW 3a7a4n CPelCTBaMK HCKYCCTBa PELINTh COLH-
asnpHbIe TIPoOIeMbl. CeromHs B I’KHOKOPEHCKOM HCKYCCTBE HE CYIIECTBYET OZHOTO
00I1IeT0 HarpaBJIeHHs, a CAMHU XYJO)KHUKH HE CTPEMSTCS €ro co3Jarh (Kak 3To ObLIOo
B 1970-x m 1980-x rT.).

Jlo nauana 1990-x rr. B FOxHo#t Kopee MOHATHS «UCKYCCTBO» U <«GKUBOIIUCHY
SIBISUTHCE cMHOHUMaMH. CerofHs pa3zHooOpa3ue TEM U CIOXKETOB HE 3HAET TPAHUIL:
B UCKYCCTBE F'OBOPSIT O BCEBO3MOXHBIX BEIlaX, peau3ysl HAEH MOCPEICTBOM BCEBO3-
MOYKHBIX MeJiia. DTO ¥ KPUTHKA OOIIECTBA MOTPEOICHNS, XUITHIYECKOTO O0paIIeHUs
C MPUPOJIOH, U MpobiieMa YenoBeKa B YCIOBUIX COBPEMEHHOTO TNI00AIbHOTO MHUpA.
XyImOKHUKHU UCCIEAYIOT OOIIECTBEHHBIE HOPMBI, TOCIIOACTBYIOIINE CEHYac CTEPEOTH-
IIBI, @ TAK)KE MBIIIJIEHUE U [TOJCO3HAHUE YEIOBEKa.

B cepemmure 2000-x IT. I0)KHOKOpPEHCKOE MCKYCCTBO BOPBAJOCh Ha MEXKITY-
HapOAHYIO CIIEHY M YCIEUIHO WHTErPUPOBAJIOCH B II0OANBHBIN apT-Mup. HOxHOKO-
pelickne XyIOoKHUKH €KETOHO MOIAIAl0T B CHUCKN CaMbIX BIUATENBHBIX XyTOXKHHU-
KOB Mupa (OTMETHM, YTO IMOJOBWHA W3 HUX — eHIuHbI). HaunHas ¢ 1990-x T
MIOCTETIEHHO PeOPMHUPOBAINCH CHUCTEMBI aPT-MHCTHTYIHH, OTKPBITO MHOXECTBO
YaCTHBIX rajiepeii: B oHOM ToJibKo Ceylie HX HaCUUTHIBAETCS OKOJIO CTa MATUAECSTH.
YacTo CTaHOBJIEHHE MOJOABIX XYIOKHUKOB MIPOUCXOIUT B HE3aBHCHUMBIX BBICTaBOU-
HBIX IPOCTPAHCTBAX.

OTIMYINTENBHON OCOOCHHOCTHIO FO’KHOKOPEHCKOTO HCKyCCTBa  SIBISIETCS
ocoboe MpezcTaBlieHne O KavyecTBe, TPEneTHoe oTHolieHue K Qopme. [Ipoussene-
HUSI BCETa JOBECHBI IO COBEPIIEHCTBA — OyAb TO KapTHWHA, CKYNBNTYpa, BUAEO,
WHCTAUSIIUS WM 4TO-TO emie. [lysi co3ganust paboT XyJTOXKHUKH UCIIOIB3YIOT HO-

BeHIIIHe Mare€puaibl, TOCTHKCHUS KOMIIBIOTCPHBIX TEXHOJIOTHH. (DI/IHI/IFpaHHOCTB,

CKPYILyJE€3HOCTb IIPUCYIL[a MHOTMM aBTOpaM, IIPEKAE BCETO TeM, KTO paboTaeT ¢ Xol-
CTOM U KpackaMu. Kpome Toro, 10’KHOKOPEHCKHUX XyIO0KHUKOB 00bEANHSET JKEIIaHNe
3aCTaBUTH 3PUTENSI UyBCTBOBATh — HE MOHSITH YMOM, @ UMEHHO IPOYYBCTBOBATh IIPO-
N3BE/ICHNE, 1aTh BO3MOKHOCTh CO3HAHHIO €CTECTBEHHO, OE€CCO3HATENBLHO OTPEarupo-
BaTh Ha yBHJECHHOE. BO3MOXHO, Tak OHM TBITAIOTCS POOYANTH B YEJOBEKE MaMsTh
0 YETI0BEYECKOM, ECTECTBCHHOM, IPUPOJHON COCTABISIONIEH B UETTOBEKE.

B cuity ocoboro otHomenus B Kopee k 00pa3oBaHUIO, a TAKXKE U3-3a JKECTKOH
KOHKYPEHIIIH B apT-COOOIIeCTBE XyIOKHIKH 00s3aTENFHO MOTYYaroT BEIcIIee oOpa-
30BaHMeE, 3aKaHUYHMBAIOT MaruCcTparypy, NOIydaroT yueHsle creneHu. KOxxHokopeckuit
XyAOKHUK — 3TO 00pa30BaHHBIN YeJIOBEK, HEIIOXO Pa30nparoIiiics B COBPEMEHHON
¢unocodum, criocoOHbIN OOBSICHUTH CBOM PabOTHI, aleJUTUPYs K UIesIM aBTOPHUTET-
HBIX 3armagHbIX MeicauTeneii. [locneanee BpeMst oOydeHue 3a pyoexoM, IpeObIBaHHE
B WHOCTPAHHBIX apT-PE3UJICHINSX SIBISETCS BAKHOM YacThIO Kapbhepbl XY/IOXKHHUKA.
[Nonmyuns oOpa3oBaHMeE 3a TPAHUIICH, MHOTHE HE BO3BPAIIAIOTCS JOMOM, a MPOOUBAIOT
cebe nopory Ha 3amnafe. IIpeObiBaHue Ha 3anaje packpenomaeTr 1 aeT UM BO3MOX-
HOCTP HaiiTh ceOs. CeromHs 10)KHOKOpPEHCKIE XyA0)KHUKH, BXOISIINE B TOI-PEUTHH-
TH, ABJISIIOTCA IpaXkJaHAMU MHpa, a KOpeHcKoe HCKYCCTBO CTalo0 CaMbIM JUHAMUY-
HBIM B MHpe. 3a IMOCIEIHNE NECATHIICTHS CTpaHa COBEPIIMIA NPOPHIB B 00IACTH
HCKYCCTBAa. A yYHTBIBasi TO PBEHUE, C KOTOPHIM KOpEHCKHE XYIOXKHUKH CTPEMSTCS
crenarb cebe MM B MHPE, MOXKHO C YBEPEHHOCTBIO cKazarb, uTo FOsxHas Kopes B

OnrKapieM 6y;[yn1eM CTaHCT OAHUM U3 MUPOBBIX IECHTPOB aKTYyaJIbHOI'O UCKYCCTBA.

JIn Xvu Cvk, ucmopuk uckyccmea

EnEHA X0XJIOBA, kopeeged
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CONTEMPORARY HISTORY
OF SOUTH KOREAN ART
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The history of South Korean contemporary art dates back to 1957 and the for-
mation of five avant-garde groups that stood up against the authority of the
State Art Exhibition Kukchon.

The academic art common during the time of Japanese occupation remained
the mainstream of South Korean fine art into the 1950s—-1960s. Young artists be-
lieved that the conservative academic system was not capable of expressing the spirit
of the new age. They perceived the need to create a completely new artistic language.
Under the influence of Western modernism, South Korean artists actively experiment-
ed, driven by a desire to modernize art. As a result, the expressive abstract move-
ment Art Informel appeared. It served as an expression of the emotional outburst and
rebellion differentiating the young artists who had experienced the horrors of war.
Art Informel proper to the sufferings of people and the chaos of the post-war era.

The intensity of the tragic elements in South Korean art subsided as the eco-
nomic situation in the country improved. In the 1970s artists, having participated
in international exhibitions, recognised the need to create a “national brand identi-
ty”, which would enable Korea to gain recognition on the international art market.
The Tansaeckhwa (also known as Dansackhwa) met this goal. It had emerged from
traditional Eastern philosophy and was extremely popular. This area continues to de-
velop successfully to this very day. For example, in 2015, a Tansackhwa exhibition
opened as one of the parallel programmes of the Venice Biennale. At the same time,
however, Korean art specialists have expressed their own doubts about the sinceri-
ty of Tansaekhwa. This movement has been criticised and termed an “escape from
reality” or “mystical pedanticism”. Tansaekhwa is attacked primarily by advocates
of the minjung misul movement, characterized by political activism and nationalism.
In the 1980s artists from this movement frequently participated in demonstrations for

human rights, drawing posters and cultivating a popular style in their art. Considering

Tansaekhwa “art for art’s sake”, they sought to create art for the people. In the 1990s
minjung misul lost its relevance at the same time as the democratisation of the country.

Until the end of the 1980s contemporary art in South Korea continued devel-
oping, but remained a local phenomenon: due to existing foreign travel restrictions,
artists had not been to the west and rarely participated in international exhibitions.
In the 1990s, after the lifting of these restrictions, Korean art rose to the international
level. The young generation became fascinated with the wave of conceptual art and
post-modernist ideas. Starting from the 1990s artists were confronted by other social
conditions than previous generations and consequently no longer sought to resolve
social problems through the medium of art. Today, South Korean art does not have an
overarching common movement, and the artists themselves are not seeking to create
one (as had been the case in the 1970s and 1980s).

Until the start of the 1990s, the concepts of art and painting were synonymous
in South Korea. Today the diversity of topics and subject matters knows no borders:
art is used to discuss all manner of things, with ideas implemented through all possi-
ble media. This includes criticism of consumerist society, the predatory approach to
nature, and the problems facing mankind in a modern global world. Artists investigate
public norms, prevalent stereotypes today, and also human thought and subconscious.

In the mid 2000s, South Korean art exploded onto the international scene and
successfully integrated into the global art world. Today South Korean artists can be
found every year on the lists of the most influential artists globally (we would like to
note that half of them are women). Starting from the 1990s the systems of art insti-
tutions have gradually been reformed, and numerous private galleries have opened:
in Seoul alone they are approximately 150. Frequently, young artists emerge through
independent exhibition spaces.

South Korean art is characterised by a particular focus on quality and a rever-
ent attitude to form. The works are always carried out to perfection — whether this is
a picture, sculpture, video, installation or something else. The artists use the newest
materials and the achievements of computer technologies to create the works. Deli-
cate workmanship and scrupulous attention to detail can be found in numerous artists,
above all painters who work with canvas and colours. South Korean artists are also
driven by the desire to make the spectator feel — not make them understand using
reason, but namely make them feel the work of art, and enable the audience to react
naturally and instinctively to the works that they are viewing. They may try to arouse

in man memory about the human, and the natural, the natural components in man.
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Owing to the specific attitudes in Korea to education, and also intense
competition in the art world, artists are bound to complete their higher education up
to master’s degrees, and obtain academic degrees. The typical South Korean artist
is an educated person, who has a pretty good understanding of contemporary phi-
losophy, and is able to explain his/her works, appealing to the ideas of authoritative
Western thinkers. Recently, study abroad and time spent in foreign art residencies is
an important component of the artist’s career. After obtaining an education abroad,
many of them decide not to return home, but instead carve a path for themselves in
the West. Spending time in the West liberates the artist and enables individuals to
find themselves. Today, the South Korean artists ranked in ratings are global citizens,
while Korean art has been the most dynamic force globally. Over the past few dec-
ades the country has achieved a breakthrough in art. And considering the zeal with
which Korean artists seek to make a name for themselves globally, one can say with
confidence that South Korea will soon become one of the global centres of actual art.

Lee HyunN Suk, art historian

ELENA KHOKHLOVA, MA in Korean studies
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F'éHcy AH

HeycroiiunBsle nanamadTel, KOTOpPbIE MBI 3aCTaeM B Tpoliecce ux GopMupo-
BaHMSA, CO3AI0T HEJOCTYITHBIC YyBCTBEHHOMY BOCIIPUSITHIO MIPOCTPAHCTBA: 3TH «HE-
TIOJTHOLICHHBIE)» MPOCTPAHCTBA HE JKEJAIOT CTAHOBUTHCS JaHmmadramu. pyrumu
CJIOBaMH, 3a0pOIIECHHBIE MECTHOCTH, «@aHTUMECTA», KOTOPbIE HE BITUCAINCH B 00IIHE
TEHJICHIIUH Pa3BUTHSL, IPECTABISIOT COOOH «0CaT0K» — TO, YTO MHAYCTPHATN3ALHS
1 KaluTaja He CyMeJH IepeBapuTh. B cBoeM MccleoBaHNM I IBUTAIOCh OT CaMUX
obnacTei K UX TpaHUIIaM, a OT TPAaHMI] 0OPATHO K 3aKJIIOYCHHBIM BHYTPH HHUX 00Ja-
CTAM, «y4ach y CAaMHX IIPOCTPAHCTBY, a 3aTE€M YCTPEMIISIO B30P Ha «OCAT0K», HA €TO
CKPBITBI NOTEHIMAI, — Ha 9TH OSCUHCIICHHBIE JaKyHBbI, TyCTOTHI, KOTOpPhIE 3aTeps-
HBI TOBcioy B Kopee Mex 1y ouaraMu HHTEHCHBHOTO pa3BHUTHS. [IpeqMeTs!, «BbIXBa-
YEHHBIE» Ha MOMX KapTHHaX, — 3TO «CHUMIITOM IEPEXOIHOCTH», MeTadopa Haren

SIIOXH M TOTO BaKyyMa, B KOTOPOM OKa3aJI0Ch KOpeHCcKoe 0OIIeCTBO.

Gyungsu An

These precarious landscapes caught in the midst of development continuously create
spaces that are emotionally unattainable: they are “incomplete landscapes” that refuse
to become landscapes. In other words, as ‘non-places,’ these desolate landscapes that

have deviated from development represent the undigested remnants of desires of cap-

ital and development. I actively expose the emotional changes engendered when I en-
counter the world. I proceed from gaps to borders, and borders to vacant lots, “learn-
ing from the landscapes,” and then pay attention to the potential of the remnants, the
countlessly empty spaces of Korean society located between the developments. The
“fluid symptom’ retained in the objects captured in my paintings is a metaphor of the

conditions of our time and the vacuum of Korean society.

F'éncy AH Gyungsu An

Jlec Forest

2013 2013

XoscT, akpu acrylic on canvas
73 x91cm 73 x91cm

[NpepocTaBneHo aBTopoM Courtesy the Artist



FéHcy AH

3esneHb

2014

XOJCT, akpwu

180 x 230 cm
[NpepocTaBneHo aBTopoM

Gyungsu An

Greenery

2014

acrylic on canvas
180 x 230 cm
Courtesy the Artist

F'éncy AH

Lom murpaHTa

2015

XOscT, akpui

112 x 145,5 c™m
[NpenocTaBneHo aBToOpoOM

Gyungsu An

Immigrant’s house
2015

acrylic on canvas
112 x 145,5 cm
Courtesy the Artist



Bosgyx sHyTpun
2013

XONCT, akpun
91 x 73 cMm
MNpenocTaBneHo aBToOPOM

Indoor’s air

2013

acrylic on canvas
91 x 73cm
Courtesy the Artist

Cknan

2014

XOnCT, akpun

180 x 230 cm
MNpenocTasieHo aBTopOM

Warehouse

2014

acrylic on canvas
180 x 230 cm
Courtesy the Artist



moom KBoH

IMockonbky Kopeickas KylbTypa HCHbITaia Ha ceOc CHIBHOE BO3JICHCTBHE
SITTOHCKOW W KUTAHCKOM, TO XyHOKHUKH, Xy[JO)KECTBEHHAS KI3Hb M TPATUINHA BCEX
cTtpad BocTouHoit A3uu B paBHOW CTENEHW NMPUBJIEKAIOT MOE BHUMAHUE, U S TIPU-
CTAIIBHO CIIEKY 32 XO[I0M BecTepHHu3auuu. I HacTosmuil paHatT TPaJUIIUOHHOTO HC-
KYCCTBa, C €ro (JOpMaMH M MaTepHajJaMHu, C XapaKTCPHBIMU JIJIsl HAPOTHOW KYJIBTYPHI
oOpaszamu n Tunaxkamu. Ha Monx KapTHHaX s 0TOOpa)karo pa3iIWdHbIE OOIECTBEH-
HbIE SIBJICHHSI, B TOM YHUCJIE M T€ U3MEHEHUs, KoTopbie mpoucxoast B KOxuoit Ko-
pee o BIUSHUEM HHIYCTPHAIH3AINN M KamuTajliN3Ma 3amajHoro oopasna. Bumoeo
«ABAPUSI» nmocesimeHo HeiHE uayied ypoanusaruu HOxxuoro Kuras, mpupona B
HEM CHMBOJIM3UPYET TPAJAUIIHOHHYIO KHUTAHCKYIO ICTETHKY, a KallUTaIN3M U ypOaHH-
3al¥sl TOKa3aHbl SIPKUMHU [IBETAMU U KCTIPEecCrei, KOTopast I0JKHA aCCOIUMUPOBATh-
¢ ¢ OBICTPBIM HACTyIUIEHHEM ropofa. [lepex HaMu a3uaTCKUiA TOPOI, Te COBPEMEH-

HbIC PCAJIMU U OTKUBAIOIIHNEC UICAJIBI TPUXOAAT K CTOJIKHOBCHUIO U KOH(bJ'II/IKTy.

Kibeom Kwon

Even though I live in South Korea, as historically Korea’s culture has been affect-
ed significantly by Japan and China, I am interested in individual lifestyles, artists
and artistic activities all over Asia, and have been observing closely the progress of
Westernisation. I also take a keen interest in traditional art media/materials, and the
images and icons that are characteristic of popular culture. I depict in my paintings
Asian social phenomena, including such phenomena in South Korea, which has been
influenced by Western industrial capitalism. While CRASH (2006) records forms of
capitalist development during the modern urbanisation of Southern China that started

ten years ago. I present the aesthetics of Chinese traditions through the subject of

nature and reproduce here an image of capitalist urbanisation with intense colours
and movements associated with rapid urbanisation. I observe and depict a city in Asia
where realities and ideals clash in collisions and conflicts.

moom KBOH Kibeom Kwon
JBOVICTBEHHOCTE — Konnexuus 10-1 AMBIGUITY — Collection-10-1
2010 2010

Kopelickas bymara, cMelLaHHas TeXHNKa mixed media on korean paper
90 x 90 cm 90 x 90 cm

[MpenocTaBneHo aBTopoM K Korean artist project Courtesy the Artist & Korean artist project



ABAPVIS

2006

[ByxkaHanbHas BUOEOMHCTANNALNS

3'12"

[NpepocTaeneHo aBTopom 1 Korean artist project

CRASH

2006

2 Channels Video Installation

3'12"

Courtesy the Artist & Korean artist project
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Bce Mon paboThl — 3TO JUNTHXH, MEPBasi YaCTh KOTOPBIX ClieNIaHa U3 OTIIO-
JIMPOBAHHBIX CTAJBHBIX TaHeENel, a BTopas — U3 TKaHu Oenoro nsera. CrayibHbIE
3epKajia B 3aBUCHMOCTH OT MX DPAaCIIOJIOKEHHsI PAa3IMYHbIM 00pa3oM OTPa)aroT TO,
YTO HAXOAWUTCA HAIIPOTUB HUX, U KaK OBl BIIUTBHIBAIOT DTO B Ce6${, mnpeBpaliiasa oTrpa-
JKCHHE B COCTABIIAIONIYIO caMoii paboThl. Broprsie uacTu paboT, caenaHHbie U3 6enon
TKaHU, BRITOTHIIOT (DYHKIHIO 00paMIICHHS OTPakKeHHBIX B 3epKajie 00pa3oB H CIIEH.
Camo 3T0 gmeiicTBHE, KaKk M TeMa Oeoi TKaHM, HAMEKAeT Ha yTpary TyMaHHCTHIC-
CKHUX LIEHHOCTEH, a Takke Ha TE CHJIBI, KOTOPbIE OIPaHUYMBAIOT JIMOO YHHUYTOXAIOT
CBOOO/IHBIE MPOSBICHHS YEIOBEUECKOH WHAMBUIYaJIbHOCTH. TeM caMbIM IMIITH-
XM M3 3epKall ¥ KyCKOB OelIoW TKaHM TOBOPAT HaM 00 yTpaTe I'yMaHHOCTH, 4TO
00yCIIOBJIEHO COIMAJIbHBIMU HOPMaMH U IIPaBUIaMH, KOTOPBIE PETYJIHPYIOT ITOBCEA-
HEBHYIO XH3Hb JIIOJEH.

51 nomyckato, 4To MHE OyAeT BeChbMa MHTEPECHO YCIBIIIATh PAacCKa3bl O TOM,
KakuM 00pa3oM pasiM4HbIe ayAUTOPUH, OTHOCSIIUECS K APYT'MM KYJIbTYPHBIM Tpa-
UMM, TIOHUMAIOT U UCTOJIKOBBIBAIOT MO paboThl. K mpumepy, Oeinblii iBeT — Oe-
Jlasi TKaHb M 3epKajio B Moux paborax — B Kopee OyayT BHI3bIBaTH OYEHH CUIBHOE
OLIYIIEHHE CBSIMIEHHOTO, MU(OIOTHYECKOTO U Ja)Ke MyTaroLIEero, TaK YTO B UTOTE
MOTYT IMPOBOLUPOBAaTh BpakaeOHOCTh. OgHAKO, KOrga MOM paboTHl BIEPBBIC BHI-
crasuck B Cunramype u ['oHKOHTE, 3puTenu U3 coceqnux crpad (Hnonesmw,
Manaiizumn, a TaKke U3 MyCyIbMaHCKHX cTpaH M crpaH CpenHero Boctoka) Boc-
MIPUHUMAJIN KCTIONB30BaHUE OJIOTO IBETAa M 3€PKANBHBIX ITOBEPXHOCTEH B MOHUX
paborax Kak apyxenooue.

My work is completed through pairs of work; the first work consists of the mirror,
while the second work consists of the white fabric. The work formed with the stainless
mirror reflects various scenes of the opposite side depending on its location and ab-
sorbs them to be part of the work. The meaning of the white fabric in the second work
is the concept of enveloping the reflected images or scenes. This action and the image
of white fabric refer to the loss of humanity and also the idea that restricts or erases
the free individuality of a human being or object. In this context, the work based on
the pair of mirrors and white fabric works reflects the loss of humanity caused by
social norms or rules in everyday life, or the loss of individuality in human beings.

I admit that I find it very interesting to hear stories of how audiences think
about and interpret my works when they are introduced to other cultures. For exam-
ple, the white colour, white fabric and mirror in my current works have sacred and
mythical feelings or are even intimidating in Korea and a result they can sometimes
elicit resistance. However, when they were exhibited for the first time in Singapore
and Hong Kong, audiences coming from neighbouring countries such as Indonesia,
Malaysia, Muslim countries and Middle Eastern countries, perceived a sense of fa-
miliarity in my works.

Tncy Kum

CosHue

2015

CrasnbHoe 3epkasio, CTaslb, CMELLaHHas TEXHMKa
100 x 100 cm

[penocTaBneHo aBTopoM U ranepeen LEEAHN

Kisso Kim

SUN

2015

mixed media on stainless mirror & steel
100 x 100 cm

Courtesy the Artist & LEEAHN Gallery



JlyHa

Moon JlyHa Moon
2011 2011 2011 2011
CTanbHOE 3epKasio, CTaslb, CMELLIaHHas TEXHMKA mixed media on stainless mirror & steel CTanbHoE 3epKasio, CTalb, CMELLIAHHAs TEXHIKA, mixed media on stainless mirror & steel,
60 x 60 cm. 120 x 60 cMm 60 x 60 cm, 120 x 60 cm 2 yactn 160 x 160 cm (kakObi) 2 parts 160 x 160 cm (each)
MpenocTaBneHo aBTopoM n ranepeent LEEAHN Courtesy the Artist & LEEAHN Gallery

MpenocTaBneHo aBTopoM u ranepeent LEEAHN Courtesy the Artist & LEEAHN Gallery
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MeHst B MOeM TBOpUYECTBE MPEHMYIIECTBEHHO 3aHUMAIOT JBE TeMbl. Ilep-
Basg — 3TO KOJOHM3ATOpCKas IOJUTHKA BEIMKUX JepxkaB B Bocrounoit Azuum
B XIX — navane XX B. Bropas — 3to kanutanuctiuueckoe oomectBo B XXI B. (kak
s ero BUKy). 51 ponmincs B Pecmyonuke Kopest, B CeBepo-BocTtounoit Aznm, 31ech
YK€ POIMINCH M MPOXIIN BCIO CBOIO JKU3Hb MOM NpPEIKU U UX MPENKHU. A s KUBY
B HOxHo#t Kopee XXI Beka. B cBonx paboTax s IOBECTBYIO O IPOIIOM M COBPEMEH-
HOCTH cBoel cTpaHbl. [locaeqHue qecars JIeT 1 MHOTO ITyTEMEeCTBOBA U cAeall s
ceOs OTKPBITHE, 9TO BHEITHNH OOIHMK Ba)KHEHINNX 31aHHUH, ITOCTPOSHHBIX B IIEHTPax
BOCTOYHOA3MaTCKUX TOPOAOB B MPOIIJIOM BEKE, COOTBETCTBYET JYXy TOTO BPEMEHH.
ITosTomy oHM cTanm Kak ObI HAppaTUBaMH, TIOBECTBOBATEIBHBIM CPEICTBOM B MOEM
TBOpYecTBe. VHOI/Ia 51 1enato HECKOJIBKO COTEH THICSY CHUMKOB M XPaHIO HX Y ceOsl,

WHOTIA S COOMpar0 M300paKCHUS M3 pa3iInd-

HBIX Menua, u3 MHTepHeTa — 3TO CTaHOBUTCA
HCXOIHBIM IIYHKTOM TBOPYECKOIO IIpolecca.
Takue «IpoeKTh» CIy>KaT METOAOM, KOTOPBIH
BCErza J1aeT MHE BO3MOXXHOCTb YTBEPAUTH MOIO
JIUYHYO UICHTHYHOCThH, MOE MECTO B TOM O0IIIe-
CTBE, YaCThIO KOTOPOTO £ ABJSIOCH. B ntore onn
MO3BOJISIFOT MHE B3IVISIHYTh Ha HAIlle OOIIECTBO
0oiiee 00BLEKTHBHO.

C 2008 1. omHUM M3 TJIABHBIX MOUX MHTE-
PECOB CTa0 M3yYECHHE COXPAHUBIINXCS apXHBHBIX JOKYMEHTOB 10 McTopun CeBe-
po-BocTounoit A3zun koHna XIX — Hauana XX B. 5 u3yuan u Te MOHyMEHTaJIbHBIE
CTPOCHHS, KOTOPhIe OBUIM BO3BEIEHBI, YTOOBI BOIUIOTHTH MHOTOOOpa3HBIC IUIAHBI,
JICKJIAPATUBHO CTPOMBIIHUECS BIIACTSIMHU; YTOOBI OMPABAATh CMCHBI FOPHCIUKITHH,
MIPOUCXOMBIINE B PE3YJIbTaTe BOMH M HAIIECTBUM. 51 BOCCO3Aa0 MAaKeThl ATUX 374a-
HUU B YMEHBIIICHHOM MaciiTade. 3aTeM si KOMOMHHMPYIO BH3yallbHBIC 00pa3bl dTHX
MTOTEPSIHHBIX IPOCTPAHCTB, KOTOPHIC CTATd OOBEKTAMH MPUTSDKEHUS IS TYPHCTOB,
U 9TO 3aCTaBISIET MEHsI 33[yMaThCs O yX€ dPbl KalUTalIM3Ma, B KOTOPOIl MBI 5KHBEM.
OKCHaHCcHs W MPOTpecc KaUTalu3Ma B €ro HBIHEIIHEM BHE HE SBISIOTCS YEM-TO
YHUKaIbHBIM Uit Kopen, To jke camMoe MPOUCXOAUT CO BCEMH HAIMSIMH M BO BCEX
pernonax. S paboraio Hag STUMH TEMaMH U BEPIO, YTO OHH SIBISIOTCS TUCKYPCOM,

KIIFOYEBBIM JIs1 HAIICTO BPEMCHMU.

I focus on two key concepts in my works. One relates to the colonisation and aggres-
sion of the great powers in East Asia between the 19th century and the early 20th
century. The other relates to my observations and views of the capitalist society of the
21st century. I was born in the Republic of Korea, Northeast Asia, and my grandpar-
ents and parents were born in the same country and spent their whole lives here. I live
in the South Korea of the 21st century.

My works are based primarily on uncovering the past and present stories of
the Republic of Korea. During my foreign trips over the past 10 years, I discovered
that the main buildings in the city centres of East Asia countries in the last century are
not that different from their historical backgrounds. I take them as narratives for my
creative progress.

I sometimes take hundreds or thousands of photographs and save them or col-
lect images published by various media and the Internet in order to start the creative
process. These ‘projects’ serve as the method that always enables me to confirm my
personal identity or the place and society where I reside. As a result, they enable me
to observe the society where I live objectively.

Since 2008 I have focused on one of my key interests - study of the remnants of
historical records of countries in Northeast Asia in the late 19th century and early 20th
century. This also involves observation of the monumental buildings built in order to
implement countless declared plans and acts justifying the change in ownership of the
cities driven by wars and invasions. I reproduce a small-scale version of the buildings
and sometimes take hundreds or thousands of photographs and save them or col-
lect images published by various media and the Internet in order to start the creative
process. These ‘projects’ serve as the method that always enables me to confirm my
personal identity or the place and society where I reside. As a result, they enable me
to observe the society where I live objectively.

I continue editing and combining this representation of the lost spaces that
have become tourist spots, drawing on my thoughts about the capitalist era we I live
in. The expansion and progression of modern capitalism is not an exclusive issue for
certain nations or regions. I am working on these concepts in my work, believing that

this theme should be the overriding discourse of our time.
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CaurioH Kum

[NamsiTs_OpHameHT#157030

2015

LlemeHT

32 x 123,56 x 7 cM

[MpenocTaBaeHO aBTOPOM W ranepeer Baton

Sang Gyun Kim

Memory_Pattern#1571030

2015

cement

32 x 1235 x7cm

Courtesy the Artist & Gallery Baton

CaurioH Kum

lNamsiTs_OpHameHT#151119

2015

LlemeHT

56 x 53 x 7 c™M

[penocTaBneHo aBTopoM U ranepeer Baton

Sang Gyun Kim

Memory_Pattern#151119

2015

cement

56 x 53 x 7. cm

Courtesy the Artist & Gallery Baton



lNamsiTs_OpHameHT#150807

2015

LiemeHT

101 x 102 x 7 cm

MpenocTaBneHo aBTOPOM U ranepeeit Baton

Memory_Pattern#150807

2015

cement

101 x 102 x 7.cm

Courtesy the Artist & Gallery Baton
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IbxaHr EH MuH

Korza s mepeexana Bo ®@pannyro, y MeHs1 ObUT KyIbTypHBIH MOK. S crpariu-
Basa ceOs, KakuM JIOJKHO OBITh MOE MCKyCCTBO. Toraa sl Aymana O MOEM KyIbTyp-
HOM ODKrpayHJIe U O KOPEHCKOM XylT0XXKECTBEHHOW TpaIHINH, KOTOPYIO sl MOIIa ObI

MIPOJEMOHCTPUPOBATH €BPOIIEHCKON ayJUTOPHU B KaueCTBE MOATBEP)KICHUS MOETO

MPOUCXOKJCHUS. MEHs 3aHMMalia mpoOieMa KOHCTPYHPOBAHUs CBOCH KOPEHCKOMH

UACHTUYHOCTH.

CeFO}IHﬂ MCHs 3aHUMAcCT BOIIPOC: «Yto s X044y AOHECTHU CBOMMHU pa6OTaMI/I,

HCXOJI M3 CBOCH MHIMBHIYAJIbHON MACHTHIHOCTH?». MOs HACHTHYHOCTh — YHH-
BepcasbHas, BeJb JUIl MOETO CO3HAHUsI KOpelcKas M (PpaHIly3cKasi KyIbTypbl COOT-
HOCSATCS TakK ke, KaK MOJEPHHU3M M MOCTMOAEPHU3M. AMEPUKAHCKUH Orosor Pruuapa
Jokun3 B kHure «PacuimpeHHblil (PeHOTUID» MUILET, YTO HaM HY>KHO O0JIbIIe U3y4aTh
TEHETUYECKYIO CPEAY, YTOOBI JIydIe TIOHATh CaMU T'€HBI, TIOCKOJIBKY Cpefa — Takas

K€ 4aCTb '€HCTUKH, KaK YCJIOBEUYCCTBO U KYJIbTYypa.

Jung Yeon Min

I experienced a culture shock when I arrived in France. And I asked myself what kind

of work I should do. I looked for Korean cultural materials and traditional subjects

that I could display to the European public, in order to show them that I was a Kore-
an artist. So at that point in time I was preoccupied in my works with asserting my
Korean identity.

So today I am preoccupied with “what I should say in my work, drawing on
my personal identity”. I have an extended identity — I perceive Korean and French
culture as similar to the relationship between Modernism and Postmodernism.
The American biologist Richard Dawkins said in his book The Extended Phenotype
that we needed to learn more about the environment of the gene in order to gain a
better understanding of the gene, because the environment of the gene is as much part

of the gene as mankind and culture.

Ibxanr EH Mun Jung Yeon Min

[opabIHs, xaxnaa, CoH v Jopora Orgueil, soif, sieste et la route
2014 2014

XoscT, akpu acrylic on canvas

130 x 97 cm 130 x 97 cm

[NpepocTaBneHo aBTopoM Courtesy the Artist



Jbxaur En Mun

lopTpeT moevt maTepu
2015

XOJCT, akpwu

100 x 100 cm
[NpepocTaBneHo aBToOpoOM

Jung Yeon Min

Portrait de ma mere
2015

acrylic on canvas
100 x 100 cm
Courtesy the Artist
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Cy1ecTBOBaHHE PErHOHANIBHBIX, STUYECKUX U HAI[MOHAIBHBIX pa3lnu4Iui ceil-
yac BOCTIIPHHUMAETCS Kak Mpobiema, KoTopasi KacaeTcs BceX. Pa3MbpIBaHUE TTOHATHH
«PETUOHATBHOEY, «IOKAJIBHOE», C OJHOW CTOPOHBI, M «CTOIMYHOE», «MEXKIyHapO-
HOE» — C JPYToH, B HOBEHIIYIO 3IIOXY YCIOKHHIJIO CaM KOHIIENT «IEHTP)» HIIH XKe
MEPEABUHYJIO IIEHTP» B APYroe MECTO, CO3/1aJ0 MHOIO «ILIEHTPOB» — 4YTO I03BO-
JIUJIO TIPOW3BEICHHUSAM HMCKYCCTBA BBICTABIATHCS MO BCEMY MHUPY H, B TO K€ BpeMs,

HO6yZ[I/IJ'IO XYA0KHHUKOB CO31aBaTb CBOU COOCTBEHHEIE CUCHTPBD.

Spatial differences and ethical and national differences are now perceived as com-
mon concerns. The exchanges between ‘regional’ and ‘international’ characteristics,
and ‘local’ and ‘metropolitan’ characteristics have recently complicated concepts
of the centre or shifted and multiplied the centre to enable art to be exhibited all over

the world and at the same time promoting artists to create their own centres.




XONCT, akpun
162,2 x e
[TpenocTaBneHoO aBTOPOM U ranepeen L




Yourio Mak

LLIncppoBaHme

2015

XOJCT, akpwu

90,9 x 72,7 c™m

MpenocTaBneHo aBTopoM n ranepeent LEEAHN

J. PARK

Encoding

2015

acrylic on canvas

90.9 x 72.7 cm

Courtesy the Artist & LEEAHN Gallery

Yourio Mak

LLIncppoBaHme

2015

XOscT, akpui

90,9 x 72,7 c™m

MpenocTaBneHo aBTopoM u ranepeent LEEAHN

J. PARK

Encoding

2015

acrylic on canvas

90.9 x 72.7 cm

Courtesy the Artist & LEEAHN Gallery
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B Moeit pabote oTIpaBHOI TOUKOI MOCITYKHIIM KaK 0OIIeCTBEHHBIE MpooIie-
MBI, TaK ¥ JMYHBIE TIepeKuBaHus. IT0 Tpobiemarnka BOKpyr I MO (reHHO-MOTU(H-
LMPOBAaHHBIX OPraHU3MOB) M MOW COOCTBEHHBIH OIBIT — U TO, M JPYTroe MpoOyIiiIo
HHTEpEC K TeME «MyTalui». Ecim mapBUHOBCKas TEOpHs SBONIOLNUH BEPHA, TO MBI,
IO UAee, MOXKEM aJalTUPOBAaThCA K OKPYXKAIOIIEH cpeie caMocTosTenbHo. OHAKO,
TOCJIE€ TOTO KaK MOSBUIIACH TCHHO-MOIU(HUIIMPOBAHHAS IHIIA, CKOPOCTh HAIIEH 3BO-
JIIOLUM CAeNaach HelpecKasyeMbIMU. Sl Ha COOCTBEHHOM OIIBITE MO3HAJIA HEYHOB-
JIETBOPHUTEIBHOCTh KPUTEPUEB, KOTOPBIE PA3TPAHMIUBAIOT «HOPMY» U «MYTAIHIO».
Most paboTta BIOXHOBJIEHA HJieell MOAJIMHHON KpacoThl. B Hallry amoxy, Korja 4eno-
BEK CTaHOBUTCS Ha MecTo bora, s3xoiornueckue mpodineMsl HapacTaroT, H BO3HUKACT
HEOOXOANMOCTh BBIPA00TaTh KPUTEPUH, HY)XKHBIE JJIsI OTNPENESICHNs] TOTO0, YTO €CTh
«HOPMa» M YTO €CTh «MYTaIHsD).

LenenanpaBiieHHO 51 HE BHOIIY B CBOM PabOThI 3JIEMEHTOB KOPEHCKON KyJIb-
Typsl. B TO ske Bpems, HeT Hu4ero Oojiee €CTEeCTBEHHOTO, YeM OOHAPYKUTH B pabote
Xy/JI0)KHAKA OCOOEHHOCTH TOW KYJIBTYpPBI, K KOTOPOI OH MPHHAJICKHUT, HE3aBUCHMO
OT TOTO, IPOHHKIIH JIN OHM TYJIa 10 €TO BOJIE MJIH K¢ HeT. [1o MoeMy MHEHHIO, 3TO XO-
pouo s apT-pbIHKa. MckyccTBO OCHOBAaHO Ha HMjee pa3HooOpasus, a pasHooOpa3ue
BO3HMKAET TOT/IA, KOTJa 3a paboTaMu TOTO WIIM HHOTO XYJOKHUKA CTOUT KyJIbTypHas

Tpaaunus CTpaHbl €ro NPOUCXOKACHUA U €TI0 JIMYHBIA )KU3HEHHEIN OIIBIT.

My work has progressed with interest in the subject of ‘deformation’, from the social
issue of GMO (Genetically Modified Organism) and personal experiences of deform-
ity. If Darwin’s theory of evolution were correct, we would adapt our genes to our
environments on our own. However, the speed and direction of such change has been
rendered unpredictable with the emergence of GM foods as the source of our nutri-
ents. I perceived based on personal experience the failings in the criteria underlying
deformity and standards. My art draws on the idea of true beauty in a time where man
stands in for God, how our environment is changing and the criteria required to distin-
guish the concept of standard and deformity.

I do not include elements of Korean culture in my works intentionally. At the
same time, it goes without saying that my experiences and personal aspirations are
influenced by my background. Art is based on diversity, and diversity stands out when
one draws on the culture of one’s country and personal experiences. I personally be-
lieve that the application of diverse thoughts and approaches would result in quantita-

tive growth in the potential of art.”

Botanimal 2

2014

XoncT, Macno

162 x 112 cm

MpenocTaBneHo aBTopoM u ranepeent LEEAHN

Botanimal 2

2014

oil on canvas

162 x 112 cm

Courtesy the Artist & LEEAHN Gallery



blHréx Xo

Botanimal 5

2014

XoncT, Macno

112 x 162 cm

MpenocTaBneHo aBTopoM n ranepeent LEEAHN

Unkyung Hur

Botanimal 5

2014

oil on canvas

112 x 162 cm

Courtesy the Artist & LEEAHN Gallery

blHrén Xo

Tbicsi4a rria3

2015

XOJcCT, akpui

40 x 40 x 2,2 cm

[penocTaBneHo aBTopoM 1 ranepeen LEEAHN

Unkyung Hur

Thousand eyes

2015

acrylic on canvas

40 x 40 x 2.2 cm

Courtesy the Artist & LEEAHN Gallery



blHrén Xo

Tbicsi4a rrias

2015

XOJICT, akpwusi

30 x 30 x 2,5 cm

[MpenocTaBneHo aBTopoM u ranepeent LEEAHN

Unkyung Hur

Thousand eyes

2015

acrylic on canvas

30 x 30 x 2,5 cm

Courtesy the Artist & LEEAHN Gallery

blHrén Xo

Tbicsi4a rrias

2015

XOJCT, akpui

30 x 30 x 2,5 cm

[penocTaBneHo aBTopoM U1 ranepeen LEEAHN

Unkyung Hur

Thousand eyes

2015

acrylic on canvas

30 x 30 x 2,5 cm

Courtesy the Artist & LEEAHN Gallery



blHrén Xo

Tbics4a r/ia3

2015

XOJICT, akpwusi

70 x 70 x 3 cm

[MpenocTaBaeHo aBTopoM 1 ranepeent LEEAHN

Unkyung Hur

Thousand eyes

2015

acrylic on canvas

70 x 70 x 3cm

Courtesy the Artist & LEEAHN Gallery

blHrén Xo

Tbicsi4a r/ias

2015

XOJICT, akpwusi

50 x 50 x 2,6 c™m

MpenocTaBneHo aBTopoM u ranepeet LEEAHN

Unkyung Hur

Thousand eyes

2015

acrylic on canvas

50 x 50 x 2,6 cm

Courtesy the Artist & LEEAHN Gallery
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51 paboraro Haj (GopMoli cocylecTBOBaHUS IIPOTUBONOIOKHBIX HIEMEHTOB
(WHD ¥ SIH), OCHOBBIBAsICH HAa BOCTOYHOHN (prmocoduu, mpuMeHsIomel kK GeHOMEHaM
9BPUCTUYECKYIO TEXHUKY M (OKyCHpYIoleiics He Ha 00beKTax, a Ha OTHOIICHHSX.
Camo MHOTOOOpa3ue (OpM, COCTOSAIINX M3 PAa3HBIX TCOMETPUICCKH MPABUIBHBIX ap-
XUTEKTYpPHBIX JIEMEHTOB, BIOXHOBIISIET MEHSI HA CO3JJaHUE OTBJICUCHHOTO Ieii3axa,
n300paXKEHHOTO B BAZIE HETPOHYTON MPUPOIBI M 0)OPMIEHHOTO YHHKATbHBIMHU OTHO-
LIEHUSIMU MEX/Ty dJIeMeHTaMu. PaboTast Ha/i CBOMMH MTOJIOTHAMH, S TIBITAIOCh HAUTH
CHUJIBI JUTS ONIPABIAHMS HAIIETO OBITHS M BO3MOXKHOCTB JUISL €TO CITACECHUS.

MHe KaxeTcsl, YTO MOM XYJIOKECTBEHHbIC pabOTBI SBISIOTCS PE3yNIbTaTOM
MOETO BOCIIPHATHSI Pa3HBIX KyJIBbTYP, OCOOCHHO Pa3HBIX (hOPM TOPOACKOI IHEPTHH.
Toponckue nanmmadThl, U3MEHSIBIIHECS Ha MPOTSHKEHHU YEIOBEYECKON HCTOPHUH,
MOTYT OBITh MCIIOIB30BAaHBI Ul M3YYECHHUsS 3HAKOB U 00pa3oB, yKOPEHEHHBIX B 00-
el maMsTi rpynmnsl. HanmonHeHHbIe apXUTEKTYypoi 00pa3sl 0pOpMIISIOT TOPOJCKOE
MIPOCTPAHCTBO U CTAHOBSITCS 3JIEMEHTOM KOJUICKTUBHOW MaMATH. XPUCTHAHCKHUN 3a-
IaJ] UCIONb30Ball 00pa3 JaOUpUHTA AT CUMBOIMYECKOrO 0003HAUCHUS TIIETHOCTH
MOWCKa CrlaceHmst. B cpemHeBeKoBOH AHIIMW JIIOMN OOCTPHUTANN JYXKAaWKH, YTOOBI
TaK MPOJOXKUTH Jopory B Mepycanum. To4HO Tak ke, Kak JAOMPHHT MOXKET OBITH
paccMOTpEH B Ka4€CTBE IPETPabl, TOOyKJaroNeH JII0eH MPeo10IeBaTh TPYAHOCTH,
TaK M pacwICHEHHOE FOPOACKOE NMPOCTPAHCTBO MOXKHO MPEICTABUTH KAaK CEPHIO 3a-
TaJOYHBIX JaHAIIA(TOB, 30BYIINX HAC K UX «OTrafbIBAHUIO». TakuM 00pa3oMm, pazo-
PBaHHOE TOPOJCKOE IMPOCTPAHCTBO — ITO HE TONBKO CUMBOJI U3MEHUHBOCTH, JENAI0-
el HeBO3MOYKHBIM ITOCTOSTHHOE KHUTEIIECTBO B 3TOM MECTE, HO M caMasi THTaHTCKas

apXUTEKTypHas opma.

I explore a form of co-existence between conflicting elements based on Eastern phi-
losophy that takes a heuristic technique to phenomena and focuses on relationships.
As such, I am inspired by a variety of forms that contain diverse geometrical elements
of architecture to create an idea-based single scene represented by untouched nature,
shaped by the peculiar relationship among the elements. Within the work and the dis-
tracting space of the group, I attempt to seek the energy of legitimacy and salvation
for our existence.

I explore the differences between cultures and also the common features.
I think that my work has developed from my experience of different cultures, espe-
cially various forms of urban energy.

The urban landscape that has existed for a long time, along with the history
of mankind, may represent the embodiment of things and images ingrained with the
shared memory of our group. Images replete with architecture shape the city and be-
come collective memory. Christians in the West used the images of a maze to show
symbolically the difficulty of attaining redemption. In Medieval England, people used
to mow the lawn in order to pave a road to Jerusalem. Just as a maze can be per-
ceived as a complex riddle made up of the motivation to overcome difficulties, a dis-
persed space in a city is a series of intriguing landscapes that draw people powerfully
to the mysteries that they want to learn and solve. As such, dispersed space is a vari-

able that makes permanent settlement impossible, and is also the most colossal form.
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HOHrén YoH

Axonometric Jungle VI

2012

HerpyHTOBaHHbIN XONCT, KapaHdaLl
190 x 150 cm

[NpepocTaBneHo aBToOpoOM
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Yun Kyung Jeong

Axonometric Jungle VI
2012

pencil on unprimed canvas
190 x 150 cm

Courtesy the Artist

XY

HOHrén Yon

COOPYXKEHWVIE IV

2012

HerpyHTOBaHHbI XONCT, KapaHaaLl
190 x 160 cm

[pepocTaBneHo aBTopoM

Yun Kyung Jeong

EDIFICE IV

2012

pencil on unprimed canvas
190 x 160 cm

Courtesy the Artist
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HOHrén Yon Yun Kyung Jeong HOHrén Yon

Macca lll The Mass Il Tom |

2012 2012 2012

HerpyHTOBaHHbIN XOICT, KapaHaall pencil on unprimed canvas HerpyHTOBaHHbIM XONCT, KapaHaall
130 x 120 cm 130 x 120 cm 120 x 120 cm

[MpenocTaBaeHoO aBTOPOM Courtesy the Artist [penocTaBneHo aBTOpPOM

Yun Kyung Jeong

Volume |

2012

pencil on unprimed canvas
120 x 120 cm

Courtesy the Artist
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Mowu paboTbl BoOpanu B cebsi MOTUBBI, CBSI3aHHBIE C T'YMaHHCTHYECKIMU 1I€H-
HOCTSAMH, OTPaXKAIOT UX CYIIHOCTh. SI OBLT B moJHOM BocTtopre, xoraa Jlu Cenonb
n xommstorep Google DeepMind chirpanu B 10, ¥ 4eJIOBEK MPOUTpai. JTa MapTHs
3acTaBMJIa MEHS BCTaTh Ha CTOPOHY ITOOCIMTENS W BHOBB 3aIyMarhbcs 00 ycIrexax
HCKYCCTBEHHOTO MHTEIUIEKTa. Belb TeMa «IIpOTHBOCTOSIHIE UCKYCCTBEHHOTO MHTEII-
JIeKTa U TYMaHUCTHYECKHUX IEHHOCTEH» HUKaK HE CBA3aHA C Pa3BUTHUEM TEXHOJIOTHI
caMux 1o cebe. DTa mpobiaemMa, HaPOTHB TOTO, Aa€T MHE BO3MOXKHOCTh MOCTaBUTh
BOIIPOC O TOM, CBSI3aHBI JIU BOOOIIE CYIIHOCTh 'yMaHN3Ma U HCIIOJIb30BaHHE TEXHUKH.

Ecnu ObI BB crIpocHii MeHs, OBbUIM JIM 3TH NMPOOJIEMBI OTpa)KEHBI B MOMX
paborax HaMepeHHO, 51 OBl CKa3an «HeT». JIroOble MPOoOIeMBl PEIOMIISIOTCS B OT-
JIETIBHBIX JIIO/ISIX, KOTOPbIE HAXO/SATCS B ONPEAEIEHHOM MECTE M OTpe3Ke BPEMEHHU B
paMKax Bceil HCTOpHH denoBedecTBa. MHIMBUIBI IPEACTABIAIOT cO00I GHUITBTPHI T

MCEANYMBI, KOTOPBIC OTPAKAIOT TAKUC ABJICHUS.

Issues or subjects of interest to me sometimes lead me to create works of art. Some-
times, the creative process is naturally inspired by external developments. I have been
fascinated by the Baduk match between Lee Sedol and Google DeepMind’s AlphaGo.
This match led me to witness first hand and reconsider the advancements made by
artificial intelligence. After all this issue termed “confrontation between artificial in-
telligence and humanity” is not related to technological development. Instead, this is-
sue allows me to question whether the essence of humanity using machinery matters.

If you asked me whether those issues were reflected in my works intentionally,
I would have to say no. All issues are projected onto individuals, who experience a
certain place and point of time in human history over a long period. Individuals are

filters or media that reflect such phenomenon.

Ypam Yxse

Yakpa-2552-a

2008

MeTann, MexaHn3M, 31EKTPOHHbIE MPUOOPbI
(Mnata ynpasnerHus, MoTop)

80 x 80 x 35 cm

MpenocTaBeHo aBTOPOM

U-Ram Choe

Cakra-2552-a

2008

metallic material, machinery, electronic devices
(CPU board, motor)

80 x 80 x 35 cm

Courtesy the Artist




CyaH Yxse

51 cTaparoch BHUKHYThH B CaMbI¢ TIIO0AIbHBIC POOIIEMBI, B T¢ 00IIKe Havasa,
KOTOpBIe (POPMHPYIOT BCEX HAC, HAlle OOIIECTBO — ¥ 3TO HAIIW AYIIH, COHAHUE,
SMOIIMH U OKpYXaromuii Hac Mup. TeM He MeHee s MpU3Har, YTO MOSI IPUHAATIEHK-
HOCTHb K OIIpENeNIeHHON KyNbType, MOW O3KTpayHI OTpa)kaeTcs B MOHMX padoTax.
B kaxoii-to mepe. [loacmyaHo.

B cBomux pabotax s MCCIIeAyIo JTHIHBIE IPOOIEMBI JIFONIeH, KOTOPHIe BOIHYIOT
HX KaK BO Bp€MEHa MUPHOTO COCYIIIECTBOBAHUS, TaK U BO BpeMEHa BPaXJibl, CTPEMSICh
00HapYXHUThH T€ peaybHbIC IBIKYIINE CHIIBI, KOTOPHIE YIIPABISIFOT N3MEHEHHUSIMH de-
JIOBeueCcKoro obmecTsa. S qymaro, 4To HEBO3MOXKHO M3y4aTh NPOOJIEMBI OTJEIbHOM
JUYIHOCTH, HE YIeNsIs BHUMAHUS TeM OOIECTBCHHBIM SIBICHUSIM, KOTOPBIC OIpeIes-
IOT Hamny ku3Hb. OOpa3Ipl MOBENCHUS U MPHUBBIYKH (BEIIH HE TOJBKO (hU3MYCCKHE,
HO Y IyXOBHBIE) TaK)K€ MOJKHO yTaJaTh 110 BHEITHOCTH.

IMocnennee Bpemst y MEHsI BBI3BIBACT OFPOMHBIN HHTEPEC CIICIYOIAs MPooJie-
Ma: HACKOJIFKO XOPOIIIO JTFOIM TIOHMMAIOT M YyBCTBYIOT CBOE TEJIO TETIEPh, B COBPEMEH-
HYIO 3I0XY, KOTJIa MPOUCXOINUT OBICTPOE COBEPIICHCTBOBAHME TCXHUKU U TEXHOJIO-

Ui, HampuMep OMOTEXHOIOTHH, TCHHOW HH)KEHEPHHU M HCKYCCTBEHHOTO MHTEIUICKTA.

Xooang Choi

I try to delve into the global problems, the fundamental issues that shape each of us,
and also our society — our minds, consciousness, emotions and the world around us.
However, I also acknowledge that my cultural background is reflected in my work, at
the very least implicitly.

My works explore individual issues both at times of unity and conflict, and
attempts to reveal the real dynamics driving society’s diverse forces. I think it is im-
possible to deal with individual issues without referring to the phenomena of the so-
cieties where we live. I personally believe that you show through your body how you
perceive yourself and other people, and also the society and environment where you
live. It also serves as the basis for understanding personal habits or patterns that are
not only physical, but also mental.

Recently, I have become profoundly interested in changes in general aware-
ness about the body due to rapid development of modern technologies, such as bio-

technology and genetic technology, artificial intelligence, the Internet of things, etc.




CyaH Yxse

Po3oBbie MedTaTesn
2015

Macno, cmMona, fepeBo
50 x 46 x 115 cm

Tupax 3/3
MpenocTaBneHo aBTOPOM

Xooang Choi

Pink dreamers
2015

Qil on resin, wood
50 x 46 x 115 cm
Edition 3/3
Courtesy the Artist
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Hauunast ¢ 1990-x T, M0 Mepe pa3BHUTHS TIOOATM3AIMHU, XyI0KECTBCHHBIN
MU TaroKe CTal III00aTH30BaHHBIM U MEXTyHAPOIHBIN MPOEKT CTABUT HEepeT XyI0XK-
HUKOM TIPOOIIEMY €T0 UACHTUYHOCTH U, B TO K€ CaMO€ BPEMsI, IEMOHCTPHPYET OIBIT
Pa3IUYHBIX KYJIBTYP U PacIupsieT pealbHble BO3SMOKHOCTU XyJAOKHHUKA.»

B nocnemame roas! Kopeickie My3en BEIpaboTalld HOBBIH MOAXOA K a0CTpaKT-
HOMY UCKYyCCTBY 1960-Xx IT. (MOHOXPOMHOH >KHBOIIHCH) — M B TOM, YTO Kacaercs
€ro M3y4eHus, U B TOM, 4TO KacaeTcs BBHICTABOUHOHU fesTenbHOCTH. KpoMe Toro, 3a-
IUTAHUPOBAHBI BHICTABKH, MOCBSIIECHHBIC HANPABICHUIO «MUHIKYH», 3TO HOXKHOKO-
pelickoe connanbHO-OpUEHTUPOBAHHOE HCKYCCTBO, KOTOPOE OTPaXKaso Ty ITOTUTHYC-
CKYIO CUTYalUIO U T€ IPOOJIEMbI IOMCKA HJICHTUYHOCTH, KOTOPBIE OBUTH XapaKTepHBI
g FOxuoin Kopen B 1980-¢ 1. 51 cunTaio BayKHBIM ITOTIBITATHCSI HAUTH KOPEHCKYIO,
YJIH JK€ BOCTOUHYIO, 3CTETHKY U HACHTUYHOCTbH, HO, B TO K€ BpeMs, 51 IPHHAMAIO U
3amnajHoe UCKYCCTBO KaK 4acTh KOPEHCKOH MCTOPUU MCKycCTB. MHe Takke KaxeTcs
MIPaBHIIBHBIM 3aHOBO OTKPHITH CBOIO COOCTBEHHYIO METOHOJIOTHIO )KMBOIIMCH U BO-
IUIOTHTH €€ TaK, YTOOBI JOCTUTHYTH YEr0-TO CBOETO, ocoboro. S moapasymeBaro He
TOJNIBKO TPEIAMET U Melua, UCIOJIb3yeMble B MOUX paboTax, HO M caMy 0Opa3HOCTb.
B nieaTpe Moero BHUMaHHS — MOUCK HOBBIX BO3MOXKHOCTEH TSI COOCTBEHHOTO TBOP-
YeCcTBa, HO HE MOCPEICTBOM HCKYCCTBEHHOTO CMEIICHUS 3alaJHOTO W BOCTOYHOTO
HCKYCCTBa B HEKYIO0 I'HOPH/IHYI0 00pa3HOCTb, a Yepe3 00beIMHEHUE UX MTOTeHIINANIA,
KOTOpPOMY OBLT OBI IIPH 3TOM MPHIAH OPEOJI COBPEMEHHOCTH.

The art world has become globalized in line with the wave of globalization after the
1990s therefore an international project raises the question of identity to the artist and
at the same time offers the experience of diverse cultures and expands the practical
opportunities of the artist.”

“Over recent years the Korean art world has witnessed a new approach to the
study and exhibitions of 1960s abstract painting (monochrome painting), and exhibi-
tions about Minjung Art, the South Korean socio-political art movement that reflected
the Korea’s political situation and identity in the 1980s, are being planned. I am inter-
ested in attempts to find a Korean or Oriental aesthetics and identity, while at the same
time accepting Western art in Korean art history. At the same time, however, my inter-
est is a process of rediscovering my own methodology of painting and transforming it
into a specific result. This concerns not only the subject and media of my works, but
also interest in images. I focus on finding new possibilities for my own painting, not
by juxtaposing Western art with Eastern art as a hybrid image, but instead by uniting
their potential power with a contemporary characteristic.

TH(H)ERE-313

2015

MaHenb, akpui, kapaHgall

175 x 175 cm
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TH(H)ERE-313

2015

acrylic & pencil on panel

175 x 175 cm

Courtesy the Artist & LEEAHN Gallery
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Kyunchul Shin
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236 (diptych)
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TH(H)ERE-236 (guritnx)

2015

acrylic & pencil on panel
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Pomuncs B 1975 rony B . Ceyn (Kopes). OGyuancst B Yauepcutere [an-
KyK, TIe MONy4YHy CTeNeHb OakanaBpa, a 3aTeM B YHUBEpCHUTETe XOHIHK, ITOIYyYHB
TaM CTENEeHb MarucTpa M3SIIHBIX MCKYCCTB. V30paHHBIE NEepCOHAJIbHBIE BHICTaB-
ku: on the way (mmmg, Ceyn), on ground (GALLERY HYUNDAI WINDOW
GALLERY, Ceyn), barricade (ccuullpool, Ceyn), Green mountain (Brain Factory,
Ceymn), Playroom (Alternative Space Gallery Cott, Ceym). Taxke mpuHUMAI y4acTue
B TPYMIIOBBIX BBICTaBKaX, Takux kak The Sleepless (Gallery Zandari, Ceyn), Sorok
SmallMuseum (Sorokdo National Hospital, Copokno), Russia-Korea Exchange
Exhibition «Minima Moraliay (MpxyTckuii 00TacTHON XyT0KECTBCHHBIH My3¢H UM.
B.I1. Cyxkauesa, pkytck), CONVERSATION (Yangpyeong Museum, Sumnxen), The
Breath of Fresh (Gyeonggi Museum of Modern Art, Aucan), Untitled Stage (Ycanpba
Hukunts beruapoa Mpro3uk Xomi, octpos OnbxoH, baiikain), Reload (Project Space
Pilipinas, KecoH). AH npiuHUMan y4acTue B apT-pe3uIeHIMsX, Takkx kak Gyeonggi
Creation Center, Gyeonggi (Kopes), glogauAIR Artist in Residence Program, Berlin
(I'epmanmust), Baikal Nomadic Residency Program, Upkyrck (Poccust), a Taxoke sBis-
eTCsI JlaypeaToM MHOTOYHCIICHHBIX MpU30B, Takux kak Chong Kun Dang art award,
Chong Kun Dang, Korea Mecenat Association, Ceyn, The 32th JoongAng Fine Arts

Prize, Second place, JoongAng culture media corporation, Cey.

Ha xwuBonmcHbIx monoTHax AHa ['€HCy rocmoncTByer arMocdepa 3a0poreH-
HOCTH M 3aITycTeHHs1. ICTOYHUKOM BJOXHOBEHHS ISl 3TOTO Xy/IOXKHHUKA CITYXKaT, TIIaB-
HBIM 00pa30oM, BHIbI OCPIMHCKNX IPUTOPOJIOB, TI€ OH KOTZIa-TO TYJSI, — OH CJIOBHO
OBl BBI3BIBACT B IaMSATH IOJIyYeHHBIE TOTJa BliedarmieHus. OKpanHbl, KOTOpbIE eMy
TIPUBEINOCH JIUIE3PETh, J1a U CAMU OTHOLICHUS MEXIY FOPOACKHMH CTPYKTYypaMH H
WX Jajekoi nepudepreit, pokaain B Tylie AMCrapMoHHIo. M3ydast ”3BMEHeHus1, Ipo-
M30IIENINE B OOJIMKE TOTO WM MHOTO NPHTOPOAA, PACCMaTpPHBasl CTapble BHICO3a-
MIUCH, OH HAay4HJICS BOCCO3[aBaTh MPOIUIOE 3TUX MECT, M300paaTh UX HACTOsIIEe
u Oyayliee — 9YTO BIIOCIICACTBUH H SIBHJIOCH TEMOW €ro padoT. XymTOoKHHK Kak OBl
Pa3mIsIBIBACT TSXKEIOBECHYIO CYyOCTaHIMIO COBPEMEHHOT0 NeH3axa, MpeacTaBisis e€
Kak IIOCTENEHHOE pa3pylIeHHE TOTO Ieif3aka, KaKMM OH OCTaJCs B €ro MaMsITH, —
MIPOCTPAHCTBA U3 €0 BOCIOMHMHAHUH, TOTO, YTO OKPY)KaJIO €ro B JIETCKUE TO/bl. DTH
«IIPOMEKYTOUHbIE MPOCTpaHCTBa» AHa ['€HCY He BHYLIAIOT 3pUTENIO UK Kpaco-
TBI-TAPMOHHMHU KaK 3CTETHYECKOW CYIIHOCTH, a HAlPOTHB TOTO, TO3BOJISIIOT IIAaBHOW

TEME pa60T YKUTBHCA C Ty KABIMUA €M WM JK€ BCIIOMOTaTeIIbHBIME «IIoATEMaMHu».

Born in Busan (Korea) in 1975. An holds a BFA from Dankook University and MFA
from Hongik University (Korea). Selected solo exhibitions include: On the way,
(mmmg, Seoul), On Ground, (GALLERY HYUNDAI WINDOW GALLERY, Seoul),
Barricade, (ccuullpool, Seoul), Green Mountain, (Brain Factory, Seoul), Playroom,
(Alternative Space Gallery Cott, Seoul). He also participated in a number of group
exhibitions such as: The Sleepless, (Gallery Zandari, Seoul), Sorok Small Museum,
(Sorokdo National Hospital, Sorokdo), Russia-Korea Exchange Exhibition Minima
Moralia, (Irkutsk Regional Art Museum of V.P. Sukachev, Irkutsk),

CONVERSATION, (Yangpyeong Museum, Yangpyeong), The Breath of Fresh,
(Gyeonggi Museum of Modern Art, Ansan), Untitled Stage, (Nikita Bencharov’s hotel
Music hall, Baikal Olkhon Island), Reload, (Project Space Pilipinas, Quezon). An
took part in multiple artist-in-residence programmes at Gyeonggi Creation Centre,
Gyeonggi (Korea); glogauAIR Artist-in-Residence Programme, Berlin (Germany);
Baikal Nomadic Residency Programme, Irkutsk (Russia) and has won a number of
special prizes, such as: Chong Kun Dang art award, Chong Kun Dang, Korea Mecenat
Association, Seoul; The 32nd JoongAng Fine Arts Prize, ‘second place’, JoongAng
culture media corporation, Seoul.

Gyungsu An’s works are inspired primarily by deserted and detached landscapes.
He recalls his impressions after walking round the outskirts of the city of Berlin,
when he observed and experienced discord on the boundaries or local relation-
ships with the urban structure. By experiencing changes in the landscape of a
certain area, and looking back at old records, he managed to imagine the land-
scape’s past, present and future, which subsequently became the subject of his
works. In his paintings the artist traces the substance of the massive landscape today
by watching the collapsing landscape of his own memory — memories about the
space that had surrounded him during his childhood. In Gyungsu An’s in-between
spaces the main elements of the work coexist with foreign or subsidiary parts instead
of inducing the aesthetic substance of beauty.
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Pomuncs B 1972 rony B . Ceyn (Kopest). XKuset u pabdoraet B . Ceyn. O06-
yuanicsi B HarmonansuoMm Yuusepcurere Ceyrna, rje Moay4ui CTerneHn OakanaBpa,
a TI03)Ke MarucTpa MU3SIIHBIX UCKYCCTB. V30paHHbIe NepcoHabHbIe BEICTaBKU: THE
PLACE (BCS Gallery, Heio-Hopx), THE PLACE_ Essence (Gallery HONG BAO
ZHALI, Cawmeras), The Construction of the Ambiguous Form (Gallery Grimson, Ceyn),
Jumble Painting (Nanji Gallery, Ceyn). Taxke OH IpHHHMAN y4acTHE B TPYIIIOBBIX
BBICTABKaX, TAKNX Kak Korean Art Now (Susan Eley Fine Art, Heto-Hopk), Translated
Plans (Art So-Hyang, [Tycan), Flowers and Sound (Korean-American Cultural Arts
Foundation, Bamiarron). I'm6om pabortan BO MHOTHX apT-pe3uACHIMSIX, HAIPHMED
The 4th term of Artists-in-Residence Changdong, National Art Studio (Ceymn), Artists-
in-Residence Vis-a-Vis Art Lab (CsMbIHB), OH SIBISETCS JIaypeaTOM MHOTOYHCIICH-
HBIX ITpeMuit, Takux kak Dong-A Art Competition, Joong-Ang Fine Arts Competition,
Annual Grand Arts Competition of Korea, MBC Grand Art Competition. Ero 06b-
eKTHI HaxomsaTcs B Koiuteknusax Seoul Metropolitan Museum of Arts, YOUNGEUN
Museum of Contemporary Art, ARTFORUM NEWGATE u Bo MHOTHX JIPYTHX My3€-

X U YaCTHBIX KOJIJICKIIUAX.

XapakTepHoe CBOHCTBO mpoekToB ['mOoma KBOHA B TOM, YTO XyTOKHHK IBH-
JKETCsI B HAaIlpaBJIEHUN SKCIIPOMTA, CIIOHTAaHHOTO PUCYHKA. B 0CHOBE ero paboT JeKuT
NPEACTABIEHUE O TPYAHO YJIOBHMMOM M3MEHYMBOCTU HAIIMX OLIEHOK. Takoil moaxon
BBITEKAET U3 ero IIyOOKOH YOeXKJEeHHOCTH, YTO Hallla COBPEMEHHAs dII0Xa C ee MPUH-
OUIHATFHON M3MEHYHBOCTHIO TaWT B ceOc OSCKOHEYHBIN ITOTEHITHAN pa3BUTHs. Ero
GospIIMe TaHOPaMHBIE (POPMBI COCTOST U3 (PPArMEHTOB YEIOBEUECKUX TEJ, TUHUH U
n3rudoB. B cepun «/IBotictBenHOCTE» (The Ambiguity) 3puTerns 3aXBaTbIBAIOT CIIOXK-
HbIe 00pasbl, KOPEHSIINECS B OECCO3HATENEHOM — B MEPEKUBAHUAX M BOCIIOMHHA-
HUSIX CaMOTO XYJO)KHHKA, KOTOPBIH IOJBEPracT aHAJIN3y COBPEMEHHOE OOIIECTBO.
Pabora «/IoiictBeHHOCTH: Aokn» (Ambiguity-Aoki) BroxHoBineHa ¢poTtorpadusmu
cynepmozenu [IeBon Aoku, B )KMJIaX KOTOPOU T€UET OAHOBPEMEHHO SIOHCKAsl U He-
Menkasi KpoBb. [1ono0HBIH BEIOOp onpenensiercs nHTepecoM KBOHA K Bompocam co-
LHAJTBHBIX CABHTOB B COBPEMEHHOM OOIIECTBE M MICIE3HOBEHHIO IIPETPaI, paHee pas-
nensBux Boctok u 3anan. J[ByxkanansHoe Buneo «ABAPUS» (Crash) mocssieno
arpapHeIM coo0mmecTBaM B Kutae, KoTopble pa3pymIaioTcs 1Moj] BO3ACHCTBUEM KallH-
TaJMCTUYCCKOU CHCTEMBI X035HCTBOBaHUS 1 OBICTPOl ypOanu3zanuu. B o6oux cinyya-
sIX paboTsl KBOHA 00naafoT Oy THMOM MaT€pHabHOCTBIO: aHAIN3, JEKOHCTPYIHA
U mocinenytonias ooparnas coopka 00pa3oB IMPHUIAIOT UM COBEPILICHHO HEOXKHIAHHOE

3By4YaHHe.

Born in Seoul (Korea) in 1972. Lives and works in Seoul. Kibeom has BFA and
MFA degrees from Seoul National University. Selected solo exhibitions include:
THE PLACE, (BCS Gallery, New York), THE PLACE Essence, (Gallery HONG
BAO ZHAI, Xiamen), The Construction of the Ambiguous Form, (Gallery Grim-
son, Seoul), Jumble Painting, (Nanji Gallery, Seoul). He has also participated in a
number of group exhibitions, including: Korean Art Now, (Susan Eley Fine Art, New
York), Translated Plans, (Art So-Hyang, Busan), Flowers and Sound (Embassy of
the Republic of Cultural Center, Korean American Cultural Arts Foundation, Wash-
ington DC). Kwon took part in various artist-in-residence programmes, including:
The 4th Term of Artists-in-Residence Changdong National Art Studio, (Seoul), Art-
ists-in-Residence Vis-a-Vis Art Lab, (Xiamen); and won special prizes: Dong-A Art
Competition, Joong-Ang Fine Arts Competition, Annual Grand Arts Competition of
Korea and MBC Grand Art Competition since 1998. His works can be found in the
following collections: Seoul Metropolitan Museum of Arts, YOUNGEUN Museum
of Contemporary Art, ARTFORUM NEWGATE, as well as in other museums and

private collections.

Kibeom’s works can be characterised by an artistic shift towards drawings generated
spontancously. His works are based on the unidentifiable mutability of our value sys-
tem. They are attributable to his profound belief in the infinite potential of our con-
temporary era of indefinability. Kibeom’s vast panoramic figures are created through
an accumulation of the fragments of human bodies, lines and curves. The Ambiguity
series represent unconscious and complicated images engrained in Kibeom’s memo-
ries and experiences of contemporary society. Ambiguity-Aoki is inspired by photos
of the mixed-race model Devon Aoki. The work emphasizes the artist’s interest in
changes in society and the disappearance of the border between East and West. The
two-video channel work Crash is based on Chinese communities, and how they are
affected by capitalist economy and rapid urbanisation. In both cases Kibeom’s works
are visibly materialistic: the artist’s images attain completely unanticipated meanings

through the processes of analytic deconstruction and combination.
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Pomuncs B 1972 roay B Uxonmo (Kopes). OGy4ancs B MomHamckoM YHUBEp-
curere UcKyccTB U nm3aitHa B Toary (Kopes). M30pannble iepcoHANbHBIE BRICTABKH:
Over Painted Steel (Gallery MIGO, Ilycan), Green Light (Eugean Gallery, Kan-
Hamry), Night Walks (Gallery SoSo, [Ixanxy), Encounter of Ideal and Real (LEEAHN
GALLERY, Tary/Ceyn), Lacase Artspace Invitation Exhibition (Lacase Artspace,
[exun). [IpuaAMaN yqactie B TpyNIIOBBIX BEICTABKaX, TAKUX Kak Drawing Memories
(Dalseo Culture Foundation, Tary), Love Affairs of Forty Something Years Old
People (Space Bae, [1ycan), The Enjoy Encounter (Seongnam Arts Center, CorHam),
Exciting Art Museum (Yangpyeong Art Museum, SInnxén). Kum rakke siBnsiercs na-
ypeaToM MHOTOYHCIICHHBIX IpeMuii, Takux kak Joongang Fine Arts Contest Award of
Excellence, Asi Youth Art Fair Special Prize, New Art Contest Grand Prize, Daegu
Young Artist Prize, Ha Jeong-Wung Young Artist Prize. Ero o0bexTsI HaxomsTcs B
xouteknusax Samsung Foundation of Culture, Busan Museum of Art, Daegu Culture
and Arts Center, Gwangju Museum of Art, Youngeun Museum of Contemporary Art

1 BO MHOTHUX JPYTUX MY3€4X U YaCTHBIX KOJIJICKIUAX.

CaMbIM Ba)KHBIM 3JIECMEHTOM B CO3/1aBacMbIX KHMOM apT-00beKTaxX SBISIOTCS
OTIOJMPOBAaHHBIE 0 3ePKAIBHOTO ONiecKa MaHeH M3 Hep KaBeIoIe cTamm. XyToxK-
HUKY HE OBUIO TaK YK TPYJHO OTKA3aThCs OT MapaUrMbl, KOTOPOH PYKOBOICTBYETCS
TpaauIIMOHHAs KUBOMHUCH. OH OTOMIEN M OT MPSAMOYTOIBHOTO (hopMara caMoil Kap-
TuHbl. CTajbHas MaHelb, JIETKO OTPAXKAIOIIasi CBET U ONeCTsIIIas, KaKk CTEKIIO, 3aMe-
HuTa eMmy xoncT. OH mobwics 3pdexra XaoTHIHOTO Mepanus (pOHA, HEBECOMOCTH
MaTepuaa, 4To MPUIACT ero 00bEKTaM U3BECTHYIO MEIaHXOIUYHOCTh. [lapsiie Has
CTaJIFHOW OCHOBOI KOMIIO3HIINH, H3TOTOBIICHHBIE W3 COBPEMEHHBIX MCKYCCTBEHHBIX
MaTepuasnoB, (GOPMUPYIOT aOCTPAKTHBIC U B TO K€ CaAMOC BPEMs JTHPUYHBIC 0Opa3bI.
Kum ['icy 3BOIOIMOHMPOBAIT OT XOJICTA K METAJUIMIECKOMY 3epKaly, a OT Ma3Ka KH-
CTBhIO — K JIa3epHOM rpaBUpoBKe. CHIIBHBIN KOHTPACT MEKIY OleCTAIIel TOBEPXHO-
CTBIO 3epKajia U OpyTaIbHOCTBIO TPYOBIX Ma3KOB B CTapOi TEXHHUKE MOPOXKIALT Ipa-
MATHYHBIN SMOIMOHATBHBIH KOHGIHUKT. OTHAKO caMOe BaXKHOE JICXKHT 3a TpeaeIaMu
COYETaHMs UCIIONB3YEMBIX B 00BEKTaX MaTepHalioB: N30paHHAS TEXHUKA OTKPHIBACT
BO3MOXKHOCTH TSI TUAJIOTa ¥ caMOPE(ICKCUH, YTO M OKA3bIBACTCS JJIsl HAC BO3MOXK-

HBIM B IIpoLiecce co3epLanus apT-o0bekToB Knuma.

Born in Cheongdo (Korea) in 1972. Kim graduated from Yeungnam University School
of Art & Design, Daegu, (Korea). Selected solo exhibitions include: Over Paint-
ed Steel, (Gallery MIGO, Busan), Green Light, (Eugean Gallery, Gangnam), Night
Walks, (Gallery SoSo, Paju), Encounter of Ideal and Real, (LEEAHN GALLERY,
Daegu/Seoul), Lacase Artspace Invitation Exhibition, (Lacase Artspace, Beijing). He
has also participated in a number of group exhibitions, including: Drawing Memories,
(Dalseo Culture Foundation, Daegu), Love Affairs of Forty Something Year Old Peo-
ple, (Space Bae, Busan), The Enjoy Encounter, (Seongnam Arts Center, Seongnam),
Exciting Art Museum, (Yangpyeong Art Museum, Yangpyeong). Kim has also won a
series of special awards, including: Joongang Fine Arts Contest Award of Excellence,
Asi Youth Art Fair Special Prize,New Art Contest Grand Prize, Daegu Young Artist
Prize, Ha Jeong-Wung Young Artist Prize. His works can be found in the following
collections: Samsung Foundation of Culture, Busan Museum of Art, Daegu Culture
and Arts Center, Gwangju Museum of Art, Youngeun Museum of Contemporary Art,

as well as in other museums and galleries.

The shining stainless mirror is the most important material in Kim’s objects — he
has with ease abandoned the paradigm of traditional drawing and also the format of a
rectangle frame. Reflective and sleek like glass, the mirror is used by the artist instead
of canvas, generating the effects of chaotic lighting, weightlessness and infinite mel-
ancholy in his objects. His suspended scenery crafted with mechanical and artificial
materials creates abstract, but lyrical images. The artist has proceeded from the can-
vas - to the metal panel, and from the brushstroke — to the laser cutting. The intense
contrast of the sleek surface of the mirror and brusque touch of the rusty brushstroke
creates dramatic tensions. However, the most important aspect is unrelated to the har-
mony of materials, but concerns instead opportunities for dialogue and self-reflection,

which is provided by Kim’s mirror objects.
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Pomuncs B 1967 rony B . Ceyn (Kopes). )Kuser u pabGoraer B 1. Ceyi.
Obyuancs B HammonaneHOM YHmBepcuteTe Ceynma, rae MONYYHI CTENEHH Oaka-
JlaBpa M Marucrpa M3AIIHBIX UCKyccTB. Takke MMeeT CTeleHb Marucrpa YHHBeEp-
cutera Hpio-Mopka. M36pannsie mepconanbhble BbicTaBki: KIM SANG GYUN
(Gallery Baton, Ceyn), The Artificial Paradise 2008 (Art Side, Ilekun), Daydreaming
(Samuel Dorsky Museum of Art, New York State, Hoto-Mopk). Takxke OH HpHHH-
MaJl y9acTUe B IPYIIIOBBIX BBICTaBKaX, TaKuX Kak 6th ART ROAD 77 Art Fair 2014
(ITxamxy, Krouruno), Modernity and Technology (Seoul Museum of History, Ceymn),
Daegu Contemporary Art Festival in Gangjeong, GangJeong Bo (The Arch, Tery),
Poster Poster (Interalia, Ceym), Tolerance in Art (KookMin art gallery, Ceymn),
Welcome (WolverHampton Art Gallery, Bynasepremmnton), ESSENTIELLE (Korea Art
Center, ITycan). Ero o0bexTsr HaxomsaTcs B komiekusax DAC, The National Museum
of Contemporary Art, Korea (Art Bank Program), Art Valley — The Way 2013-05,
Kyung Nam Dot Island, Gyeongnam Art Museum, YangJu Sculpture Park u Bo MHO-
THX JPYTHX MY3€sX U YaCTHBIX KOJUIEKIHSIX.

Ilens Kuma CaHrioHa 3aKIr04aeTcsl B TOM, YTOOBI IIOHATH U OOBSICHUTD, KAKHUM
00pa3oM JIIOIU «OTIO3HAIOT» HEYTO B KaueCTBE MPOIUIOro M KaK OHM B Ipollecce Ta-
KOTO «OIO3HAHUS» BBICTPAMBAIOT OTAENIFHBIE 00pa3bl MHHYBIIETO B JIOTHUECKYIO T10-
clieioBarenbHOCTh. Kak/ias ero CKyabInTypa — 3TO MO3anKa, COCTaBJIeHHas 13 dpar-
MEHTOB (hacaioB pealbHBIX 30aHUH. XyIO)KHUK KOMOMHHPYET TEXHUKY (hoTorpaduun
U HacTosiMe (acazpl TOMOB B KOJIOHHAJIbHOM CTHIIE, KOTOPBIE HHOT/IAa BCTPEYAIOTCS
B IIEHTPAIBHBIX paifoHax cTapblx Toponos. OH 3ameyaTina 60Ie3HEeHHbIC BOCIIOMHHA-
HUSI KOPEHIIEeB — OCTaTKU BTOP)KEHHUH, COBEPILIABIIMXCS TOTAIUTAPHBIMU JiepyKaBa-
MH, CJIEJBI TEX BOJIH KECTOKON IKCIUTyaTalluu, KOTOpbIE IPOKAaTUINCh 0 BocTouHOM
Aszum (B ToM yncie u o Kopee) B XX Beke. Kum HaunHaeT paboTy ¢ TOTo, 4TO JieNaeT
3CKU3HI (hacazoB HY KHBIX 3/IaHMH. 3aTeM, Ha OCHOBE 3THX 3CKH30B, OH H3TOTABIHBACT
(OpPMBI U3 MOJMCTHPOIIA, B KOTOPBIE 3aJIMBAaET CTPOUTEIBbHBIN pacTBop. [lomyunBmm-
ecsi B pe3ynbrare (JOPMOBKHU CIIETIKU XyAOKHHK COOMPAET B TOTOBYIO KOMIIO3HUIIHIO.
B ntore ¢popmupyercs 3putesbHbII 00pas, KOTOpBIH sBIsieTcs: MeTadopoil Toro, Kak
paboTaroT MEXaHU3MBI HAIIETO MO3HAHUS W BOCTIPHATHS: MBI 3a[IOMHHAEM OOBEKTHI
1o uX (hparMeHTam, BIUTHIBAS UX U3 PA3IMYHBIX MeUa B BUE Pa3MbITHIX 00pa3oB, a

HE XpaHWUM HX B IIAMATH B BHJE YETKUX U ONPEAEIECHBIX (HOPM.

Born in Seoul (Korea) in 1967. Lives and works in Seoul. Kim holds a BFA and
MFA from Seoul National University and MFA from State University of New York.
Selected solo exhibitions include: KIM SANG GYUN, (Gallery Baton, Seoul), The
Artificial Paradise 2008, (Art Side, Beijing), Daydreaming, (Samuel Dorsky Museum
of Art New York State, New York). He also participated in a number of group exhi-
bitions such as: 6th ART ROAD 77 Art Fair 2014, (Paju, Kyungki), Modernity and
Technology, (Seoul Museum of History, Seoul), Daegu Contemporary Art Festival
in Gangjeong,GangJeong Bo, (The Arch, Daegu), Poster Poster, (Interalia, Seoul),
Tolerance in Art, (KookMin Art Gallery, Seoul), Welcome, (Wolverhampton Art Gal-
lery, Wolverhampton), ESSENTIELLE, (Korea Art Center, Busan). His objects are
collected in: DAC, The National Museum of Contemporary Art, Korea (Art Bank
Program), Art Valley — The Way 2013-05, Kyung Nam Dot Island, Gyeongnam Art
Museum, YangJu Sculpture Park, as well as in other museums and private collections.

In his works Kim seeks to explain how people recognize the past and how they sys-
temize it through the working process. He creates single sculptures by arranging piec-
es derived from the external appearances of diverse buildings. The artist plays with
photographic materials and actual colonial buildings that rarely exist in old city cen-
tres. He portrays painful recollections and vestiges of invasions by totalitarian powers
and the exploitation that swept thorough East Asia including Korea in the 20th centu-
ry. The artist initiates the work by sketching the facades of target buildings. Based on
these sketches he makes the polystyrene moulds and pours grout in them. The pieces
are extracted during the casting process and the final work is completed through the
assembly of the pieces. This process has a visual outcome that is similar to the human
cognitive system: people memorize objects through fragments and absorb them from

various media as blurred shapes instead of clearly identifying them.
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Ponunace B KBanmxky (Kopest) B 1979 rony. XKuser n paboraer B Ilapmxke
(®pannus). Obyganacy B YHuBepcutere XoHruk B Ceyne (Kopes) m Harmonans-
HOW BBICIICH IIKOJIE M3SIIHBIX UCKYcCTB B Ilapmke (Dpanmms). V30panHbie mepco-
HaJNBHEIC BBRICTaBKU: Hier je comprenais mieux aujourd’hui [Yesterday, I understood
better than today] (Gallery Maria Lund, Ilapwx), Hybrid Spaces (Triumph Gallery,
Mocksa), Immigration (Gallery Kashya Hildebrand, Lropux), Marécage (IMART
Gallery, Ceyn), Passage (Gallery Kashya Hildebrand, Hero-Hopk). [puanvana yda-
CTHE B TPYIIIOBHIX BRICTaBKaX, TakuxX Kak SEQUL-PARIS-SEOUL (Cernuch Museum,
ITapux), L’ARBRE, LE BOIS, LA FORET, MEYMAC (Contemporary Art Center,
Mewmak), ART LONDON 2015 (Gallery Maria Lund, Jlonnon), Butterfly from the
Kaleidoscope (Fellini Gallery, bepnun), Planter une ile dans un pot (Atelier Gustave,
apux), Korean collective 2011 (Leonhard Ruthmuler contemporary, bazens). Taxke
MuH crana naypearom npusa Club des Partenaires B 2011 . u Beiurpana Troisiéme
prix German in Korean Artistic relations competition B 1999 r. Ee pabotbr HaxomsTes

B kosutekiuu Modern art Museum of Saint-Etienne Métropole.

OTIMYHUTETBHBIM TIpH3HAKOM paboT J[xanr En Mun sBiseTcss UX 4pe3Bbl-
YaiiHasi HAaCBIILIEHHOCTb M Ooraroe BooOpakeHWe aBTopa. Ha ee KapTHHaxX MOXKHO
YBHIETH MHOTOOOpa3HbIe MUPBI — MHpP HEOOBIYHOTO M MHP PEaNbHOT0, H30BITOK U
MYCTOTY, MHKPOKOCM W MAaKpOKOCM, METaMOp(O3bl IPOCTPaHCTBA M BpeMeHH. Eie
OJIHA MHJHMBUYyaJIbHasi 0COOCHHOCT, MUH B TOM, YTO OHA CJIOBHO OBI IIPOBOIMT /1Ba
HCCIIeIOBaHUS OHOBpeMeHHO. C OTHOM CTOPOHBI, OHa TBOPUT TAUHCTBEHHBIC U (haH-
TAaCTUYECKUE MUPHI, U3y4as UX 3aKOHBL. B To ke Bpems (M 3TO OTIENbHBIH, mapa-
JIeTBHBII AUCKYPC) OHA BBIACHAET MECTO U POJIb BPEMEHH B IPOCTPAHCTBE )KUBOITUC-
HOTO yHHBepcyMa. B3anmopeiicTBie IBYX 3THX JTUCKYpPCOB, KOTOPBIE IIEPUOIMYECKH
NPUXOIST B CTOJKHOBEHHE, 3aTATMBACT 3PUTEIIS, IO3BOJISISA €My JIydIlle TOHATH pabo-
TBI Xy/I0XKHHUIBI, YTO OTKPHIBAET BO3MOXKHOCTH JIJISl IATbHEHIIIETO PA3BUTHS U ITOUCKA.

CuipHOM cTOpOHOH BOOOpaXkeHHWss MHH MOXXHO Ha3BaTh €€ CIIOCOOHOCTH
B3STh HEOOBIYHBIH IIPEIMET U 3aCTaBHUTH €T0 BBINISIETh 0aHAILHOCTHIO, «O0IINM Me-
crom». OHa co3/1aeT TeaTp BOOOpakeHHs, Ha MOIMOCTKAX KOTOPOTO 3araJouHble ae-
KOpalyH, HAOMHUHAIOIIME KaBePHbI WM MUIIEBAPUTENBHBIN TPaKT, MPEBPaIIaloTCs
B MHPBI, KOTOPEIE CTIOCOOHBI BEIPACTaTh 10 MU(OIOTHIECKIX MacTIITA00B — KakK B
Tearpe abcypna. Ee paboTsI moTepsiHbI BO BpEMEHH, OHH 3XOM MOBTOPSIOT HEMPEJIOXK-

HBIC UCTHHBI, 3aJIOKCHHBIC B ITOJACO3HAHNUH.

Born in Gwangju (Korea) in 1979. Lives and works in Paris (France). Studied in
Hongik University in Seoul, (Korea) and Ecole Nationale Supérieure des Beaux-Arts
de Paris, (France). Selected solo exhibitions include: Hier je comprenais mieux au-
jourd’hui (Yesterday, I Understood Better than Today), (Gallery Maria Lund, Paris),
Hybrid Spaces, (Triumph Gallery, Moscow), Immigration, (Gallery Kashya Hilde-
brand, Zurich), Marécage, (IMART Gallery, Seoul), Passage, (Gallery Kashya Hilde-
brand, New York). She has also participated in a number of group exhibitions in-
cluding: SEOUL-PARIS-SEOUL, (Cernuch Museum, Paris), L’ARBRE, LE BOIS,
LAFORET, MEYMAC, (Contemporary Art Center, Meymac), ART LONDON 2015,
(Gallery Maria Lund, London), Butterfly from the Kaleidoscope, (Fellini Gallery,
Berlin), Planter une ile dans un pot, (Atelier Gustave, Paris), Korean Collective 2011,
(Leonhard Ruthmuler contemporary, Basel). Ming was a prizewinner at the Club
des Partenaires in 2011 and won third prize in the German-Korean Artistic Relations
Competition in 1999. Her works can be found in the collection at the Museum of
Modern Art of Saint-Etienne Métropole.

Ming’s works are highly imaginative and rich. They disclose multiple worlds, the
extraordinary and the realistic, fullness and the void, notions of micro and macro,
manipulations of space and time in her work. Specifically, Ming’s practice offers two
equal, but divergent investigations. On the one hand, she envisions and explores a
mysterious and fantastical world. In a separate but concurrent investigation, she ex-
amines the effect of time in the pictorial realm. These two points of inquiry, which
collide at times, form the intriguing base for a closer perception of Ming’s works that
open up places of potential and opportunity. One of the great strengths of Ming’s
imagination is her ability to take strange and make it seem commonplace. We can see
Ming’s art as portraits of human vulnerability confronted by overpowering circum-
stances. She builds theatres of thought, in which mysterious surroundings reminiscent
of caves and the digestive system act as sites capable of assuming mythical impor-
tance such as the theatre of the absurd. Her paintings look as if they are lost in time,

echoing without precedent the enduring truths of imagination.
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Pomuincst B 1966 rony, B . Tary (Kopest). O0yuaincs B HaroHaieHOM BBIC-
IIei MIKoJIe W3ANTHBIX UCKycCcTB B [lapmke. MI30panHbIe IepCOHANBHBIE BEICTABKA. J.
PARK (LEEAHN Gallery, Ceyn) [3arutanupoBanal, J. PARK 2015 ENCODING (Cyan
Museum, ﬁOHqXOH), Layers & Dimensions (Space the river, YHunnxy), LIGHT, Ha
Jeung-Ung Young Artists Show (Gwangju Museum of Art, Kanmxy). Takxke o npu-
HUMAJl y9acTHE B TPYIIOBEIX BBICTaBKAX, TakuX kak Mart-Art (Gwanhoon Museum
Of Art, Ceyn), The 4th International Contemporary Art Gwangju Art-Vision Exhibition
(buennane, Ksanmxky), Made in Daegu (Daegu Art Museum, Tary), Remember
(D-Art Gallery, Tamxkon), Kunstdoc Artist Cluster (Kunstdoc, Ceyin). Taxke B 2004
rony Ilak cran maypearom npemrn Ha Jeung-Ung Young Artists. Ero o0bexTsI Haxo-
naTest B koywiekiusax National Museum of Contemporary Art, Seoul Museum of Art,
Cyan Museum of Art, Daegu Art Museum, Gwangju Museum of Modern Art, L’Ecole
National Superieure des Beaux-Arts de Paris 1 BO MHOrUX Ipyrix My3esiX U rajepesix.

Yonrro Ilak — XyZOXKHUK, KOTOPOMY IPHUCYIl HEBEPOSTHBIN AMHAMHU3M.
On paboTanm co MHOTHMH pPa3HBIMH MEIHa, HadWHas C XMBOIMCH, CKYJIBITYpHI,
¢dororpaduu, Bumeo-apTa, MHCTAJULILMK U 3aKaH4MBas nabnuk-aproMm. [Ipoussene-
HUsI, OTOOpaHHBIE [UIS JaHHOHW BBICTaBKH, B ITOJHOM Mepe OTpPa’KaroT CIIEKTpP HHTE-
pecoB [laka 1 XapakTepu3yIOT €ro XyIoKeCTBeHHbIH A3bIK. OCOOEHHOCTD €ro TEXHHU-
KH — 3TO 3KCHEPUMEHTHI C OECUNCIICHHBIM MHOKECTBOM TOUYCK U JIMHUH. B KauecTBe
OCHOBHOTO CTPYKTYPHOTO 3J€MEHTa B CBOMX paboTax OH HCIOJIb3YeT KBaJpaTHbIE
ITUKCENH, KOTOPbIE XyIOXKHUK CHadasia oOpe3aeT, a 3aTeM yBEIWYHMBACT M yAIHHSCT
[0 BepTHKAIM WIU IO ropuzoHTanu. Kaxymeecss 0eCKOHEUHBIM MHOXECTBO TOUYEK
YHOPSAZAOYCHO B COOTBETCTBHU C ONPEIEICHHBIMU ATTEPHAMH, TaK YTOOBI OHO CTaJIO
TIOX0KUM Ha KHIDKHYIO CTpaHHMILy co mpudTom bpaiins nim sxe Ha 4epTeKH, oKa3bl-
BAIOIIHE CIIOXKHYIO BHYTPEHHYIO CTPYKTYPY KOMIIBIOTEPHBIX MUKpocxeM. OTaenpHas
TOYKa, Cpely OECUHCIIEHHOTO UX MHOXECTBA, CUMBOJIM3UPYET JJIsl XY/IO)KHUKA YHU-
BepCAJBHBIN KOM, MAaTTEePH, 3HAK, (ppazeorpaMMy N MUKTOrpaMMmy. MaccuB JHHAH
HallOMUHAET MTOCTEIIEHHYI0, BOJHA 32 BOJIHOM, 3aIIMCh COOOIIEHHH, 3aKOANPOBAHHBIX
KOMIIBIOTEPOM [UISl MX Tepesiadn U mocieayromero npuema. Ilo cytu nema, paboTsl
INaxa mpencTaBisIOT COOOH aKIMIO O KOAUPOBAHUIO HAIIETO U 0€3 TOro 3aKOfUpO-
BaHHOTO MHpa, a OJHOBPEMEHHO — W IIONBITKY OOHApY)KUTh TOHYAHIINE OTTCHKH

TCHCPUPYEMBIX YECJIOBEKOM CMBICJIIOB U BOSHGﬁCTBy}OmHX Ha HETO CTUMYJIOB.

Born in Daegu (Korea) in 1966. Studied diploma and post-diploma courses at the
Ecole Nationale Superieure des Beaux-Arts de Paris (France). Selected solo exhibi-
tions include: J. PARK, (LEEAHN Gallery, Seoul / upcoming), J. PARK 2015 EN-
CODING, (Cyan Museum, Yeongcheon), Layers & Demensions, (Space the river, Jin-
ju), LIGHT, Ha Jeung-Ung Young Artists Show, (Gwangju Museum of Art, Gwangju).
He also participated in a number of group exhibitions such as: Mart—Art, (Gwanhoon
Museum Of Art, Seoul), The 4th International Contemporary Art Gwangju Art-Vi-
sion Exhibition, (Gwangju Biennale), Made in Daegu, (Daegu Art Museum, Daegu),
Remember, (D-Art Gallery, Daejeon), Kunstdoc Artist Cluster, (Kunstdoc, Seoul). In
2004 Park won the Ha Jeung-Ung Young Artists award. His objects can be found in
the following collections: National Museum of Contemporary Art, Seoul Museum of
Art, Cyan Museum of Art, Daegu Art Museum, Gwangju Museum of Modern Art,
L’Ecole National Superieure des Beaux-Arts de Paris, as well as in other museums

and private collections.

J. PARK is an artist with enormous dynamism. He has been creating art works in mul-
tiple media, ranging from painting, sculpture, photography, video work, installation
work, to public art. Art works presented for this exhibition fully capture Jongkyu’s
artistic language. His method focuses on the infinite arrangements of dots and lines.
Using a pixel basic building block in his images, J. PARK cuts the edges of each
pixel and enlarges it vertically or horizontally. A seemingly infinite number of dots
are arranged in patterns to suggest a book page that has been written in Braille or also
images associated with the inner complexity of semiconductor chips. In the case of
the artist, a single dot among an infinite number is symbolic of a completely general-
ized generic form of code, symbol, sign, phraseogram or pictogram. An array of lines
resembles the result of a record used for the transmission or receipt of wave after
wave of electronically coded messages. Essentially, J. PARK’s artworks represent an
act used to encode our encoded world and a simultaneous attempt to identify subtle

implications and inspirations.
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Pomunace B . Ceyn (Kopest) B 1964 romy. ObOyuanace B HarmonansHOM
yauBepcurete Ceyna (Kopes). Taxke momydmia cTeneHH OakajiaBpa W MarucTpa
uckyccts B llentpe uckyccrB Ilacamensl, Kamndopuus (CLHA). M36panHbIe
TepcoHaNbHBIe BBICTaBKU: Boom Bang Garden (LEEAHN Gallery, Jary), Liminal
Space (Willing and Dealing, Ceyi), Odd-bod spectrum (Art space Loo, Ceyin), Korean
lacquering (Artlink, Ceyn), WATER, FIRE, MOON, FUR (Dukwon Gallery, Cey).
[IpuHnMmana yyactue B IpymIoBBIX BBICTaBKaxX, Takux kak ANIMAMIX BIENNALE
2015-2016 (Daegu Art Museum, JIory), Accidental Encounters (Buk Seoul Museum
of Art, Ceyn), In the Water: Unkyung Hur & Shinji Ogawa (XVA Gallery, [{y6awn),
Magic Hour (Metaphysical Art Gallery, Taii0si1), Nostalgia (Shanghai MOCA,
[lanxait). Ee pabotel HaxonsTcs B komwtekuusax Seoul Museum of Art, National Mu-
seum of Modern and Contemporary Art Korea u IIshin Spinning Co.

blurén Xo B cBOeM TBOpUYECTBE HCCIEIyeT IpoOiIeMy >KU3HEHHOH CHIIBI —
TEJIECHOW HHEepruu KMUBBIX CYLIECTB, KOTOpas BOIUIOTMJIACH Ha €€ KapTHUHax
B BHJE IPOCTHIX TEOMETPHUECKHX (opM ¥ OTBIEUCHHBIX CTPYKTyp. OHa Oynro
BOCCTaHABJIMBAET IMOPSNOK B MPUPOJE, 3aHOBO COOMpas OKpPYXAIOUIMH MHUp U3
MIPOCTHIX, TEOMETPUUECKH MPaBWIbHBIX (popm. W momydaercs, 9T0 MO NMPHUHIMITY
00paTHOH cBsi3W ee pabOoTHl OTAAIOT JOIKHOE CaMOM JKU3HH, BBIpaXKasi CTpEeMIICHHE
K aKWBHOMY, NEATEIFHOMY CYIIECTBOBaHWIO. JTO JOCTHTaercs 3a cueT 3ddekra
caMopa3pacTaHus, KOTOPBIH Ha ee OOJIBIINX MOJIOTHAX IOKa3aH aJIerOPHYECKH —
yepe3 MHCTHHKT CaMOCOXPAaHEHHMs, 3aJI0)KEHHBIH HPUPOIOH BO Bce JKMBBIE CYIIE-
ctBa. B cBoeil HOBoH xuBomucHOM cepun «boranuueckas 3ooiorus» (Botanimal)
1 uHcTawuuu «Teicsiua ouei» bIHréH Xo AeMOHCTpUPYET 3CTETUYECKUN MOAXO.
K chepe BooOpaxkaeMoro — 30HE OTBETCTBEHHOCTH XYIO)KECTBEHHOH JINTEpaTyphI
n OonpIINX HappaTHBOB. «boTaHWYECKast 300JI0THs» — 3TO COCAMHEHHE YYEHHH O
pacTeHHUsIX U KUBOTHBIX, IIPHIYMaHHOE XYJO)KHHUIIEH, B 3TOW CepUU OHa N300pakaeT
MYTHPOBABIIIEE CYNICCTBOBAaHWE PACTUTEIBHBIX (OpM JKU3HH. 371€Ch OTpas3miIach
1 00€CIIOKOEHHOCTh aBTOpa TEMH JpaMaTHYeCKUMH M3MEHEHHSIMHU B OKPY’Karollen
cperne, CBHAETEISIMHI KOTOPBIX MBI sIBIIsieMcsl B Hamy HA. OfHa u3 neseii Xo cocTouT
B TOM, YTOOBI NPHUIATh BU3yaIbHBIN OOJIMK BellaM, KOTOpble HEBO3MOXKHO YBUJIETb.
Tak, B cepun «TbIcsi4a oueil» oHa UCCIEAYET BO3AEHCTBUE 30MAKAIBHBIX CO3BE3IUMN
Ha POAMBUIMXCSA MOJX HUMH JIIoAed. JTa TeMa TECHO CBs3aHa C €€ MHTEPEecOM K
aCTPOJIOTHH, KOTOpAas BIOXHOBISIET XY[JOXKHHILy B €€ TBOpPUYECTBE, MPOOYXHaeT ee

(hanTa3mIo, 3acTaBISACT pabOTaTh BOOOPAXKEHUE.

Born in Seoul (Korea) in 1964. Studied at Seoul National University (Korea) and has
BFA and MFA degrees from The Art Center College of Design in Pasadena, California
(USA). Selected solo exhibitions include: Boom Bang Garden, (LEEAHN Gallery,
Daegu), Liminal Space, (Willing and Dealing, Seoul, Korea), Odd-bod spectrum,
(Art space Loo, Seoul), Korean lacquering, (Artlink, Seoul), WATER, FIRE, MOON,
FUR, (Dukwon Gallery, Seoul). Unkyung has also participated in a number of group
exhibitions, including: ANIMAMIX BIENNALE 2015-2016, (Daegu Art Museum,
Daegu), Accidental Encounters, (Buk Seoul Museum of Art, Seoul), In the Water:
Unkyung Hur & Shinji Ogawa, (XVA Gallery, Dubai), Magic Hour, (Metaphysical
Art Gallery, Taipei City), Nostalgia, (Shanghai MOCA, Shanghai). Her works can be
found in collections at the Seoul Museum of Art, National Museum of Modern and
Contemporary Art Korea and Ilshin Spinning Co.

Unkyung Hur explores the relationship between vitality and energy through geomet-
ric shapes and structures. In her works, nature’s fundamental order has been restored,
epitomised in the simple forms of geometric shapes. Subsequently the works converse-
ly show respect for life itself, disclosing a desire to live driven by strong motivation
through self-aggrandisement, demonstrated in the natural instinct of self-preservation
in her extended works. In her new series of paintings Botanimal and installation work
Thousand Eyes, Unkyung Hur presents an aesthetic approach to literary imagination
and narratives. Botanimal is a combination of the words “botanic” and “animal” that
the artist has created — in this series she presents the deformed life of botanical
creatures. The series also reflects the artist’s perception of the dramatic environmen-
tal changes that we are witnessing today. The artist is also interested in visualising
something that cannot be seen. In the body of Thousand Eyes series, she represents
the inherent energy of zodiac constellations. This is closely related to her profound
interest in astrology, which inspires her to turn to fantasy and draw on imagination in
her works.
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Poxnnace B 1. MHuxon (Kopest) B 1981 rony. XKuser u padoraer B Jlonnone
(BemmkoOpuTanns). Obyqanacs B XKernckom yauBepcurere Uxsa (Ceyi), rae moxyqn-
Jla cTerneHb OakanaBpa, a mo3nHee — B [lIkone n3o0pa3uTenbHBIX HCKyccTB Dennk-
ca Creiina (JIoHIOH), TOYYNB TaM CTelleHb MarucTpa. [IpoBouia ucciaenoBanue B
VYuausepcurere ['onacmurc (Jlongon). M30paHHble epcoHaNbHBIE BBICTaBKU: [n-Sync
(Gallery Koo, Ceyn), The ARCADIAN State (Sumarria Lunn, JIonnon), Axonometry
(Sumarria Lunn, Jlounon), Symbiotic Composition: Songam Foundation 2010 New
Artists (OCI Museum, Ceyn). Takke nmprHIMamia ydacTie B TPYIIIOBBIX BHICTABKAX,
Takux Kak Exhibition Vide et Plein 2015 (Maison Bleu Studio, [Tapwx), Art Nova 100
(National Agriculture Exhibition Centre, [lexun), Sixth Sense (OCI Museum, Ceyn),
Art Central: represented by Rook & Raven (Central Harbourfront, [onkonr), Start Art
Fair: represented by Gallery Koo (Saatchi Gallery, Jlonnon), Personalized Memory
(Gallery Hyundai Window, Ceyn). IOHreH siBisieTcsl JaypearoM MHOTOYMCICHHBIX
pu30B, Takux Kak Songeun Art Award (Second Prize), Song-Eun Art and Cultural
Foundation (Ceyn), Gyeong-gi cultural foundation / Announced support creative arts
activities (Kerarunno), The 31st JoongAng Fine Arts Prize (Second Prize), JoongAng
culture media corporation (Ceyin), Arts Council Korea’s Arts Promotion Fund (Ceymn).
Ee pa6ots! HaxomaTes B komiekmmsix Sinopec Limited London HQ (Jlormon) u OCI
Museum (Ceymn).

B cBoux paborax FOHrén npumenseT pasHooOpa3HbIe MaTepUaIIbI (B TOM YHC-
JIe apXUTEKTYPHBIC 3JIEMEHTHI IPABUIIBHOW TEOMETPHIECKO (DOPMBI), C TEM YTOOBI
OpraHHM30BaTh B IIPUPOAHON Cpelie HEKOe HJiealbHOE IPOCTPAHCTBO, IJIe BCE AJIEMEH-
THI 0COOBIM 00pa3oM B3anMOCBs3aHbl. OHA Pa3MBIIIILET HAJ TAKAMH ITI00aTbHBIMA
BOINPOCAMH, KaK IOWCK DHEPIHH, MIOMCK CIACeHHMs, IyTU. VIcTopus u KynbTypa ue-
JIOBEYECTBA MPEACTABILIIOT CO00H MOCTEEHHOE Pa3BUTHE OTHOIICHUH MEXIY 4eNo-
BEKOM U NPHUPOAOH. JTa CHHEpPrusi u SBiIsIeTcsl TeM (EeHOMEHOM, TOW MOIO0CHOBOM,
KOTOpask BIOXHOBIISIET XyIOKHHIY. KOHEUHBIM BBIpaKEHHEM CTAaHOBHTCS HaOOp CHM-
BOJIOB, OTCHUIAIONIMX K KOHIENTAM «OTOHBY, «3aBOE€BAHHE», «BEUHOE KPYroBpallle-
Hue». B pabotax KOHTeH kaxxias meTais moaydaeT CBOM 0coObIi HACTPOIl 1 3ByUaHHe
B 3aBHCHUMOCTH OT €€ IOJIOKEHHsI B IPOCTPAHCTBE, OPUEHTAIIMN U CBSI3HU C IPYTUMHU

JETaISIMH.

Born in Incheon (Korea) in 1981.She lives and works in London (UK). Has an MFA
from the Slade School of Fine Art, London and BA from Ewha Womans University,
Seoul, and was also a research student at Goldsmiths University, London. Selected
solo exhibitions include: In-Sync, (Gallery Koo, Seoul), The ARCADIAN State, (Su-
marria Lunn, London), Axonometry, (Sumarria Lunn, London), Symbiotic Composi-
tion: Songam Foundation 2010 New Artists, (OCI Museum, Seoul). She has also par-
ticipated in a number of group exhibitions, including: Exhibition Vide et Plein 2015,
(Maison Bleu Studio, Paris), Art Nova 100, (National Agriculture Exhibition Centre,
Beijing), Sixth Sense, (OCI Museum, Seoul), Art Central: represented by Rook &
Raven, (Central Harbourfront, Hong Kong), Start Art Fair: represented by Gallery
Koo, (Saatchi Gallery, London), Personalised Memory, (Gallery Hyundai Window,
Seoul). Yun has won various special awards and scholarships, such as: Thread-needle
Prize Finalist, Mall Galleries, London; Guasch Coranty International Painting Prize
Finalist, Guasch Coranty Foundation, Barcelona; Songam Foundation: Winner, Seoul.
Her works can be found in collections at Sinopec Limited London HQ, London and
OCI Museum, Seoul.

In her work Yun uses a variety of forms, including diverse geometrical elements of
architecture, to synthesise a certain ideal scene of nature, where all the elements are
inter-related in a special way. In her works she reflects on such global issues as the
search for energy, salvation and a way forward. The history and culture of mankind
evolves through the development of relations between man and nature. This synergy
is the also the underlying phenomenon that inspires the artist. This inspiration is ex-
pressed in a set of symbols that is reminiscent of fire, expansion, infinite flows and cir-
culation. Each component in her works is imbued with a unique character and sound
depending on its location in space, focus and interaction with other objects.
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Poxnnces B . Ceyn (Kopest) B 1970 rony. J)Kuser u padoraer B Ceyne. O0yuai-
csi B YauBepcutrere Yynanp (Ceyn), Tae MOMydYHII CTETIeHN OakanaBpa W MarucTpa.
N30panHble nepcoHanbHBIC BhICTABKU: Project Lamp Shop: Choe U-Ram (Gallery
HYUNDAI, Ceyn), Anima (Borusan Contemporary, Cram0yn), U-Ram Choe Show
(John Curtin Gallery, ITepr), In Focus (Asia Society Museum, Hpio-Hopk), New
Urban Species (First Center for the Visual Arts, HamBwumn), Anima Machines (SCAI
The Bath House, Tokno). Takxxe mpiHAMAJ yyacTHe B IPYIIIOBBIX BBICTaBKaX, TAKUX
kak New Light-Catch Your Eye (Metaphysical Art Gallery, Tait0nit), Seoul vite vite!,
Lille 3000 ‘Renaissance (Le Tripostal, Jlwnns), Re: Kontemporary Fermented Souls
(Waterfall Mansion, Heto-Hopk), Signature Art prize 2014 (Asia Pacific Breweries
Foundation, Cunranyp), The brilliant art project 2" — Dream Society: Xbrid (Seoul
Museum, Ceyn), Myth/History: Yuz Collection of Contemporary Art (YUZ Museum
Shanghai, Illanxait). UxBe mpuHMMan y4acTie B apT-pe3uaeHimu Residency at
Doosan Art Center (New York) a Takxke sIBIs€TCS JIaypeaTOM MHOTOYHCICHHBIX TIPH-
30B, Takux Kak 2014 Finalist, Signature Art Prize, Asia Pacific Breweries Foundation,
Kim se choong Sculpture Award, Young sculptor part, Kim se choong memorial work

organization, Young Artist Today Award, Fine arts part, Korean government.

Bce xuBoe HaleICHO CIOCOOHOCTHIO ABHrarhes. [1o MuHeHHMIO UxBe Ypama,
3TO OYEHb BaKHO. [103TOMY JIBIKCHNE — TIIaBHAS COCTABIISIOIAS €ro paldoT, KOTo-
pBIE BXOZAT B CEpHI0 « AHIMHPOBaHHBIE MeXaHU3Mb» (Anima Machines). XynoxxHuk
BU3YyaIN3UPYET YEIOBEUECKOEe OECCO3HATENBHOE, TPUMEHSIS JUIS 3TOTO (haHTa3UIHOE
MTOBECTBOBAHUE WITH k€ MU(OTBOPUECTBO, KOTOPOE UJIET OT apXeOJIOTHH BOOOpaka-
€MOTO M OCHOBBIBAETCSI Ha IBIIKCHHH CIIO)KHO YCTPOECHHBIX MEXaHM3MOB. [ 0BOps
JPYTHMMH CJIOBaMH, OH M300pakaeT COCYIIECTBOBAHUE JKMBOTO M MEXaHUYECKOTO.
[TockombKy caMu MBI JKHBEM B HacTosIIeM (M OyIyIIeM), STOT CHMONO03 OKa3bIBACTCS
Ba)XKHOW YaCThIO HAIIIEr0 MPOCTPAHCTBAa M BpeMeHH. [loBecTBOBATENEHOCTh IPUBHO-
CHT )KM3Hb B 3TH HE)KHUBBIC, TBEPbIE OOBEKTHI, KOTOPBIC HHAYE BOCIIPUHIMAINCH OBl
KaK YHCThIC MEXaHU3MBI, HO TeNepb, Oyy4H OAYIIEBIICHbI, )KUBYT BMECTE C JIIObMU
B HOBOM BpeMeHH U mpocTtpaHcTBe. Pabora Uxse Ypama «UYakpa-2552-ay, Kotopas
MIPE/ICTaBJICHA Ha BHICTABKE, BOSHUKIIA M3 €r0 Pa3MBIIIJICHUH O POJIH PEJIMIHU B JKH3-
HU JofeH (a 3TO OIMH M3 LEHTPAIBHBIX BOMPOCOB, BOJTHYIONINX XyAOKHHKA). Ero
KMHETHYECKUE CKYJIBNTYPBl PENPE3CHTUPYIOT MEXaHW3MbI TOCIO/ICTBA B OOIIECTBE,

TaKue, HAIIPUMEP, KaK BJIACTh U CUJIa PEIIMTUO3HBIX JINIEPOB.

Born in Seoul (Korea) in 1970. Lives and works in Seoul. He has MFA and BFA
degrees from Chungang University, Seoul. Selected solo exhibitions include: Pro-
ject Lamp Shop: Choe U-Ram, (Gallery HYUNDAI, Seoul), Anima, (Borusan
Contemporary, Istanbul), U-Ram Choe Show, (John Curtin Gallery, Perth), In Fo-
cus, (Asia Society Museum, New York), New Urban Species, (First Center for the
Visual Arts, Nashville), Anima Machines, (SCAI The Bath House, Tokyo). She has
also participated in a number of group exhibitions, including: New Light-Catch Your
Eye, (Metaphysical Art Gallery, Taipei), Seoul Vite Vite!, Lille 3000 ‘Renaissance,
(Le Tripostal, Lille), Re:Kontemporary Fermented Souls, (Waterfall Mansion, New
York), Signature Art Prize 2014, (Asia Pacific Breweries Foundation, Singapore), The
Brilliant Art Project 2nd - Dream Society : Xbrid, (Seoul Museum, Seoul), Myth/
History: Yuz Collection of Contemporary Art, (YUZ Museum Shanghai, Shanghai).
Choe took part in artist-in-residence programmes at Doosan Art Center, New York;
and won special awards: 2014 Finalist, Signature Art Prize, Asia Pacific Breweries
Foundation; Kim Se Choong Sculpture Award, Young Sculptor Part, Kim Se Choong
memorial work organisation; the Young Artist Today Award, Fine Arts Part, and the

Korean Government.

According to Choe, all living things are endowed with movement. By adopting the
movement as a vital component of his work, Choe created the series of Anima-Ma-
chines. Through a fictional narrative or mythology based on archaeological imagina-
tion and movement intricately manipulated by mechanical devices, the artist visual-
ises the subconsciousness, in other words the co-existence of machine and life, which
are cast as an aspect of time and space, while we dwell in the present (or future). The
power of the narrative renders life into these otherwise animated solid masses, which
now co-exist with humans in a new time and space. The Cakra-2552-a, presented in
the show, originated from the thoughts on the relationship between human beings and
religion in general, which is one of the main interests of Choe U-Ram. His kinetic
objects represent mechanisms of domination, for example the power of the religious
authority.
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Pomuncs B 1975 roay B 1. Ceyn (Kopes). XKuset u padoraet B . Ceyin. O0y4as-
csi B Hanmonansaom ynusepcutere Ceyrna, re MONy4YHI CTeeHH OakanaBpa v Ma-
ructpa. M30panneie nepconanbHbie BeicTaBku: Objects (Space CAN_Project Space
Beijing, [lexun), The Blind For The Blind (Galerie Albert Benamou, [Tapux), Fake
Plastic Trees (Space CAN & Old House, Ceyn), Condition for Ordinary (Art seasons
Gallery, Cunramyp), Islets of Aspergers (Galerie Albert Benamou, [Tapmx). Takxe on
MIPUHUMAJI Y4acTHe B I'PYIIIOBBIX BBICTaBKaX, Takux kak Dream of Flying (Brandts
Museum, Onence), HEY! Modern Art & Pop Culture / act III (Musée de la Halle St
Pierre, ITapwx), Obedience-Akeda or Sacrifice of Isaac (Jewish Museum, Bepnun),
Hllusion and Fantasy (National Museum of Modern and Contemporary Art, Ceyn),
Symbol, Spirit, Culture (Edwin’s Gallery, [[)xakapta), Who is Alice? (Venice biennale
collateral Event, Light Box Gallery, Bererust). Xoan nmpuHIMai y4acTue B XyIOXKe-
cTBeHHO pesunennun Space Can Project Space B [lekune u siBsieTcs jnaypearom
MHOTOYHCIIEHHBIX TpeMui, Takux kak Kim Sejoong Young Sculptor Award, Artists
of Tomorrow 2010, Sung-Gok Museum Award, Fund from Seoul Foundation for Art
and Culture (NART).

HUckyccrBo Xoana Use mHOTOCHOWHO. briaromapst m3dpanHoMy UM criocoly
N300paKeHHsT YEJIOBEYECKOTO Tella CTENeHb PEATMCTUYHOCTH U )KUBOIIOIOOUS B €ro
paborax BbIlIe, YeM B JI000I mpyroi CKymbnType. A s3BIK MeTadop M ajuTro3Hid
MHOIOKPaTHO YCHJIMBAaeT CBOE BO3JEHCTBHE CPEICTBAMH TEJICCHOIO CHUMBOJIM3MA.
XyIOKHHKa HHTEPECYIOT COLMaIbHasl, ICHXOJIOTHYECKask U SMOLMOHAIBHASI CTOPOHBI
Haiero cymecTBoBanusi. OH UccIeayeT ux, Npex/e YeM HadaTh paboTarb Ha Mpo-
eKTOM. B cBoeM BOCIIpHATHH OKpY’KalOIIeH TOBCEAHEBHOCTH OH 3a4acTyIO aKICHTH-
pPYET BHUMaHHE Ha YEJIOBEUYECKUX CTpasaHusX. OKOHYATENbHBIH OOIMK €ro CKyIb-
NTYp HEPEIKO CKIaIbIBAeTCs B PE3ylbTaTe NEKOHCTPYKIHH, IIEPECTAaHOBKH YacTei
U WX BTOPUYHOW cOOpkH. ['MreppeannsM B CKyJIBITYPE CTAHOBHUTCS ISl XYJOKHHKA
U/IcanbHBIM MEIMYMOM, AFOIIUM BO3MOXKHOCTB HCCIIENOBAaTh pasiiMyHbIe (eHOMe-
HBI — OMOIIMH, BOCIIPHUATHE, YETIOBEYECKYIO TICUXOJIOTHIO ¥ PA3JINYHBIC U/ICOTIOTHH.
Co3HaTeNbHO NI JKe HEOCO3HAHHO BCE ATH SIBJICHHS BOSHUKAIOT U NPOSBIAIOTCS BHY-
TPH KaKA0ro MHAUBUAA. Ero o0bekTHI, KOTOphIe OoJiee peasibHbI, YeM caMa peailb-
HOCTb, HE TOJIBKO 3aIIeYaTieBaloOT TOT MOMEHT BPEMEHH, KOTla HaM IPUBEIIOCH XKUTb,
OCMBICIISIS ero PeHOMEHOJIOTHYECKUIT 1 HPOHMYECKHUI aCIIeKThI, HO ¥ 3aCTaBIISIOT HAC

Pa3sMBIIUIATH O BaKHEHIINX BOIIPOCAX HAIIETO OBITHSL.

Born in Seoul (Korea) in 1975. He lives and works in Seoul (Korea). Has a BFA and
MFA degrees from Seoul National University. Selected solo exhibitions include: Ob-
Jjects, (Space CAN_Project Space Beijing, Beijing), The Blind For The Blind, (Galerie
Albert Benamou, Paris), Fake Plastic Trees, (Space CAN & Old House, Seoul), Con-
dition for Ordinary, (Art seasons Gallery, Singapore), Islets of Aspergers, (Galerie Al-
bert Benamou, Paris). He also participated in a number of group exhibitions such as:
Dream of Flying, (Brandts Museum, Odense), HEY! Mordern Art & Pop Culture / act
111, (Musée de la Halle St Pierre, Paris), Obedience-Akeda or Sacrifice of Issac, (Jew-
ish Museum, Berlin), /llusion and Fantasy, (National Museum of Modern and Con-
temporary Art, Seoul), Symbol, Spirit, Culture, (Edwin’s Gallery, Zakarta), Who is
Alice?- Venice Biennale Collateral Event, (Light Box Gallery, Venice). Xooang took
part in Space Can_Project space residency in Beijing and won multiple art awards,
such as the Kim Sejoong Young Sculptor Award, Artists of Tomorrow 2010, Sung-
Gok Museum Award, Fund from the Seoul Foundation for Art and Culture (NART).

Xooang’s works are exceptionally multi-layered: the degree of realism and vividness
in them exceeds any other sculptural method for the representation of the human body,
while the power of his metaphors and allusions is intensified repeatedly through cor-
poral symbolism. The artist starts his work on objects with recognition of the package
of the social, psychological and emotional aspects of our lives. Observing everyday
reality, he often experiences a sentiment of empathy for the sufferings of the peo-
ple around him. The ultimate concept of his sculptures is often engendered during
destruction, transformation and assembly. The hyper realistic sculpture for the artist
is the ideal medium for the exploration of various phenomena — from emotion to
perception, from psychology to ideology — all these processes are born consciously
or unconsciously within the individual. His objects, which appear more realistic than
reality itself, not only capture the phenomenal aspects and ironies of the historical mo-
ment in time in which we live, but also make us contemplate the fundamental issues

of our existence.

97



98

Pomuncs 8 1978 rony B . Tary (Kopest). O0yuancst B8 Yausepcutete Tary, rie
TTONYYHJI CTeneHb OakamaBpa. V30paHHBIE IepcoHaNbHBIE BRICTaBKU: Form (Daegu
Art Factory, Tary), Homage to Abstraction (Bongsan Cultural Center, Tary), moy B
SPACE 129 (Tary), moy B CUBE C (Tary). Takxe mpruHAMAI ydacTre B TPYIIIOBBIX
BBICTaBKax, TakuxX Kak Weaved Land: Kyungchul Shin + Woohyun Shim (LEEAHN
Gallery, Toary), Korea-Japan Artists Exchange Exhibition, SinJo Artists Association
(Nagasaki Museum of History & Culture, Haracaku), Ten-Topic Artists Festa (Daegu
Art Factory, Tary), Neo-Sansu (Daegu Art Museum, Tary), Ten-Topic Project (Daegu
Art Factory, Tary), ART ROAD 77, With Art, With Artist! (Art Factory, [Ixamxky),
Telepathically (Gallery Fine, Ilycan). ['eHuxonb mpuHHMaN ydacThe B Pa3MIHBIX
Xy/JI0X)KECTBEHHBIX pe3WICHINX, Takux Kak Artist Residency, Gachang Art Studio,
Daegu u Ten-Topic Project, Daegu Art Factory, Daegu. Ero o0pexTsl HaxomsTcs

B koytekimsx Korea Appraisal Board, Daegu u Museum of Daegu University, Daegu.

I'énuxons {uH pucyet npupomy — ropsl, Jieca, JUCTb — KPYIHBIM [TaHOM
n B abcTpakTHOW MaHepe. Ha kapTWHaX XymOXKHHKa MOXKHO YBHAETH T€ 3JICMEHTHI
naHamadrTa, KOTOpbIE JIETKO CXBaTHIBAIOTCS YEIOBEUECKUM IVIa30M, KaK-TO: Majble
OCTpOBa, pa3dpoCaHHBIC MO MOBEPXHOCTH MODS, BEIWIECCTBECHHBIC TOPHBIC TPSIBI,
JIepeBbs, TPaBBI, JINCThS, a TAKKe O0pa3bl U3 €ro COOCTBEHHBIX BOCIIOMHUHAHUM.
e mpuMEHSET CIEeoyIOIyI0 TEXHUKY: Ha OZHOLBETHYIO MOBEPXHOCTBH, KOTOpPas
CITyXHT (POHOM, HAHOCHUTCS KapaHJAIIHBII PUCYHOK, TaK YTO N300paKeHHBIN Ha Kap-
THHE TIei3aK IPEeBpanaeTcs B YBEIIMICHHBIN TTOI MUKPOCKOTIOM TIPHPOIHEIN 00BEKT.
Bce kapTuHBI OTIIMYAIOTCS THIATEIBHONW MPOPaOOTKON, BE/Ib aXke MOCTENEHHO CTa-
HOBSIIIMECS Bce 0OJIee TOHKUMH JKIJIKH Ha JINCTE PACTEHHS MPOPHCOBAHBI 110 BCEMY
MPOCTPAHCTBY MaHEIU 70 TOTO MECTa, KOrJa OTAEIbHbIE IPOMEXYTKH MEXy HUMHU
yKe He pa3nuauMbl. Takas TEXHWKa M300paXEHWs MPHPOABI HABOOWT 3PUTENS Ha

MBICTH 00 a0CTPaKTHOM HCKYCCTBE.

Born in Daegu (Korea) in 1978. Has a BFA degree from Daegu University (Korea).
Selected solo exhibitions include: Form, (Daegu Art Factory, Daegu), Homage to Ab-
straction, (Bongsan Cultural Centre, Daegu), show at SPACE 129, (Daegu), show at
CUBE C, (Daegu). He also participated in a number of group exhibitions such as:
Weaved Land: Kyungchul Shin + Woohyun Shim, (LEEAHN Gallery, Daegu), Ko-
rea-Japan Artists Exchange Exhibition, SinJo Artists Association, (Nagasaki Muse-
um of History & Culture, Nagasaki), Ten-Topic Artists Festa. (Daegu Art Factory,
Daegu), Neo-Sansu, (Daegu Art Museum, Daegu), Ten-Topic Project, (Daegu Art
Factory, Daegu), ART ROAD 77, With Art, With Artist!, (Art Factory, Paju), Tele-
pathically, (Gallery Fine, Busan). Kyungchul took part in various artist-in-residence
programmes, including: Artist Residency, Gachang Art Studio, Daegu and Ten-Topic
Project, Daegu Art Factory, Daegu. His works can be found in the following collec-

tions: Korea Appraisal Board, Daegu and Museum of Daegu University, Daegu.

In his works Kyungchul Shin is drawn to nature and primal elements, such as moun-
tains, trees and leaves, portraying them on a large macro-scale, thereby transforming
well-known images into abstract shapes. The artist is attracted to subjects that com-
monly meet the eye: small islands in the sea, mountain landscapes, trees, grass and
also other images embedded in the artist’s memory. Combining surfaces formed from
one colour and pencil graphics, the artist tries to take a glimpse at the natural scenery
from an enlarged perspective. His paintings stand out due to the level of intricate de-
tail. Depicting elements and processes occurring within the subject matter, such as the
circulation of sap in leaves, he creates a sensation of marginality where recognisable
images become indistinguishable. Such techniques inevitably lead the spectator to

perceive the work as abstract art.
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Komanpa ranepen « Tpuymd» BbIpaxkaeT 6J1aroqapHOCTh BCEM XyITO)KHUKAM, IPUHSBIINM y4acTHE B BbI-
crake EXTENSION.KR. OtaensHoe cnacu6o LEEAHN GALLERY B smue HOH Jyxéna, GALLERY
BATON B murte Yncy Ilaka, Korean Artist Project ¢ Korean Art Museum, Uxse Erxu, Artonno [Ixeyse,
Enene Xoxiosoit u Jlu Xyn Cyky. bonsmoe crnacu6o AHtoHy benoBy un xomanne Mys3es COBpEMEHHOTO
uckyccrBa «l"apaxo» 3a IOMOLIb B IPOBEAEHUN AUCKYCCUH, MTOCBAILEHHON COBPEMEHHOM apT cueHe HO0x-
Hoit Kopen.

The team of Triumph Gallery expresses its deep gratitude to all the artists who participated in the
exhibition EXTENSION.KR. We would like to thank LEEAHN GALLERY and personally DooHyun Ryu,
GALLERY BATON and personally Jisue Park, Korean Artist Project with Korean Art Museum, Young Hee
Choi, Antonio Geusa, Elena Khokhlova and Lee Hyun Suk. Many thanks to Anton Belov and the team of
Garage Museum of Contemporary Art for their help with organization of the discussion dedicated to the
contemporary art scene of South Korea.
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