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My Practice List
By Year

2016

• 100 Koreans’ Finger prints
• Human Being
• The First Time

• Capturing the Moment

• Temporary Home
• Tied Boundaries Up

• Wondering of The Master

2017
• Personal Boundary

• A Wall: Self-protection

• Scientific Imagination of London_01: A Circle
• The fact of My Space

• Holding the Body
• It’s Too Painful to Say
• New Resident Series
• Catch or Throw
• Overshadowing Shadows

2018

• Hammock
• Individual Spaces

• Wheel

• Reflection as Home
• Tracing Body

• Mundane Pagoda
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Working Drawings

Figure 1. Working drawing for 100 Koreans’ Finger Prints, 2015, pencil on paper.
Figure 2 - 3. Idea sketches for 100 Koreans’ Finger Prints, 2015, pencil on paper.

Fig. 1.

Fig. 2. Fig. 3.
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Figure 4. Working drawings for Holding the Body, 2017, pencil on paper.
Figure 5 -6. Idea sketches for the cramics module for Individual Spaces, 2018, pencil on paper.
Figure 7. Idea sketch for assembling tools for Individual Spaces, 2018, pencil on paper.

Fig. 4.

Fig. 5. Fig. 6.

Fig. 7.
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(from top to bottom) Figure 8-11. Working drawings for Individual Spaces, 2018, pencil on paper.

Fig. 8.

Fig. 9.

Fig. 10.

Fig. 11.
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(from top to bottom) Figure 12 -14. Working drawings for Human Being, 2016, pencil on paper.
Figure 15. Working drawing for Personal Boundary, 2017, pencil on paper.

Fig. 12.

Fig. 13. Fig. 14.

Fig. 15.
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(from top to bottom) Figure 16 - 18. Working drawings for Temporary Home, 2016, pencil on 
paper.

Fig. 16.

Fig. 17.

Fig. 18.
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Figure 19 -20. Image drawings for It’s too Painful to Say, 2017.
Figure 21 - 22. Working drawings for Hammock, 2018.
Figure 23. Image drawing for The Fact of My Space, 2017.

Fig. 19. Fig. 20.

Fig. 21.

Fig. 22. Fig. 23.
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(from top to bottom) Figure 24 -27. Working Drawings for Overshadowing Shadows, 2017.
Figure 28-29. Making a plan for creating a tool for Reflection as Home, 2018.

Fig. 24.

Fig. 25.

Fig. 26.

Fig. 27.

Fig. 28. Fig. 29.
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Figure 30 -31. Working drawings for A Wall: Self-protection, 2017.
Figure 32. Drawing for a tool to make a brick for A Wall: Self-protection, 2018.
Figure 33. The first idea sketch for Well/ Wheel, 2013.
Figure 34. Working drawing for Well/ Wheel, 2018.
Figure 35. Image drawing for Well/ Wheel, 2018.

Fig.30.

Fig. 32.

Fig. 34.
Fig. 33.

Fig. 31.

Fig. 35.
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Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

	
	
	
	
	
	
	
	

	
	

RESEARCH	TITLE:	Clay	Bodies	as	a	Space	for	Habituation:	Can	
Building	Habituation	Structures	Relieve	Displacement?	

	
	
	
	

*	Body	imprint	onto	the	clay	bodies	from	London*		
	

:	For	Understanding	of	the	Material	
	

November,	2015	~2016	
	

I	am	beginning	my	research	PhD	Student	at	the	Slade	School	of	Fine	Art.	I	am	
currently	working	on	a	project	which	I	will	contain	and	feature	human	fingerprints		
on	one	of	my	upcoming	art	pieces.		
	
As	part	of	a	material	test,	participants	will	have	their	fingers	dipped	into	liquid	
alginate,	so	their	prints	will	be	retained	on	the	inside	of	the	alginate	cylinder.	I	will	
retrieve	the	print	by	filling	the	dried,	alginate	form	with	silicon.	The	print	will	then	
be	placed	onto	the	piece.	
	
Participants'	fingerprints	will	not	be	saved	and	will	only	be	used	for	the	purpose	of	
constructing	art.	All	castings	will	be	destroyed.	

	
	
	
	
	

Institute of EducationParticipants consent form for 100 Koreans’ Figure prints



 Jeong 19

Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

	
	
	
	
	
	
	
I,	_______________,	have	read	and	understood	the	information	about	the	research.	
I,	_______________,	agree	to	be	part	of	the	artistic	research,	and	understand	that	if	
any	of	my	words/participated	in	art	works	are	used	in	reports	or	
presentations	they	will	not	be	attributed	to	me.	
If	you	are	happy	to	participate,	please	complete	to	write	your	name,	signature,	
and	date,	and	then	return	to	Nayoung	Jeong.	
	
	
	

Name	 Contact	Detail	
(ex:e-mail)	

Signature	 Date	
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Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

	
	

	
	

RESEARCH	TITLE:	How	Can	Clay	be	Used	as	a	Tool	to	Investigate	
Feelings	of	Cultural	Displacement?	

	
	

	
*			REFLECTION	AS	HOME		*		

	
Performance	

	
	

Between	14:00	to	16:00	
7TH	to	17th	June,	2018	

	
	

As a PhD student conducting artistic research at the Slade School of Fine 
Art_ University College London, I am currently pursuing an opportunity at the 
Slade Degree Show 2018. This show will give me the opportunity to continue 
exploring my work as a performance and researcher while 
investigating my research question stated above.  
 

My works aim to engage audiences by infusing locally-sourced clay and 
other materials in public settings that also integrate live performance, space, and 
movement as methods to map issues surrounding identity and culture. I often 
appear as a performative actor in my own pieces, reimagining how material and 
public space can help intersect often disparate cultural communities over a 
shared exploration of personal identity. 
  

Photographs as documentation of the performance with participants will 
only be used for the purpose of contributing my (Nayoung Jeong’s) art and 
research within academia. 	
	
	

http://www.ucl.ac.uk/slade/research/mphil-phd/nayoung-jeong	
	
	

Institute of Education
Participants consent form for Reflection as Home
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Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

	
I,	_______________,	have	read	and	understood	the	information	about	the	research.	
I,	_______________,	have	the	induction	of	the	performance	hereby	health	and	safety	
concerns	to	involve	to	this	work	as	a	participant.		
I,	_______________,	agree	to	be	part	of	the	artistic	research,	and	understand	that	if	
any	of	my	words/participated	in	art	works	are	used	in	reports	or	
presentations	they	will	not	be	attributed	to	me.	
	
	
If	you	are	happy	to	participate,	please	complete	to	write	your	name,	signature,	
and	date,	and	then	return	to	Nayoung	Jeong.	
	
And,	please	enjoy	the	performance.		 
	
	

Name	 Contact	Detail	
(ex:e-mail)	

Signature	 Date	
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Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

	
	
	
	

*	Mundane	Pagoda*		
	
	

Workshops		
1st,	3rd,	8th,	15th,	22nd	of	August	

2018 
	
	
	
	 Currently,	I	am	in	the	process	of	conducting	research	for	my	PhD	programme	at	the	
Slade	School	of	Fine	Art_	University	College	London,	in	London,	U.K.	under	the	research	
title:	How	Can	Clay	be	Used	as	a	Tool	to	Investigate	Feelings	of	Cultural	Displacement?	And,	
participating	in	the	Slade	Summer	School	Art	Education	Residency	gives	the	chance	
to	continue	refining	and	establishing	my	research	as	working	artist	in	London.		
	 While	continuing	to	pursue	my	artistic	and	academic	research,	I	am	building	
a	clay	pagoda	with	the	help	of	Slade	Summer	School	participants.	The	piece	allows	
me	to	focus	on	a	critical	area	of	my	research:	how	involving	community	members	
can	help	us	transcend	cultural	isolation	through	making	and	witnessing	public	art,	
especially	when	the	material	comes	from	a	neutral	place	all	parties	are	regarding	as	
new	home	as	comfortable	space.		

As	an	inspiration,	I	have	adapted	the	idea	of	the	stone	pagoda	in	Korea	which	
is	making	a	wish	for	their	own	luck	or	health	on	a	stone	to	making	a	pagoda.		I	am	
inviting	viewers	to	encounter	and	help	construct	a	traditional	Korean	customs	and	
rituals,	while	continuing	to	foster	audience	interaction	with	art	by	assembling	clay-
object	(that	acts	like	a	stone	of	the	pagoda)	piece	through	a	workshop.	A	workshop	
allows	me	to	fuse	together	the	performative	elements	of	culture	and	memory,	with	
the	artistic	concerns	of	material	and	viewership	in	service	to	a	larger	piece	that	
capitalizes	on	ritualistic	action	and	audience	engagement.		

	
	
http://www.ucl.ac.uk/slade/research/mphil-phd/nayoung-jeong	
	
	
Photographs as documentation of the workshop with participants will only 

be used for the purpose of contributing my (Nayoung Jeong’s) art and research 
within academia. 	
 

Institute of Education
Participants consent form for Mundane Pagoda
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Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

 
 
I, _______________, have read and understood the information about the research. 
 
I, _______________, have the induction of the performance hereby health and safety 
concerns to involve to this work as a participant.  
 
I, _______________, agree to be part of the artistic research, and understand that if 
any of my words/participated in art works are used in reports or presentations they 
will not be attributed to me. 
 
I, _______________, understand that every effort should and will be made to ensure 
the preservation of research data, which is slated for future use. 
  
 
 
 
 
If you are happy to participate, please complete to write your name, 
signature, and date, and then return to Nayoung Jeong. 
 
 
 
---------------------------------------------------------------------------------------------------------- 
 
Name ______________________ 
 
Signed ______________________    Date____________________ 
 
 
 
---------------------------------------------------------------------------------------------------------- 
 
Researcher’s name    Nayoung Jeong  
 
 
Signed ______________________    Date ____________________ 
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Artist Interview: Q&A by myself

Nayoung Jeong
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1.What elements of your personal life have shaped your artistic works and 
how?

As an international artist, I am frequently travelling around the world and 
placing myself in new and foreign contexts, whether they be cultural, nation-

al, or linguistic. Moving around in this way inspires a need to connect my 
Korean heritage to creating a sense of home in new environments. 

2.In regard to your identity, can you discuss how your Korean heritage 
informs your work?

During my childhood, I was raised within a traditional Korean family; for 
example, I learned how to serve a traditional Korean tea ceremony. When I 
look back on this time, it guides my artwork today, as I routinely reference my 
cultural heritage throughout my work.

3.How have your educational experiences abroad impacted your artistic 
thinking?

When I moved from Korea to the United States to begin my post-secondary 

education, I was introduced to new ways of working with clay. For instance, 
one of my first memories as an undergraduate in California was a professor 
instructing me how to use glue to work with ceramics. This was a contrast 
to my training in Korea, which emphasized perfection at every stage of the 
making process. I was taught that if there were any cracks in the pottery, it 
was to be considered imperfect and thrown away.  Moving from West to East 
exposed me to different approaches to making art. 

4.Your work often deals with feelings of cultural isolation. In what ways 
have your educational experiences affected your artistic career?

My choice to be educated abroad meant that I had to find new ways to learn 
and relate to others. The initial feeling of newness can be isolating, and it is 
one that has remained a theme throughout my work. 

5.You have lived, studied, and produced art in a number of countries 
around the world. Where do you feel the most home? Where is home to 
you?

I cannot find home yet. When I move to a new place, I begin by feeling oth-

ered, but eventually, I feel comfortable and “at-home.” Yet, just as I start to 
feel closer to a sense of home and belonging, I am moving again. In this way, 
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a sense of home is always changing, and can never be fully realized. It feels 
closer to the meaning of home, but then I have to move again. 

6.In what ways have your life experiences made you feel displaced and 
othered?

When I move to a new place, I have to fight against internal feelings of cul-
tural shock and isolation, which makes me feel othered. Living in new places 
that inspire these feelings is also what drives me to create artworks to begin 
with. 

7.How do you make the decision to bring these feelings into your work?
Like most artists, my own life and experiences guide my work. Ultimately, 
my decision to share it publicly with wider audiences comes from a desire 
to identify the universality of being alone. I want to share with audiences of 
all backgrounds and identities the common feeling of isolation, whether it be 
cultural or otherwise.  

8.Why have you chosen to use clay as your primary medium?
My childhood was spent learning the discipline of traditional Korean ceram-

ics, so clay has been a central part of my life for nearly all of it. Growing up 
near the sea, I would often doodle in the sand with my hands to experience 
a deeper connection to the earth. I’ve grown to be engaged in artistic media 
that require touching and hands-on methods. Most importantly, clay remem-

bers the forms we impress upon it and retains them even after firing. 

9.How does working with clay provide you with a sense of connection to 
the earth?

By working with clay, I am able to engage in a literal and tactile relationship 
with the earth itself. I am also symbolically connected to the earth, as clay is 
found layered beneath the ground, each phase of time captured there, much 

like the complex layers that I contain as the artist working with the material. 

10.How does clay help you obtain a sense of ownership during times of 
cultural isolation?

When I create something, the clay observes my touch, and it is held there 

after firing. When the piece is finished, I have imprinted my own story and 
sense of ownership on the piece.
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11.When did you first realize the versatility of clay?
I cannot say that there was a moment when I first realized the versatility of 
clay, but rather, it has been an unfolding process for me. The more I work 
with clay and interact with it physically, the more limitations and conventions 
slip away.

12.When did you find that clay had the ability to help you work through 
feelings of cultural isolation?

Again, it is difficult to pinpoint a moment when I realized this. I must honestly 
say that from the moment I touched clay, I began to realize the potential it 
had to help me feel anchored to a sense of familiarity. For instance, I had to 

move as a very young child to go to school within Korea, and I always turned 
to clay as a way to overcome feelings of otherness.

13.What are your favourite aspects of using clay in the way that you do?
Clay is very similar to the human body, so I treat it as an extension of our 

own physical selves. Clay holds a similar ratio of water to that of the human 
body, and it remembers what time has done to it.

14.You have produced artworks in many different locations around the 
world. What are the similarities that you find across all the clay you have 
personally excavated and worked with?

Most of the similarities I have observed among various international clay 

materials have been cultural in nature. For instance, clay is a universal mate-

rial; every culture uses it to make bowls and other items. While some clay will 
behave differently and possess different physical and chemical properties, I 

am regularly struck by how universal a material it is. 

15.What are the most significant differences you have noticed in the rang-
es of clays you have worked with?

The differences I have noticed in clays around the world have been revealed 
to me through my teaching experiences. When I observed drawings by chil-
dren across different countries, I noticed that each of them coloured the 

ground differently. In Korea, they coloured it red, in the U.K., they coloured it 

yellow, and in the United States, they coloured it grey. Of all the testing and 
work I have done as a professional artist, I think this is perhaps one of the 
most pointed examples of diversity in clay.
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16.How does your training in traditional Korean ceramics inform how you 
work with clay in Western artistic and academic contexts?

My training in Korean ceramics was very strict and precise. There was no 
room for error, and entire pieces would be thrown away if even one fault was 
found. In Western environments, artists accept failure and integrate it into the 

works they create and the narratives they build. Learning to meld these two 
approaches together has been an interesting journey for me both artistically 
and professionally. I have learned to embrace the figurative and literal messi-
ness of creation and life as well as the ambiguity of a final result. 

17.What limitations exist when working with clay?
When studying in the West, it became apparent to me how much emphasis 
was placed on firing the clay, which helps it hold its form. I find this to be a 
limitation, as I enjoy working with raw clay in order to achieve a result. Rely-

ing on a kiln is a limitation that I go out of my way to question.

18.How do you overcome these limitations?
As I mentioned, using raw clay is the best method to avoid what I see as the 
limitation of firing. Overcoming this limitation has led to me to better under-
stand the composition of clay. It has also opened up different performative 

avenues for me, as using fired clay in live performance pieces would be 
impractical, as they would break. 

19.In what ways are you looking to break conventions around the artistic 
use and exhibition of clay?

Artistically speaking, there is fundamentally very little that is new in this world. 
Everything comes from something else in one way or another. I am interested 
in sharing my perspective and journey through overcoming cultural isolation 
through working with clay. For me, this is incredibly satisfying.

20.You often say that clay is able to contain and hold memories and identi-
ties. How is this so?

Whatever actions I impress upon the clay, it retains them. In this regard, I am 

creating something from nothing. I am speaking life into silence and creating 

its mark. We know that clay holds the physical properties of the air, mineral 
content, and even the air itself.
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21.Why do you use clay to confront painful emotions?
I was very fortunate to receive the education and training I did as a young 
person. Therefore, I am not sure I can say why I use clay to this end, but only 
that I am grateful I am able to. I was introduced to the earth at the right time 
in my life, and as a result, I have spent my life navigating feelings of displace-

ment and discomfort by turning to clay.

22.What emotions do you experience as a result of living a transient life?
I feel as though I am not included anywhere, as if I am always on the move 
and searching for a sense of home.

23.Why have you chosen three-dimensional artworks as your primary 
mode to express your subjective emotional states?

I began my artistic life as a painter but soon discovered that I was looking 
for opportunities to communicate and represent form through a medium that 

allowed me to take a hands-on approach. 

24.You often refer to some of your pieces as “invitational sculptures.” 
How do you go about considering and then planning the impact you hope 
your work will have on viewers?

All sculpture can be invitational, but pieces coexist within a different action to 
the viewer. Invitational sculptures do not accommodate passivity on behalf of 
audiences. When I design these pieces, I am also designing experiences that 

are intended to engage and welcome proactive emotion.

25.As an artist who is often present during your exhibitions, how do you 
experience the emotional responses your viewers and audience members 
bring to your work?

There are endless ways that audience members affect the exhibition experi-
ence, especially from my point of view. Even if it is quiet, their breathing still 
leaves an auditory mark reminding me of their humanity. Sometimes, I pres-

ent a clay offering to audience members, and it is as though we share some-

thing. This is an exchange that both parties are invested in. 

26.How do you successfully design an invitational sculpture or artistic 
experience to accommodate the emotions of the artist and your viewers?

Thinking in a site-specific way is an indispensable part of how I bring my work 
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to public audiences. For instance, I executed a clay-based live performance 

piece at the Slade School of Fine Art in London where I was submerged in an 
outdoor pit on campus. I was accompanied on the floor of the pit by a reflec-

tive surface that many passers-by dropped down on to the reflective surface 
thus obscuring my identity. The exhibition was designed in this way to provide 
a sense of voyeurism, followed by an eventual break in social connection by 
hiding my image behind the clay, leaving viewers with an unsettled feeling.  

27.Why is engaging viewers, and even participants, so important to your 
work?

I miss the feeling of being in a community. By partnering with others, I 
achieve an instant sense of connection.

28.Your artistic practice often intervenes within traditional notions of 
tools. Why is it so important that your work has a broad definition as to 
what constitutes a tool?

I am a part of my work as are my viewers. Therefore, I view anyone and 
anything that is able to construct artwork as being a tool. This means that my 
body can be a tool just as the emotional responses of viewers can also be a 
tool in that they assemble a piece.

29.The human body is used as a tool in your work, both in the making and 
exhibition stages. How does using your body help make the kinds of emo-
tional and intellectual impacts you are seeking to impart to your viewers?

The artwork changes depending on the body that is serving as a tool. If I hold 
an object as a stranger, the overall art piece itself will be determined by that 
sense of foreignness. Likewise, the viewers imprint their individual and col-
lective senses of confusion, openness, and otherness onto an artistic space.

30.Does using your body in these ways help you feel more connected and 
less displaced?

It does, but only temporarily. At the moment of performing, I feel connect-

ed. Yet, when the performance ends, I sink once again into loneliness. This 
drives me to continue pursuing the modes of art that I do.

31.How does the physicality of your artistic practice narrate the story of 
those who are culturally othered?
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A good example of this occurred for my piece Well/Wheel, where I moved 
the clay around and pushed it outward through the mesh. In this piece, I am 
surrounded by people, yet I am separated and moving all the while, almost 
as if I am on display as the other. There is a tension here that is physically 

expressed and symbolized through the performative element of the piece.  

32.How do the bodies of your viewers and audiences augment the work 
during its viewing?

Knowing that others are there changes the nature of the exhibition space. 
Yet, their physical presence is not enough. This is why I engage and talk 
with people as well. Here I receive feedback about the emotions of audience 
members, which gives me substance to consider for my upcoming exhibi-
tions. 

33.One way that you often introduce physicality into your works is 
through ritualistic action. Can you please describe what this is and how it 
shapes your work?

Ritualistic actions are repeated gestures completed in succession and often 
without variation. There are two forms of this--the first is the making stage, 
wherein the object is created. The second is the performative aspect that 
adapts Korean culture into the set of ritualistic actions. I use ritualistic action 

at both the making and exhibition stages. 

34.How does ritualistic action inform your relationship with clay and other 
materials?

It once again goes back to my training in Korea. I was trained to make 50 
cups or 50 bowls over and over. Working with clay in succession therefore 
became an ingrained habit, which I have carried over into performative ex-

pressions intended to process and overcome difficult emotions.

35.Do you see ritualistic action as a guiding set of perimeters to interact 
with viewers in a structured way?

In certain ways, yes, I do. By designing pieces around ritualistic actions, I am 
in a sense dictating the spatial and social terms by which I and the viewers 
are interacting with me and my art. For instance, if I am walking over raw clay 
or routinely pushing clay outward with my feet, attention is required on behalf 
of the audience, so they may know the terms on which to engage with my 
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piece, which in turn invites whatever emotions they may be experiencing. 

36.How does live performance influence your use of ritualistic action?
In order to commit ritualistic action, the individual must be using their body 

live in real time. Live performance and ritualistic action are therefore depend-

ent on each other. Whether this is doing the same action repeatedly or adapt-

ing elements of Korean culture, the two work together. 

37.What emotional, psychological, and even social benefits do you experi-
ence as a result of employing ritualistic action so frequently in your work?

Ritualistic action helps me attain a sense of emotional and psychological 
comfort, as it focuses me on the present while steadily directing me toward 
a future result that has artistic value. It also helps to activate the emotions of 

others who are viewing my work in that they may indirectly focus on my ritual-
istic actions to process their own feelings of isolation.

38.In what ways does your use of live performance affect your use of pub-
lic space?

I am actually more interested in how my live performance affects the public 
space that I am using. For instance, in Reflection as Home, I used an outdoor 
space that was tiered in order to induce feelings of hierarchy among view-

ers. In this piece, I enter each performance space as a stranger, and when 
I leave, the hope is that it has been transformed into a new space that is no 
longer unknowable. 

39.You regularly incorporate Korean tradition and practices into your 
work. How does this help you feel more connected?

Korea is the root of my life. By adapting, referencing, and incorporating my 

cultural heritage into my art, I am bringing my past into my present.

40.Why incorporate live performance in the ways you have?
The feelings I communicate through my use of live performance are often 

difficult to articulate, which is why I often use my live performance to address 
them symbolically. For instance, in my piece Hammock, I made problemat-
ic the notion of comfort and rest by swinging in a wire hammock covered in 
local clay. There was no other way for me to communicate this tension. Also, 
the timing of my performance pieces is an important consideration, too. For 
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instance, I rarely go over 10 minutes for a performance piece, and if I am 

committed to an 11-day performance, I limit myself to two hours a day. This 
provides a concentrated experience for both me and the viewer as well as 
leaving time afterwards for reflection. 

41.Does introducing your culture to wider, non-Asian audiences help you 
feel less displaced?

It certainly can, yet I am also very invested in Asian and immigrant audienc-

es as a way to combat my feelings of displacement. These populations are 
themselves innately valuable in that they are experiencing the exact same 

kinds of cultural struggles that I am. The more work I produce, regardless of 
who my audience is, the more able I am to understand my feelings of dis-

placement.

42.How do you work through displacement when you are not making art?
Art is my life. This is the way in which I process these feelings. 

43.Is it necessary to feel isolated in order to produce?
No, it is not. I do hope that one day I will not feel so removed from others and 
so alone. Yet, there is a deep psychological need for me always to explore 
and create within new places. This is a need that will always be there within 
me.

44.What cultural impact do you hope your work will have on Asian audi-
ences?

My hope is that Asian audiences are able to see themselves as worthy and 
valuable members of whatever society they might arrive in. I want them to 
know that cultural displacement is not unique and that they can see them-

selves represented in my work and documented struggle.

45.What are the cultural impacts you wish to see your work have on immi-
grant communities?

While I am not an immigrant in the political sense, I am someone who is 
living in a country that is not my own. It is my hope that anyone who is experi-
encing cultural isolation be able to see themselves represented my work.
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46.Do you still feel like a stranger?
Yes. 

47.Do you believe that you will ever overcome your feeling of cultural iso-
lation?

The hope is that I will, someday. Little by little, as I produce my work, I am 
letting out feelings and experiences that have weighed on me emotionally. 

48.How much of the individual’s artistic identity coincides with their cul-
tural struggles?

In my case, they do coincide. My cultural identity and the subsequent feelings 

of alienation that I have encountered by living in new places have given me 
the energy and purpose needed to create the works that I have. 

49.Is culture static, or can it be changed?
Culture is changeable. I would not be intervening artistically in the public 
ways that I have unless I thought that I could make an impact and change 
things. Regarding this point, I was speaking at a conference, and I was asked 
about my research. The question was, “Who is not mixed cultured?” This was 
thought-provoking, and it brought forward the complex and ever-changing 
nature of culture for me. I hope that my work contributes to this. 

50.How do you wish your work to intervene within the realm of clay and 
sculpture?

I wish my artwork to be an ice-breaker, or at least a starting point, to consider 
how material, space, form, and culture are able to serve as connection points 
to others.
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RESEARCH	TITLE:	How	Can	Clay	be	Used	as	a	Tool	to	Investigate	
Feelings	of	Cultural	Displacement?	

문화적 변이의 감정을 조사하는 도구로서 흙은 어떻게 사용될 수 
있을까?	

	
	

*	Interview	for	the	Korean	Ceramists*		
한국 도예가 인터뷰 

	
July	2017	

2017년  7월  
	
 Currently, I am in the process of conducting research for my PhD programme at 
the Slade School of Fine Art_ University College London, in London, U.K. As part of my 
research, I am having interviews and conversations with artists for my research project 
and upcoming dissertation. To date, my work as a ceramicist and sculptor has focused 
on creating a sense of familiarity for those living in a new place. My work interrogates 
concepts of home, territory and belonging by using clay that is locally extracted from 
international cities that I am living in at the time. I use and study this material to create 
invitational structures, which allow mixed culture persons and even native populations 
the chance to consider their role and place within a specific city. My work also adapts 
and utilizes ritualistic actions and performance in the creation and exhibitive stages on 
my work. All of this is underpinned by a focus on space, material and scale. 
 

현재, 저는 영국 런던의 Slade School of Fine Art(슬레이드 예술대학) 
_University College London(런던대학교) 에서 박사 과정 연구를 진행하고 
있습니다. 제 연구의 일환으로, 저는 연구 프로젝트 및 차기 논문에 대한 
작가들과의 인터뷰 및 대화를 진행하고 있습니다.  지금까지 도예가이자 
조각가로서의 저의 작업은 새로운 곳에서 사는 사람들에게 익숙함을 주는 데 
초점을 맞추고 있습니다. 또한, 제 작품은, 제가 살고있는 국제 도시에서 
국부적으로 추출한 흙을 사용하여 관람자들을 통해 나에게 집이란? 그리고 영토 
및 소속의 개념을 공간, 재료 및 규모와의 연관성에 중점을 두고 조사하고 
있습니다. 이 일련의 작업들은 혼성 문화인과 심지어 원주민조차도 특정도시 
내에서 이방인처럼 느끼는 자신의 역할과 위치를 고려할 기회를 제공 하는 초대 
구조를 예술을 통해 만들기 위해 이 자료를 사용하고 연구하고자 합니다.  

 
 

Institute of EducationInterview consent form for Korean Ceramists



 Jeong 67

Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

Conversations had during this interview process will be used in my research and 
dissertation.    

	
이 인터뷰 과정에서 있었던 대화는 제 연구 및 논문에 사용됩니다. 
 
 

	
http://www.ucl.ac.uk/slade/research/mphil-phd/nayoung-jeong	

	
	
	
  
Following	questions:		
    
What is your discipline? Would you mind to explain about your works with details, 
please?  
도예가로서, 작가님의 주된 기법과 도자영역은 무엇입니까? 주 작품에 대해 
자세히 설명해 주시겠습니까? 
 
How do you think about ceramics in Korea, both in terms of history and in terms of what 
is happening presently?  
한국의 전통 도자와 현대 도자에 대해 어떻게 생각하십니까? 
  
How much time do you allot for making each day? 
작가님은 하루에 몇 시간씩 작업을 하십니까? 
 
What process (es) do you utilize while making your work? What is your impression of 
this process, and/or is there any special reason to use that process? 
어떤 프로세스(물레, 조형, 주입 성형 등등)를 이용해서 주로 작업을 하십니까? 또, 
이 과정에 대한 작가님께서 받은 감정/느낌은 무엇입니까? 이 과정을 이용해서 
제작하는 특별한 이유가 있으십니까? 
 
Do you think movement while making is performance? 
만드는 동안에 이뤄지는 움직임이 퍼포먼스(행위 예술이)라고 생각하십니까? 
 
Do you use repetition or repetitive processes during your work? If so, what are your 
impressions of this? 
작업 과정에서  반복적인 과정을 사용하십니까? 그렇다면 그것으로 인해 생기는 
느낌이나 감정은 무엇입니까? 
 
Is there anything else you’d like to add about repetition, performance or the making 
process? What else comes to mind for you, as we’ve been speaking? 
반복, 움직임 또는 제작 과정에 대해 추가하고 싶은 것이 있습니까? 이 외에 
하시고 싶으신 말씀이 있으신가요?	
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I, _______________, have read and understood the information about the research. 
나, _______________,은/는 연구에 대한 정보를 읽고 이해했습니다. 
 
I, _______________, agree to be part of the artistic research, and understand that if 
any of my words/participated in art works are used in reports or presentations they 
will not be attributed to me. 
미술 연구에 참여하는 것에 동의하고 예술 작품에 참여한 제 단어 / 문장이 
보고서나 프리젠 테이션에 사용되며, 나에게 귀속되지는 않는다는 것을 
이해합니다. 
 
I, _______________, understand the interview is recorded and will be used and 
presented responsibly in academic venues, along with a wider public audience.  
인터뷰 내용이 녹음과 글로 기록되어질  것이며 더 많은 일반 대중과 함께 학술 
장소에서 책임있게 사용 및 발표 될 것입니다. 
 
I, _______________, understand that every effort should and will be made to ensure 
the preservation of research data, which is slated for future use. 
연구의 목적을 위해 예정된 연구 데이터의 보존을 보장하기 위해 모든 노력을 
기울여야하며, 그렇게 될 것임을 이해합니다. 
  
If you are happy to participate, please complete to write your name, 
signature, and date, and then return to Nayoung Jeong. 
이 인터뷰에 기꺼이 참여 할 의사가 있다면, 이름, 서명 및 날짜를 기입 한 다음 
정나영에게 보내 주십시오. 
 
 
---------------------------------------------------------------------------------------------------------- 
 
Name /이름 ______________________ 
 
Signed /서명______________________    Date/날짜 ____________________ 
 
 
 
---------------------------------------------------------------------------------------------------------- 
 
Researcher’s name/ 연구자 이름  Nayoung Jeong / 정나영  

 
 
Signed /서명______________________    Date/날짜 ____________________ 
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Interview with Chang Wha Kim

N: Nayoung Jeong

 C: Chang Wha Kim
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N: 
What is your discipline? Would you mind explaining about your work giv-
ing details, please?

C:
I can talk briefly.
Of course, I work with the pottery wheel and partially with slabs. 
When I got the exhibition and the idea what I will focus on in that year, then, I 
choose the right technique or method.

The one that is mainly used is wheel throwing and pressing.
I make moulds with clay, then I press the mould down to create a shape to 
make.

You can say that porcelain is 99 percent of what I use.
People say that white porcelain is white.
There are many possibilities, due it being white, by adding more layers
And in Korea, we have a saying that we (most of Koreans) basically like white.
It has been formed for thousands of years of culture.

It’s not made by the imposition of someone else’s idea.
Rather, it flows naturally and is inherited, just like a parent’s DNA.
It’s very white--naturally so that we like.
For example, Japan or China have strongly coloured ceramics.

Their culture is represented by colour, as opposed to form.

In the case of Korea, we like to represent our culture through form.
For example, there is a moon jar with a very simple form.
However, you could find subtle lines there even that is very simple form.
Some of these morphological things come out most obviously in works of porce-

lain,

things like this, including some formative handles. 

If it were another clay, like a dark-coloured clay or ‘Buncheong’, they might look 
weak, once these images are toned down.
But this does not appear to be the case, because its colour is white.
The more you look at the shape of that work, the more you are able to see the 
shapes without colours.
Anyway, when I look at the shape of the work, the idea comes to me very 
strongly, sometimes.

There’s a line, or something, that comes to my heart.
It’s very strong.
It behaves like a feature and ends in a place that is not where it started, but 
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N: 

도예가로서, 작가님의 주된 기법과 도자 영역은 무엇입니까? 

주 작품에 대해 자세히 설명해 주시겠습니까?

C:
간단하게 얘기 할 수도 있는데,

물론 물레 작업하고, 틀 작업도 일부 하고,

그때 그때 내가 어떤 전시나, 그 해에 내가 뭔가 중점적으로 해야겠다 하면

거기에 맞는 기법이나 어떤 방법적인 걸 선택을 하죠

주로 물레 작업 하고 가압 성형이라고 

흙으로 틀을 만든 다음에, 그것을 눌러 찍기 해서 형태를 만들어서 주로 하죠

백자를 99% 라고 보면 되죠. 

백자가 흰색이라고 하자 나요.

흰색에서 변환할 수 있는 가능성이 굉장히 많아요. 덧 입혀서, 

그리고, 우리 한국사람이라는 게  기본적으로 흰색을 좋아한다는 

뭐 어떤 그런 얘기가 있죠. 

그건 문화적인 수천년 동안 형성되어온 거 거든요.

누가 주입시켜서 만들어진 게 아니라

흘러 흘러와서 자연스럽게 부모 디엔에이로서 물려 받은 건데

아주 흰색,

예를 들어서 일본이나 중국이 채색 적이고 색깔이 강하 자나요.

형태가 아니라 색으로써 나타내는 문화

우리 같은 경우는 형태를 나타내는

달항이리지만 아주 단순한 형태지만

거기서 미묘한 선을 찾는 다고 하자 나요 우리나라 사람들이 

그런 어떤 형태적인 것들이 가장 뚜렷하게 나오는 것들이 백자 작업 

이런 것들이, 어떤 조형적인 손잡이들이

다른 흙이 였다면,  시커먼 흙이나 분청이거나 하면은 

한번 이미지들이 한번 다운 돼서 약하게 보일 수 있어.

그런데 흰색이기때문에 있는듯 없는듯 하지만

보면 볼수록 거기서 오는 그 형태 감이라는 것이 

어쨌든 보고 있으면은 굉장히 나에게

라인이나 그런 것들이 가슴에 다가오는 것이 있거든요

그게 굉장히 강해

그런 특징적이고 그래서 시작한 것은 아니지만 

그건 작업 하는 과정에서 느낀 거고,

처음 시작한 거는 

내가 시작 할 때 즈음에는 그때는 백자 같은 게 거의 없었죠. 
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rather it captures what I felt during the process of working, like the first thing I 
made, for instance. 

At the time I started, there was almost no white porcelain available.
Because of this, I nearly did a lot of my work with ‘Buncheong’, toughly and 
naively.

Within ceramic culture, it’s not about diversity, so much as it is about simply not 
giving in to myself.

The concept is almost like, “I am doing what I am because other people are 
doing this as well.” 
Understanding this, then, I don’t need to stop what I’m doing to follow a lot of 
people.

I did not have wheel-throwing; I did most of my work through making objects by 
hand.

I thought that there was no chance of winning with wheel-throwing. (Because 
there are so many people are good at this technique.)
Then I wondered if I should find something else, because there were not much 
people who used clay in the porcelain.
Initially, I had a vague thought about doing this.

I’d also heard stories about why others do not this difficult work, but I definitely 
wanted to challenge myself.
I did not know exactly what it was about, but I did have a good idea that.
This would be fun.
In the future, I feel like I can have a lifetime. I started with that feeling.
What I did not know about the porcelain well in the beginning, however, I was 
that I would have to discover things one by one, catch them, and then get some 
feeling of gladness.

I feel like up until this point, I am becoming more interested.

I have been working with white porcelain to achieve this [creating artwork] for 
over 20 years. 

N: 
What do you think about ceramics in Korea, both in terms of history and 
in terms of what is happening presently? 

C: 
Well, there is no difference.

What was made during that era, in the Joseon Dynasty, 
was for the royal family of that time, or the nobles,
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거의 분청 작업을 많이 했고, 

투박하고, 소박한 도자 문화 내에서도

다양성이 있지 않고 그냥 주어진 거에 대해서

남이 하니깐 나도 한다 어떤 그런 개념이 굉장히 강했기 때문에

그럼 나는 저 많은 사람 하고 있는 거에 뛰어 들어 가지고는 

나는 물레를 안 찼거든 대학원 까지는  조형 작업을 했고

도저히 승산이 없다는 것 같다는 생각이 들어서

뭔가 나만의 것을 뭔가를 찾아야 할까 했을 때

흙을 백자가 많지가 않았기 때문에

이걸 하면 좋겠다는 막연한생각에서 시작 한 거 예요.

남들이 이 어려운 작업을 왜 하냐 이야기도 듣긴 했지만 

분명, 도전 해 볼만 하고

정확하게 구체적으로 이거에 대한 매력 이나 어떤 가능성에 대해서 몰랐지만 

감이란 게 있자 나요 사람이란 게 감이란 게 있자나

이게 하면 재미있고

앞으로, 내가 충분히 평생 해도 될 거 같다는 느낌이 있죠 

그런 느낌으로 시작 했죠.

그걸 시작하면서 처음에 몰랐던 것을 

하나씩, 하나씩 발견하고, 

캐치하고 거기서 오는 또 희열 감이나

하다 보니깐 더 재미있는 그런 느낌도 받고 그렇기 때문에 

지금까지 거의 20여년, 이 작업을 한 거 같아요. 

백자 작업을

N:  
한국의 전통 도자와 현대 도자에 대해 어떻게 생각하십니까?

C: 
글쎄 차이점 이랄 것도 없고

그 당시의 조선시대에 만들었던 것은 

그 당시에 감성에 맞고 그 당시의 왕실이나, 

귀족들이 원했던 작업들을  했던 거고 

거의 조선 시대는 지금처럼 공방 문화가 아니라 왕실 도자 이기 때문에

국가에서 원하는 것들만 생산하고, 

아닌 것들은 일반 서민들은 못 쓰게 하려고 깨 버렸고, 

진사품이외에는 그런 문화였고, 강제적인 문화였죠. 귀족들을 위한.

지금은 다르죠.
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or those near the same level of status as the Joseon Dynasty.

It was not a workshop phenomenon like it is now, but rather a royal ceremonial 
thing.

We only produced what we wanted in the country.
It was the period that existed to make products for the king.
It was a forced culture, one that also existed for nobles.
But it’s obviously different now.
People who have a wide range of information often fulfil their desire for new 
ideas in a variety of ways,
such as a unified idea, as in the case of the Joseon Dynasty.
It should not be as brilliant as Confucian thought it should be, but rather it 

should be white.
However, [it should not be] something standard, so it can meet the needs of 
various people.

In every part of the artist, there is a need that says, “I am going to satisfy people 

in some way”.
And I think this has to do with the age and time being different, not with the 
difference in people just as, in the 21st century, we have to make the ceramics 
that suit contemporary tastes.

After that, one then has to be able to produce the right ceramics.

But if does not work for people - I have to do what people want.
Obviously, I feel I have a duty to create like that.

And I believe that creators should at least lead, even if it’s in a way that is inspi-
rational or psychological.

I can hear the artist and the professional, and integrate them together through 

creating.

Take the creation and give it to people, and if they can accept it, they will.
But if you don’t accept it, many others will not, either.
So, if many others do not like it [my work], I am obviously on the wrong path. 
I think that’s the difference; at that time,
I do not mean to ignore it, but I don’t want my work to be so old that it cannot be 
restored.

I don’t think that’s a good approach to take.
Make your work and leave it in its time, in this age.
After 100 years and 1,000 years of existing in and from this culture, it becomes 

a classic.

Oh, then, in this age, people will be expressing different thoughts, and there will 
be different needs.
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사람들이 다양한  정보를 가지고 있는 사람들이 생각 욕구를 다양한 방법들로, 

다양한 작가들이 채워주는 거야.

통일된 그런 조선 시대처럼

유교 사상처럼 화려하면 안 되고 흰색이여야 하고 

어떤 규격이 아니라

다양한 사람 들의 욕구를 거기서 충족시켜주고

작가마다 나는 어떤 부분에서

나는 어떤 식으로 해서 사람을 만족시켜 줄 거야 라는 어떤 

시대가 다르기 때문에

차이점이 아니라

단지, 21세기에는 지금 원하는 도자기를 해 줘야 하고

그리고, 거기에 맞는 도자를 가져다가  생산을 해야 하고

그게 사람들한테 안 먹히면  

그니까 지금 사람들이 원하는것 들을 해 줘야 한단 말이죠.

분명히 의무도 있고

창작 하는 사람들은 적어도 선도는 해야 할 거 같아 일반사람들에게 

어떤 영감을 주거나 심리적인 어떤 

그래야지 작가라는 소리도 들을 수 있는 거고 

프로라는 소리도 들을 수 있는 거고

그걸 가져다가 제시를 해 주고 사람들이 받아들일 수 있으면 받아 들이고, 

못 받아 들이면  많은 사람들이 못 받아 들이는 거고

많은 사람들이 못 받아들이면, 내가 방법적으로 잘못 된 거고

그 차이인 거 같아

그 당시에 따라서

무시하는 거는 아니지만  그러니까, 너무 옛날 거를 막 복원을 한다든지

그건 잘 못 됬다고 생각해

그 당시 거는 그대로 두고, 

이 시대에 맞는 

이 문화가100년이 지나고 1000년이 지나면 그것도 고전이 되는 건데

아 그러면 이 시대에는 사람들이 다양한 생각들을 표출해 놓고, 

다양한 욕구가 있겠구나

문화적인 어떤 어젠다가 있었을 거 아니야

그것을 조선시대와 다르게  100년 후 1000년 후에는 

어떤 식으로 변해서 분명히 존재 할 거란 말이예요

우리는 하나의 과정일 뿐이다 라는 거죠.

조선시대, 구한말, 근대, 21세기 뭐 이런 과정일 뿐이고

그 안에서 내가 할 수 있는 거를
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There was no cultural agenda, unlike the Joseon Dynasty, after 100 years and 
1,000 years later, I’m sure it will be there in some way.
We are just one of the processes that will be looked at in the future.
Such is the case with the Joseon Dynasty, of the Korean Empire of the Late 
modern period in the 20th century. That was a process similar to this.
What I can do is I can do my best to be the person telling this story.

N: 
How much time do you allot for creating each day?

C: 
I start at 10:00 am and work for 12 hours.
Or for 14 hours? Let’s think about how many hours, OK?
Let’s say I’ve worked until midnight; that means I’ve worked more than 14 
hours.

And now, I am in the month of September.
Now let’s say there’s an exhibition at the Cheongju Craft Biennale.
When the exhibition is held, I will have spent almost 24 hours in my head think-

ing about this.

I will think about it all day, so much so that I consider it not the same way be-

cause I am a human being. 

I will go back and forth dozens of times a day. Eventually, I will get a concept 
and think, “I’ll go this way.”
But no, that’s not enough. There’s not enough detail.
And we need more details.
So, when I’ve finished what I have to do, I go back and forth each day.
Sometimes, this is like a new idea; it was good to feel positive.
The next day, it’s about technique and technicality.
I do not think I can do anything to express what this is like.
Then, I am back to feeling down again.
This is like a process of solving [the same problem] over and over.
So, yes, now it’s been almost 24 hours for creating my works.
I make a note of this while in my bed.
When I have a thought, I write it down right away.
I just do this simply.
I do not complicate it, because I am working within mould-making.
I just think about it.
Because when people see this work, their memory is especially simple.
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최선을 다해서 작가로서 하면 된다 이거죠

N: 
작가님은 하루에 몇 시간씩 작업을 하십니까?

C: 
기본적으로, 내가 한 열 시부터 한다고 하면 열 두시..

열 네 시간,  몇시간이지?

열 두 시까지 한다면은, 

열 네 시간 이상 작업을 하고

그리고 지금 내가 9월 달에 

청주 공예 비엔날레 전시가 있는데, 

전시가 잡히면, 거의 머릿속은 24시간이라고 보면 되지.

하루 종일 그 생각만 해. 사람 마음이란 게 간사 해서 

하루에 수십 번을 왔다갔다하고 나 컨셉을 이렇게 잡았어, 

이렇게 갈 거야  하다가도

아니야 그건 뭐가 또 부족해 뭔가 디테일이 부족해

디테일을 더 잡아야 해

막하다보면은 하루에도 왔다 갔다

어떨 때는 새로운 생각이고 

기분이 되게 좋았다가

그 다음날 막상 해 보려고 이게 방법적으로나 기술적으로나 

어떤 표현하는데 서 좀 안 될 거 같아

그러면 또 다운 되가지고

그것을 해결하고 해결하는 과정이죠. 

그니깐 뭐 거의 24시간

이 노트를 나는 곳곳의 침대 맡 에 놔두고

바로바로 적어 놓거나

나는 간단하게 이렇게,

나는 복잡하게도 안해 지금 요즘 하는 거 몰드 작업 이기 때문에

그냥 생각난 거 그거 그대로 해 논다고

왜냐면 사람 기억이라는 게 지나 가면은 특히 작업이란게 단순하지만 

그 순간 딱 지나가면 또 생각이 안 나거든

모든 집중을 가져다가 거기에 포커스를 맞춰 놓고 작업을 쭉 해나 가는 거죠.

그래야지 좀더 나은, 

좀 더 계획적이고 내가 원하는 것을 

그 동안의 경험으로써 느껴지더라 고 
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With this in mind, I cannot think of anything else at that moment.

I spend all my energy focusing, and I focus and continue working on it.
This is better; it’s more thoroughly planned, and it’s closer to what I want be-

cause I felt it through my experience.

If you do not feel it through your experience, you just stop without thinking.
So, I thought about it first.
And this is the way it came out.
This can be the down side.
But I think it’s important to take it.
I tested myself thoroughly.

We have to take each step through this process one by one, as they appear 

before us.

It’s not perfect, though.

N: 
What process(es) do you utilize while creating artwork? What is your im-
pression of this process, and/or is there any special reason for using that 
process?

C: 
I’ve talked about it before, but it’s incredibly diverse. When it rains, the people 
who work in the field of art get very sensitive and emotional.
So, well, how do you express it?
When I feel an emotional moment, I make a lot of thoughts.

I used to think that only when I saw something, I was witnessing a phenome-

non.

But now, as time goes on, what happens on the inside, behind the scenes, or 
what is the part that is invisible to others is important.
I try my best to take it and make inferences.

So, when I am looking at some form, I am concerned with how to draw that and 
represent it in my work.
Emotional things can change without a doubt.
Did you see any of my Instagram pictures?
These days, I don’t do them, as I’m in the process of preparing for something 
else and there is not enough room or time to think about it.

So, I write down the thoughts that I get when I do a photoshoot.
That’s what I’m thinking about.
I do not know what I am feeling during the process when I take the photo
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안 그러면은, 별 생각 없이 그냥 막 하다 보면은 

처음에 생각 했던 거 하고 나중에 결과물 하고,

겝이 되어서 나올 수도 있고

그건 좀 안 좋은 쪽이죠

그걸 가져 다가 

철저하게 내 스스로 검증을 해서

과정을 하나씩 하나 씩 밟아 나가야지 

그래도 완벽하지는 않겠지만, 그래도 어느정도.

N: 
어떤 프로세스(물레, 조형, 주입 성형 등등)를 이용해서 주로 작업을 하십니까? 

또, 이 과정에 대한 작가님께서 받은 감정/느낌은 무엇입니까? 

이 과정을 이용해서 제작하는 특별한 이유가 있으십니까?

C:
아까도 이야기 했지만 엄청나게 다양하죠. 비 올 때나 

아니면은 멍하게 앉아 있다가도

이 작업하는 사람들이 굉장히 예민하고 감정적이 자나요.

그래서 글쎄요, 그것을 어떻게 표현해야 되나

순간순간 느낄 때는 굉장히 많은 생각을 하죠. 

전에는 어떤 사물을 보거나 현상을 봤을 때 

단순하게 보여지는 것만 생각 했었는데

지금은 시간이 흐를수록 그 뒤 쪽에 내면에 아니면 

보이지 않는 부분에 어떤 일어나는 것들

그걸 가져다가 추론을 해 나가려고 내 나름대로 노력을 해요

그래서 어떤 형태를 보고,

저것을 어떻게 작업을 끌어낼 것인가를 이런 것들을 고민도 하고 

감정적인 것은 수도없이 변하고

혹시 내 인스타 그램 보세요?

요즘은 안하는데

왜냐면 내가 준비하는 단계이기 때문에 

그것을 생각도 정리하고 인스타에 신경 쓸 여력도 없고,

거기에 보면은 내가 사진 찍을 올려 놓을 때 

그 때 드는 생각들을 글로 적어 놓아요

그거는 그 때 드는 생각이거든요

가감 없이 그냥 이거 사진 찍어 놓고 보면서 

작업하면서 과정에서 느꼈던 거
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or even what I am feeling emotionally at this moment. I do not write down my 
feelings or observations all the time.

There are sometimes that I want to write like in a diary format. I will write it like a 
working diary.
I do not know how to do this through speaking.

N: 
Why did you choose this production process?

C: 
It is the most basic method to work with soil as pottery.
With this in mind, the production process is a matter of course, not choice.

It’s more basic. 
This best express what I do.
There’s nothing to think about.
Of course, this artistic way of thinking has been fixed for many years.
At first, I said I did not use the pottery wheel, did I not?
Well, I played with the wheel, but I couldn’t compete with others with that tech-

nique [Wheel-throwing], and there is no fun.
I thought that I had to good at something, at least once.

The first time was always clumsy.
I kept to myself and was on my own for years, so my style is still developing and 
emerging.

As a result of my work with wheel-throwing and press-mould working, you can 
see this development in the later stages of my work.
What we do now is a bowl, but not simply as a bowl; I make shapes that are not 
common these days. And while I don’t know if it’s practical or not, I still present 
it as my vision.

A bowl can do this, but, what about ordinary people? Maybe this is it.
I can expand on this area of thought.

I like it myself, but overall, there is a place we go to that has to be recognized.
If we go beyond what we are used to traditionally,
I doubt others will be able to figure out and engage with these works.
Then there is diversity, and when I, as a writer, am released in this way, diversity 
arises.

In light of these acknowledgements, I often wonder if the culture of ceramics will 
become more abundant.

There are various reasons to think that this will be the case. 
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아니면, 지금 이 순간에 감정적으로 느껴지는 것들 

그걸 글로 맨날 쓰지는 않지만, 

쓰고 싶을 때가 있어요

일기처럼, 작업 일기처럼 써 놓거든요.

뭐 다양 하기 때문에 어떻게 딱히 얘기 하기는 ..

N:
왜 이러한 만드는 방법을 선택하셨나요?

C:
가장 기본 적인 거고 도자기로서 흙을 할 수 있는 방법적인 측면에서, 

그건 당연히 해야 하는 거고 선택의 여지가 없어요 그거는 다른 방법도 있지만 

가장 기본 적인거고

그걸로 써도 얼마든지 내가 할 수 있는 것들을 표현 할 수도 있고

그건 뭐 생각할 여지가  없는 거죠.

물론 사고가 수년동안 하다보니깐 그런 식으로 고정되고 바뀌어서 그런데,

처음에 내가 물레를 못했다고 했죠?

그러면 정형으로 물레를 해서, 남들 하고는 도저히 게임도 안 되고 재미도 없고 

일단,

뭔가를 하나 틀어야 돼.

되게 어설펐죠.  처음에는 

내 나름대로 수년 동안 계속 하니깐 내 스타일이 생기더라고요.

그니깐 물레로서,가압 성형으로서,

조금 있다가 작업장에서 보면 알겠죠. 

요즘 하는 것들은, 그릇이지만 그릇으로써 우리가 일반적으로 

요즘 흔하지 않는 형태들을 만들어요. 

그게 실용적으로 쓸 수 있을지 없을지는 모르겠지만,

나는 그 것을 제시 하는 거야 .

그릇이 이럴 수 있다라는 것을

일반 사람들이 어? 이럴 수도 있네

생각하는 영역을 확장 시킬 수 있는

내 스스로도 좋지만 전반적으로 그런 분위기가

지금까지의 우리가 전통적으로 왔던  형태를 벗어나 면은

그걸 보고서 다른 사람들은 자기 식으로 풀어 낼 거 아니야

그럼 또 다양성이 생기고 이 작가 이런 식으로 풀어내면 다양성이 생겨나고,

그래서 좀더 도자 문화가 좀 더 풍부해 지지 않을까 이런 생각도 있고

그 목적이 여러가지 목적이 있지만
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I think Instagram is helping to fulfil that purpose.
I’m good at it, and I’m proud of what I do.
I’m doing this through my own process.
So, what are you going to do?
You should have [created your own style], too. There are things that exist in 
your style, young friends’ style, and people who are already professionals and 
do not care, but they see what is happening.
At least, people might say, “Lee Chang Hwa solved [problems with] his work like 
that.”

When I began, I had to make my own inferences, so I did not have a role model.
As the artists’ works, I think it’s easier to be more modest if they have the role 
models.

The work should have a story, something to worry about, and the result is not 
ending with a product; the result is rearranged again, for auto-personalizing and 
developing my skills making a whole new form.
That’s what happened.

N: 
Do you think movement while making is performance?

C: 
In some ways, I should say, rather than focusing on it now, that I do not have an 
emphasis on the action, but rather on the outcome.

This is slightly different.

I also dance alone, when I am new to something.
It’s almost like I play classical music.
I’m just going to do it alone.
But this is my personal mood.

There is a concept that performance is what people do; it’s a step in creating 
another concept. It’s not like that.
It’s just for fun; It’s the result.
This concept is a little different, right?
There will be something larger in the end, basically.

N: 
Do you use repetition or repetitive processes during your work? If so, 
what are your impressions of this?
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인스타 하는 목적도 그런 목적이 있어요 

내 잘났소,하고 자랑 질 하는 것도 있지만

봐라 내 이런 과정을 거쳐서 이런 작업을 풀어 내고 있다. 그럼 너 네는 어떻게 

할 거냐? 너 네도 해라 이런 것들도 있어요.

너 네도, 너 네의 스타일

젊은 친구들이죠, 

이미 프로 된 사람들은 뭐 신경도 안 쓰겠지만 그 친구들은 보고, 

이창화라는 사람은 작업을 저렇게 풀어내고, 

여기서 이렇게 출발했는데 결과 물이 

그럼 추론 해 낼 수 있단 말이야 하나의 롤 모델이 있는 거 아니야

그 작가들도 작업 할 때, 좀 더 쉽고 방법적이란것도 자기 나름대로 생각하고

작업이라는 게 스토리도 있어야 하고 뭔가 고민해서 결과물이 나와서, 

그 결과물로 끝나는 것이 아니라 그 결과물을 다시 한번정리를 하고, 

자기화를 시켜서, 전혀 새로운 형태를 만들어서

이게 된게 말이지

N:
만드는 동안에 이뤄지는 움직임이 퍼포먼스(행위 예술이)라고 생각하십니까?

C: 
어떻게 보면 그렇죠. 근데,

그것보다는 중점이 지금 내가 

행위보다는 중점이 있는게 아니라 결과물이 중점이 있죠

다르겠죠 약간은, 나도 뭐 신날 때는 나도 혼자서 춤추기도

나는 거의 클래식 음악을 틀어 놓긴 한데

나 혼자 막 지휘도 해 보고 별거를 다 해 봐요.

근데 이거는 내 개인적인 기본적인 거지

그 어떤 개념이 있어서, 퍼포먼스라는 것은 어떤 행위를 해서사람들에게

또다른 어떤 개념을 창출해 내는 단계 자나요. 그런 건 아니니깐 난 개인적인 

그냥 흥에 겨워서 하는 거고

결과물을 내는 거니까

조금 개념이 다르다고 봐야겠죠?

넓은 부분에 있어서는 뭐 통하는 부분이 있겠지만 , 기본적으로는 

N: 
작업 과정에서  반복적인 과정을 사용하십니까? 

그렇다면 그것으로 인해 생기는 느낌이나 감정은 무엇입니까?
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C:  
I do. Your problem of having enough to eat and drink should be resolved.

There are times when I take hundreds of these.
That is our life now: consumption, rather than creation.
Yes, the percentage is divided between these two, and there is the concern of 
finding some work to sell.
That’s what I have to do to make money.
What I want to do is be there; I want to work on the exhibition or somehow, I 
want to do something new that is a little different by virtue of being innovative.
That’s why I want to push myself when it comes to relays [working with others].
If you just work without doing something challenging or vague, somehow, peo-

ple get a little too relaxed and ultimately tense because you have a goal to put 

on such a front whereas I have a unique purpose.
I cannot be the person who does this roughly.
I try to keep myself to being myself and do my best.

Sometimes, this all feels loose and tight.

Anyway, I keep going in one direction.

N: 
Is there anything else you’d like to add about repetition, performance, or 
the making process? What else has come to mind for you, as we’ve been 
speaking?

C:  
Well, it’s a production process.
That is the art of the craft, of course.

I think that, basically, there should be labour.

There also should be a little part that does not adhere to the concept of labour, 

a part I do not think is perfect from my point of view.
I mean, with labour, I have my own values in it, and I put my thoughts in it.
Everyone else is a bit more down, and everybody tries to make something for 
themselves.

What comes along with these practical goods, and especially those that are 
stereoscopic or catchable, is ultimately what you feel in the act.
There are a lot of things I can do to make sure I get there.

This is the best way for an artist who happens to be creating a lot of works.
Of course, if you do it unconsciously, there will be no meaning, and it will not 
change if it is seen in 10 years, or even 100 years.
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C: 
하죠. 네 먹고 사는 문제는 해결 해야 하니까

이거를 가져다가 수백 개씩 할 때도 있고,

그거는 이제 생활이고, 창작이라고 보기보다는.

그렇죠 퍼센트이지가 나눠져서, 기존에  어떤 물건 나가는 거에 있어서는 

그거는 내가 돈을 마련하기 위한 어떤 방편인 거고

내가 하고 싶은 것도 거기서 거기 일맥 상통하지만

그건 또 다른 거니까 전시나 어떤 식으로  작업을 하고 싶다, 

새로운 것을 하고 싶어서, 만들어 내는 거니까 좀 다르고

그래서 릴레이(작가들 돌아가면서 하는 작업) 같은 경우도 

내 자신을 괴롭히려고 하는 거고

그냥 막연하게 그런 거 없이 작업을 하다 보면은 아무래도  좀 

사람이 좀 이렇게 릴렉스 해지고 긴장감도 떨어지거든요

그런 어떤 타이틀을 걸어 놓으면 목표가 있기 때문에, 목적이 있고

사람이 그거를 정해놓고 대충할 수는 없자나요

내 나름대로 철저하게 지키려고 하고, 최선을 다해서

느슨 할 때도 있고 타이트 할 때도 있지만,

어쨌든, 한 방향을 계속 가고 있다는 것도 있죠.

N:
반복, 움직임 또는 제작 과정에 대해 추가하고 싶은 것이 있습니까? 

이 외에 하시고 싶으신 말씀이 있으신가요?

C: 
글쎄 제작 과정이라는 것이

이  공예의 예술이라는 것은 물론 어떤 창조성이고 뭐고 하는데

나는 기본 적으로 노동이 있어야 한다고 생각해

노동이 뒤 따르지 않는 그거는 조금 좀 

내 관점에서는 좀 완벽하지 않다고 생각해

그러니 까는 노동이 수반하면서 거기에 내 나름 대로 가지고 있는 가치관이나 

내가 생각을 집어 놓고 그러면은, 좀 더 나다운 것 사람마다

자기 거 뭔가 만들려고 다들 노력을 하자 나요

근데, 그것을 수반 돼서 오면서 이 실용 기나 

특히 이런 입체적인거나 잡을 수 있는 어떤 그거는 

행위에서 느껴지는 거는, 거기서 내가 잡을 수 있는 것들이 많거든요

많이 하는 사람이 장땡인 거야  내가 볼 때는

물론 거기다가 아무 생각 없이 하면은 십년, 백년 하면 아무 의미 없겠지만

하면서 분명히 느껴지는 부분이 있거든요.
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But, fairly, I can clearly feel the part of that process if I keep creating.

And then I will have a better idea of which way I go, or which path I should fol-
low, as long as I don’t deviate from it. I take it.
Anyway, pottery needs a lot more time, and we have to fight against it again.
I think pottery, for this reason, is becoming more complete and more detailed.

Yesterday, I was watching a TV program: KBS Culture and Walk.
In the show, someone said, “The devil is in the detail.”
So, the difference between the master and the novice is one piece of paper, and 
that itself is a detail.

I have some things I have not been able to catch before, but there are other 

things I have not been able to catch these days.

It’s not just showing up and being ready for it.
Oh, this is basically my own work; when I show my work to others, my ideas are 
already well-digested. 
I think that’s when people finally see my work; there is an empathy they experi-
ence, but still, I’m a little worried these days.
When we talk about the production process, porcelain is severely deformed and 
very cracked.

It looks like something rough.

If it is perfect, there is nothing more beautiful than this: white porcelain. 
In this form, of feeling white which is came from the achromatic with no col-
our….
I do not think there is a more perfect feeling.

That, to me, is what’s right.
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그러면은, 내가 가는 길이나 내가  추구 하는 길에 있어서 

거기서 벗어나지 않는 한에서 치열하게 하겠죠. 

그걸 가져다가

뭐, 아무튼 도자기는 많은 시간을 필요하고 이렇게 또 싸워 야지

좀 더 완성 되고 디테일 한 작업들이 나오는 거 같아

어제 kbs문화와 산책 봤는데, 

악마는 디테일을 한다 이런 얘기가 나오더라고

그래서, 대가와 대가 아닌 사람들의 차이는  종이 한 장 차이인데,  

그건 디테일이라고 얘기 하더라고, 

굉장히 공감 가던 얘기더라고,

전에는 잡지 못했던 생각 하지 못했던 것들을 갖다가 

요즘에 느끼는 부분들이 있어요.

막 해서 펼쳐 놓고 쫙 보여주는 게 아니라

아, 이게 작업이라는 게 내 나름대로 내 스스로, 정리가 돼서, 

내 안에서 완벽하게 소화가 되 야지 남들한테 보여 줬을 때도

그게 남들이 봤을 때 공감이 가겠구나 생각이 들어서

요즘은 조금 더 고민해요

제작 과정이라고 얘기 하는 것에는 

백자가 변형도 심하고 잘 갈라지고

형태가 어설프면 되게 이게 참 뭐 처럼 보이고 

완벽하면 그 대신 이것처럼 아름다운 게 없어요. 

흰색이 가진 이 형태 감이라는 게

색이 없는 무채색에서, 이렇게 완벽한 느낌을 내는 것은 없는 거 같아요.

암튼 그렇습니다.
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Interview with Seo Wan Kim

N: Nayoung Jeong

S: Seo Wan Kim
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N: 
What is your discipline? Would you mind explaining about your work giv-
ing details, please?

S: 
The main technique used now is one that is made from Korean traditional tech-

niques, called “Buncheong”.

The main areas comprising this are tableware, and things that are used in 
everyday life including tea sets and things like this.

N: 
What do you think about ceramics in Korea, both in terms of history and 
in terms of what is happening presently? 

 S: 
The reason for doing traditional techniques is...

May I speak informally?
I think that tradition is still familiar in people’s eyes whereas I am actually refer-
ring to something in contemporary art, something new, something like this, that 
is woven and brought out of my own world, so It takes a long time to appeal to 
people.

Tradition is familiar to everyone.

And, in particular, Korean traditions exist as emotions in culture.

I have seen the celadon, porcelain, and Buncheong: those are Korean because 

these people are educated in this tradition.

But for something accessible that anyone can easily reach, I choose that kind of 

quickly done, easier work.
Pick one of those three previously mentioned areas that people are very familiar 

with; if you do work with that, you will earn money more quickly than others.
Essentially, can people use this easily in their daily life?
That’s what I thought up until this point.
My viewpoint was concerned with who was looking at the market; the eyes, and 
standards, of people are not so high.

It’s not an area that I can easily understand about the world of creation, I think.
Eventually, the creation exists. 
To explain the area of my domain, it takes people a long time to create.

Skill has to come first.
Eventually, I felt that I needed a lot more than just my skills to become famous.
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N:
도예가로서, 작가님의 주된 기법과 도자 영역은 무엇입니까? 

주 작품에 대해 자세히 설명해 주시겠습니까?

S: 
네 주로 하는 기법은 이제, 한국 전통 기법 중에 하나인 분청 기법이고,

주된 영역은 대부분 다 식기, 일상생활에 쓰이는 것들 주로 만들고, 

그리고 차 도구나, 그런 것들.

N:
한국의 전통 도자와 현대 도자에 대해 어떻게 생각하십니까?

S: 
전통 기법을 하는 이유는 …

소탈하게 그냥 이야기 해도 되나?

그 일단 그 전통이라는 게 사람들 눈에 계속 익어져 있는 거 자나요. 

그러니까 실질적으로 뭔가 현대 미술에서 얘기하는 

새로운 뭐 이렇게, 짠 하고 나타나서 나만의 세계를 가지고 

뭔가 사람한테 어필 하는 데 시간이 오래 가는 거죠

전통이라는 것은 사람들한테 다 눈에 익어 있고

그리고 특히나 한국정서에서 

한국 사람들이 좋아하는 청자, 백자 , 분청 이 세가지를 봐 왔기 때문에 

교육 받아왔기 때문에

그 사람들이 쉽게 접할 수 있는 그 하나의 

나만의 어떤 쉬운 길을 빨리 선택 하는 거죠

그 세 개 중에 하나를  사람들 눈에 잘 익어 있는 그 세 개 중의 하나를 골라서

작업을 하면 아무래도 돈 벌이가 남들보다는 금방 되죠

인식 되어있는 자체가 일단 사람들한테 거부감이 없기 때문에

사람들 일상 속으로 잘 스며 들 수 있다?

그런 게 지금까지 제가 생각 해온 

시장을 봐온 입장에서는 

사람들의 그 눈이라고 하는 것이 그렇게 높거나 

어떤 내가 생각하는 창작의 세계에 대해서 

쉽게 이해할 수 있는 영역은 아니구나

결국 창작이라고 하는 것도

나의 영역을 설명하기 위해서

사람들한테 시간도 오래 걸릴 뿐더러

그 실력이나 실력이 우선이여야 하는 데
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Even if you do not want to end up with a sense of distance, you have to live in a 
mixture of Korean inspiration.

Even if we go out into the non-Korean world, I have that kind of preference for 
Korean things, so I ultimately get to choose.

I have to live in tradition. There is no other choice.

And competition in Korean society is so severe, not in the sense of competi-

tion within ceramics but in terms of the fact that everyone produces well-made 
works.
If you go abroad, you will not be able to compete with friends who are cerami-
cists in foreign countries.

But, living in such a society, well, in terms of Korean traditional technology, any-

way,
I learned the fastest, the best, and the most traditional techniques during my 

training and schooling.

I was naturally interested in these things, and I was committed to living here in 
all reality, and then eventually I made what people liked. 
I did not just choose this, but rather, I guess I’m going with the flow.
In the end, in order to be successful, we have to stay in the mainstream and not 
be too subversive.

If you do something and reach only yourself, you will be a little bit of a outsider.
Honestly, though, I want to be an outsider.
As an artist, as I live in this modern society, I do not think one needs to follow 
tradition.

But the reality is that one has to.

Eventually, for what it means to live a life, I am a progressive - on the left wing.
After all, those who buy my things are the ones who are politically more right-
wing. 
If you don’t know that now, you will know it when you are a bit older.
I thought everyone was on the left side of politics, yet I see that there are many 
more people who are right-leaning.
Most of the people who make art are eventually making new things as a pro-

gression; I live a life filled with progressives.
After all, the people who make money are the bourgeois, and they are 
right-leaning.

Are you walking a tightrope in the middle of something like that?
Are you modern or traditional? In fact, it is just as good for classification in edu-

cational institutions. 

It’s just a word we’ve made to distinguish people correctly.
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유명해 지기 위해서는 실력이 아니라 

다른 것들도 훨씬 많이 필요하 다라고 느꼈을 때의 

오는 괴리감에서 결국은 하기 싫어도 어쩔 수 없이 

한국인 안에서 섞여서 살아야 하기 때문에 

또 세계로 나가더라도

한국적인 것들에 대한 그런 선호도가 있으니까 결국 선택하게 된 거죠.

마음 깊이 난 전통 속에서 살아야해 이런 건 전혀 없어요

그러고 경쟁도 워낙 심하고 한국 사회에서, 

도자기 하는 사람들의  경쟁이 아니라

일단 재주들이 좋기 때문에

외국 나가 보면, 외국에서 도자기 하는 친구들이랑 경쟁 해보면 상대도 안 되죠.

근데, 그런 사회 속에서 살다 보니깐,

뭐, 기술은 어쨌던 간에 한국적인 전통 기술이 

제일 빠르고 능숙하고 전통 기술을 배웠고 

학교 다닐 때는 자연스럽게 관심을 가졌고,

그리고 또 살라고 나와 보니깐 사람들이 좋아 하는 거 만들게 되고

그냥, 선택해서 하는게 아니라 흐름을 따라가는 거 같아요.

결국 잘되기 위해 서는 

주류에 있어야지 주류에서 

혼자 발악 해봤지

약간 뭐 랄까 별종 이라는 소리를 듣는 거죠

솔직히 별종이 되고 싶죠.

예술 하는 입장으로써,현대를 살고 있는데,

굳이 전통을 답습할 필요는 없다고 생각 하는데

근데 현실은 그렇지 않다는 거죠.

결국 먹고 살아야 하는 문제에서 

나는 완전 좌측에 있는 진보 주의자 인데

결국 내 물건을 사주는 사람들은 제일 우측에 있는 사람들이기 때문에

그런 것을 알면, 좀 더 , 나이가 먹으면서 알게 되는 거 같아

모두다 좌측에 있을 줄 알았는데,

살다 보니까 우측에 있는 사람들이 훨씬 많다는 거 

예술 하는 사람들의 대부분 결국 새로운 것을 만든다는 것은 진보한다는 건데,

진보주의자들  입장에서 평생을 살아가는데

결국 돈을 벌게 해주는 사람들은 우측에 있는 부르주아이기 때문에 

그런 거에서 중간에서 줄타기를 하고 있다?

현대 , 전통? 사실 이런 거는 ,

그냥 학적으로 분류 하기 좋게

사람들을 구분하게 좋게 구분하기 위해서 만들어 놓은 단어일 뿐이고,
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Living is modern, and I choose to create traditional art in order to make a living.

N: 
How much time do you allot for creating each day?

S: 
Nowadays, I am working for a school only one day for nine years.
Starting this year, I have started going one day [a week] to the Cultural Centre.
In a few days, I had made a friend who has helped me as an assistant.
He came here for two days a week for the last five years.
But, after he set his own studio, he comes for two days, two full days from 
morning to evening.

So, by then, it’s already four days.
I focus on my work for three days.
However, I don’t keep to that schedule precisely. 
If I have orders, I do the orders first.
After that, I try to do something new.

N: 
What process(es) do you utilize while creating artwork? What is your im-
pression of this process, and/or is there any special reason for using that 
process?

S: 
Well, it’s just a technique.
Space is limited, and only a restricted range of the items sell well because it is 
fixed, so it is what it is.
These pieces are not designed to be done in large quantities with a machine.
So, in the end, I make the work by hand only.
I like to say that things made by hand can be appreciated from anyone’s view-

point. 

At first, it’s a bit ugly and lacking in detail, but it gets better when you create 
steadily over a few years.
Later on, I also began creating machine-made work, as well.
But, mostly, the work is hand-made.
I like processes that get better and better over time, so I try to create things by 

hand.

Well, I want to exclude the slip-casting or the auto-carving, but in the end, 
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살아가는 것은 현대고 , 살기 위해서는 전통을 선택하는 거죠.

N:
작가님은 하루에 몇 시간씩 작업을 하십니까?

S: 
그죠 대부분 이제,

하루는 9년 정도 학교 하루 나갔고요.

하루는 올 해부터 문화센터 하루 나가기 시작했고,

이틀, 그 후배인데 한 5년 넘게 같이 도와 주는 친구가 있어서

그 친구가 일주일에 3일씩 나오다가

자기 작업실이 생겨서, 이제 이틀 나와요.

이틀은 꼬박 아침부터 저녁까지

그럼 이미 4일 이고, 

3일은 제 작업 하죠.

근데 정해 놓고 하지는 않고, 

대부분 주문 있으면 주문부터 해결하고, 

해결 한 다음에 뭔가 새로운걸 하려고 하죠.

N:
어떤 프로세스(물레, 조형, 주입 성형 등등)를 이용해서 주로 작업을 하십니까? 

또, 이 과정에 대한 작가님께서 받은 감정/느낌은 무엇입니까? 

이 과정을 이용해서 제작하는 특별한 이유가 있으십니까?

S: 
글쎄 그냥 기법은,

공간이 한정 되어 있고, 판매되는 물건은 항상 한정되어 있고

정해져 있는 것도 정해져 있기 때문에 

그렇게 기계를 써가지고 대량으로 할 수 있을 만한 디자인들도 아니고

그래서,결국에는 손 맛 나는 작업 

누가 봐도 손으로 만들었구나 라고 하는 물건을 좀

처음에는 약간 못생기고 좀 디테일 하지 않는데 결국 시간이 

몇 년 동안 만들다 보면은  점점 좋아지거든

나중에는 기계로 만든 것처럼 잘 만들어 내지만 

손으로 만들었다는 

시간이 지나서 능숙해 져서  예쁘게 나오는 

그 과정이 좋아서 왠만 하면 손으로 하려고 노력을 많이 하죠

뭐, 주입이다든가 자동 성형 같은 거는 좀 배제 하고, 왠만 하면 손으로 좀 해서
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everything is different when you are working by hand.
If you always create works with machines, you do not have much chance to 
build and develop your skills.

It’s not as though I dislike making works automatically, or even that I do not like 
it at all, as I recognize different people have different personalities and prefer 
different styles, but the position is different in completeness.

Anyway, even if it’s a little clunky, it’s still good as a finished work.
Most of them are created through the wheel-throwing or Onggi process.
And, if you press it with a plaster-mould, like making things by hand,
it has the mark of an artisan, and it requires a lot of hands-on work.
So, I’m not making money.

N: 
Do you think movement while making is performance?

S: 
It’s just labour.
I do not think [about the movement].
It is important to say that, eventually, this is an issue of craft. 

This is what people do.
It can be called performance, but in my opinion, it’s just labour.
It’s earned by working hard; I think it is important that I do this in a way that is 
not greedy and that I continue to do a lot of labour, and then I just make it, to be 
honest.

N: 
Do you use repetition or repetitive processes during your work? If so, 
what are your impressions of this?

S: 
It is a little hard to create a new piece anyway and 
to make things and create new ones.
Creating artwork, the body is not hard, because the body is not a form of emo-

tional labour.

The fact is that emotional labour is more difficult than physical labour; it is a 
better type of work for people, for example, buying goods and going to a store, 
meeting guests and treating them with sincerity.
I’m introducing works, and I’m a little unfamiliar with these things.



 Jeong 103

결국에는 다를 거 같은데,

맨날 자동으로 하면 실력이 별로 안 늘더라고

그거는, 자동으로 하는 거는 반대하거나 그게 싫다거나 그런 거는 전혀 아니고, 

사람마다 성격이 다르니까, 선호하는 스타일이 다르고, 

완성도에서 입장이 다른 거니까

저는 어쨌든 간에 약간 투박하 더라도, 손으로 해서 완성도가 좋은  물건

대부분 물레 하거나 옹기 성형 하거나

그리고, 석고 틀로 눌러 뜨더라도 손을 한 번 깎아주는 하는 물건들

손맛으로 하는, 손이 많이 가는, 그래서, 돈을 잘 못 벌어요

N:
만드는 동안에 이뤄지는 움직임이 퍼포먼스(행위 예술이)라고 생각하십니까?

S: 
그냥 노동이죠 뭐 

그렇게 생각 하지는 않고요. 

공예 라고 하는 것이 결국 젤 중요한 게

사람이 하는 거잖아요.

그걸 퍼포먼스라고 할 수도 있고, 

제 입장에서는 그냥 노동 같아요

노동을 열심히 해서 얻어지는 

욕심 안 부리고 노동 많이 해서, 그냥 정직하게 하게 버는 것 그게 제일

N:
작업 과정에서  반복적인 과정을 사용하십니까? 

그렇다면 그것으로 인해 생기는 느낌이나 감정은 무엇입니까?

S: 
힘들지는 않는데, 어쨌던 간에 새로운 거를 만들 때는 조금 힘든데, 

하던 거를 만드는 것, 새로운 거를 만든 다음에

계속 반복하는 거는 몸이 힘들 다거나 

뭐 감정 노동 은 아니기 때문에 힘들지는 않고,

사실 그 감정 노동 하는 것이 더 힘들고, 오히려 사람을 대한 다거나,

물건을 가지고 가서 직접 판매장에 가서

손님을 만나고 감정으로 대하고

물건을 소개하고 이런 거에  약간 익숙하지 못하고 그런 거지

사실 만들어 내고 

혼자 있는 공간이기 때문에, 뭐 그렇게 감정적으로 노동 할 일이 별로 없거든요.
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In fact, regarding making, I do not have much work to do emotionally, because 
I am in a space alone, but it is a little hard to create because you have to get 

hurt; you have to get a little nasty.
In some ways, working like this is kind of hard at times.

N: 
Is there anything else you’d like to add about repetition, performance, or 
the making process? What else has come to mind for you, as we’ve been 
speaking?

S: 
Almost at the beginning, what prompted me to become an artist was in Korea; I 
loved the artworks that ancient Koreans produced in the past, and I was so into 
these works. 
I kept thinking how I could make the same thing for a long period of time, within 
all my concentrations.

But since getting older, I have a different idea about this issue. 

I cannot ever do the same works in the same way as the ancient Koreans did.
I am a completely different person.

How can I make such images with only the things I see with my eyes?
Within the same colour and same shape, no less?
I was wondering if I could get the same artistic sense.
I first encountered my favourite works at a museum in Tokyo, a few years ago.
After seeing them, I finally realized that this [mimicking the master’s work] is 
unnecessary.

So, in order to do the things I liked at first,
I had to ask how the ancient Koreans did it.
So, I spent a lot of time working with the wooden wheel. 
I considered that a lot.

My reason for keeping to using the Buncheong is that I have to contemplate 

something in a modern way; in my view, that is the Buncheong I think it’s an 
abstract expression that I feel in a modern sense.

In the end, I should complete my work in a modern way, and I should work to 
eat and live.

I mixed the two aspects on purpose.
When I saw older works, I did not think they suited my modern views at all.
I create older-inspired works in this space, and if you display them in a modern 
space, in particular, the Buncheong, 
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그런데 창작 할 땐 조금 힘들죠.

왜냐면, 피해가야 하고, 좀 욕 안 먹어야 하고, 

여러가지로, 그런 때는 좀 힘들죠

N:
반복, 움직임 또는 제작 과정에 대해 추가하고 싶은 것이 있습니까? 

이 외에 하시고 싶으신 말씀이 있으신가요?

S: 
거의 처음에 작업 할 때에 

뭐에 혹해서 했냐면,

한국에, 한국 사람들 옛날에 만들었던 물건들이 좋아서, 그거에 빠져서, 

한동안 그거를 어떻게 하면 똑같이 만들 수 있을까 하는 

포커스를 맞춰서

나이를 먹으니까, 

저것도 예전 사람들 거를 결국 할 수 없구나 

나와 그 사람은 전혀 다른 사람이 자나요. 

눈으로 보여지는 이미지만 가지고 그냥 그걸 어떻게 하면, 

똑같은 색깔과 똑같은 형태와 

똑같은 맛을 낼 수 있을까에 대한 고민을 하다가 보니까

정말 좋아하는 물건을 동경에 있는 박물관에서 만났는데, 몇 년 전에

그걸 보고 나서, 결국 이게  부질 없는 짓이구나  하는 것을 느꼈어요

그래서 처음에 좋아했던 작업들을 하기 위해서,

옛날사람들이 하던 그대로 방식이 뭘까?

그래서 목 물레도 많이 쓰고

그거 많이 했죠.

분청을 고집하는 이유는 

그나마 뭔가 현대적으로 해석해 내야 하는데,

제가 느끼는 그 분청이라고 하는 게 결국에

모던에서 얘기 하는 그 느끼는 추상적이 표현이라고 생각해서

결국 현대는 해야 되겠고,

먹고는 살아야 되겠고,

두개를 적당히 잘 접목 시킨 거죠.

옛것을 봤을 때에 느낌이라고 하는게

현대에도 전혀 안 어울리지가 않자 나요

옛날 것들을 만약에 이 공간에,

현대적인 공간에 갖다 놓아도

특히, 분청이라고 하는 것이
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Then I think this reflects the closest meaning of this, in my opinion.
So, a in modern space, what I really like is that I really do not have anything.
I do not like it if there’s a lot of stuff in these desks.
It is very modern when the Buncheong is put in a place where there is nothing, 
and it still fits in well, even though it is rough.
I can get a very modern feeling like this.

I always want to find that point.
I almost always brush the surface the works a lot.
People assume that I just apply [the brush] for no reason, but there’s quite a bit 
of difference between the first person doing the brushing and the person I used 
to be while doing this brushing.
People think the brush is applied without any meaning, but it’s also a kind of 
expression, and sometimes it’s like a landscape.
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가장 그런 거 같아요 제 마음에는 

그니까, 현대에 공간 안에,

이런 책상에도 저런 것들이 많이 있으면 되게 싫어 해요.

아무것도 없는 데에 분청이 놓여지면 굉장히 현대 적이고 

뭐라 그럴까 그 투박하지만 잘 어울리고, 

굉장히 현대적인 느낌을 이렇게 받을 수 있어서

그 포인트를 찾고 싶은 마음

거의 붓질 많이 하죠.

그냥 아무 이유 없이 바르는 거 같은데, 

처음 바르는 사람이랑 제가 많이 발랐던 사람이라 

다른 사람들이 바르는 거랑 차이가 많이 있더라고요

붓도 아무 의미없이 바르는 거 같지만 

그것도 표현의 일종이어서 어떨 때는 풍경 같기도 하고 어떨 때는 그냥
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Interview with Eun Bum Lee

N: Nayoung Jeong

E: Eun Bum Lee
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N: 

What is your discipline? Would you mind explaining about your work giv-
ing details, please?

E: 
I think my work best fits into the type known as celadon.
I do most of my work in celadon.
The technique used [for celadon] is wheel-throwing, and the main expression is 
a processing technique that uses inlays. 

If you explain my work in detail, it is important to understand first how this work 
is made.

In essence, forms are made using a wheel-throwing technique. 
This makes the material distort, and its shape is reinforced by using padding or 

cutting to create a basic form through these operations.

The basic form has a lot of natural shapes, and it contains many images of 

plants and plant parts, such as petals, grass, and leaves.

However, this is not the main purpose of creating an image of a plant.
For instance, even if a plant has a very small flower petal, I think there is power 
located in what it takes for that soft petal to maintain its shape and hold its form. 
I think these are examples of the universe’s root energy—which helps it oper-
ate, whether it’s the way micro dust particles behave or through things like plant 
petals keeping their form. 

According to these operating principles, I conceive the creation of a petal shape 

with these energies located within it. This is perhaps best reflected in the fluctu-

ations of the universe expanding, as light travels straight through it, as well as 
how light travels through the wavelengths.
I think that energy moves in constant motion—always oscillating. I think it is 
always working in this way.
These [operating principles] also express themselves in the form of plants and 
maximize their impact.
So, I want my forms to resemble the energy associated with life itself.
My work uses celadon as a means to express these things.
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N:
도예가로서, 작가님의 주된 기법과 도자 영역은 무엇입니까? 

주 작품에 대해 자세히 설명해 주시겠습니까?

E: 
제가 하는 주된 작업의 영역은 청자 쪽 이라고 할 수 있을 거 같습니다.

대부분의 작업을 청자 위주로 운용해 가고 있고요.

기법은 물레성형하고, 

그리고 주된 표현 처리 기법은 상감기법을 사용 하고 있어요.

제 작품에 대해 자세히 설명을 하면,먼저 만드는 방법에서 ,

폼을 만드는 방법은 기본적으로, 물레 성형을 기본으로 하고 있고

그 위에 형태를 더 보강 하기 위해서 변형하고,

더 덧대거나 잘라내거나 뭐 이런 작업들을 통해서 기본 폼을 만듭니다. 

기본 폼을 갖고 있는 형상은 자연물의 형상을 많이 띄는 데요.

꽃잎, 풀잎이라 던가, 자연의 식물의 이미지를 많이 띠고 있어요.

그러나 이게 식물의 이미지를 만드는 것이 주된 목적은 아니고요.

그 식물도 아주 자그마한 꽃잎 하나  하더라도, 그 꽃잎이 그 모양으로, 

연약한 꽃잎이 모양을 유지 하는 데는 

어떠한 힘의 작용하고 있다고 생각하거든요.

그것이 이 우주가 운행하는 에너지의 근원 일맥 상통한다고 생각 하거든요.

뭐, 미립자가 운행하는 방식 이라던가 이런 것들을 통해서,

그런 운행 원리에 따라서, 

꽃잎이 존재하는 어떤 형상이 만들어 질 거라고 생각하고,

그 안에 그런 에너지들이 어쩌면 그 우주가 팽창 할 때의 요동을 치는 거 라던가

빛이 직선으로 가지만, 파동을 일으키면서, 

빛의 파장을 통해서 직진 하는 것처럼

어떠한 에너지가 움직이는, 에너지가 요동 치는 것에는 어떤 일정한 힘이 있다

고 생각하고 그게 일맥 상통한다고 생각 하거든요.

그런 것들이 식물의 모양에서도 표현 되어져 있고 그것을 극대화 시키는, 

그래서 내가 갖고 있는 폼들이 어떠한 생명력이 있는 에너지가 깃들어져 있는 

어떤 모습으로 보여지기를 원하고 있어요.

그래서, 그런 것들이 청자 라는 수단을 통해서 

표현 되어 지기를 바라면서 작업을 하고 있습니다.
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N: 
What do you think about ceramics in Korea, both in terms of history and 
in terms of what is happening presently? 

E: 
Korean traditional ceramics have a great cultural heritage.

Firstly, something that is unique to Korea is a tradition called “Buncheong,” and 

there are only a few countries in the world who observe this. There are also the 
traditions associated with it.
I also have a great technique called “Onggi,” which I will explain briefly, as it 
relates to my view point.
Traditional Korean ceramics are diverse, and so any celadon or Buncheong, 

created in other another country, such as China, and with the exception of Ja-

pan, as there is no a celadon tradition there, strives for the most complete form 

and the most advanced form, along with technique or method so their traditions 
are being expressed.

Other than that, the technique that is made by Onggi has a very rational and 

innovative way of being.
There are many works created in a short time; I have a lot of expertise, which 
helps me produce a lot of work.
I still think I should be proud of it from a global perspective.

This is something I am focusing on. 

Although traditional Korean ceramics have created new kinds of techniques, 
along with additional knowledge and some achievements, it is more important 
that the production system does not become industrialized or placed within a 
factory setting,  

as it removes any naturalness and establishes limitations, and freedom is im-

portant to something like that.

China and Japan have succeeded in industrializing and mass-producing ceram-

ics, although these are simplified and standardized, and have no original ele-

ments.

Korea’s main branches of this medium are celadon and white porcelain; there 
is little desire for industrialization to expand this market to the rest of the world 
because there has historically been a large amount of self-sufficient, original 
production happening in Korea.

This allows for free expression and other dynamics, and the infusion of personal 
tastes.

Evaluating the tastes of smaller groups is necessary for these things to merge 
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N: 
한국의 전통 도자와 현대 도자에 대해 어떻게 생각하십니까?

E: 
한국 전통 도자는 굉장한 문화유산을 가지고 있죠. 

먼저, 한국 만의 독특한 것이라고 하면

분청이라는 전통도 있고, 또 세계 몇 나라 밖에 가지고 있지 않는 

청자의 전통이 있구요.  

그 다음에 옹기 라는 대단한 기술도 가지고 있고

그래서 이것을 간단하게 설명하자면 제 나름대로

한국의 전통 도자는 다양성면에서나 그 다음에

어떤 청자 든 분청이든, 다른 나라 중국이나, 

일본은 청자 전통이 없으니까 두고라도

가장 완성된 형태, 가장 많이 진보한 형태까지, 

어떠한 기법이나 방법들을 끌고 갔던

그래서, 그런 것들이 표현 되어 졌던 전통을 가지고 있고

그리고 그 외에 옹기 라던가 만드는 기법 자체가 

그런 것들이 대단히 합리적이고 혁신적인 방법으로

짧은 시간 내에  많은 작품을, 

많은 것들을 생산하고 있는 그런 노하우를 많이 가지고 있죠

지금도 세계에서 자랑할 만 것이라고 생각하고

그리고 이것 외에 더 제가 주목 하고 있는 거 하나는

전통 도자가 이렇게 훌륭한 어떤 기법이나, 

어떤 노하우나, 성과물을 만들어 놨지만,

더 중요한 것은 생산 체계가 공장이나 산업화되어 지는 거 까지 가지 못했다는

그 한계가 만들어내는 그것 때문에 파생되는 어떤 자연스러움,

자유분방함 이런 것들을 가지고 있다는 거죠

그러니깐 중국이나 일본 도자는 산업화에 성공하면서,

단순화되고 규격화 되고 이런 부분들이 업자나 있지만

한국의 대부분의 분청이나 청자나 백자나 그렇고

산업화, 전세계로 시장을 영역을 넓히는 그런 것이 아니라

국내에서 대부분 자급자족 하는 

이런 정도의 생산량 이나 이런 것들이었기 때문에 

어쩌면 자유 분방하고 역동적이 어떤 그 걸 표현 되어 질 수 있는 

어쩌면 개인적인 취향이나

좀 더 소규모 집단의 취향, 그 어떤 삶에 필요한 

이런 것들이 녹아 들어가는 있는

그래서 더 재미있는 표현들이다든가 이런 것들이 많이 있죠.
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and be reflected.
Because of this, there are more interesting expressions in these works com-

pared to the work happening in different countries.
I think this phenomenon is uniquely amusing.

This may not be only our country, but it is combined with some highly technical 
situations, and I think that we created a unique ceramic culture.
Within modern ceramics, Korean modern ceramics is still very limited in terms 

of comparing it to industrial ceramics.

It can be said that it is similar to the older way; I think it’s hard to recognize 
when you are making something unique.
And then, from the standard of a small workshop or a small company, there are 
many traditional backgrounds and a lot of expertise.

It looks like it has a fairly high position in the world of ceramics.
Still in terms of diversity, various working groups have been formed, which end 
up expressing detail; in terms of expressing the larger sizes of products, I think 
that it is up to the higher levels to ensure that this is maintained.

But this is what happens in modern ceramics.
Whether it is a reflection of one’s thoughts or any new attempt or experiments, 
or a combination of these things, they were developing at a fast pace, but I think 
that now they are starting to decline.
If those parts are slightly reinforced, many great artists will emerge.
I look forward to seeing that.

N: 
How much time do you allot for creating each day?

E: 
I was thinking about how before, I had to work at least 8 hours to touch clay in 
the studio, when I started to work as a professional and as a full-time artist.
I thought of this.

I think I maintain it.

I get up at 6 o’clock in the morning and exercise for two hours.
I start work at 9 o’clock in the morning, after breakfast, and I usually finish work-

ing at 8 o’clock.
There are two reasons why I do this: the first reason is that it requires a certain 
amount of my time for an appropriate quantity to be produced.

Through this resulting product, I think that it is necessary to be faithful to this 

schedule, so I can continue to the next work.
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이런 것들이 다른 나라에 비교해서

독특하거나 재미있거나 하는 현상이라고 생각하고

이런 것들이 우리나라만 있는 것은 아닐 테지만 

고도의 기술적인 어떤 완성 적인 상태와 이런 것들이 결합 돼서 

독특한 도자 문화를 만들지 않았을까 생각 합니다.

현대 도자에 있어서는, 우리 현대 도자는 산업 도자 쪽으로 보자 면은 

아직 세계화 하는데 아주 부족하죠

예전과 비슷한 성향을 띠고 있다고 할 수 있겠는데,

독자적인 어떤 것들을 만들어 간다고 보기는 힘들다고 보고요. 

그 다음 소규모의 공방이나, 소규모 업체 이런것들을 기준으로 하자면

그래도 전통적인 어떤 기반이, 그 가지고 있는 노하우들이 많이 있기 때문에

전 세계 도자에서는 꽤 수준 높은 위치를 차지하고 있는 것처럼 보여집니다.

다양성이라는 측면에서 아직도 그래도 

다양하게 작업 군들이 형성되어져 있고, 디테일 한 것들을  표현 하는 어떤 것과

큰 것들, 사이즈 있는 것들을 표현하는 것에 있어서도

결코 뒤지거나 하지 않는  높은 수준까지 와 있다고 생각합니다.

다만 이게 현대도자에서 이뤄지는 어떤 

자기의 생각의 반영 이라던가 어떤 새로운 시도라 던가, 

실험이라 던가 이런 것들이 많이, 속도감 있게 발전 하고 있지만 아직은 지금 

떨어지고 있다고 생각 하고 있어요.

그런 부분 들이 조금 보강이 된다면 

굉장히 훌륭한 작가들이 많이 나오지 않을까 기대를 하고 있습니다.

N:
작가님은 하루에 몇 시간씩 작업을 하십니까?

E: 
저는 작업을 프로로, 전업 작가로 작업을 시작 해야겠다 하면서 부터 마음 먹은 

것이 최소한 8시간은 작업실에서 무언가 만지면서 움직여가겠다.

이런 생각을 했었고요.

그 것을 계속 지키고 있는 거 같습니다.

그래서, 아침에 6시에 일어나서 운동을 한 2시간 하고

아침 먹고 9시부터 일을 시작해서  보통 8시까지 일을  하는 거 같아요

그리고, 이렇게 하는 이유는 두가지 인데, 

하나는 일정한 시간이 필요하고, 

그 다음에 양이 좀 생산되어지는 양이 있어야 하고,

또 만들어지는 결과물을 통해서,

다음 작업을 이어 갈 수 있는 성실함이 꼭 필요하다고 생각하고 있고,
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The second thing I do is maintain a constant life pattern for making this work.
As a freelancer, I think it is very important.

In order to not be lazy and produce works within this background, I have to 
maintain constant stamina.

It is also important to have a certain pattern [of work] for bodily health.
For this reason, I am going to cut down an hour of work, gradually, but
I will keep this pattern overall.

N: 
What process(es) do you utilize while creating artwork? What is your im-
pression of this process, and/or is there any special reason for using that 
process?

E: 
There are many ways I make my work, and the following is the most typical.
I am going to make a shape using first wheel-throwing, then, extrusion mould-

ing.

It’s like pushing. Several processes are done this way.
However, many of my larger works are completed using a pottery wheel.
The reason for working with a wheel is that I can build a basic shape in a short-
er amount of time.

I can create a consistent size far more quickly, and then I can add to this pro-

cess to begin transforming it.

Much more than the process of building from the first (bottom), this has the ad-

vantage of being extremely fast, and of catching any lumps in time.

Another advantage is that I can see the energy of a line while engaged in the 
act of rolling the wheel.
Looking at this, I can see what kind of energy is created.
These things are available, and I can be inspired by the kind of expression, and 

through the dynamic lines of energy that emerge during the wheel-throwing. 
If there are more things to embellish and attach, a more powerful shape will be 
created in the middle; I can place it in the middle of the wheel-throwing.
Therefore, my preferred method is to work with a wheel.
The process is reminiscent of the following steps, which involve the imagining 
and attaching process.

And finally, I focus on any methodical choice to make the form more compelling.
Whether it is inlaid or in different lines, I use it to express more.
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그 다음, 일정한 생활 패턴을 유지하는 것이 그 작업을 만드는데 있어서 

우리처럼 프리랜서로 일하는 사람들에게 

굉장히 중요하다고 생각 하거든요.

어떤 작업을 게으르지 않게 생산해 낼 수 있는 배경이 될 수도 있고 

그리고 이렇게 하기 위해서, 일정한 체력을 유지 하기 위해서

몸 관리 차원에서 몸을 하는 것도 

일정한 패턴을 가지고 하는 것이 훨씬 좋다고 생각합니다

그래서 작업을 하는 한시간을 조금씩 줄일 생각은 있지만 

계속 이 패턴을 유지하지 않을까 생각을 합니다.

N:
어떤 프로세스(물레, 조형, 주입 성형 등등)를 이용해서 주로 작업을 하십니까? 

또, 이 과정에 대한 작가님께서 받은 감정/느낌은 무엇입니까? 

이 과정을 이용해서 제작하는 특별한 이유가 있으십니까?

E: 
제가 만드는 방법은 여러가지가 있는데 하나는, 

가장 대표적인것으로는 물레를 이용해서 형태를 만들어 가는 거고, 

그 다음에는  압출 성형이라고 

이거는 눌러 찍기 같은 방법이죠.이 방법으로 하는 것들이 있곤 해요.

근데 가장 큰 사이즈의 작품은 대부분 물레를 이용해서 작업을 하는데,

물레로 작업을 하는 이유는 일단은 빠른 시간 안에 기본 형태를 구축 할 수 있다

는 장점이 있죠. 일정한 크기를 빠른 시간 안에 만들 수가 있고, 그리고 나서 이

것을 변형 하는 과정을 덧붙이면 처음부터 쌓아나가는 과정 보다 훨씬 더 

시간적으로나 어떤 덩어리 감을 잡기에 굉장히 빠르다는 장점을 갖고 있습니다.

그리고 또 하나의 장점은, 물레를 차는 그 행위 중에, 

그 선이 갖고 있는 에너지를 볼 수가 있거든요. 

그 것을 보면서 어떤 형태 라던가 어떤 에너지를 

어떤 식으로 표현해 낼 것인지 이런 것들이 영감을 얻기도 하고, 

그리고, 물레를 차는 역동적인 그 순간의 에너지가 지나가는 선들을 통해서

거기에 다가 어떤 것들을 더 과장하고 덧대면,더 강력한 느낌의 형상이 만들어 

지겠다 이런 것들을 중간에, 물레질을 하는 중간에 얻을 수가 있거든요.

제가 주로 선호하는 방법은 물레로 작업을 하면서

다음 과정을 연상하고 상상해서 덧대고 하는 과정을 거칩니다.

그리고 최종적으로는 그 형태를  더 돋보이게 하기 위한 어떤 방법적인 선택,

상감이라 던가 아니면,

선의 구 불림 이런 것들을 더 표현해서 사용하고 있습니다.
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N: 
Do you think movement while making is performance?

E: 
It may or may not be.

Most of the things that happen during the creation of things are small and most-

ly just physical movements.
It does not always involve moving in a state of thinking and encompassing 
something, throughout a day or a month; there is always some movement that 
is so intensive, when thought is treated like an act of immersion.
There will be times like this.
I can separate it from those times and call it a performance; if we say that per-
formance is what we do, everyone’s life has artistic activity.
I think that it is the range of the art that is too wide and needs to be specified.
By packing and processing some of these things in a mass way, is it not an 
artistic act or performance that goes on to reveal something new?
There is no opportunity to take the moment and express something, but if we 
think our daily work, or even behaviours, can be treated the same as an artistic 
activity, then I think it is too broad a definition.
It should be done through something that reproduces and repackages.

That’s what I think. 

N: 
Do you use repetition or repetitive processes during your work? If so, 
what are your impressions of this?

E: 
Particularly in the area of ceramics, there are a lot of repetitive processes.

I have to go through many iterations to complete these processes.

Particularly, I focus these iterations on what could be explained in the simplest 
way.  I want to see what changes are offered, in nearly every detail.
I also want to know when the change is made, or when it is used, or even the 
way it is used.
It is very difficult to make a better bowl without repeating those things that are 
felt within the process of making and observing it.
So, once I’ve created it and tried it again, and I have looked for the pros and 
cons, then I am able to improve it slightly.

It seems that a good bowl is made when we go through these steps.
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N:
만드는 동안에 이뤄지는 움직임이 퍼포먼스(행위 예술이)라고 생각하십니까?

E: 
그럴 수도 있고 아닐 수도 있겠지요.

뭔가 만들어지는 동안 이루어지는 것들이 

대부분은 소소하고 그냥 물리적인 움직임일 경우가 대부분이죠.

항상 무엇인가에 생각하고 몰두하고 하는 상태로 움직이는 것은 아닐 테고,

하루나 한달에, 어떤 그렇게 집약 돼서 움직임이 있다 라던가

생각이 행동이 하나의 몰두한 상태로 있을 때 라던가 

이런 시간들이 있겠지요. 

그런 시간들 만을 따로 떼어서 그것을 퍼포먼스라고 할 수 있겠지만,

그렇게 하는 것을 퍼포먼스라고 하면,  

모든 사람들의 삶에는 다 예술 행위가 있는 것이겠지요

그렇게 하면은 너무 넓어지는 그 예술의 범위라고 생각하고, 

이런 것 들의 어떤 찰나의 어떤 것들을 포장 하고 가공 하고 해서, 

어떤 드러나게 하는 그것을 새롭게 표현하는 어떤 거까지 가는 것이 

예술 행위, 퍼포먼스가 아닐까?

그 순간을 잡아내고 그 순간을 표현해 내는 것이 

그러나 우리의 일상적인 작업 행위 자체를 다 예술 행위라고 생각한다면 

너무 광 범위 하고 

그래서, 재생산 하고 재포장 해 내는 어떤 것들을 거치는 것이 되야 하지 않을까 

이런 생각을 합니다.

N: 
작업 과정에서  반복적인 과정을 사용하십니까? 

그렇다면 그것으로 인해 생기는 느낌이나 감정은 무엇입니까?

E: 
특히 도자 영역 쪽은 반복적인 과정을 많이 거치는 부분이라고 생각합니다.

하나를 완성해 내는 과정까지 많은 반복을 거쳐야 하는 대요.

특히나, 이것을 가장 간단하게 설명 할 수 있는 부분들은 생활 자기 영역에서는 

아주 디테일한 부분에서 많은 변화가 이루어 지거든요.

그것이 만들어지고, 사용 되어 지고 ,그것이 사용 되어졌을 때 모습이다든가 

쓰임새 라던가 

그것에서 느껴지는 그 것들을 반복하지 않고서는 

조금 더 나은 그릇을 만들기가 굉장히 어렵거든요.

그래서, 한 번 만들어서 다시 사용해 보고, 
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Concerning the vessels I make, I have now been working for nearly a decade.
I have to keep repeating this [process] over and over. It’s this kind of repetition 
that results in such ‘drag and drop’ jobs.
So, there are other jobs that are better and exist somewhere in between time-

frames and consumption. Likewise, there are improvements happening current-
ly, and this makes a bit of a difference, as do the other works associated with 
creating new ideas.
Just from what I initially thought I had, then again, I also think about the pros 
and cons of repetition, of doing the same things over and over again.

I think you are most likely to be going through this process.

It is this repetition that leads to the creation of a more perfectly shaped work.
It would be nice if I could go on to say that I no longer have to fix or supplement 
it, but won’t these things continue to be repeated as long as they are visible?
It is possible that it will be like that.
It is not a viable method to produce a single idea at a time; I keep repeating 
over and over, and I’m working on a pattern, as they appear to work well for me.

N: 
Is there anything else you’d like to add about repetition, performance, or 
the making process? What else has come to mind for you, as we’ve been 
speaking?

E: 
It seems like a tough story about the production process.

However, I want to tell you something similar to this.
It’s about diversity.
Now, whether we are at industrial or modern points, we may not be as diverse 
as we were in the past.
I think this idea is far too simple because of the development of industry, the 

development of any underlying industry.

In terms of direction, I think it has gone in a unilateral way.
As a ceramics industry, to bright clay from dark clay, and even in the process of 

progressing to porcelain, it is easy to see the history of pottery.

In the middle, from the earthenware to the celadon, and from the Buncheong to 
the porcelain, they have come along together from this point to arrive at a mod-

ern, industrial state of ceramics, such as from bright clay, which is like the colour 
white.
After that, there is the issue of the ceramics industry being based on porce-
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거기에서 장단점을 찾아보고 그 다음에 조금씩 개선 해 보고, 

이런 것들을 거칠 때 좋은 그릇이 만들어 지는 것 같습니다.

제 그릇 중에서도 지금 십년 가까이 하나의 작업을 

계속 반복적으로 교정해 나간다고 해야 할까요? 

이렇게 해서 작업을  끌고 나가는 것들이 있는데요.

그렇게 해서 중간에 더 좋은 것들도 있고, 뭐 지금 더 좋은 것들도 있겠지만,

조금 조금씩 나아진다고 생각합니다.

그리고, 작업도 마찬 가지 인데요.

처음에 생각했던 어떤 아이디어 하나를 가지고, 표현해 냈던 것에서

다음에 또 거기서 장단점을 생각해 내고 다시 또 반복하고,

이런 과정을 거치고 있는 중인 거 같아요.

그러면서 조금 더 완성도 있는 형태로

더이상 수정 하거나 보완 할게 없다 하는 것까지 가면 좋겠죠.

그런 것들이 눈에 보이는 한 반복되지 않을까?

그렇게 될 거 같습니다. 

하나의 아이디어를 한번에 작업을 하면서 쏟아내는 것은 방법이 아니고,

계속 지속적으로 반복해 내가는 패턴으로 작업을 해나가고 있는 거 같아요. 

그게 저하고 잘 맞는 거 같고,

N:
반복, 움직임 또는 제작 과정에 대해 추가하고 싶은 것이 있습니까? 

이 외에 하시고 싶으신 말씀이 있으신가요?

E: 
제작과정에 대해서는 대충 이야기가 된 거 같고, 

그 외에는 하고 싶은 말은 이런 얘기를 꼭 한 번 해보고 싶었어요.

뭐냐 하면, 다양성에 관한 것인데요

지금, 우리가 산업 도자라던가 현대 도자가

어쩌면 과거에 비해서 다양해 지지 않고 

단순해 지지 않았을까 생각을 많이 하게 됩니다.

그 원인으로, 산업의 발달, 뭐 어떤 기초가 되는 산업의 발달이 

일방적으로 한쪽 방향으로 흘러 갔다고 생각하는 데요.

도자 산업으로 치자 면은 어두운 흙에서 밝은 흙,백자로 진행 되어 오는  과정이  

도자 사의 역사로 볼 수 있자 나요.

중간에 토기에서 부터 청자로 해서 분청으로 해서 백자로 해서 

이렇게 이루어 지는 현대 산업 도자에 이르기 까지

점점 더 밝은 흙으로 흰색에 가까워 지는 

그러면서 모든 도자 산업이 기본이 되는 것들이 백자 위주의 흙으로 기본을, 
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lain, as the baseline for the industry, the clay-making industry, along with the 
glaze-making industry and the industry which develops colour, because it has 
been developed primarily for porcelain materials.

This larger framework makes one feel that it has become too simple.
Because those things are moving around, just as they had before, along with 
various things that happened before, whether on the Buncheong side or on the 
celadon side, it’s too hard to acquire things, and it’s too hard to operate as a 
personal place.

This creates a more uniform environment.

As for the celadon side, before the industry developed in olden days, there were 
a lot of different colours and different spectrums.

Now that the industry is developing further,
And as technology is able to control how colour develops, the result is that only 
a few celadon colours have been simplified.
Perhaps these things make me sad: I have to go to a place of coexistence.

But I think, with more diversity, we will create a richer culture.
It should happen now, in the time we are living in. It’s immensely important.
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기본 산업을, 흙을 만드는 산업, 유약을 만드는 산업, 컬러를 개발 하는 산업이

다 백자 위주로 발전해  왔기 때문에

큰 틀로 보면은 너무 너무 단순해 지지 않았나 하는 생각을 하게 됩니다.

예전처럼 그런 것들이 중심이 이동해 있기 때문에

그전에 있었던 뭐 다양한 것들 

분청이다든가 청자 쪽에서 보자 면은

재료를 구하는 데 너무너무 어렵고, 그것을 개인의 인력으로 다 

충원 하기 너무너무 힘들고 이런 것들이 있으니까 

점점 더 획일화되는 환경이 조성 되는 거겠죠

그리고, 청자로 치자면, 청자에서도, 옛날에는 산업이 발전 하기 이전에는 

좀 더 다양한 색상의, 다양한 스펙트럼이 존재 했는데

지금 산업이 발전 하면서, 그 색상을 통제 할 수 있는 기술이 발달 하면서 

색깔이 단순화 되는 몇가지 청자 색만 남는 이런 결과가 되었죠.

이런 것들이 어쩌 면은 아쉽다 고나  할까요

그런 부분들이 더 같이 공존 하는 쪽으로 가야 

더 다양함 속이 더 풍성한 문화를 만들지 않을까 생각 합니다.

이런 부분에서 여기 있어야 할 텐데, 큰 일 이네요
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Interview with Hyang Jong Oh

N: Nayoung Jeong 

H: Hyang Jong Oh



 Jeong 126

N: 
What is your discipline? Would you mind explaining about your work giv-
ing details, please?

H: 
The type of pottery I was taught is Onggi. This helped me create modern ceram-

ics in the best way. 
By working in Onggi, I developed further.
I have been working in Onggi for about 30 years.
In many ways, I am a craftsman trying to feel this out through serious repetitive 
clay work.
What kind of relationship can I make with clay?
How can I get myself to that place again?
Yes, it’s been 30 years.
Now, in certain ways, what I felt while I was touching the clay in that moment,
through numerous repetitive tasks, is the most natural behaviour I can describe 

when touching clay.
This is especially true in the case of Onggi. 

Through committing to the materials of clay and the methods of firing and mak-

ing, I have felt the pull to keep away from nature.
There is another consideration, too.

Technology can be compressed, and this is what I felt.
I wanted to work within modern ceramics.
As human beings, we have both mind and body.
Knowing the body, and having knowledge of the body, which is learned through 
the body, can give our work insight and intuition.
But to get back to this idea of knowledge, when we learn something, we retain it 
in an almost permanent way, whether through various things, such as being in a 
museum, or already bringing our pre-existing knowledge to the forefront.
Such knowledge is not isolated, but it’s like that, and it can occur with something 
new.
I want to work together with others.
Now, regarding the work of the body, any technical work such as crafts, rep-

resents another idea of work, and this is just like a performance; the clay - the 
object should be what emerges.
The object is what we touch and dispose of.
You can imagine that the soil can possibly even be regarded in this way.
So, I work this out with rain and earth.
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N:
도예가로서, 작가님의 주된 기법과 도자 영역은 무엇입니까? 

주 작품에 대해 자세히 설명해 주시겠습니까?

H: 
도자 영역은 현대 도예를 잘 할려고 옹기를 배웠었고, 

옹기를 하다 보니까

약 30년 정도 끊임없이 옹기를 해 봤어요.

그것은 뭐냐 면 장인을 그것을 느껴보려고

어마어마한 그 반복적인 흙 만지는 작업을 통해서

도대체 어떤 흙 관계를 만들 수 있을까

나를 어떻게 거기까지 얼마나 또 집어 넣을 수 있을까

그래가지고 하게 된 게 한 30년 

이제 조금은 

하면서 어떤 거를 느꼈냐 면 순식간에 흙을 만지면서 흙이 어떤 살아있는

수많은 반복적인 작업을 통해서

흙을 만질 때 가장 자연스러운 행위

그리고, 특히 옹기 같은 경우는

재료나 소성 방식이나 만드는 방법을  통해서 

자연에서 멀어지지 않으려는 노력 그런 것들을 느꼈습니다

또 하나 더 있다면  반만년 동안 기술이 

압축되는 기술, 그걸 느꼈고

내가 하고 싶은 거는 현대 도예인데

인간이기 때문에 머리로도 하고, 몸으로도 하는데

몸으로 안다는 것은,

지식이나 그 전에 안다는 것인데

통찰력이나 직관력으로 작업을 할 수 있다는 거죠.

그래도 또 지식이라는 것은 

뭔가 배우기도 하고, 이미 나와있기도 하고

여러가지를 통해서, 박물관에 있는 거 라든지 이미 우리가 갖고 있는 지식 있자 

나요.

자기 것이 아니고

하지만은 그걸 같고 새로운걸 가지고  베이스가 될 수 있으니까

다 같이 작업을 하고 싶어요

지금, 몸으로 하는 작업, 공예적인 기술적인 어떤 그런 작업 

또 하나는 아이디어 적인 작업

또 하나는 그냥 퍼포먼스 같이,

흙이, 물질은  나와야 하자 나요. 
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I cannot actually make it in real time, as that area is beyond the work, but I can 
imagine something new through it.
It’s conceptual or formative.
Now, if you do this through a traditional body, as something being experienced 
through the body, we realize that we are human beings.

N: 
What do you think about ceramics in Korea, both in terms of history and 
in terms of what is happening presently? 

H: 
Well, when Korean modern ceramics had just started in the 1950s same as the 
U.S. had started at Arch Bray, something else started then, something that we 
started together.

We should be aware of how our country has viewed traditional ceramics and 
how we have expressed ourselves in modern ceramics.
The West was different; modern ceramics now attracts a lot of international 
interest.

At that point, school teachers also frequently went abroad to study ceramics.
I do not think we can do anything in particular.
It’s very different now.
In the Korean tradition, it’s one thing I cannot see in any other country; it’s static.
I think it is.

For example, before expressing any emotion, I think that these static things 

exist. I cannot even speak about it.

It’s not something I can articulate.
At the moment I say this, the answer is treated as wrong, like it is not possible. 
However, this is correct. That’s the right answer.

N: 
How much time do you allot for creating each day?

H: 
I begin making in the morning, until I feel I need to sleep.

Nowadays, I am not working too hard.
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오브제는 근데 우리가 만지고 없어지는 데도 

흙이 저런 가능성이 있다는 걸 알 수가 있자 나요

그러니까, 밖에서 비 오고 흙 이랑 같이 작업을 하는데,

실제는 만들 수는 없지 나요 그 영역이 멀리 가 있기는 하지만

그거를 통해서 새로운 것을 상상할 수 있거든요.

개념 적인 거든, 조형적인 거든, 옛날 전통적 몸을 통해서 하는 거든,

숙달 된 거를 통하던, 그것을 통해서, 인간이기 때문에.

N:
한국의 전통 도자와 현대 도자에 대해 어떻게 생각하십니까?

H: 
글쎄, 옛날 한국 현대 도예가 처음에 막 시작 했을 때는 

1950년대  미국 아치 브레이, 뭐 그 때 시작했는데, 

그 때 우리도  같이 시작 했다고 

우리는 그렇게 알고 있자 나요

우리나라는 옛날 전통 도자를 보고 

현대 도예를 표현 했고, 서양은 방식이 달랐겠죠

지금의 현대 도예는 약간은 교류를 많이 하고, 

학교 선생님 들도 유학도 많이 갔다 왔고

특히 우리나라 게 뭐다 할 수 는 없을 거 같아요. 

지금은 많이 다양해 졌죠. 우리나라 한국 전통은 

어느 나라에서 내가 볼 수 없는 딱 하나,  정적인 거, 그 것이 있는 거 같아요.

예를 들어서,어떤 감정을 표현하기 이전에 그런 말로 할 수 없는,

그런 것들이 있는 거 같아요. 말로 할 순 없어요

말로 할 수 있는 거가 아니 예요. 

말로 하는 순간 그것은 답이 틀려 버려요.

있을 수가 없어요. 정확 해요. 그게 정답이 예요.

N:
작가님은 하루에 몇 시간씩 작업을 하십니까?

H: 
아침에 해가지고 잘 때까지 해요.

지금은 살살 하는 거죠. 
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N: 
What process(es) do you utilize while creating artwork? What is your im-
pression of this process, and/or is there any special reason for using that 
process?

H: 
I use a wooden pottery wheel in my work; though my work today is not much 
fun, using wheels.
in fact, I am a craftsman, producing something to obtain enough money to live 

on.

Nowadays, when I work, I do not have a wheel.
I have feelings and experiences that are totally different from pure emotions.

So, I’m more into clay, and I want to touch more clay, so I can concentrate more 
on what I am doing.
Simply put, I play more with clay.

N: 
Do you think movement while making is performance?

H: 
Actual art results from the act of making art.

If it’s just creating an artwork itself, just a piece of art without any meaning, that 
can be true for both! [both being artwork and the movement as a performance 
as well]
But yes, I do not look at these things separately.

Because, when you think about where the intangibles came from, if you think 
about where a song came from, for instance, I work hard, so I keep singing and 
making rhythm, which keeps me singing regularly.
With this in mind, a song is also a functional item; I think it’s even more so, es-

pecially now that we’re in a more advanced age.

N: 
Do you use repetition or repetitive processes during your work? If so, 
what are your impressions of this?

H: 
I continue to incorporate this, and it keeps getting better. At first, I didn’t want to 
sit still. I was thinking a range of selfish things.
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N: 
어떤 프로세스(물레, 조형, 주입 성형 등등)를 이용해서 주로 작업을 하십니까? 

또, 이 과정에 대한 작가님께서 받은 감정/느낌은 무엇입니까? 

이 과정을 이용해서 제작하는 특별한 이유가 있으십니까?

H: 
목 물레 쓰기도 하고, 요즘 작업은 물레를 별로 재미 없어요

어떻게 보면은 사실은 공예 자나요. 뭔가 먹고 살기 위해서 생산 하는 거고 

내가 하는 요즘 작업은,

물레 없이 내가 돌아가면서 하는 거 

느낌이 감정이 완전 다르죠.

더 내가 그 흙 속에 더 있겠죠.

더 흙을 더 만지고 더 집중을 하니까

흙 하고 좀 더 노는 거죠. 쉽게 말해서,

N:
만드는 동안에 이뤄지는 움직임이 퍼포먼스(행위 예술이)라고 생각하십니까?

H: 
행위 예술 보면 행위 예술이고

그냥 작품 만드는 거면, 작품 만드는 거고, 둘 다

네, 나는 따로 보지 않아요

왜냐면, 무형이 어디에서 나왔을까 생각해 보면, 

노래가 어디서 나왔을 까 생각을 해 보면은

나는 일이 힘드니까 자꾸 노래도 부르고 리듬을 만들고, 

규칙적으로 노래도 하고, 

노래 역시 기능에 의해서.

지금은 더 감각이 발달된 시대다 보니깐 

좀 더 이렇게 나눠져 있지 않을까

N:
작업 과정에서  반복적인 과정을 사용하십니까? 

그렇다면 그것으로 인해 생기는 느낌이나 감정은 무엇입니까?

H: 
자꾸 잡념을 털어내는 거죠. 처음에는 저기 앉아 있으면 하기 싫어 가지고, 

별 오만 가지 생각이 다 들어요.

밖에 나가서 놀고 싶기도 하고, 
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I wanted to go out and play, but after a few times, I didn’t think it was best to 
leave what I was doing.
After that, I thought it would be easier to just keep making more and keep going.
Then, after all that, one day you’ll be gone.
Especially when you make it big, especially if you make a few.

N: 
Is there anything else you’d like to add about repetition, performance, or 
the making process? What else has come to mind for you, as we’ve been 
speaking?

H: 
I don’t do it every day. I play every Sunday on this issue of repetitive tasks and 
performance, as I told you before.

So, for example, in olden days, I wondered if this was a reference to the story 
for you. There was a student named Zigong, and his teacher who was called 
Confucius. Confucius and Zigong wanted to cross a river.
There was a remarkable boatman, and he looked amazing handling the paddle 
because he was so good at rowing.
It was so good at using.
So, Zigong asked to him [the boatman] about his expertise.
He replied, ‘I know most of the inside of the water [river] well; I’m not afraid, 
even if I fall out of the boat.

This is how it is. He was not afraid because he knew it [the river] inside out.
So, you can keep paddling all you like, until you fall.

As he continued to do it repeatedly, it can be almost playful.

Crafts can be some of the most difficult techniques in the world.
I have to work tremendously hard to achieve this technical ideal.
I’m always scared.
If it does not work when you touch the clay, I’m afraid of how it’ll work.
I get scared only then.

It reminds me of the scientific observation of the wave function, like the small 
particle of the atomic waves. 
Because you think, you have a heart; what if I’m scared about whether you’re 
scared? You’ll become rigid through so many iterations; that is what I mean by 
this.

According to my standards, this will be a playful exercise.
It’s easy to talk about it.
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몇 번 하다 보면 내가 나갈 수가 없구나  뭐 좀 만들어야지 생각 밖에 없어요.

더 하다 보면 만들 생각만 헤요.

그러면 하루가 빨리 가버려요.

특히 큰 거 할 때는 몇 개 만들면  하루가 

N: 
반복, 움직임 또는 제작 과정에 대해 추가하고 싶은 것이 있습니까? 

이 외에 하시고 싶으신 말씀이 있으신가요?

H: 
매일은 안 해요

일요일 같은 날은 놀죠. 

반복적인 작업, 아까 다 말씀드렸는데,

그러니깐 예를 들 면은, 옛날 말인데,이것이 좀 참고가 될까 해서,

공자가 자공이라는 그 제자가 있어요.

자공을 데리고 강을 건너는데,

그 나룻배 사공이 어마어마 하게 노를 젓는 모습이 너무 멋진 거예요.

너무 노를 잘 저어서,

그래서 자공이라는 사람이 어떻게 잘 저을 수 있나 물어보니까

그 사공이 대답 하기를

나는 열길 물 속을 알기 때문에, 

빠져도 하나도 안 무섭다.라는 거예요.

그러겠 자나요. 빠져도 안 무서우니까

그래서 자기가 빠지기 전까지 몸짓을 할 수 있다는 거예요.

더군다나 반복적으로 계속 그것을 하다 보니까,

거의 뭐 자기 놀이가 되겠죠. 기분에 따라서 항상

공예 같은 기술이 어마어마 하게 세계적으로 가장 어려운 기술이 예요.

이 기술적 인걸 도달하기 위해서 어마어마하게 작업을 해야 하거든요.

항상 무서워요

흙 만질 때 그게 안 되면,

무서운데 작업이 되겠어요.

무서운 것 밖에 안 들어 가요

과학 보면은 파동 함수, 원자의 작은 입자의 파동

자기가 생각 하기 때문에 마음이 들어간다는 

내가 무서우면 어쩌겠어요

무서워 하면 딱딱해 지겠 자나요.

많은 반복적인 통해서

그야 말로 내 기준에 따라서 이게 놀이가 되겠잖아요. 쉽게 얘기 해서 노리개죠.
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It’s like being able to speak with a friend.
This helps to make things easy.

I do not rule it or dominate it; it is just a playful experience for me.
Then something is expressed that I do not think is expressed much nowadays.
In the past, I tried to let it slip out. Either that, or I was going to run away.
I see that it’s all inside even these things, too.
There are still many jobs. I see all of those things out there.
This grass is so gross. 

All the things in the world expand for the sake of expanding their own territory, 
so they can breed.

I mean, look at these! Yes, I made them, but children are not trying to extend 

that power.
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친구처럼 대화하는 상대가 되는 거죠. 그래서 그냥 편하게 만들면 되겠죠. 

내가 이걸 지배 한다거나 지배 당한다거나 그런 것도 아니고

그냥 놀이가 아닐까 싶어요.

그 다음에 뭔가 이게 표현이 있고 그러지 않을까 하고 요즘에는 그래요.

옛날에는 자꾸  빠져 나가려고 하고

도망가려고 했는데, 보니깐 이 안에 다 있더라고요.

이런 것들도, 계속 쌓아져 있는 작업들이 있어요.

그런 작업들을 밖에서 보니깐, 풀 베다 보니까 이 풀이 징그럽 더라고

번식하려고 세상 모든 만물이 자기 영역을 넓히려고 계속 확장 하자 나요.

이것도 보면은, 내가 만들었지만  애들도 그 세력을 확장 하려고 하는 것이 

다를 거가 없다는 거예요.
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Interview with Kyung Kyun Shin

N: Nayoung Jeong

K: Kyung Kyun Shin
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N: 
What is the clay?

K:
After the period of agrarian society in the Orient, the concept of clay changed.

Clay is also used to make pottery.

There is clay in the mountains and clay in the fields.
The clay in the mountains is just clay, and the soil on the ground is just clay.
The clay that is used in ceramics is very limited.

Clay has repeatedly been given different names. For example, it has been 

called everything from ‘native land’ to ‘earth’, and even ‘ceramics’. 
To practise the process of making pottery, people gave it another name, once 

again.

This naming process helps assemble an understanding around the history of 

clay. 

So, in the Orient, it is a philosophically very divisive idea. So is the concept of 

clay.

It’s just ... it’s not a matter of simply defining it.
Pottery is also the clay of the kiln itself.

The kiln that makes each bowl is already covered with clay, so the clay is being 
fired within itself.
In this way, it is physically completely changed.
It is a new material that is made of clay and is as hard as gravel.
So, Europe, by the end of the 17th century, the ceramics industry first estab-

lished itself in the Meissen region of Germany, and then there was no concept 
of the soil itself.

The idea of what we would like to do with clay is what we have been doing 
since 2,000 years ago-- the concept of making the material with the same clay 
was different between Europe and Asia.

N: 
What is your discipline? Would you mind explaining about your work giv-
ing details, please?

K:
The basic thing is that we have been doing pottery for over 2,000 years, as 
something that conforms to nature.

I do not escape from nature when I produce something with clay. Rather, the 
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N:
흙이란 무엇입니까?

K:
동양에서 농경문화에서는 흙에 대한 개념자체가 달라졌다.

도자기를 만드는 것도 흙인데

산에 있는 흙도 있고, 밭에 있는 흙도 있다.

산에 흙이라는 것도 그냥 흙이고, 땅에 있는 흙도 그냥 흙이다. 

도자를 만드는 그 흙은 굉장히 한정적이기에

도자기가 될 만 한 것을, 

원 토 :본바탕이 되는 흙에 다가, 다른 이름을 자꾸 부여 한다. 

흙을 그릇을 만들고 할 수 있는 과정이 되기 위해서 또 다른 이름을 부여 하고, 

부여하고,,,

과정을 자꾸 밟아가는 것..

그래서,  동양에는 그런  사상적으로 철학적으로 굉장히 분할을 시킨 것이다 흙

이 하는 개념도 그런 거죠, 

그냥.. 쉽게 단순하게 정의 되는 문제는 아니다 흙이라는 것은

도자기는 가마 자체도 흙이 자나요.

각 그릇을 만드는 가마 자체도 이미  흙이 자나요, 흙 안에서 또 흙을 굽는 것, 

도자기를 만들자는 것이 

그런데, 물리적으로 변화가 완전히 생긴 것이다.

흙이 였다가 자갈처럼 단단한, 어떤 물질을 새롭게 만들어 내는 것이다. 

그러니깐, 유럽은 17세기 말에 가서야 독일에 마이 센 지방에서 자기를 처음으

로 만들 수 있었던 것인데 그러면, 

그러면 그 전에는 흙이라는 개념 자체가 없었다.

흙을 가지고 구워서 뭘 만들겠다는 생각이 우리는 2000년 전부터 우리는 그런 

개념을 가져 왔던 것이고, 

똑같은 흙으로 물질을 만들고 했던 개념이 좀 달랐던 것이다. 

N:
도예가로서, 작가님의 주된 기법과 도자 영역은 무엇입니까? 

주 작품에 대해 자세히 설명해 주시겠습니까?

K:
기본은 옛날에 우리가 2000년 이상 도자기를 하면서 하는게 일단은, 

자연에 순응하는 어떤 작업이거든요.

거기를  벗어나지는 않아요. 그 안에 있는 것이다.

그 어떤 경우든, 그것을 반하거나 거스르지 않는다는 거죠. 
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object is in [nature].
In any case, creating things with clay is not an act against nature. 
In China, until the 17th Century and especially in the 15th and 16th centuries, 
those who could make pottery were Chinese and Korean dynasties, such as 
Koryo and Joseon, and pottery was made only for the royal family.
Ceramics means that you can make things at over 1,250 degrees. Ultimately, it 
is the power of soil and fire. There was no place it could be made until then.
In making such a thing, Chinese ceramics have a very wide range, and we have 
unique elements in our own tradition, such as Goryeo inlaid celadon and Jo-

seon white porcelain. There was also the Japanese ceramics: ‘Chawan’. 
We did not know it, but we were the most faithful to the nature of the earth.
It may be against the nature of clay, out of it, or even a little foolish, but if it can 

be useful; we would not be greedy about what we expect from it, even though 
we demonstrated great skills.

N: 
What do you think about ceramics in Korea, both in terms of history and 
in terms of what is happening presently? 

K:
Now we [Koreans] did not know our history, but there is no other problem.
By the way, we know now that we did not know our history or culture, which was 
a big mistake.

N: 
How much time do you allot for creating each day?

K:
I start working after I wake up at 2:30 pm, and I work until 10 pm.
I am working every day, also, and today, as well.

N: 
What process(es) do you utilize while creating artwork? What is your im-
pression of this process, and/or is there any special reason for using that 
process?

K:
I am creating sculptures, but not often. 
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작업이라고 하는 거 자체가..

중국이나 그 도자기를 만들 수 있는 민족들이 17세기까지 .. 15세기, 16세기까

지는 중국 왕조하고,  한반도 고려, 조선 이런 왕족 밖에는 없었다.

도자기라 함은, 1250도 이상 자기를 만들 수 있는 것인데, 

궁극적으로는 흙과 불의 힘이거든요. 만들 수 있는 곳이 없었는데

그런 걸 만들면서, 중국 도자기는 굉장히 광범위 하고 넓고,

우리는 우리 나름대로 독창적인 그것이 굉장히 유명한 것들이,  

고려 상감 청자 , 조선 백자, 그런 것들인데 

일본 사람들이, 만든 우리가 말하는 자완들 그런 것인데 

우리는 몰랐지만 우리는 흙에 본질에 가장 충실했던 거죠. 

그것을 거스르거나 , 그것을 벗어나거나  약간 어리숙한 건지도 모르지만 

쓸 수 있으면 됐으니까, 

욕심을 안 냈던 거죠, 

아주 뛰어난 기술을 가지고 있었지만

N:
한국의 전통 도자와 현대 도자에 대해 어떻게 생각하십니까?

K:
지금은 우리가 우리를 모른다는 게 문제 인 거지, 다른 문제는 없어요

기명적으로는 우리가 우리를 몰랐다는 게 

지금도,우리가 우리의 역사나 문화를 몰랐다는 게 

큰 실수 이자 큰 흠이다

N:
작가님은 하루에 몇 시간씩 작업을 하십니까?

K:
2시반에 일어나서 열 시 까지

맨날이 아니고 오늘도…

N:
어떤 프로세스(물레, 조형, 주입 성형 등등)를 이용해서 주로 작업을 하십니까? 

또, 이 과정에 대한 작가님께서 받은 감정/느낌은 무엇입니까? 

이 과정을 이용해서 제작하는 특별한 이유가 있으십니까?

K:
조형까지는 하기는 하는데, 잘 안한다.
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The most important reason is the monks.

When I was young, I wanted to live like a monk. I wanted to live like this.
Nowadays, in a temple, they perform afternoon prayers at, like, 3 pm. 
One day, life started happening, suddenly. If you define it in any way, what you 
call it work, for example, like ‘I would like to do this’, you should not do it.
Nor is it good to say that you are working because you like it. Because like our 
clothes were made wet by working in a misty fog, moments like these naturally 
happen by themselves. 

N: 
Do you think movement while making is performance?

K:
It’s a negative thing when it comes to the art of acting.
In the Craft Movement (Art and Craft), which began in England, William Morris, 
the greatest of these people’s advocates, stressed the importance of returning 
to our most basic point of humanity, in essence, that we should go back to the 
nature of our humanity.

This was advocated 200 years ago, and this is still the case now, as it was in 
the past.

When they created the industrial revolution and introduced mass production,

they pointed this out 200 years ago. But we are doing exactly the same practic-

es as we did 200 years ago.
We had no particular sense of such a movement. We were already doing it.
It’s a big thing, but it’s just every day.
The fact that it resembles nature does not make sense because it is already 

natural itself.

I mean, there are a lot of reasons to be alive.

I mean, living with medical assistance is not a natural state of living, like breath-

ing with an oxygen mask, but it is still breathing.
At the moment, there are people who wish to change the meaning of something 
and the way we define it.
We didn’t buy into these new meanings, even when the West tried to define 
something in a new way.
To be expressed in the Western style, it has to be more concrete, but not at the 

moment of expressing it in detail.

So, just come and feel, talk and see; then there’s no point trying to define some-

thing.
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제일 중요한 이유는, 스님들.. 

젊을 때 ,스님들처럼 살고 싶었다. 그리 살고 싶어 가지고.

요즘은 절도 세시에 법 예불하고 그러는데

어느 날 문뜩 삶이 그렇게 된 거다.

그것을 작업이라고 하는 것을 어떤 식으로든 규정 하면은 

‘나는 이렇게 할 거다,’그리 되면 안 된다,’생각한 것이 아니라

좋아서 한다 이것도 아니고, 왜냐하면, 안개비에 옷 젖듯이,  

스스로 그렇게 되어 버린 것이다.

N:
만드는 동안에 이뤄지는 움직임이 퍼포먼스(행위 예술이)라고 생각하십니까?

K:
행위 예술의 말 자체가 나온 거 자체가 부정적인 거 자나요.

예술을 말할 때에..

영국에서 시작한 공예 운동 (아트 앤 크래프트) 에서, 

윌리엄 모리스 라든지 이런 사람들이 주창했던 가장 큰 것이, 

인간 적으로 돌아가자 근본적으로..

200년전 그들이 주창 했지만, 우리는 그 전에도 지금도 인간적으로 살고 있다

그들은 산업 혁명을 만들고 대량생산을 만들고 했을 때, 

그 문제점들을 

200년 전에 지적했지만,

우리는 200년 전이나 지금도 똑같이..하고 있다.

우리는 특별히 그런 운동에 대해서 아무런 의미가 없다. 

우리는 이미 하고 있어서, 

느 그가 거창한것이지만  아니라 그게 일상일 뿐이다

자연이라 닮았다는 그 자체도 사실은 말이 안 된다 그 자연 자체이니까

그 살아 있다는 게 의미가 많 자나요

의학적으로 살아있다는 게 산소 호흡기를 끼고 그런 것이 아니라 

호흡하고 이러거든요

그것이 어떤 식으로 특정을 하는 순간에 딱

서양은 무언가를 어떤 식으로 정의를 내리려고 하는데

우리는 그냥, 그냥.. 이것도 

서양식으로 표현 하려면, 좀더 구체적이여야 하는데 그렇지 않고, 

그것을 구체적으로 표현하는 순간에 왜곡 되어 간다

그래서, 그냥 와서 느끼라고, 보고 이야기 하라고, 그 다음에는 의미가 없다
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N: 
Do you use repetition or repetitive processes during your work? If so, 
what are your impressions of this?

K:
There are two things.
When working, it is better not to like something too much or think too badly of it. 
If you like it, you are bored because it’s too easy. If you are thinking badly about 
it, you do not want it to be real.
So, as I mentioned before, it is like our clothes were made wet in a foggy rain - 
this is like how we breathe every day.
It exists naturally here, and that is what can be called life. 

N: 
Is there anything else you’d like to add about repetition, performance, or 
the making process? What else has come to mind for you, as we’ve been 
speaking?

K:
In the temple, the monks huddle and pray. It’s the same.
From morning, the monks pray with ‘Banyashinkyung’ and ‘Chunsukyung’. Does 
that mean anything?
Creating also means nothing because it is distorted at the moment of giving 

meaning.
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N:
작업 과정에서  반복적인 과정을 사용하십니까? 

그렇다면 그것으로 인해 생기는 느낌이나 감정은 무엇입니까?

K: 
두 가지가 있다.

좋아도 안되고, 나빠도 안 되는게 있다

좋으면 실증 날 때가 있고, 나쁘면 진짜 하기 싫자나요.

그래서, 일상이라는 것이 아까 얘기 했듯이 안개비에 옷 젖듯이

우리가 숨쉬기 운동 하는 거다 매일. 

이곳에서 존재하는 거고, 그 곳에 살아지고 하는 거다

N:
반복, 움직임 또는 제작 과정에 대해 추가하고 싶은 것이 있습니까?

이 외에 하시고 싶으신 말씀이 있으신가요?

K: 
절에 스님들이 목탁 치고 염불 하자 나요. 똑같아요

아침부터 반야심경 하고 천수경 외고, 그게 의미가 있어요?

작업도 아무 의미가.. 

의미를 부여 하는 순간에 왜곡된다.
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*	Interview	for	the	American	Ceramists*		
	
	

March,	2018 
	
 Currently, I am in the process of conducting research for my PhD programme at 
the Slade School of Fine Art_ University College London, in London, U.K. As part of my 
research, I am having interviews and conversations with artists for my research project 
and upcoming dissertation. To date, my work as a ceramicist and sculptor has focused 
on creating a sense of familiarity for those living in a new place. My work interrogates 
concepts of home, territory and belonging by using clay that is locally extracted from 
international cities that I am living in at the time. I use and study this material to create 
invitational structures, which allow mixed culture persons and even native populations 
the chance to consider their role and place within a specific city. My work also adapts 
and utilizes ritualistic actions and performance in the creation and exhibitive stages on 
my work. All of this is underpinned by a focus on space, material and scale. 
 

 
 

 
Conversations had during this interview process will be used in my research and 

dissertation.    
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Following questions:  
    
What is your discipline? Would you mind to explain about your works with details, 
please?  
 
 
What process (es) do you utilize while making your work? What is your impression of 
this process, and/or is there any special reason to use that process? 
 
Do you use repetition or repetitive processes during your work? If so, what are your 
impressions of this? 
 
What do you think movement while making is performance? 
 
 
How the works explore the intersection between clay sculpture and performance art?  
Is it namely ritualistic actions, during both the making and exhibition stage?? 
 
What is the “PIA Performance” as a new movement that is developing within the 
discipline in the ceramics? 
 
 
Would you mind to explain more in your definition about the social engaged artworks 
(crafts)? 
 
 
Is there anything else you’d like to add about repetition, performance or the making 
process? What else comes to mind for you, as we’ve been speaking? 
 
 
 
 
  
 
 
 
 
 
 
 
 



 Jeong 148

Nayoung	Jeong	
nayoung.jeong.15@ucl.ac.uk	

Post-Graduate	Research	Student	
Slade	School	of	Fine	Art	

University	College	London	
Gower	Street	London	WC1E	6BT	

I, _______________, have read and understood the information about the research. 
 
I, _______________, agree to be part of the artistic research, and understand that if 
any of my words/participated in art works are used in reports or presentations they 
will not be attributed to me. 
 
 
I, _______________, understand the interview is recorded and will be used and 
presented responsibly in academic venues, along with a wider public audience.  
 
I, _______________, understand that every effort should and will be made to ensure 
the preservation of research data, which is slated for future use. 
  
 
 
 
 
If you are happy to participate, please complete to write your name, 
signature, and date, and then return to Nayoung Jeong. 
 
 
 
 
---------------------------------------------------------------------------------------------------------- 
 
Name ______________________ 
 
Signed ______________________    Date____________________ 
 
 
 
---------------------------------------------------------------------------------------------------------- 
 
Researcher’s name    Nayoung Jeong  
 
 
Signed ______________________    Date ____________________ 
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Interview with Teri L. Frame

N: Nayoung Jeong, 

T: Teri L. Frame
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N: 
What is your discipline? Would you mind explaining about your work in 
detail?

T:
Sure, yes, my discipline? Well, I consider myself an artist. I think that the reason 
you contacted me is because of the work that I do with rock, clay and perfor-
mance.

I think that body of work, let’s just say that I think that’s my most ubiquitous body 
of work, and I think for other people it’s the most important body of work, but 
it’s not that way for me. It’s equal to the other work I create. I don’t know if you 
would like me to address my work as a whole or specifically the performance 
work?

N: 
Well, both actually, you can introduce yourself with the whole of your pro-
ject, your work.

T:
My work, the heart of my work, is the human body. I’m really interested in the 
body and power and social signifiers. The body as a site for social signifiers, 
and therefore the body as going throughout the world in that context of culture 
and power.

N: 
I have a question, is the body only your body or this clay body, is it kind of 
combined together?

T:
Well, can you ask me that one more time?

N: 
You mentioned about the human body, how that is the power and the sig-
nifier of the cultural differences, but I just wonder about the body itself. Is 
it the human body, like your body or audience’s body or a clay body? Is it 
like in a combination?
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T:
That’s interesting that you mention clay body. I guess in a way I’m not - my 
work is based on these ideas, and so right now I think what I’m referring to is 
my research outside of the studio. The heart of my research isn’t in the studio 
practice. The heart of my research is writing, not myself as a writer, but myself 
as a reader, and my interest in body theory, the theory of the body and its rela-

tionship to the body as a social signifier. What I mean by that is I’m interested 
in reading and making artwork about race, or the notion of race, the notion of 
gender, class, aging and ability. I’m interested in those five things, and how we 
each have signifiers that signify all five of those things. Our body is a signifier, 
and then we go throughout the world in our bodies, because there are certain 
more dominant groups of people that hold this power, not all bodies are socially 
equal or have the same amount of power as they go throughout. This is the cen-

tre and the core of my work, and this is very much the centre of all of my work, 
including the performance work but also the work that’s not performative.

N: 
Then pretty much you explain about the whole main themes, and then I 
just wonder about what is the process while you are making, actually?

T:
Well, I guess I consider myself a maker, but only to an extent, but the reason 

I’m making is because I want to be a part of this dialogue that I’ve mentioned 
to you. My dialogue sometimes comes out in writing, but as an artist - I think 
that all artists feel this way to a certain extent - is that not everything can be 
expressed in words. A lot of what I express, I express visually. The process, 
and there are various processes that I use, because there are various bodies 

of work, but the process of working with clay on my body began - well, I started 
working in performance 20, 25 years ago, but I began working with clay and 
performance in 2007. That’s when clay and performance came together for 
me. Then I was making a group of porcelain busts, and those busts, I sculpted 
myself and took a mould of that. After taking a mould of that bust I then started 

pressing clay into it. Then I would press the clay into it and then alter the facial 
expression and alter the gesture and then alter the surface, to talk about these 

things I was just mentioning, these body ideals and relationships to power. 
I started realising that my ideas were moving so much faster than the medium 
with which I was working, which was the ceramic medium, and that I could keep 
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up with myself and with the ideas better if I worked with raw clay, putting it on 
my body and photographing in it. Then after a few months, there is something 
that I really loved that the photography could not capture, and that was move-

ment and time, and so I began working with video. Then after I began working 
with video, then I started working with live performance, although I believe that 
the pieces were performative for a few months. Even before they were publicly 
performative, I believe they were privately performative. 

N: 
I think you already answered that, what you think of movement while mak-
ing that performance, so I’m just moving to the other questions. During 
your performance, is there any repetition or repetitive work involved in 
your work?

T: 
Do you mean physical repetitive action and movement, or do you mean…?

N: 
Yes.

T:
Well, yes, I think that in all of my work there is that, I believe, but specifically 
in the performative work there is a constant building up and a constant taking 
away, a constant addition and a constant reduction, because it’s a sculptural 
process. It’s additive, it’s reductive, and then there’s also different things like the 
breathing. The breath is always there and it’s always constant and it’s always 
repetitive, yes. 

N: 
Moving to the next question, how does the work explore the intersection 
between clay sculpture and performance art?

T:
Well, I thought a lot about that because I woke up in the middle of the night and 
I saw your questions and I thought about them for an hour or two. This is an 
interesting question to me. It was perplexing at first, but I think that, well, for one 
thing there’s the figurative tradition. The figurative tradition began with clay and 
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stone in prehistory, hundreds, well, over 100,000 years ago, in stone at least. 
With clay, we know that clay figurines were made 30,000 years ago, although 
they weren’t fired. Well, they were fired, actually, and some of them were put 
into the fire and exploding, so there’s this aspect. The figurative tradition has 
largely been a clay tradition, and of course it’s also a painting tradition, so that’s 
also my history. Also, there’s the relationship between how cultures have viewed 
the relationship between clay and the body. There are so many cosmogonies, 
these creation stories. These creation stories talk about the myth of, like Nüwa, 
the goddess Nüwa, a Chinese goddess, but all of these stories are all over the 
world, on every single continent except for Antarctica, of a god bleeding and 
mixing that blood with clay and making humans, creating humans. 
In addition, there are also all of these - I’m very interested in skin, because skin 
is a huge part of this signifier. I’m interested in the European notion of purity 
expressed within the Enlightenment period through Parian porcelain busts and 
figurines, but also in relationship to how those ideas are part of what carried 
Aryan thinking into Nazi Germany. How these ideas of purity and this porcelain 
skin, it covers the notion of race; it covers the rationalisation for slavery, the 
rationalisation for colonialism; it covers the rationalisation for class. Class, in 
these times, if you had skin that wasn’t white - and I’m talking about a European 
perspective. I know there’s the notion of porcelain skin in Korea as well, and so 
I don’t understand those reasons as well as I understand the Western reasons, 
but I would like to know more about that. These were - let me think back for a 
second here - there’s that idea of the race, also the class, because you wouldn’t 
want to have red skin or brown skin, of course, and I think this is the same in 
Eastern cultures as well. 
That showed that you were of a working class, a class that worked with their 
hands, therefore you didn’t want to be of a lower class. It also addresses gen-

der, race; it addresses age, skin and wrinkled skin, and how often clay can be-

come wrinkled and cracked. I think more predominantly race and class is most 
interesting to me, and it’s why I use porcelain. Then there’s the notion, another 
thing is that it does relate back to our interpretation of the Greek statues, which 
we know were originally painted, but when the Europeans in the Renaissance 
rediscovered those, they interpreted them in a way that meant that white is an 
ideal. I think it was just all of this is coming out at a time when there’s mass 
slavery and colonisation and a lot of class differences. I often wonder, does my 
work reify the notions of colonialism, or does it turn it on its head? 
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N: 
I like your new pieces, like the mix with creating the new king’s face with 
the woman, the famous humans.

T:
Yes, those faces are Limoges, Haviland Limoges China, which was made in the 
19th century, so I didn’t make those. Of course, this relates back to the porce-

lain. It also relates back to France as a coloniser, so I’m not - I often wonder, I’d 
like for that body of work to - I’m also in the process of making a body of work, 
turning those works into prints and thinking about them outside of the coloni-
sation. Yes, so I think the thing I wrestle with the most is: does the work reify 
its colonialist and Aryan eugenicist? Of course, my family, way back in the day, 
they were slave owners. Also, I’m grappling with that history. A lot of times, my 
work isn’t necessarily about - it’s dealing with…

N: 
Is there a political meaning to it?

T:
Yes, I think it is very political, but at the same time, it is not - I can’t proclaim any 
innocence through my political ideals, because of my inherited privilege and my 

family history. 

N: 
Could I turn to a new question, what is the PIA Performance?

T: 
The Pots in Action Performance?

N: 
Yes.

T:
Well, Ayumi contacted me and asked me to host a Pots in Action. She does this 

Pots in Action topics, and she asked me to host the topic of performance with 
clay and ceramics. 
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N: 
It seems like a new movement, to me. Isn’t that the new - well, it’s quite 
new to you, like everyone to introduce to the ceramics, I mean, not for the 
sculpture?

T:
Well, I think that, you know, the history of performance of course goes back to 
30,000 years ago. It goes back to prehistoric times. In the contemporary con-

text, if we’re to think about modern art and contemporary art and that whole 
canon of 20th century art, it begins with the Futurists and then with Dada. 
They’re doing quite a bit of performance, and of course then that, those people 
are all influencing the abstract expressionists, so we go from Dada, surrealism, 
abstract expressionism, they’re all dealing with similar themes and similar is-

sues. They’re kind of working, they’re influenced by one another. The surrealists 
are influenced by the Dada, and the abstract expressionists are influence, of 
course, by the surrealists. Then you have people like Jackson Pollock and Peter 

Voulkos. In a way, Peter Voulkos’s work and Jackson Pollock’s work, at the time 
that it was popular, it was talked about by both Clement Greenberg and some-

one Rosenberg! I’m forgetting the names now! 
These critics never spoke of it as being performative or having to deal with the 
body, but now as we look back and reflect upon it, it very much did. Pollock’s 
work became, it wasn’t really - the painting itself was not sold as performance, 
but when he took those videos, when Time magazine came and [?videoed it 
0:19:16.2] that became performative. When Peter Voulkos began to publicly 
make work for workshops and demonstrations, that became performance. In 
a way I found his performance was beyond expressionism. I think he was per-
forming masculinity just as much. I think even he was performing ideal mascu-

linity as well. Then we have the Gutai movement and Jiro and wrestling with that 
clay.

N: 
With mud!

T:
Yes, and then after that of course we have Happenings and we have artists - I 
can’t remember the name of the artist right now, it’s escaped me, but the artist 
who in the late 1960s dipped his head in some slip and let it dry.
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N: 
Yes, I remember. I can never remember the names. Yes, that’s one I know.

T:
We have that artist, and then we do see, in the 21st century - I’m not so sure 
about the 1990s, although I’m sure if I thought about it enough I could - but we 
see ceramics and contemporary art linking, really starting in the 1990s, I be-

lieve, but especially in the 21st century. Of course, performance art became 

very popular in the 1990s with the Abject art movement. Even in the 1970s with 
Mike Kelley and Paul McCarthy, you know the artist I’m talking about?

N: 
Yes. 

T:
In the 21st century performance and ceramics began to come together more, 

and so there are very many genres, but when I did PIA Performance, that was 
a collaborative between Ayumi and myself. I was pulling one way and she was 
pulling another way, and it was great, it was really good. I was referring more 
toward, most of the posts you’ll see deal with my interest in the human body 
and colonisation and how those things with clay work out in power relationships. 
The exception to that was the last post, which was dealing with the work of - her 
name slips my mind right now - the sculptor from Northern Europe, Nina Hole. 

N: 
Yes, Nina Hole, yes.

T:
That didn’t deal with that overall generalised topic, but there are so many so-

cially engaged arts can be performative. There are demonstrations, even a 

periscope, a periscope is performative. Adam Field is doing performative stuff 

in periscope. Julia Galloway, with her demonstrations, is performative. Then we 
also can look back at cultures that are not part of this dominant contemporary 

modern art movement, that the modern artists were looking at and of course 
referring to as primitive, which is of course colonialist. A lot of, not necessarily - 
we would say the word ‘uncivilised cultures’, so the language around this is very 
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complex. Small groups of people who were living as maybe hunter-gatherers, or 
maybe they were settled, but working with shamanism and performative in that 
respect, or initiation rites, etc. I’m not sure quite where you want me to go with 
that, or have we gone there?

N: 
No, this is really good. It’s sometimes really hard to explain about how I do 
create with clay as a performative tool, to use that, to the ceramics actual-
ly. It’s really good having that kind of boundary altogether to explain about 
PIA Performance. That’s really good! Could I ask the following things? Is it 
mainly ritualistic action during both the making and the exhibition stages, 
with that performative action, do you think?

T:
Ritualistic action? Well, I tell you what, I think that my earlier works in rock, clay 
performance were more ritualistic. The later works were a little different in that 
the later works, as you’ll see, are more - the earlier works are more abstract, 
and I think they’re more emotive, they’re more abstract. Then the later works, 
I’m really trying to sculpt something and get to a specific thing and sculpt a spe-

cific thing that’s recognisable and less - I would say that the more abstract ones, 
I think, are more ritualistic. 

N: 
Maybe towards a different area, do you mind explaining more on your definition 
about social engaged artworks, maybe, crafts?

Socially engaged artwork, so there was a book written…

N: 
I read that!

T:
Social engaged art, you’ve read that?

N: 
Yes!
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T:
I can’t remember the person’s name, and I looked for it on my bookshelf so I 
could say the person’s name, but I can’t find it right now. It’s written by, I believe, 
a South American artist, is that correct?

N: 
Yes, there are many people involved, it’s not only one person.

T:
That book defines social engagement in one way, in a way that’s not about the 
object. The Socially Engaged Craft Collective I think acknowledges - you know 
who I’m talking about, this group of people? 

N: 
Yes.

T:
They acknowledge that there is a certain ritual - and this is only one example 
there is a ritual to dining and to the meal, and this has been happening since 

prehistory. 

N: 
That happens now as well!

T:
Yes, and then in the Neolithic, when people began to eat off ceramic ware, this 
became a really important ritualistic object, even though it wasn’t a religious 
ritual. It was more of secular ritual, but then can you really separate the secular 
from the religious in that time period? I’m not sure that you can. I was invited to 
be a part of that group, and I’m not sure why, but I think it’s because of the way 
I write about the work PPI. My work called Pre-human, Post-human, Inhuman 
is probably my greatest work. It’s this six-act performance series that’s in video 
and performance. I think they invited me because of that work and because of 
how I wrote about that work. I wrote about that work because I’m very - I think 
because of the activism and the interest in social equity and power and all of 
those things. I also joined the group because I really admire - I think that, for 
one thing, there’s been a lot of funding recently for this socially engaged type of 
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practice. I think the reason why is because the people who are not necessarily 
educated, have the educations that you and I do, really want to be able to con-

nect to art in a way that they can. 
I think it’s really important, and I think that this is one of the reasons why there’s 
funding for this now. I think it’s extremely important that it almost declasses art. 
That’s really important of course because part of my consideration is class, and 
so I really admire the artists in that group. I have done some socially engaged 

projects, though not through the website, and those haven’t been public. 

N: 
Really, why was that?

T:
Well, I’ll tell you a little bit about it! I don’t consider myself an expert in socially 
engaged art. I consider myself just like a baby, do you know what I mean? Like 
just the beginning, I’m just getting my feet wet. I recently moved into a neigh-

bourhood where the average income is at the poverty level, and I am a ‘racial 
minority’ in my neighbourhood. My neighbourhood is predominantly African 
American. It’s in the city, and I wanted to connect more, I wanted to get to know 
the people in my neighbourhood because as an artist, and I think you can totally 

relate to this, we’re constantly travelling, and we lose that sense of home. My 
parents sold their house, so I don’t have anywhere to go back home to, and so 
I’m really trying to establish a community here. I did a project on my front porch. 
This is a porch community, everyone has a big front porch here, and most of 

the people are renters, but I own, and so there’s a bit of difference there. On my 
front porch I got a potter’s wheel out and I started making planters. It was com-

pletely public. 

I made 75 planters and then the kids would come by and they would play with 
me on my porch while I made planters! They would get to try and throw on the 
wheel and stuff. Everybody signed up for a planter and people came to their 
house and got the planters and then planted flowers in them. I did connect with 
some of my community members, but mostly I connected with a lot of children, 
but the adults that I connected with were predominantly the homeowners. I re-

ally wasn’t - it was very difficult to get to know the people in my neighbourhood 
that are the renters, and they’re the majority. I almost live in - race and class 
is a really big issue in my neighbourhood and I didn’t really - I just moved here 
because that’s where I could afford, right! I didn’t really think about this, but then 
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these issues are so much more complex, and so it almost - yes, so that was 
my project. I also went to the park and brought a wheel, and the local kids that 
came by, that just happened to walk by, and they’re predominantly the renters, 
they came by and threw on the wheel, so I’ve made some kid friends, which is 
kind of cool. 

This summer I think I’ll do something else. I’m not, as a socially engaged artist, 
that is not my expertise, but this is something that I engage with the communi-
ty. I don’t feel like - if you wanted to talk with somebody about social engaged 
art, you would talk to Jeni Hansen Gard or Holly Hanessian or Lauren Karle or 
Nicole Gugliotti. Do you know what I mean? They’re the brilliant people when it 
comes to that! 
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 Clay From The Student Centre, UCL

http://www.ucl.ac.uk/transforming-ucl/transformingucl-news/nsc-clay-phd-stu-
dent

https://www.ucl.ac.uk/transforming-ucl/news/2017/may/new-student-cen-
tre-team-celebrate-end-excavation

https://www.ucl.ac.uk/transforming-ucl/news/2017/may/brief-history-new-stu-
dent-centre-site

Figure 36. Greenware (clay) from the New Student Centre, UCL, 2017.

Figure 37. Fired in 1200’c of the clay from the New Student Centre, UCL, 2017.
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Comments from Dr. David Dobson:

“From a combination of optical microscopy and X-ray diffraction your clay from 
the student centre contains the following minerals:
Mainly smectite clays (at least two varieties) Quartz, perhaps 5 volume %
iron pyrites, less than 0.1%. , So it should be fine for firing in a standard kiln.”

Figure 38. A combination of optical microscopy and X-ray diffraction of the clay from Student 
Centre at University College London, London, U.K.
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 Analysing the clay bodies

Figure 39. Clay Body # 1, X-ray diffraction of the clay from Demark (Copenhagen), 2017.

Figure 40. Clay Body # 2, X-ray diffraction of the clay from U.K. (London nearby River Thames), 
2017.
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Figure 41. Clay Body # 3. X-ray diffraction of the clay from U.S. (Miami), 2017.

Figure 42. Clay Body # 4. X-ray diffraction of the clay from China (Shanghai), 2017.
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Comments from Dr. David Dobson:
“‘Clay 5’ is about 50-50 quartz and muscovite. The muscovite peaks are marked 
in blue.
‘Clay 6’ is mainly quartz (~85%) in black, ~5% iron oxides and iron hydroxides 
and ~10% diopside.”

Figure 43. Clay Body # 5. X-ray diffraction of the clay from Korea, 2018.

Figure 44. Clay Body # 6. X-ray diffraction of the clay from Germany (Berlin), 2018.
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Imagining Science Artistically
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Figure 45. Photo taken with mobile 
camera, image captured through a 
microscope with Clay Body #2: at River 
Thames in London, 2016, XP (Crossed 
Polars).

Figure 46. Photo taken with mobile 
camera, image captured through a 
microscope with Clay Body #2: at River 
Thames in London, 2016, PPL (Plane 
Polarized light).

Figure 47. Beach, 2016, Photo of the Clay Body #1: Den-
mark (Copenhagen). 
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To date, my time spent conducting mate-

rial testing of clay has been manifestly and latently 

beneficial. Since conducting material testing in Lon-

don, and after discussing future testing with the pro-

fessors at the university, I have been collecting clay 

bodies in other countries, including Korea, Den-

mark, the UK, and Miami. These choices represent 

five oceans and six continents, places that occupy 
much of my research on clay. From these regions, 

I focus on metropolitan cities that are more likely 

to have high concentrations of third cultured per-

sons living there. When conducting material testing 

internationally, I am struck by how often I glean a 
different physical and geochemical understanding 

of the material by seeing how it is composed at mi-
croscopic levels, which informs my artistic impres-

sion of what I observe in the laboratory. While not 
strictly scientific in method, I am utilizing a scientif-
ic imagination of sorts when analysing clay using 
portable X-ray fluorescence, X-ray diffraction, or a 
microscope. What appears under the slides is not 

only a microscopic version of the clay’s physicality 
and structure, but also new visual artworks that can 
be framed and exhibited (Fig. 45 & 46). 

My reaction to material testing in a labora-

tory is different from that of a trained scientist. I am 

focused more on what I can do with the clay rather 
than hypothesizing about the clay itself. What a sci-
entist and artist may see under a microscope may 

read differently to each respective person (Fig. 47). 
I look for how the clay can be practically used to 
achieve an emotional response from an audience. 

For these reasons, workability, moisture level, tex-

ture, and location are all important concerns. Re-

searching other art-centric thinkers’ experiences 
with testing and encountering clay is also helpful in 
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assembling a sounder understanding of my mate-

rial. Philippe Descola’s work, Soil and Culture, for 

example, highlights the joint concerns artists have 
with understanding both the physical and artistic 
properties of clay. Descola notes that the study of 

clay and soil need not simply be scientific, but can 
be artistic, as well. He writes, “de vries’ collection 
of over 7000 soil samples from all over the world 
has been acquired by Musée Gassendi in digne-les 

Bains, France, where they are placed as an instal-
lation on permanent display”, which is functioning 
as art itself.1  This is an example of the latitude art-

ists have while conducting what could loosely be 
regarded as scientific material testing (Figs. 48, 49 
& 50).

My focus is more on the artistic product 

and experience rather than studying my material 

as an end in itself. Instead of studying the earth to 

understand the land empirically, I view the earth as 
purposed as a material to help us understand both 

the world we live in and each other. Sam Phillip’s 
definition of Land Art represents this approach to 
understanding my material and makes it clearer to 

me. Phillip writes in Understanding Modern Art that 

“siting sculptures in natural landscapes was noth-

ing new, but forming sculptures out of those land-

scapes was – works involved processes such as 
the excavation of soil, moulding of mud and rear-

rangement of rocks”.2  When considering a natural 

material such as clay, an artist must always con-

sider the environmental commentary and emotional 

narrative at work, also.

1 Edward R. L, Soil and Culture, ed. Edward R. Landa 
and Christian Feller (Dordrecht: Springer-Verlag New York, 
2009), 30.
2 Sam Phillips, Isms Understanding Modern Art 1st 
Edition (London: A & C Black Publishers, 2012), 108.



 Jeong 173

For now, 
Clay Body #1: Denmark (Copenhagen)
Clay Body #2: U.K. (London nearby River Thames)
Clay Body #3: U.S. (Miami)
Clay Body #4: China (Shanghai)
Clay Body #5: Korea
Clay Body #6: Germany (Berlin)

 Researching other testing on clay is 
also helpful in how I understand the local materi-
al in London in a more concrete way. By reading 
through I.L. Freeman’s Mineralogy of Ten British 
Brick Clays, I was able to see how studying Eng-

lish clay for the purpose of building traditional ar-

chitecture translated to building the structures I am 

seeking to build. Freeman studied ten separate raw 
materials used in the structural clayware of British 
manufacturers. He was interested in finding vulner-
abilities in these raw materials that could lead to 
structural weaknesses and studied the atmospheric 
conditions of storage and their date of excavation.3  

It was discovered that within England alone, there 
was a high variation of “mineral composition and 
physical characteristics.”4  Familiarizing myself with 
Freeman’s study of English clay was significant in 
helping me understand that even within the same 
country, there can be high mineral and geological 

diversity. These considerations are being imple-

mented in the making phases of my pieces.

3 I. L. Freeman, “Mineralogy of Ten British Brick 
Clays,” Clay Minerals 5, no. 32 (1964),474.
4 Freeman, “Mineralogy of Ten British Brick 
Clays”,485.
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Figure 50. Clay Body # 2, 2016, Clay thin sections with resin produced on 46w (mm). x 26h 
(mm). x 30d (um), 2016.

Figure 49. Preparing for making a thin clay section by mixing with water, 2016.

Figure 48. Process of grinding with clay bodies in beakers from 4 different countries (U.K., U.S., 
Denmark, China), 2016.
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Capturing the Moment
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Figure 51. Capturing the Moment, 2015, mixed clay, plastic, cotton, 30w x 22h x 30d (cm).
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the local material available to me in London by using 

white clothing to capture my feelings when I physi-
cally imprinted my body onto the clay found in public 

spaces, such as parks and historical sites. Wearing 

white gloves, I held the extracted clay in my hands 
for a period of time, recording the emotional respons-

es I had to the material. The colour white afforded the 
clay a better chance to register visually, as the con-

trast helped me to consider and record the physical 

properties of the material. This form of testing there-

fore served as an interactive exercise between artist 
and material. After I had finished, I removed the white 
gloves and vacuum sealed them, permanently cap-

turing my impressions, so they would not be compro-

mised by the erosion of time (Fig. 51). These gloves 
now appear as both a record of this experience and 
as a piece of art. 

Because geography informs so much about 

a clay’s properties, it is important to consider where a 
clay is sourced from. Both material and location are 

vital components to the successful production of my 

work, and as an artist using publicly sourced mate-

rials from various places, both are undeniably inter-

twined. Depending on the location from where clay 
is excavated, it may exude its own characteristics, 
workability, and physicality. The material offers art-
ists the chance to produce a range of sculptures that 

vary in physical construction and emotional impact. 

This means geography can determine raw clay’s 
mineral levels, colour, texture, and water level and 
the time needed for firing. I have uncovered these 
variations during multiple material testing conducted 

in five countries around the world while also compar-
ing these findings to my cultural reference of Korean 
clay. 
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Location often determines the physical 

and chemical properties of a material, which can ul-
timately inform not only how it is practically used in 
an art piece, but also what cultural images it evokes 
for the artist and the viewers. When taking into ac-

count the geographic importance of where clay is 
sourced, it is important to consider texture and mal-

leability. For example, when observing landmarks 
in London, such as Westminster Hall and the Tower 
of London, I can see the bricks present a yellow-

ish colour, indicative of the material’s unfired state. 
Growing up in Korea, however, my first reference 
to clay was a material of a reddish colour. When I 
painted pictures of my home as a child, I would al-
ways colour the ground red in my drawings. It was 
not until later in life, when I saw the drawings of 
other children, that I realized the physical variation 
of clay based on where it is located. Other factors, 
such as erosion from water and wind, also modi-
fy the workability of clay from a particular region, 
namely, when the clay is still located in the earth. 

Beyond the visually observable proper-

ties a specific site can exude, there are emotional 
responses available to the artist, as well. My first 
attempt at drawing an emotional response from 
this material was more accelerated than in the Pro-
ject 1: The First Time (see, P.41-46). For example, 
I felt physical and emotional warmth more quickly 
at the 10-minute mark, whereas it took an hour to 
feel warmth when sitting on the ground for Project 
1. However, while feeling the warmth came more 
quickly, the connection to the material did not; I felt 
less connected to the earth when holding the ma-

terial in my hands than I did when lying on my back 
(Fig.52 & 53).
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Figure 52. Image of working process: Capturing the Moment, 2015, cotton.

Figure 53. Part of the Capturing the Moment, 2015, cotton, plastic, 30w x 22h (cm).
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Example of the Capturing the Moment: 
Trip Journal: 30/11/2015 

The Clay Ground Collective is an organization that opens up opportunities for the 
public and artists to work with clay while considering its historical, cultural, technological, and 
artistic significance and uses. The organization hosted a trip to the banks of the Thames at Swan 
Lane Pier in London, and I had an opportunity to continue my artistic research and material test-

ing. Under the leadership of Ceramist, Duncan Hooson and Archaeologist, Mike Webber, I went 
to discover what the earth and clay was like in a different part of London. Wearing white gloves, 
I would hold the earth and record my emotional responses to the material I excavated. However, 
what I found was not as typical as what I encountered in the city of London.

Removing clay from the banks of the Thames is not an easy or straightforward pro-

cess. The earth competes with various artefacts from Roman and medieval times. I discovered a 
medieval ceramic jar handle (Fig. 54 & 55), for example, featuring indentations for one’s fingers 
to grasp. It was rounded by elemental erosion and sat among shards of ancient clay pots and 
remnants of already fired ceramics, as well as natural rocks.

I put on white gloves and began to unearth the clay, sensing my emotional and physi-
cal responses. As the moments passed, I held the clay that I dug from the earth, continuing to be 

open to how I would feel while holding it. The day was rainy, windy, and cold, so my state was al-
ready hesitant. Nonetheless, I felt warm after the first 10 minutes of holding the clay in my hands. 
I realized, also, that given the historical fragments found in the clay, I was not simply holding a 
pure form of the material. Rather, I was holding a sense of history itself. This gave me a chance to 
feel a deep connection and sense of belonging to London in a way that simply holding pure clay 
from the earth would not have allowed me to do. It seemed like London’s history was literally in my 
grasp, which helped me to feel linked to and part of this place I am exploring through my art and 
connecting to the theme of global displacement. This earth has seen London through centuries of 

change. It has witnessed transformations, progress, and revolutions. The clay represented this to 
me with its attitude, heavy with the warmth of the past.

Figure 54. Frontside view of object found at the River 
Thames in London, England, 2015.

Figure 55. Backside view of object found at the River 
Thames in London, England, 2015.
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Scientific Imagination of 
London_01: A Circle
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Scientific Imagination of London_01: A Circle (Fig. 56) uses mixed me-
dia and alternative representations of artistic materials that were ascertained 
through scientific means. I collected raw clay from the banks of the Thames River 
in London, England. This material was later placed under a microscope to study 
its composition to discern how it would behave under various temperatures and 
conditions. The microscope slides for this locally excavated clay were turned into 
photographs. These were then placed over a wooden light box for public view. 
The box was illuminated to give a clearer, backlit image of the clay excavated 
from the Thames. During this process, I began thinking of the value of repurpos-
ing what is found for scientific reasons to create something that can be appreci-
ated in art. This piece questions whether a new scientific imagination is possible, 
one that sees art and science respectfully repurposing the work of the other to 
achieve a greater understanding through both. 

In the notion of space, the work was shown in a historic building in 
London. There were original exposed bricks, and the original alcoves still shone 
through. As a way to contribute to the setting, I made brick-like objects out of clay 
and placed them around the displayed light box (Fig.57). To have an artist’s origi-

Figure 56. Scientific Imagination of London_ 01: A Circle, 2017, 32w x 42h x 13d (cm), light box 
(plastic, wood).
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nal works surrounding a microscope slide demonstrates the typical constants be-
tween science and art. This juxtaposition affords the piece the ability to embody 
both modes of thinking. It further underscores the possibility for scientists and 
artists to work together to find new understandings of clay and other materials 
that are naturally found in nature.

There are differences across Eastern and Asian modes of thinking 
about the relationship between art and science. I notice Western ideas prioritize 
giving a fixed meaning to a given element of a set of facts. On the contrary, Asian 
thought makes room for fluid meaning that is often changed at the moment oth-
ers interact with a piece of art or scientific reality. This was pointed out during my 
interview with Kyung Kyun Shin, who responded to my question about the nature 
of clay by pointing out that “creating also means nothing because it is distorted at 
the moment of giving meaning..”1  Clay is given new possibilities when thinking 
in this way. It is something to be encountered, with its meaning amended through 
viewership (Fig. 58).

1 Kyung Kyun Shin (Ceramic artists in Korea), in discussion with the author. July 2018 
(Appendix, 2019, p.130).

Figure 57. Installation view: Scientific Imagination of London_ 01: A Circle, at the Crypt Gallery, 
London, 2017.
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Figure 58. The image of Scientific Imagination of London_ 01: A Circle, 2017.
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APPENDIX  E

Use of Public Sites
-  Installation Images / 156 
- UCL Campus Maps and Floor Plan / 163 
- Links to Videos’ Documents / 165
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Figure 59. Working process for Well/ Wheel, 2018.

Installation Images
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Figure 60. Working with participants for Temporary Home, at 
the Riverhill Himalayan Gardens in Kent, 2016.

Figure 61. Installation view of Temporary Home, Kent, 2016.

Figure 62. Private View of ‘ForumArts’ for selected artist in 
2016, at the Riverhill Himalayan Gardens in Kent, 2016.
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Figure 64. Details of A Wall: Self-protection, 2017. 

Figure 63. Making a wall with participants during the performance for A Wall: Self-protection, at 
Roaming ROOM in London, 2017, performance.
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Figure 66. Front view of Individual Spaces, 2018, photograph by Thomas Jenkins.  

Figure 65. Side view of Individual Spaces during the Slade Degree Show 2018 at Studio 18, 
Slade School of Fine Art, UCL, 2018, photograph by Thomas Jenkins.  
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Figure 67. Installation image of the Slade Degree Show 2018 at Studio 18, Slade School of Fine 
Art, UCL, 2018, photograph by Thomas Jenkins.                                      p. 191
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UCL Map for the pit area at the Slade School of Fine Art 

Figure 68. UCL Slade School of Fine Art via University Map, UCL webstie, https://www.ucl.
ac.uk/maps/slade (accessed March 2019).

Figure 69. Slade School of Fine Art via Google Maps, 
https://www.google.com/maps/place/51°31’29.9%22N+0°08’04.0%22W/@51.5248388,-
0.1342572,2a,75y,335.86h,61.98t,358.48r/data=!3m6!1e1!3m4!1s0AhU4bvriSWEYSEUBOk-
GdA!2e0!7i13312!8i6656!4m5!3m4!1s0x0:0x0!8m2!3d51.5249726!4d-0.1344485 (accessed 
March 2019).
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Links to Videos’ Documents

01.

03.

Title: 100 Koreans’ Finger Prints
Year: 2016
Running time: 01:59

https://youtu.be/iyeuHFvU2Vg

Title: It’s too Painful to Say
Year: 2017
Running time: 10:00

https://youtu.be/bmxYlZBHxJ8

02.

05.

Title: Human Being
Year: 2016
Running time: 02:28

https://youtu.be/wtygxMSoLFg

Title: Personal Boundary
Year: 2017
Running time: 02:48

https://youtu.be/87vvwca3XZA

04.

Title: Reflection as Home
Year: 2018
Running time: 01:53

https://youtu.be/4otkuBGM8-M


