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Congratulatory Address

Han Jae-heuk
U Al PRk SEH
Korean Cultural Centerin Beijing, China
Minister Counselor and Director

FEUI O BEFHEXMR

We are very pleased to host the exhibition ‘Time Zone Converter’ in
the Korean Cultural Center. This year marks the 25th anniversary of
the diplomaticrelations between South Koreaand China. Also, itisthe
10th anniversary of the founding of the Korean Cultural Center in Bei-
jing, China. Itis even more meaningful that this year will conclude with
this Korean-Chinese artists group exhibition.

Time goes by. But art gives a touch of glory over time. In'Time Zone
Converter’, ten contemporary artists from Korea and China, who are
active inthe United States, will discuss contemporary Asian experienc-
esin universal terms through various media such as painting, photog-
raphy, video art, installation, and printmaking. Korea and China have
along history and culture, and the diaspora of both nations plays a big
role in the development of social culture of each country, as it grows
and seats in various countries around the world.

‘Time Zone Converter’ will be a venue for exchanging intellectual and
artistic explorations with Beijing visitors through various experimental
works. This exhibition will be an opportunity to appreciate the cultural
uniqueness of and similarities between Chinaand Korea. Once again,
I would like to express my gratitude and congratulations to all partic-
ipating artists and organizers who worked hard in helping make the
eventasuccess.
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Curators’ Introduction
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In Time Zone Converter, we present ten Chinese and Korean artists,
living and working in the U.S., China, and Korea, who broke the as-
sumptions and stereotypes of Asian art through their art practices. We
are particularly interested in sharing ourviews of how Chinese and Ko-
rean artists who have lived in Western cultures respond to migrational
influences, displacement and attempt to situate their local visual art
forms within the global art scene. Many Chinese and Korean artists
make their visual representations mirroring the contexts of distin-
guishable Asian art form, culture and place, and their creative works
have absorbed many aspects of nomadic life arising from multi-cul-
tural environments. We examine how artists in two countries includ-
ing ourselves artistically accommodate and update tradition in all its
forms, and how their art has reflected this.

We are grateful o all participating artists, whose research and art we
so highly respect. We are fascinated with some artists actively using
East Asian prototypes such as ink calligraphy, aesthetic of the void,
and traditional art material and motifs in their artwork. On the other
hand, some artists place more weight on social and cultural context
influenced by their Eastern point of views. We highly appreciate their
syncretic approaches in their art making. Time Zone Converter will
provide dynamic synergy and exchange through examination of the
different ways in which Chinese and Korean artists express their per-
spectives and feelings.

We want to express our deep appreciation to Han Jae-heuk, Director
of the Korean Cultural Center, and ChoRong Park, Exhibition Cura-
tor, for agreeing to realize Time Zone Converterand supportto all the
exhibition logistics. We thank a designer Mingyu Seo for the catalog
production. We also want to thank volunteers and local Chinese artist
friendsfortheir enthusiastic assistance. This exhibition would nothave
been possible without theirsuggestions and endless support.
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Critical Essay

From Immigrant to Transnational:

Nostalgia for an Imagined Homeland

Have you heard of Chiura Obata, Yasuo Kuniyoshi, Yun Gee, Pan
Yuliang, Zao Wouki, Ruth Asawa, or Theresa Hakkyung Cha? A few
of them may sound familiar but most are perhaps unknown. Some of
these artists were featured in The Third Mind: American Artists Con-
template Asia, 1860-1989, which was held atthe Guggenheim Muse-
umin2009. Inthe catalogue forthe exhibition, one can find the critical
impact of Asian art and philosophy on American artists from 1860 to
1989. Many artists in the 2009 exhibition were precursors of the ten
artists featured in the current exhibition entitled the Time Zone Con-
verter. These ten artists, five Chinese-born and five Korean-born, who
all spent several decades in the United States, were selected for the
China-Korea Exchange Exhibition organized by the Korean Cultural
Centerin Beijing.

These transplanted Asian artists lived and worked in their own imag-
ined territory of home. Strangely, however, most of these artists were
scattered in Florida, Utah, Denver, Washington, and Ohio—away
fromthe cosmopolitan centers in California and New York areas more
crowded with immigrants, including aspiring artists. Their disembod-
iment of cosmopolitanism, nationalism, American regionalism, and
American isolationism intensified their grip on ethnic, cultural, and
historical identities.

Most artists in the Time Zone Converter spent their youth or college
years in their home countries of China and Korea. Some continued
theirstudiesinthe U.S. Having various degrees of assimilation and ac-
culturation, they all comment on their “migratory” status in this exhibi-
tion. They are not sure where they will end up in the next few decades.
When they complete their careers fifty years from now, will they be re-
membered as American artists? Or Chinese artists2 Or will these ten
artists be embraced as national heroes, as was the case in which the
Korean government “rediscovered” Nam June Paik and commemo-
rated him proudly as the father of video artinthe 1980s2

Artists in this exhibition posit similar questions with a twist. In the Scroll
series, for example, Xi Zhang challenges the concepts of boundary
and authorship. If a Caucasian child were born and raised in China,
and never learned any other culture or language other than Chinese,
would one identify him/her as an Asian or as a foreigner from the
West2 Xi Zhang'’s hanging scroll on a gold background has Jackson
Pollock-style abstract brush strokes. The hybrid combination of paper
hanging scroll with acrylic paint in expressionistic color fields blurs a
division between the ownership of cultural heritage and the appro-
priation of European modernism. If one does not see an artist’s name,
is this scroll painting a work by the Caucasian child born and raised in
China? Or is it by a Chinese artist educated abroad in the tradition of
EurocentricHigh Modernism?2

Zhang Yuanfeng's works present another form of hybridity. Zhang's
choice of medium, ink on silk painting, is a reference to Chinese her-
itage. However, a casual glance at the painting’s geometric lines,
which resemble perhaps a spider’s web or a rendering of mathemat-
ical theories, reveals nothing Chinese. Both Zhang Yuanfeng and Xi
Zhang, bornin 1980s China, question the cultural authenticityand the
hegemonic authorship of the conventional binary system of the Chi-
nese andthe non-Chinese.
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One way of escaping these binary positions is to claim universality that
could apply to all humankind and even to non-human realms. Joomi
Chung, an immigrant Korean artist living in Ohio, tackles this with a
three-dimensional structure called the Chromazome. The shape in
her pictorial space is an abstract structure of the idea of gradually un-
foldingimage-space, avisualfield and physical site made of observed,
remembered, and imagined realities. In her mind, this form grows out
of two modes of representations: a map-landscape. Xi Zhang’s geo-
metric intricacy of lines has a structural counterpart in Joomi Chung'’s
Chromazome. Chromazome is a metaphorical DNA component (a
chromosome), a hybrid structure composed of pure colors (chroma)
and roots (rhizome). What isingrained on a DNA strand, such as racial
or biological components, is adjusted and camouflaged in this envi-
ronment. We see alandscape but do not necessarily recognize itonthe
map.

Inthe longtradition of landscape painting, Chinn Wang presentsland-
scape-like photographicimages of unknownyetvernacularspaces. In
these works, juxtaposition of interrupted spaces is intentional. One
also wonders whether these are purely landscape images. At a close
glance, one can even detect presence of a person. These prints are, in
fact, part of a series of photographs taken of the artist’s mother during
herfirstyears living in the United States after arriving from Hong Kong.
Wang intended to show three areas where her mother had impact on
as animmigrantwoman with a careerin science. Absence of herin the
landscape emphasizes meagerimpact of hersocial status on the world
she inhabited. Any immigrant woman in the United States can also re-
late herself to the social landscape of anonymity, discrimination, iso-
lation, and prejudice.

The role as the motherwas the locus of empowerment in the narrative
ofdisplacement. SammyLee’s Mammorialis anartist’s book aboutthe
physical and psychological shifts women experience through birthing
and nursing. Mammorial comes with a CD recording of breast pump
sound mixes and stories of concerned mothersthat Lee pulled from the
online breastfeeding support forum La Leche League International.
In this arena of the motherhood, women of all nations and races get
united and emanate solidarity. Likewise, Kim Chang Eun pushes for
a universal experience in his graphic images of figures. His Android
(2017) depicts a robot-style standing figure of ambiguous biological
characters asifitwere a new species of the global diaspora. He argues
the digital technology distorts normalcy in the perception of senses
and scales. Motherhood and resuscitation of human senses, in spite of
displacement and migration, connects people of various origins.

Even so, the memories of displacement and migration are, of course,
painful. Julia Kim Smith, who grew up in Indiana, has clear memo-
ries of encountering racist harassment and verbal insults. It was very
painful for her to witness her immigrant parents also be subjected to
harassment. Her hanging scroll includes calligraphic slurs of “Ching
Chong” and “Chinx.” As is seen in Xi Zhang and Zhang Yuanfeng's
scroll paintings, Smith presents a dignified format of ancient cal-
ligraphic art adorned with contrasting elements, in this case, Ameri-
can profanity and popular culture.

A historical origin of these racial affronts is traced in Zhi Lin’s instal-
lation, Chinaman’s Chance. He rediscovered the names of Chinese
workers presented at The Golden Spike Ceremony, an 1869 cele-
bration of the completion of the First Transcontinental Railroad, held
in Promontory Point, Utah. Andrew J. Russell captured the event in his
iconic photograph known as the “champagne photo.” In this photo-



graph, none of the Chinese workers, who built the most difficult por-
tion of the Transcontinental Railroad, were included. For his installa-
tion, Lin wrote the names of these Chinese workers in red, as if they
were carved on the rock in the manner of ancient Chinese inscriptions.
In this vein, Kirk Ke Wang’s video work entitled Bloody Dumplings
also refers to cultural clashes and misunderstandings. Broken pieces
of dumplings are visual representations of the vulnerability of Asian
Americans’ identities and social statuses. Having spent three decades
in the United States, Wang has been a sensitive witness to racial injus-
tice towards Asians and other minority citizens. He solicits for sublime
pursuit of formalism in harmony with social justice concerns and other
humanitarian affairs. He calls this type of socially-responsible abstract
art “Social Abstract”—an antithesis to social realism of communist
countriesinthe 1980s.

A current status of migratory experience and fluid identity is well sum-
marized in Joo Woo’s Gyopo Portraits. The white paperwithembossed
images of peopleinactionis adeliberately-chosen medium. Woo uses
embossing to emphasize the potential of ambivalent or adaptable
identities among people affected by memories of voluntary or invol-
untary displacement. Woo collected these images ofimmigrants from
Korean-language ethnic newspapers. Like fossils of their native coun-
try, these images of taekwondo players display a range of stereotypes
embraced by the immigrant citizens regarding their cultural heritage,
nostalgia for the homeland, national pride, and socio-economic
standing in theiradopted country.

Imagined homeland is a familiar theme for most contemporary artists
after WWII. Abrupt displacement from the homeland and subsequent
nostalgia for homeland is a universal experience in Asian countries.
ForKorean people, the division between the South and North Korea in
1945 was a distinct rupture. In 1949, Taiwan separated from the Chi-
nese mainland.

By contrast, most artists in Time Zone Converter, were born decades
after these events, in the 1970s and 1980s. Their migration stories to
North America are not uniform. Some came to the United States with
immigrating parents while other deliberately chose the U.S as a place
of professional training. Most of them are bilingual, feeling comfort-
able inboth sides of the Pacific Ocean. Nonetheless, theirarrival inthe
U.S flows along a different timeline than their lives in China or Korea
did. While they believe they are familiar with the cultural heritage and
ethnic authenticity of their homelands, they are no longer part of the
temporal existence of Korea or China. Time in these still-rapidly-de-
veloping countries flows much faster and more bluntly than it does in
Utah or Ohio.

ltisinterestingthatsome artists are stillbound by “stereotypical” imag-
es of Korea or China, such as Woo's Korean immigrant practitioners of
martial arts or Yuanfeng’sinstallation of hanging scrolls. Xi Zhang and
Julia Kim Smith also convey inferential semiotics of the creators being
Asian. However, their livelihoods and careers in the United States fa-
cilitated them to contemplate harder on their placement in their new
homes. These works were made for the audience in their adopted
country to solicit a better understanding of themselves. A binary con-
dition of “American meaning non-Asian” is no longer valid. If colonial
mimicry comesfromthe appropriation ofthe Other, postmodern mim-
icry of immigrant artists appears when displaced souls realize a ca-
cophony of conflicting values and cultural hegemonies. Their outcries
should serve as threats to “normalized” knowledges and disciplinary
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authorities in their homeland, innate and acquired. In another three
decades, one will see mimicry of their disciples as they perceive these
artists as the authoritative discourse of migratory visuality.
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F0le| IZ0LENM 20l HEls RXHOR M8ot= Ho| Ao QI I =0t
F2 2950l DNATA RA(ZMH)ZAH 248 MS(HD)T #2S@EE : 4

oF WojLprhs we| 57))2 74E sto|Hals Axo|C 9IF EE 4
M A0t 2to| DNA Zt=tol 82| el HE2 J14o| XM MEFE
|0 LIEFCACE, 22]71 B 20| SZ0|X|Tt #tEA| E2|HQl X|ZojA 1

& o= gl= Aolch
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2 MEo| SHS0|M A& (Chinn Wang) Z7t= 0|X|2|, O2{Lt EAEQl 2
o ZE2 APZIO|0|X|E Eedsi Ct. T = HIHSHQl SZHES FRsl 5=
cl o= Ch2d| o|=&0|2t 2 4= ALt Hi= 012 AF|A= 0]20] ot SFS2
X| otx|of| cH3t 2ZEF S S2{Y27|7| T STk FHto|of| A O|O|X|E ATEH AL
Zo| EXE Hof= = QUCh of A ZHFE2 M2 E7te| o7t E30|A O]
o= 0|7 2 A sjofl W2 Y| XIS F LROICt o] AFS Sl A= 2t
SAtZ A FES W2 olRlojdel oML ZRE 2 Friet JEFS AI7HX o]
M HAEFED, 82 & 222 M= ARES FAZ0| HRAH MY KoM A2
AEE ARIH X[9IE BZ5t= X oIt OIF0|M HF5t U= B2 0|2 ofdE
2 NSEIPIL A FHO|, AHE O, EHEol, J2|0 HMA| AR H BH0| 2E Z

#e 5 AS ol

> o
30

=
=

isplacement)2| L2 E|20j| A ofi{L|2| =M= RtAlQ| HES Zofet & A
0| ACt, MO] 2[(Sammy Lee)2| <2t22|¥(Mammorial)>2 {4 E0| ZM
2 SollM Z¥st= S2Fo|1 Ma|F el Hatol chst 3t o= 7te| &o|ct. o]
A 717} La Leche League International0|2ts 28418 XIX|dt= 2zt
Ig SoliM 78t RRE +Rote A2|9t T0lsts FOtES| 0[oF7|7t 7| S
oF Bt HMZE|ACE. of2{ot R Mol ZZtof|ME X3t QIFS A 2lst 6{ME0|
t HCHE gratsict, of < OpAIEX| 2, Z& el (lan Kim) & 352 ZES A
£ 124 o|0|X|§ E1 Lt2C} 39| AE <QtER0|E>E 2R AEIYS B
=85 EXS 7H7l dAo| obx| £l o] A Atzlel MER Fol A MEH B
f. 3= CIXE 7|&0| 223t 2 E QX|sH=0| U0 2E2| MEHE HIEO0M
[0 =3tct. o| AT} o|Fo| A¥| T Sot, ATt QIZHY Ziztol AMe
HZEES 71l AR EE HEst= S27t EICh
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0|2t Z2 QIEF Xl R8Ol HAHH 7|2 X|2l(Zhi Lin)e| <E=¢le| 7|3]>2t=
EE0|A] LA 4 Ut 2=1869'4 0|7 REFS| T2 EE{2|ZQIE(Promontory
Point)Ol[A URAH H1Xt CHFSHCHEE ZAL 22 E J|Hot= ZE ATL0|3 A
(Golden Spike Ceremony)0fl S&¢t Z=¢0l L EAHES| 0|S5S MUAZCL M
CF 24« ZE”Z Ya{Xl J9| tHE ALEI0| o] AFAS Het=d, 67|
£ HSECHEro| Jha Fetet 22 g Mot Z29l L EXHES| B&0| T oLtz
LtEILEX] 9H=Ch. X212 T9| 2E £0f 0] eSXHS2| 0|ES Hbelofl AAZ 1y
20| HZNE F2M0o= WA B, of<t vt WatolM <S2{C| HE
(Bloody Dumpling)>0|2t= H|Z0| 20{%l 3 3| &(Kirk Ke Wang)2| H|C|2
AE AU 23N ZET 26| E HZBICL of7|0f| SESHE EAMT OHE ZZHE2 of
AlotA| SIS o| MMMt Ate| A X|9lo| F kMol chst AlZkx ol EAfo[Ct, 0=
oflM 30 S0t MBSIHAM, 73 | 42 SLQUST} CHE 24X st IS H QI
EUSE Mot ZEsCt I ALS|X Fojof chet n9Iat ChE QIO A
HEQ| =&t £0|M YAIFolo| £10|E F7617|E AL 27t of2{8t 7
9| Abs|X Melg ZZxste A& S 19801 SA 27HEQ] ALS|H 2lHa|E
Cist CHEZ M “ArS|A 24 (Social Abstract)”0|2tn HEC},

0|2l Z#o| oixf Mefet RSEQl HH|MH2 2FH(Joo Yeon Woo0)Q| <l I X3}
4(Gyopo Portrait)> Al2|=0f| & Q9FEICt SX 0| AIES2| 0|0|X|S0| #X&2
BEHE 5ok Zo|= =717t o =X Oo = MEHS X{Z0|Ct Tl AHLX QI == H|Xt
HEol 0[F9] 7|0 IS g ARtE Q| RSStALE RSE 0l FH| Mol AxiE QI
BES Zx617| Qlsto] £X5 ARt ZIt= 0] O|RIXIS S| O|0|X| S 3= W
T AMEES EdiA T3t o] EfHE M4E9| o|0|X|E2 Otx| 2=2| stMEX
 o|FuIE0| HAtst Azlo|M TE9 2oty |4t B2 Ch$h g4, 271 X2
A, 32|31 AL A= QI x| {0l cHal HropSo|= nHAHES BEESICL
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Aatol Z22 X 0|20l BE3 ATHSO M43 FHCHL 202 K9] Y
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F igel ZVtE2 2ol UEN Nt Eetqiol| Zsictn UX|T, OS2
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2 REHEE 20810|3 9| AIZHELH AW WE1 2HASHH SECL
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Critical Essay

NBRIBE: HEEARENES21E

BERDHE)ETH, ESERE, KRnlk, BER, BER, BLWS, HEFFK?
XBH—E AR HIFITRAE, BEASHE R F AR RIS E2009F H1RE
IBRYIEETI B =R XEZ AR (1860-1989)” R H, X EfE
BBERD EARMELA R H o AR B R B, ATAIA L HM 18605 %1989
FUMNERAEBFEREEZARNEXERNT MM BR2009FREFHTFS
ZARBELS “‘NXERR BRENHUZARMEERE ERRICRIEH
B OEDNFHRRRAR ENHUZARD, SENPEHENSER
B, HAMEZEEL T /L +Fo

XEFRNITNZARIGEE CEKRNRE BETEMN T A, FENE, XE
EARRFNRSHMADBRIERD BAM, I, £, LLBRImAHZ M ; T+
IERERZ B REERHNEARNEFFASANMNFITEELFMALX . fthf]
it R EX, RIEE X, KEMX F XFEEMILE AR, 5248 T i1z 7
&, XAEHHESBHER,

“RIXFE IR PIARA EARRGEE SNAE (1) EX T HEHNEEFRKR
FEN BLEBHAGTERERIE PRI E S B SRR ENA, X
EZARNBEFRBEPR BR"RERLAGHT BENEE tIIHRER
KK+ ERMIISERAS SR +HFREHRMBIRLEEN, s
SRINFAAEEZAR? FHPEERR?ERAXHUEATKITFEHANR
FRIEH, RKHE A EN LN AR, TN\ TERFEHNEENZEZ
Rz RWe?

HRESHNERREBR MR 7 2{UA9IRE, FIA0, 724 R 5T, KR
&7 XTFRBHMHIFERRNEER. E— T EARFEFEHESHK, BN
REIEAMPEUANEMIAHIES, BB/ A PTHAERAEA
B2 KRS B E RNEH LR T EUT AR BB R R ER. g T
PR EMERARNEBSENRGERG, XESREEM T XCE~HRER
SRMIIAE X ZFREN 2 1% MERRFENLF, XEEHER S SHIA
EAEFEHEHRKANBARFHER? ERERANFEERREELER
MAEXERPZLIFALNEGR?

KRRNEREREE —MESH N R LERET BKkLAE, RN PEEL
BV [EIRL, PR, (BA— B EE A L F SIS S E R B F I KL A& R AT E
HE T KRR SRR A F 201 £280F K9P &, ftif IEHBEE 7 R EF
FFEBERA-THROIXCELER R LIFHHER.

RBEXEZTHIRSHN AR IRERERTEALETIEASE
S S HNME BETEXBEMNNFEEREZARARKIoomi ChungB—$#5
73“Chromazome” i) = 4 £ #) SR AR RIX A 1R, th Y45 B 22 (] R T i B B &
EMMSAEREN ZH5BEFBEE%-ZEiE” (image-space) ; th“El{&ZE @&
FEREE MER, T2, 548 5% B NI LA R A5 SR MBS PR iR £ Y.
Ef AR R, XM A MBERRMAR P LB ME-NR @ map-land-
scape) . I BEE AR LR E R AL% A EJoomi ChungkiChromazomeRAH4
I3 RZ, Chromazome2—#FaREAIDNAA S (Graif) , AL () MR (1B
) A MAIRRLE R IEE E VR A EX MR AR 2 EDNARE L,
BATREBELER— XS, BHIEEEIEME LA,

ERREREAESHR, Chinn Wang2I1 7 RFAHIA L ZiE R M TR
o FEXEAEMA, AL Z BRI WA RERE E R R X LR T R AR
R RESWURILNE, REETURR—NIFEHHI BXE, XERRFEE
EARNBRNEBIEAXE R ENE—FHRRN—RIBRN—B2.1F
EREBE =M RKERETEBEN—RBRIMERFZ RO REEBENR
SEMIBIAT (FE FRHTE AR I HT B EE 22 (8 R B8 EE
AN RAZBAIMEEE EES, K, MIAERNTT B REHRRER.

BENABEETRENSERERENEI.Sammy Leeky “Mammorial”2
—AXFLMEEI A ENIFELEH RN ESENOERTPBEE, Mammorialfff
W7 KX THANBESEMURZSNEENHENCD; HPEENHREELR
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Lee MMIRTEL RSB FitIELa LecheEIFREXEE LR XN BERE
EFREIH R R, FrE E R IRE A L HRETT R H TIRELE 2R, RR-2E
SFEERITR A ERIET —FE HMN{E, R {ERAndroid (2017) #4427 —1
HEREREINEYRENNBAROAY, FLLERZRARF A —H it
INAEFRARMT BINBRENBARERFIENERRS RERE KT
%, BRNZENALRANNEHERE LHRMBHIAL]L

BELNILL , B KRFRFN RAIEIZ SRR E B EEN B RAM KRB RFIIT.
EEEH Julia Kim  Smith) 3EEMEEE XELH O X ERMICIZEEEN
BigiZ. HtIFEEEEHERCHERWEEREL A EEEHPER%
f1“Ching  Chong” ((F& X HEEBLELIZIE A EHEM A EIBHUHRETCHIAE )
FM“Chinx"E#E A3 EABREFIR MEKBHKRRNEE, ERHNEEERE
W7 ZEHESENHRTEEARTARRR RN TR, MXMTRREE
EfEASRITX .

MENEEERHER HNR"ER T XEMIEEZHLRR thEH LI
THETAE“EEITRRMNA" ENST, XE1869F/ Lt Promontory
PointZ{THI R RE —REEM KK EE, RIS B REMIITEMR B
FIERR "N AHER T X—F . AX KRB, RE-—NEET REEN
BN APEEXEE P E TARTIAEMNRESR, MTERLBET T XERE
TANEF, IFERFE S ARBLTEEE LA X — R S, Kirk Ke Wang
B9 MmAZSRF(Bloody Dumplings)”#R5T{FamthiEEE 7 SRR AR, BRFERY
BRFERUIHXEANFEEERZNS Bt SR EXEEDST
=HFZA, ER—ERIET HIH A E DR EEATHMHERRE9T 7,
tERMERRBNHEAE X ERRIEXRMEMAEE XESZEHEBE,
XML A ROHRERN TR - R8OFAMZIMEE LB IL,

Joo WoolfBHE B &RIEmELET 4 FHB RANMR EFRENBRE R BES
AR HEGE—HEREFENEN . BEEENZEAT, WoosRiR T ABLE
KB BRHRGRERFAIBIZ MBI AR ELF B 5E R B M08 & 3 B iRE
B, WooliE T REHEES Rk LNB R R MR MINERENCE—
#, XERBEIHRANPERET T BRARMNEXCE, BERE, RikE
SR SEFHUE—RIIEER,

BENRER-SEASHUREARNAB D AIRRANEHBSMME
BUIRIBTEI N E R BB EESRE X T HE AR, 1945F At HE—
B R METE . EHTE19495, &S HE AR EFR.

HELEZ T, ‘NS PHNASHEARBHEEXLEEMHLENTFEHNE
TERRMNTER TN AERIBEEAEH R R —FLEASBRARG—E
REIXE, MEMNEREEER T LB MRS HIE, FTIUEFER
HRETATFFRE REMIL, 1R IRXENRESMIERERSENER
BET RN ETHETT. RAMITAESMNREERRENX S~ REES
1%, Bt F B2 HERPENNAN—EE5 . Stk #X ML, B EE
REMATEIREL LR RFERERDER,

HBHE, —LZARMAZ I E SN P ESNZARENR” B0, liIWoolFs
PNERANFEY REFERNBHMEE KBHRATE LB HERT TN
BUFE BOHEIRRT S 2. 2R, TP E BV T NS AL (R E M TE 0N B2t
BE MR EHE L XLEAF MR N R E L BRI MARLI (R, BUKE
HHESHEFNT R, “EER XN N #HRFERBE R MRERM
BHRET AN S, BAHRBRANRRRIARAESF BN EREH
MXALTEANES, FIARTE REANEHF S I Mo RIS R % 2 33t 1A TE E
KEMAFHEBHFIRMNLRLROEMEZEN=1FE, AM2EE
eI IGER RS, AT BANREZAREB RATENNE L S Ao



Kyunghee Pyunis an Assistant Professor atthe Fashion Institute of Technology, State Universi-
ty of New York. Her scholarship focuses on history of collecting, reception of Asian art, diaspo-
ra of Asian artists, and Asian American visual culture. She was a Leon Levy fellow in the Center
for the History of Collecting at the Frick Collection and works on a book project entitled Dis-
cerning Languages for Exotic: Collecting Asian Art. Her forthcoming book, Fashion, Identity,
Power in Modern Asia focuses on modernized dress in the early 20th-century Asia and will be
published by the Palgrave Macmillanin2018.

As an independent curator, she has collaborated with Asian American artists in New York
since 2013. Her trilogy featuring Korean American artists are Coloring Time: An Exhibition
from the Archive of Korean-American Artists, Part One 1950-1990 (2013): Shades of Time:
An Exhibition from the Archive of Korean-American Artists, Part Two 1989-2001 (2014);
and Weaving Time: An Exhibition from the Archive of Korean Artists in America, Part Three:
2001-2013 (2015), held at the Korean Cultural Center New York and Queens Museum. Her
upcoming curatorial project is the Violated Bodies: New Languages for Justice and Humanity
to be held at The Anya and Andrew Shiva Gallery, John Jay College of Criminal Justice, City
University of New Yorkinthe spring2018.

HZAS W #x I MQIAE|RE QI H|IEEX|(Fashion Institute of Technology)2| Ol&At
ot w2 M MLFH0|2S W3otn FED|E0| 23t ATME STSIYSLICE MScistn 10|
EMBIIE EUSIT F2OHEtmo| QIAE|SE QH HiIotX0|| A DAl HBOZ AALet HhALSIRIS
w204 JHit0] R0 ATM Aot ZoBES i1 JASFLICE MA0[EAS HIstn o= L
SOtAIO O|&AL0]| et HTLE Al&5t0] HIMAA 20 A #icin|&, £35| Cto]otAZat(diaspora)
E Z¥et otAloF O|2Z7t Y SEEeFo|of 2ol Hyrsta QUCt 2013 E Ho|etltt of7to]
H @R 9 HMAE F2AE SAOR HHEQ1 ATt 2018H F2A|ZICHSt M A2 OILE-HER Al
HE 2|0 E2S S50 HotE2 ool 2ot ol&XQl HHS B2 MM, X 0jE 52 F
Ao 2Violated Bodies: New Languages for Justice and Humanity2t MA| S 71%|E o Fo|ct,

Kyunghee Pyun RALMIIAFR HEARFRIBIERE NP RARETTXTIRBHIDE
2, THERNER, TN ZRRBEMLERE LI 25 BT E SRR E IR F 4
(Leon Levy) %R, HRE T AA“REIFANIES BRI MER” (Discerning Languages for
Exotic: Collecting Asian Art) B-B45{F o BT HAREY B, HAINE], MM N B —BEE
FZHHEBMNTMB AL AREE, FHIFF 2018 £ Palgrave Macmillan HhR.

ERIITERA, 1 E2013EUR—EEANEEETE ERRE M HHEERR =R &
i) SHEEERRILER £ 1950-1990 (2013) ; BEM &F: BHEEEZAREER £
ZE84 1989-2001(2014) ; féRETiE): XESHE ZRRILRIER E=54 2001-2013(2015) , FUK
HTFANSEXRONEEEMIE 2018 £5F, thENFEIRNERTE 2 A SR EHA:
FNEXEAEES . W RBERBTFANTULAZORAFHNEDEFERNZRNZEGFR
BT,
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Joomi
Chung

Biography

Joomi Chung pursued herB.F.A. degree in Painting (1999) and M.F.A.
Research Certificate at Hong Ik University in Seoul, South Korea
(2000); and M.F.A. atthe University of Massachusetts Amherst (2004).
Currently she is an Associate Professor of Painting and Drawing at
Miami University in Oxford, Ohio. Her work has been exhibited at na-
tional andinternational venuesincluding Seoul Art Center Hangaram
Museum and SOMA Drawing Center, Seoul, South Korea; First Street
Gallery, Bowery Gallery, and Site: Brooklyn, NY; University of West
Bohemia, Pilsen, Czech Republic; SIM Gallery, Reykjavik, Iceland; Fort
Collins Lincoln Center and Colorado State University, Fort Collins,
CO; Herter Art Gallery, UMASS Amherst, MA; Attleboro Arts Museum,
Attleboro, MA; Urban Arts Space at Ohio State University, Columbus,
OH; UICA, Grand Rapids, MI; Manifest Gallery, Cincinnati, OH; Carn-
egie Center for Visual and Performing Arts, Covington, KY; Art Space,
Raleigh, NC; and Lore Degenstein Gallery at Susquehanna Universi-
ty, Selingsgrove, PA.

/

Artist website:
http://joomichung.net

16

Artist Statement: Chromazome 2017

My work exploresthe idea of gradually unfoldingimage-space, avisu-
al field and physical site made of observed, remembered, and imag-
ined realities. Asthe image grows and transforms through abstraction
and accumulation of materials, it weaves two modes of representa-
tions: map-landscape. This twofold vision implies locating and being,
seeing and becoming. | am interested in making works that can be
contemplated as an image and at the same time, be experienced as a
space thatsurrounds the viewer.

The title Chromazome has two references: a) chroma (color) + rhi-
zome (roots that grow to every direction); b) chromosome: khroma
(color) + soma (body), a DNA made of a threadlike structure forming
a double helix bearing a linear sequence of genes. Hence, Chroma-
zome canbeacolorfield, azone, aswell as a bodythat spreads out like
rhizome.

Chromazome began with a simple idea of doodling in space. Materi-
als and process were simple as well: weaving wires and coating them
with layers of hot glue and paints. However, long labor-intensive pro-
cess of repetition and accumulation evolved into a three-dimensional
zone of scribbling lines with varying degree of thickness, volume, den-
sity, and saturation.

Made of flexible wire forms, the configuration of this work changes
from one installation to another. | am interested in creating a struc-
ture, a mass, in which each partis unique and finished work on its own
andyet can be seamlessly integrated as part of a greaterbody, a zone,
oramilieu.
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Chromazome

mixed mediainstallation (wire, acrylic paint
and medium, hot glue)

variable. 12’(diameter) x 3ft (height) when
suspended fromthe ceiling.

2017
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Zhang
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Yuan Feng

Biography

Zhuang Yuan Feng, was born in 1984 in Shan Xi and lives and works
in Beijing. She graduated from Beijing Arts and Crafts School in 2004.
Zhang received BFA in 2008 and MFA in 2011 from Chinese Acade-
my of Fine Arts in Central Academy of Fine Arts. Zhang has an active
visual artist record, exhibiting nationally in Beijing, Taibei, Shanghai,
Chengdu, Najing, and Shenzhan. Internationally, in U.S.A, France,
England, Janpan, and South Korea. Zhang’s work had several public
collections including the Central Academy of Fine Arts, Zhejiang Art
Museum, Jia Holdings Management Limited.

/

Artist website:
https://m.artand.cn/uid/2250957?-
from=singlemessage&isappinstalled=1

Artist Statement

People from the youth into the adult “retreat” change, by the environ-
ment, society, theirown growth experience, and thus become symbol-
ic, with the social growth, whether we lost in this process what, forgot
what, | use the animal as a symbol, and then enveloped in the above
layer of abstract, regular, intertwined beautiful and impeccable net-
work - true and false, clear and vague. | do not know how to solve this
problem, buteveryone seemsto have theirown answer.
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Yu
Inkon paper, 112x72 cm, (44 x28inches),
2014
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ZhangYuanFeng

LinLi
Inkon paper, 112x72cm, (44x28inches), 2014
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Jin
Inkon paper, 112x72cm, (44x28inches), 2014



Kim,

Biography

Chang Eun Kim has been living and working in Pusan, Koreaand NYC
since 2000. Kim’s work embraces mechanistic shapes and symbols
standing for a sound, syllable, morpheme, and word. He has been
exhibited nationally and internationally. His solo exhibitions include
Insa Art Center, Seoul and Oceanus Art Hall, Pusan, South Korea. His
work has been selected for Art Bank, permanent collection at National
Museum of Contemporary Artin Korea. He is an art professor of Pusan
National University in Korea.

/

Artist website:
http://www.arthub.co.kr/sub01/
board05_view.htm?No=18094
http://www.arthub.co.kr/sub01/
board05_view.htm?No=10507
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ChangEun

Artist Statement:
Morphemes and plasticity of future.

Leonar do da Vinci had an anatomical study of body parts and de-
signs formachines such as a parachute. Some of those designs proved
a success. Now there are many artists, designers, and other experts
who are like Leonar”do da Vin“ci. They are studying various kinds of
perceiving communication skills and languages in order to acknowl-
edging human body and human behaviour(especially shifting the
stream of consciousness). They are experimenting the next communi-
cation skills based on ecology and morphology around the world. And
Chang-Eun, Kimis one of them.

His individual models are abbreviated, non-verbal communication
tool images. They are created apperceptively. He tries to predict the
future life style and help people to prepare for the future. Paradoxical-
ly he insists to refuse a deviated perceptive(2X[Zf) modulated human
behaviour. Human beings now are suppressed human senses and hu-
man scale by digital network technology.

We must notice about the prior step of building data base in an analog
way. In the step of noticing, tractable mechanical ground is revivified
into visual image. Restoration of senses, imagination, an association
of ideas penetrate directly our heart and soul and it enlightens our
soul. Realistically speaking, he puts an emphasis on human senses
thatisfeltand understood it fully.

In human history, dramatic changes have been occurred such as in-
vention of wheel and printing technique, energy development, sound
recording technique, appearance of digital age. If you consider that
human beings has lived in earth in a very short period of time, Chang-
Eun, Kim's works of art will become in our daily lives and people will
interact each other with these iconicimages. We can notimagine how
itis going to be applied in oursociety. It is worth thinking about it thor-
oughlyforourfuture generations.

If people who used hieroglyphics back in thousands of years ago met
Chang-Eun Kim, they would have understood his way of expressive
language of digital world. They might have communicated through
images because there were metaphoric icons about hi-tech media
carved onthe wall of the cave backin the days.



D2 U0 DIjAIoD ‘W

Time Zone Converter

25




26

Kim, Chang Eun

Implosion
72.7X60.6cm, acrylicon canvas, 2017
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Sammy
Lee

Biography

Sammy Lee is aninterdisciplinary artist and a proprietor of Studio SML
|k (small k) in Denver, Colorado. Her work focuses on spatial, narra-
tive, and sequential qualities in personal history, as Lee incorporate
her diverse explorations in art and architecture. Lee was born and
raised in Seoul, South Korea and moved to Southern California at the
age of sixteen. Lee studied media art at UCLA and architecture at the
University of Massachusetts Amherst. Her work has been exhibited
internationally and can be found in collections at the Getty Research
Institute, Bainbridge Island Museum of Art, Spencer Museum of Art,
and the Spanish National Library in Madrid, Spain. Currently Lee isa
residentartistat Redline, serve as Board of Directors for Asian Art Asso-
ciation atDenver Art Museum, and operate a new contemporary Asian
artproject space, called Collective SML | kin Santa Fe Art District, Den-
ver.

/

Artist website:
www.studiosmlk.com
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Artist Statement: Mammorial

Mammorial is an artist book about the physical and psychological
shifts women experience through birthing and nursing. The work cen-
ters around 16 prints that depict the microscopic anatomy of breast
cells and tissues, from pregnancy to involution. Surrounding these
scientific images are silicon and resin breasts cast with stories from
frustrated and anxious mothers, pulled from the online breastfeed-
ing support forum, La Leche League International. An accompanying
soundtrack mixes the rhythmic emissions of a breast pump on various
settings.
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Cover,
felted paperto depict cadaver, closed

Open,
title page, silicon breast with resin core, resin cast with texts from
breastfeeding mothers, breast nesting within the text block
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SammyLee

Pageview,

verso showing reverse side of breastimaging print. Recto, afold out
pagerevealing a “leak”, ahandmade paper depicting breast tissue
underneath. Textis printed on the front side of the fold out, but not
shown onthe photo due to unfolding.
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Open,
a CD with arecording of breast pump sound mixis nested in a pock-
et, secured by aclasp. on breast, removed from the book shown




Zhi
LIN

Biography

Zhi LIN received both undergraduate and graduate education at the
China Academy of Arts. He further finished his graduate degrees at
the Slade School of Fine Artin England, and the University of Delaware
in the States. While he was a graduate fellow at the University of Lon-
don’s Slade School, the political events and social movements around
world convinced him to use his artwork for social, history and cultural
awareness. Since that time his work has been a visual examination of
the patterns of violence, intolerance, injustice, and complicity in pub-
licbehavior. He has had over 30 solo shows, and participated in more
than 140 group exhibitions on both sides of the Atlantic and in China.
His works exhibited and are included in many museum collections in
the United States, Great Britain, and China, notably the Princeton Uni-
versity Art Museum, the Frye Art Museum, the Tacoma Art Museum, the
Nelson Atkins Museum, the Oxford University Ashmolean Museum of
Art and Archeology. He has been a recipient of many prestigious na-
tional, international, and academic awards, grants, fellowships and
recognitions, including the National Endowment for the Arts Fellow-
ship. Currently he holds an appointment as Professor of Painting and
Drawing at the University of Washington School of Art + Art History +
Design, Floyd & Delores Jones Endowed Professorship in the Arts at
the UW College of Arts and Sciences, and as an affiliated faculty at the
China Studies Program, UW Jackson School of International Studies.

/

Artist website:
https://art.washington.edu/people/
zhi-lin
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Artist Statement: “Chinaman’s Chance”

This video piece records on an onsite installation with a HD projection
onto four metric tons of railroad ballasts inscribed with the names of
Chinese workers. The video projection and installation is a challenge
to the famous Russell’s “champagne photo” which was token around
12:30 pmonMay 10th, 1869.

It is true that Russell’s “champagne photo” is a historical symbol and
icon in American history. Although there were many other photos that
Russell took on that very day, this one really symbolizes the eastern
railway connecting to the West. This was a triumph for humanity. The
transcontinental railway was the first coast-to- coast railroad complet-
ed inthe United States and in the world. Many others followed, but the
first one in 1869 was significant. When the transcontinental railroad
was connected, it also linked a parallel line of telegraph wires, which
enabled both coasts of America to communicate with each other and
with the rest of the world. Human beings for the first fime successfully
overcame distance in a fundamental way. Not only could they physi-
cally reach each other much faster, but they could speak to each other
inanunprecedented manner.

In addition to the on-site celebration, there were celebrations across
the country: from coast to coast, all church bells rang, all train whis-
tles were blown, and people marched and danced in the streets in the
entire country. However, none of the Chinese workers who built the
mostdifficult portion of the transcontinental were included in Russell’s
champagne photo, despite the fact that around 1,500 Chinese work-
ers were present while he took the shot. | imagine that they were as
proud as everybody else inthe crowd and around the country.

In the installation Chinaman’s Chance, | tried to envision myself as a
worker who has been laid off on the spot. And | worked from the per-
spective of the one lingering around the site, excluded from the en-
tire celebration. To observe the event from a different point of view is
to reexamine the historical celebration. | want my audience, through
my viewfinder, to look at the scene as though from a Chinese worker’s
viewpoint, that is, excluded from the celebration and watching the
festivities from the back, and from the opposite side. This disrupts the
privileged perspective of the dominant historical narrative, and pres-
entsthe viewerwith an alternative reading of the event.

During construction, the Central Pacific Railroad Company divided
Chinese workers into gangs of 20 to 30; they named the gangs and
only made payments to them. Because of this system, most of the
23,000 individual Chinese workers’ names were never noted. In the
installation Chinaman’s Chance, | have inscribed on the railway’s
ballasts in red, like the calligraphically carved and painted stones
on mountainsides in China, all the names from the work groups, re-
covered from existing payroll records. The track stretches beyond the
people’s view and anticipates the appearance of trains; however, we
also canimagine a scene of hundreds of Chinese laborers working on
the tracks. In the construction of the railroad, several thousand Chi-
nese were badly injured and disfigured, and at least 1,300 lost their
lives. White is the funeral color in China; the whiteness of the blank
screen between the looped video projection memorializes the name-
less workers who perished and the omitted Chinese workers from the
“Golden Spike Celebration.”
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Chinaman’s Chance

“Chinaman’s Chance” on Promontory Summit: Golden Spike
Celebration, 12:30 PM, 10thMay 1869,2014 HD video pro-
jection with asurround sound environment Video: 10:45 min.
Dimensionsvariable
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Julia

Kim Smith

Biography

Julia Kim Smith is a Baltimore-based multidisciplinary artist whose
work has been featured by Angry Asian Man, Animal, Art F City, art-
net News, GQ, Hypebeast, Hyperallergic, Juxtapoz, kottke.org, Pa-
per Magazine, The Atlantic, The Washington Post, and international
media outlets. Her films have received premieres at Slamdance Film
Festival, Cinequest Film Festival, Center For Asian American Media
CAAMFest, San Francisco Documentary Film Festival, Brooklyn Film
Festival, and Maryland Film Festival. Her multidisciplinary work has
beenfeaturedin national and international group exhibitions at A.1.R.
Gallery, Brooklyn; White Box, New York; Feminist Art Conference, To-
ronto, Canada; Kochi-Muziris Biennale, Kochi, India; Experimental
Media: Cyber In Securities at Washington Project for the Arts, Wash-
ington, DC; and Exquisite Corpse at Fuse Art Place, Bradford, UK and
Cologne, Germany. She is represented by A.l.R. Gallery, Brooklyn,
andserves on The Creative Alliance’s Board of Trustees and as a Slam-
dance Film Festival programmer. She is a Rubys Artist Grant recipient,
a Maryland State Arts Council Individual Artist Award recipient, a two-
time Creative Capital semi-finalist, and a two-time Sondheim Prize
semi-finalist. Smith received her Master of Fine Arts in Visual Commu-
nication from The University of Michigan where she was the recipient
of aRackham Fellowship.

/

Artist website:
www.juliakimsmith.com
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Artist Statement

lamatrue believerinthe power of artto make the world a better place.
Through much of my work, | take on issues of racism, sexism, misrep-
resentation, and underrepresentation-by any means necessary. My
projects take the form of new media, video, film, photography, print-
making, and craft.

I grew up in Indiana where | experienced frequent racist harassment
and slurs—and witnessed my immigrant parents subjected to harass-
ment-so | am grimly unsurprised by the recent rise of hate crimes.
Racism has always been there, sometimes under the surface, but still
there. We must push back, assert ourselves, and protect ourrights.
Receipts calls out and takes ownership of Asian and Asian-American
slursin a series of faux Asian-style scrolls featuring documented racist
slurs received on sales receipts from Chick-fil-A, Hooters, and Papa
John's.
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Site

Julia Kim Smith, Receipts, archival pigment printonrice
paper, linen, wood dowel rods, wire, 2017, Brooklyn, A.l.R.
Gallery (image courtesy A.l.R. Gallery)
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Julia Kim Smith

ReceiptsChingChongChickfilA

Julia Kim Smith, Receipts: Ching Chong ChickfilA, 2017,
archival pigment print onrice paper, linen, wood dowel rods,
wire, 36x20",2017 (image courtesy Julia Kim Smith)
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ReceiptsLadyChinkyEyesPapaJohns

Julia Kim Smith, Receipts: Lady Chinky Eyes Papa John's,
archival pigment print onrice paper, linen, wood dowel rods,
wire, 36 x20",2017 (image courtesy Julia Kim Smith)

ReceiptsChinxHooters

Julia Kim Smith, Receipts: Chinx Hooters, archival pigment
printonrice paper, linen, wood dowel rods, wire, 36 x20",
2017 (image courtesy Julia Kim Smith)




Chinn
Wang

Biography

ChinnWangis a Colorado-based artistand educator. Her studio prac-
tice incorporates printmaking, sculpture, and installation to explore
the subjective nature of personal narrative and history using coded
visual languages, symbolic iconography, and shifting visual percep-
tion. Wang has exhibited nationally and internationally at venues in-
cluding: Boulder Museum of Contemporary Art, Boulder, CO; Arvada
Center for the Arts, Arvada, CO; Urban Institute for Contemporary
Arts, Grand Rapids, MI; John Michael Kohler Arts Center, Sheboygan,
WI; Neurotitan, Berlin, Germany; and Co-Prosperity Sphere, Chica-
go, IL. She has been a resident artist at RedLine Denver and Failure
Lab at the Museum of Contemporary Art Denver, and her work is rep-
resented in permanent collections at the Madison Children’s Museum
in Wisconsin and the University of California, Berkeley. Wangreceived
her MFA from the University of Wisconsin, Madison, and a dual BA in
Art Practice and Art History from the University of California, Berkeley.
Sheis currently a Teaching Assistant Professor and Foundations Coor-
dinatorinthe School of Art & Art History atthe University of Denverand
livesinBoulder, CO.

/

2266 Edgewood Drive
Boulder, CO 80304
510.410.1153
chinnwang@gmail.com

Artist website:
www.chinnwang.com
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Artist Statement

My studio work is concerned with the subjective nature of personal
narrative and history. Through investigations in printmaking, sculp-
ture, and installation, my work examines, problematizes, and hum-
orizes the fluidity of memory. | am interested in the digital and analog
manipulation ofimages, pushing optical limits pastthe point of legibil -
ityinto abstraction andthenback again. Inthisway, imagesvibrate be-
tween clarity and obfuscation, demonstrating the futility and interplay
between fiction and nonfiction. | wantto create a non-passive viewing
experience that compels a constant questioning of material, space,
andimage, highlighting the shifting balance between what is real and
whatisimagined.

A current interest in lineage, sacred symbols, fortune-telling, and vi-
sual and pop-cultural spectacle inspires my recent work. Some of my
visual vocabulary is inspired by a historical cartomancy system—a
fortune-telling or divination practice—developed by Marie Anne Le-
normand in France during the 18th century. The Lenormand system is
acomplexand highlyvisualform of cartomancy, relying on a combina-
tion ofimages sourced fromthe Zodiac, Greek mythology, and floriog-
raphy (the language of flowers) for its prophetic approach. The work
asks viewers, and the artist herself, to relinquish control over what the
future may hold, and instead consult and allow the cards to divine their
fortunes and predict the unforeseen future.

My current body of work originates from a series of photographs tak-
en of my mother during her first years living in the United States after
arriving from Hong Kong. The series of prints highlights her status as a
woman, an immigrant, and a scientist—three imperiled communities
in American society today—through a removal of the figures from the
picture. Her absence from the images, both literally and metaphori-
cally, notonly splices the picture plane, but also represents alost sense
of lineage, heritage, and identity that sometimes follows the genera-
tions afteremigration.
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ChinnWang

APR 68
Screenprinton paper
15"x16.5"

2017
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Kirk Ke
Wang

Biography

Kirk Ke Wang, Professor of Visual Arts of Eckerd College, is a painter,
sculptor, photographer, mixed media artist, as well as an education-
al software developer. He was born in Shanghai, China, and received
two MFA degrees from the Nanjing Normal University in China and
University of South Florida.

In 1986, Mr. Wang moved to the U.S. as an exchange scholar continu-
ing his graduate studies. After receiving his second MFA, Mr. Wang
was appointed as the art director of a design firm and designed many
projects for the entertainment industry, such as Disney World, MGM
Studio, Sea World, and Bush Gardens, etc. In early 1990s, Mr. Wang
taught atthe Ringling College of Artand Designin Sarasota. He joined
Eckerd College inthefall of 1993.

Mr. Wang has exhibited his art works in art galleries, none for profit
institutions, and museums locally, nationally, internationally, such
as the Museum of Modern Art, PS1 in NYC and the National Museum
of Art of China in Beijing. His works have been collected by museums,
galleries and private collectors in the US and Asia, including the Na-
tional Gallery in Beijing. Mr. Wang was awarded the bronze medal by
the Cultural Ministry of China, and he is also the recipient of numerous
grants and awards from many distinguished institutions, such as, the
National Endowments for the Arts, the Freeman Foundation, Ford
Foundation, National AsianNetwork, Florida Arts Council, etc. Mr.
Wang maintains a studio in Tampa, NYC, as well asin Shanghai.
Besides teaching and making art, Mr. Wang led a team of experts and
developed a computer learning system for children, which has been
used by over athousand schools nationwide. He travels frequently be-
tween China and the US to promote art, education and culture.

/

Artist website:
http://www.kirkkewang.com/frameSets/
index-recentShows.htm
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Artist Statement

Living in America for over 30years, | focus my art onissues that conflict
with our contemporary cultures, fromthe perspective of adiaspora.

In my art practice, contents always superset choices of forms and me-
dia, from painting to sculpture, photography to video, performance
art to site specific installation, etc. While oscillating between media
and methods, | intend to write narratives of my tunneled visions of the
world in a common thread: the comedictragedy.

Forthis exhibition, | choose to use abstract photography of human fig-
ures and video of bloody dumplings washing away by ocean waves,
to discuss the dilemma of our contemporary lives drawn by forces of
desires and temptations, to question human identity and fidelity, to
remonstrate the consumption of nature, to exam the love and hate
relationships between social politics, to address cultural clashes and
misunderstandings, to present the vulnerability of Asian Americans,
to address the ephemerality of humanity, to reveal the imperfection/
self-doubts of our mental and physical capacity biased by social sur-
roundings.

| relish human figures rendered in art history, particularly in those
Western classics. However, they signified a syntax of the constructed
narratives. In my works, | intent to deconstruct those narratives into
successions of “tragedies”, ambiguous, fragmental, deficient and de-
plorable.

| believe it’s the artists’ obligation to respond to our social milieus.
When facing human tragedies, like 9.11 or a hurricane catastrophe,
Clement Greenberg’s “sublimity and purity of art” seem anemic. | call
this body of abstractworks “Social Abstract”, apun onthe “Socialist Re-
alism”thatlgrew up within China, asacritique tothe “Zombie Formal-
ism” permeating the art world nowadays.
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Floating People
photographicinstallation, 2017
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Kirk Ke Wang

Floating People
photographicinstallation, 2017
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Bloody Dumplings
15 minutes one channelvideo, 2017
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JooYeon

Biography

Joo Yeon Woo has been exploring the theme of cultural displacement
andidentity, andto social psychological and cross-cultural studies that
are heavily influenced by immigrant experiences. She has exhibited
works nationally and internationally at institutions including the A.I.R.
GalleryinBrooklyn, the Korean Cultural Centerin NYC, the Sejong Art
Museum in Korea, the Vargas Museum at the University of the Philip-
pines, the Mahmoud Darwish Museum in Palestine, the Center for
Global Justice in Mexico, and the University of the Andes in Colombia.
She has participated ininternational artist-in-residence programs, in-
cluding Ami Art Museum in Korea, the VCCA in Virginia, the Red Gate
Residency in Beijing, and the Contemporary Yunnan in China. Woo
also received the AHL Contemporary Art Award in NYC, the Korean
National Art Festival Award at the National Museum of Contempo-
rary Art and was selected for the Korea Young Artists Biennale. Woo
received a BFA from Kyungpook National University in Korea, a MFA
from Hongik University in Korea, and a MFA from the Pennsylvania
State University.

/

Artist website:
www.spacekite.net

Artist Statement

Engaging with the Korean diaspora, my creative works illuminate is-
sues of identity, memory associated with a particular place, and phys-
ical and psychological experiences of displacement in our nomadic
life. | am particularly interested in stories of Korean immigrants called
Gyopo which can be translated into Korean as diaspora. Over the past
few years, | visited several Korean heritage language schools that
have helped Gyopo and their children to establish a national identity
and ensure an ethnic environment. Gyopo in the schools make efforts
to consolidate and reassure their ethnic identity by learning the home
language and culture. Ironically, however, they often make intention-
al efforts to assimilate into their society by reshaping theiridentity and
adopting new names. This interesting conflict leads to several ques-
tions: Do they consider themselves as outsiders orinsiders in the soci-
ety2 How do they perceive the relationship between their new English
names and Korean identity?

Conversations with Korean immigrants resulted in fourteen photo-
graphsofthe bindersthatmany Gyopo families use to store documents
pertaining to visas, green cards and permanent residence applica-
tions. Each folder represents one family. As | displayed the photo-
graphs horizontally across the corner of the gallery space, viewers are
able to see continuous broken line that could associate a geographic
border. Throughthe brokenline made by immigration documents, the
viewers could see theidea of “migrationis systematic, butimmigration
stories are organicand humane”.

The embossed paper works titled Gyopo Portraits present Korean
faces collected from Korean ethnic newspapers circulating in the U.S.
This series is a continual exploration of hybridized identity with Kore-
andiaspora, thatis, how Korean immigrants feel anxiety and invisible
when they experience discontinuity of place and a sense of otherness.
Embossed faces representambiguity or conflicts between being inside
and being outside in immigrants’ mind and their social position. Em-
bossing exhibits blurred boundary lines of the portrait images and at
the same time presents ambivalentinner and outer sides of the paper.
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Gyopo Portraits
Embossing on paper
18"x18" (45.5x45.5cm)
edition3/6,2017
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JooYeon

Woo,

Gyopo Portraits Gyopo Portraits
Embossing on paper Embossing on paper
18”x18" (45.5x45.5cm) 18"x18" (45.5x45.5cm)

edition3/6,2017 edition3/6,2017
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Gyopo Portraits
Embossing on paper
18"x18" (45.5x45.5cm)
edition3/6,2017

Gyopo Portraits
Embossing on paper
18"x18" (45.5x45.5cm)
edition3/6,2017
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XiZhang

Biography

Born in 1984 in Kaifeng, China, Xi Zhang completed his studies in
painting at China’s Beijing Institute of Art and Design. He moved to
the United States to further his artistic training at Denver, Colorado’s
Rocky Mountain College of Artand Design. He received his Bachelor of
Fine Artsin paintingfrom RMCAD in 2008, and that same yearwasrec-
ognized by then Denver Post art critic Kyle MacMillan as the “Emerging
Artist of the Year” for his “well developed, surprisingly mature vision.”
Zhang continued from there with his masters studies in painting at the
University of Colorado, Boulder, receiving his MFA from the institution
in2011.1In 2012 Zhang received his US Permanent Residence as an
“Artist of extraordinary ability”.

Zhang's work had notable shows including Song Zhuang Multimedia
Art Exhibition at Song Zhuang Art Museum in Beijing (2006), URRA in
Argentina (Buenos Aires 2012), Ornaments at White House (2012),
and Biennale of Americain U.S. (2013). His work was featured on me-
dia as CNN (2011), Art Itd Magazine(2012), PBS (2013), NPR (2013),
and Juxtapoz Magazine (2014). Zhang also was awarded Emerging
Artist of Year (2008), The Pathmaker (2011), Top twelve artists un-
der age 35 (2012), The Catherine Doctorow Prize in Contemporary
painting (Nominated 2015), The John Moores Painting Prize (China,
Finalist 2016), and Gold Award Winner in painting from Art Forward
Contest (2016).

Zhangis represented by PLUS Contemporary Fine Arts Gallery in Den-
ver and Marc Straus Gallery In New York. Zhang Currently is an Assis-
tant Professor of Painting and Drawing in University of Utah.

/

Artist website:
www. xizhang.org

Artist Statement

How can we define a painting? What is a good painting? How is a
Chinese painting Chinese? If a Caucasian were born and raised in
China, and never learned any other culture or language, could we
say this person was Asian2 What if this person were also an artist, and
only knew how to do African folk drawings, and learned the technique
through weird dreams which were influenced by Chinese animation?
Couldwe say s/heisacontemporary Chinese artist?

In my Scroll painting series, | challenge the concepts of boundary and
authorship. | carefully designed the composition and color of some of
the paintings. With others, | painted with my eyes closed while farting.
Can you tell me which painting is good? What if | tell you | didn’t paint
them all. linvited a couple of established abstract painters from Lon-
don and New York to help me finish them. Can you tell which paint-
ings are theirs2 What if I tell you, there is one done by my five years old
niece? Do you see her work within the group? Did | tell you the truth?
How could you know?
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Scroll #1
Acryliconpaper, 67.5x25.25inches, 2017
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Scroll #2
Acryliconpaper,57x24.5inches, 2017

Scroll #3
Acrylicon paper, 43x22.5inches, 2017
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Scroll #4 Scroll #5
Acryliconpaper, 57 x24.5inches, 2017 Acryliconpaper, 59x20.5inches, 2017
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