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ESTABLISHMENT BACKGROUND
ARl =E|Q2ls] = 1999 12¢ The Busan Biennale Organizing Committee was 19814 M3 HZ|=A2M, SACH olz2| 22 explore new possibilities and an experimental spirit
AhEAIZHOIEHAE| g xElQes|2t= oj2cz  officially launched in December 1999 as the Pusan JHsA T} ABIEAIS =59ALICH 19870 in contemporary art. The Sea Art Festival was first
24| SBI0IALICH A Bloz X A S Ljgl7| International Art Festival Organizing Committee. HiCHO| AT 7} FHE S 9911H0)= held in 1987, while the Busan Outdoor Sculpture

Symposium was launched in 1991 to provide outdoor
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Prior to first stepping out into the world, the S
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1995H0f| O|27|7EX| EAEH| A2, between 1981 and 1995, which saw the emergence Sitope|RZITiMo| E-stASLICEH 47| CHE different events, each rooted in its own identity, were
HICHO|&R|, SAOFR| = ZITHF el EtTL 1 0|& of the Busan Youth Biennale, Sea Art Festival, M 7He] A= 120 HA|ME HIEtO 2 5104 held on a yearly or biyearly basis through 1995.
oz HEEH A7|2 oleEE BEY |2 and Busan Outdoor Sculpture Symposium - all 1995EAMX| 43 B2 ofid JHE/S|of SALICH A movement subsequently arose to have the

three events combined into a single biennial, and

HESL|CH EAREY| QL= Lol = o - , . . . !
TREHCH fUEAbAIL = SUolM= South Korean event to use the ‘biennale’ title, the a major leap forward with the form and content of
I , s1S Lo = = o =

EE2 HAZH 2l BHES A8 HAEIZ, Busan Youth Biennale was first organized in 1981 as USKh= SHY0| FYEUCOM, 1998E an integrated art exhibition came with the 1998

35| OJ2to| A =F7HE9| XtEFxQol o2 an independent effort by young artists under 35 to HAMZHOIEH AE|ZHPICAR)S JHE[E22M) staging of the Pusan International Contemporary Art

subsequently staged as separate events. The first _ _
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Festival (PICAF). Facing this new turning point, the
Busan Biennale Organizing Committee established
a corporation in 1999 prior to the staging of the
2000 PICAF event. In 2001, the event’s title was
officially changed to ‘Busan Biennale’ - laying the
groundwork for its emergence as an exhibition at
an international scale.

In 2002, the event began a period of full-
scale growth: under the Busan Biennale title, it has
shared work from the vanguard of contemporary
art, incorporated art into daily life, and performed
a pioneering road in broadening the contemporary

Ofl=2f X{ed Sfrhol| M xQl Asts | art base. Held every even-numbered year, the Busan
QISLICH A Sjofl= HAH|AILZ HEsiQD Biennale’s nine incarnations to date have seen it
olon SxIIK| & 93l2] FHE| SIS FHEl emerge as a Igadlng form of c.ultural content in Busan
A HAb| ol S5 TR and an art festival representative of South Korea
PR = 2| CHEHQ! 28k ZHI=0[X and Asia. The Sea Art Festival, which was previously
et OFA|OHS thESH= Ol& M2 ASHELICE.  combined with the Busan Biennale before returning to
HAM || ol SEHEIACH 201 1EHEE] CHA| its status as an independent event in 2011, has taken
£2] JHZ/E/0{QD Q= HICIO|ARIS S sjojct place every odd-numbered year as an eco-friendly

hibition taking advantage of Busan’s geopolitical

Sito] Y 2712 HR AHEIEel HAIS o o o
location, developing into an exhibition brand in its

=< o SE=L— . . . .
HEO|H st S ES X&shs =2 own right that aspires to appeal to the public while

HAEHEZ HEsIELIO

L,

honoring its sea-based identity.

Busan Biennale Organizing Committee 010 / 011



20145 AH[ Q2| JHZ]
Busan Biennale 2014

e
OVERVIEW

u
g8l
SRR
=57y

2015HICtO|=H| 7HE|
Sea Art Festival 2015

19994 128 23
82%(2018'A #ixl)
M)
el AR S

20165 Al THZ] 20185 AH| L] Tz
Busan Biennale 2016 Busan Biennale 2018

2017HiCtolEH |

Sea Art Festival 2017

Establishment
Members
Chairman
Components

December 23, 1999

82 (as of 2018)

Oh Keo-don (Mayor, Busan Metropolitan City)
General Meeting, Board of Directors,
Executive Committee, Executive Office

and others




SAtH |
BUSAN BIENNALE

Siig = AP0 JHE|EE ML #2e MER &
£ HAE|Z 1981 BMX|S =IHE9 olEAt
o]

K=l oiot ofX| = EiSet RAY ALY E
o

2 512 AFLICE 0|, HiCHO| & 2t cHSot

0w
=}
T3]
<2
=
2
M
=
(T
i}
EH
_o'ﬂ
[
=
X

o
rir
2
>
Hu
ilie3
nn
o
ol
)
o>
-
iul

AOFQ|ZZITHHO] 1987'H, 1991A X2 OIX|IRELICE o&1t o =2 st MER
SE|Uo0 370 TAIPL SHEHEAM 2EEH0|  AUE &8 nolnt Y2 LA 9|
LA E FH5h=E EC7 HFMSLIC 4o EHersh ™ol i, o=

L= HOLET AE|L(PICAF)O|2H= O|ECE CHE H]

1998, 2000 & xt2] TAIE JHz|t ES AE £+ U StASLICE 0|25 AHEH
=, A9 EEE BMHQIgE 2 SA ox|et FHH2 S| o] 27t
HASIASLICE 20027 AtH[ Q2| £ E E|Aon, LIof7t HAlo| SFE 24

2018 LA 2|0f| O|27|7HX|, RitH|AL2 = RitH|ALd2| o FHHHS 2t =A&LIC
it ngo| HMYE He =5os 2HXEM oY S| Of THE|EA| B2

13
4
i

(i

A
OICH SAICH &cHO|&e| £|XMS OFREL X|Hst

=1

Ho 2 ofstnlol I Zof fIx|5H0f

3ot 257 BUs| OI20(XIE Y SAOK,  MEO| REUCH S35, T wx| 2YH Lol
SAlof el SchAtOlN B28t HE2 CHHSS wEsi0 ATfEOZM 0le2 S8
2t S BN, A3, 2EHOR £ M2 EAle] NYEES HysLICH T3,
Sl4r2 AxI5kn QL= MAEel ZARILIC 7|Rte], =022l S &10|E FEB HoLf
SA|AIRS 2410] FHRID Yl ZAI SEMYAINS HIRS £A RS HAIZOZ
SOl FU0, LY ASHO| Hl FAIE  HBSI0I BUHH AINSS olaH Zzos

An international contemporary art
exhibition held every other year, the
Busan Biennale has its forerunner

in the Busan Youth Biennale, an

effort that emerged in 1981 through

the independent participation and
commitment of Busan-area artists. It was
followed by the creation of the Sea Art
Festival in 1987 and the Busan Outdoor
Sculpture Symposium in 1991, which

laid the groundwork for integration of
the three exhibition events into today’s
Busan Biennale. The event's name was
officially changed to Busan Biennale after
two exhibitions as the Pusan International
Contemporary Art Festival (PICAF) in
1998 and 2000. Between its 2002 and

2018 installments, the Busan Biennale
has emerged as a focus of attention
within the global art community,
representing South Korea every even-
numbered year as it generates new
themes spanning the very front lines
of contemporary art with cultural and
artistic content that expresses Busan’s
unique identity.

The starting point that led to today’s

Busan Biennale lay in the unalloyed

commitment of young Busan-area artists.

Art, and the questions and hopes for
a new era that come from it, has been
a solid centripetal point in the Busan

Biennale’s growth, allowing it to adopt a
framework that cannot be found in other

biennial exhibitions. This independent
energy and youthful quality have been
mainstays of the Busan Biennale, as well
as elements that have helped cement
its identity through their reflection in its
exhibitions.

Busan, the host city of the Busan
Biennale, is a coastal city and major
center of port activity at the southern
tip of the Republic of Korea. It is a
global city of high economic, social,
and cultural stature that has played a
pivotal role in South Korea's modern
history. The Busan Biennale has drawn
on these characteristics of Busan as a city
with exhibitions distinguished by their
openness and dynamism. It has created a
new topography for the city through art,
discovering and sharing aspects of Busan
that have received little attention in the
past. It has also reached beyond the white
cube to use various city locations for its
exhibitions, which have been presented
at abandoned factories, train stations,
amusement parks, and other forms of idle
infrastructure. These ordinary facilities
have been transformed into artistic

Busan Biennale

spaces, infusing new vitality into the city
as a whole while broadening access to
art and contributing to balanced local
development.

Suggesting new discourses and
visions for contemporary art and serving
as a bridge through active artistic
interchange at home and abroad, the
Busan Biennale selects an organizer for
each individual event and centers its
exhibitions on a theme selected by that
organizer. Its first four editions focused
on the themes of ‘Culture Meets Culture’
(2002), ‘Chasm’ (2004), ‘Everywhere’
(2006), and ‘Expenditure’ (2008), delving
deeply into daily life to offer examples of
contemporary art that shares in the public’s
experience. Subsequent editions offered
occasions for shared contemplation,
using art to explore themes connected
with questions about life and the various
phenomena shared with modern society,
including ‘Living in Evolution’ (2010),
‘Garden of Learning’ (2012), ‘Inhabiting
the World’ (2014), ‘Hybridizing Earth,
Discussing Multitude’ (2016), and ‘Divided
We Stand’ (2018). In addition to its
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exhibitions, the Busan Biennale has also
explored multilayered methodologies

for experiencing contemporary art,

engaging in ongoing experiments

with expansion into different domains

such as academic, educational, and

participation-oriented programs.

The nine Busan Biennale exhibitions
between 2002 and 2018 showed a total
of 3,130 artworks by 1,647 South Korean

and overseas artists (artist groups)
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presented over 727 exhibition days
and were attended by a cumulative
total of over 6,932,700 people. Over
that time, they have made consistent
forward strides in areas that cannot be
quantified, including the creation of
art world discourse, discovery of new
artists, and creation of economic and
social value.
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‘Culture Meets Culture, the theme of
Busan Biennale 2002, implies the unique
direction of the exhibition. Through

the open forum represented by the
Busan Biennale, we look to pursue new
encounters of culture, accept one another’s
cultural differences, understand others
more deeply, and achieve interchange in
the truest sense. In so doing we hope to
expand new cultural horizons. The theme
of ‘Culture Meets Culture’ was adopted
out of this context and aim.

‘Culture Meets Culture’ does not
simply mean a shift in culture from the
hub to the periphery; it means raising the
voice of the periphery to an equal footing.
At the same time, it does not imply a
confrontation or conflict between cultures,
much less predominance. Though the
historical legacy of dual colonization
can still be found around us, we are not
seeking cultural revenge or culturally
based predominance.

Busan Biennale 2002 emerged from
the perceived need to attempt a new form
of encounter; our aim today is to enquire
into a different sort of encounter from the
kind seen in the past, a methodology that

Past Busan Biennale

2 22 Y5 X g,
L S @ AsHOk

u}
= Al
SICH= T QMo A SE51ICH X|27HK|Q| otetol

renders those past encounters strange
and thus leads to a new form.

With its aim of achieving cultural
encounters and a harmonious union
between localism and the new globalism
created by localism, Busan Biennale 2002
looks to bring together and exchange the
contemporary situation in art all over the
world within a single setting. In addition
to achieving the Busan Biennale’s own
unique values, we also hope to leave
behind the Western-centered cultural
framework and suggest a positive model
through which West and East can engage
in mutual interchange on an equal basis.

Achieving that means reflecting on the
globalism that unites the global village
into a single world of human existence,
while establishing a pan-global approach
to philanthropy and universal values that
transcends race and class. Through this,
the different regions of the world can
preserve their uniqueness while witnessing
universal values through a mutual
understanding of their basic commonality.
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-
;H ul Busan Biennale 2004 was devised as an Here, the word ‘chasm’ does not signify
attempt to visually invoke the ‘chasms’ of an object or reality, but a state that exists
daily life that define our current existence. between them, binding them together.
These chasms are things that have been These relationships are also what allows
suppressed and ignored: the values chasms to yield fissures in existing artistic
and sense of identity that should rightly establishments, and in established major
be a crucial part of Koreans’ historical biennial events. The basic premise of
consciousness and memory have become ‘cultural democracy’ requires us to posit a
unavoidably distorted and skewed by different position for art than in the past.
a number of different factors, including It is in this relationality that we find the
Korea’s experience of colonization, its value of Busan Biennale 2004’s existence,
% % accelerated economic development, its and its role as a performer of cultural
past antidemocratic and authoritarian politics. In other words, Busan Biennale
regimes, orientalism, and the seductive 2004 shuns the ostentation of popular
spectacles of capitalism. Such are the culture events, which provide cheap thrills
chasms in Koreans’ daily life today. and pleasure through a flood of dazzling
Chasms create tiny fissures within images.
the latent instability internal to official, Art as ‘chasm’ and as ‘trauma’ delves
institutionalized ‘art,” which lead in turn into the spaces within those dazzling
to cracks in the aesthetic dictatorship it images, positing a new form of political
commands. They are precious seeds that relationship within our daily lives.
fall in the field of oblivion faced by Koreans’
271 cultural rights, where they will sprout one
COUNTRIES 40 day as cultural democracy.
SO FF In that sense, chasms are actors,
ozt 03 performers of a cultural politics for sake
:‘AR?E%P(‘?I"EXSS) of achieving cultural democracy. Chasms

are thus forever premised on relationships.
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The choice of ‘Everywhere’ as a theme

for Busan Biennale 2006 was an attempt
to show an image of contemporary that
reflects upon the current situation in
cultural history terms and its socioeconomic
changes. It may also be read as alluding
indirectly to a critical outlook on modern
capitalism. If cutting-edge technology has
united the word into a single belt of sorts,
the nature of that belt is first and foremost
a multinational market where the desires
and despondency of modern individuals
are packaged, commodified, and sold.

In addition to revealing and
problematizing this belt of desire and
allure, the ‘Everywhere’ theme also alludes
to the direction of contemporary art, which
looks to chip away and leave marks upon
that facade. Busan Biennale 2006 is an
effort to reflect on the functions and roles
of large-scale international contemporary
art exhibitions within Korean society. The
exhibition is intended as an opportunity
to break beyond the bounds of the art
museum and the entrenched institutions
of art to create a new outlet, to jettison
the old biennial exhibition framework in
favor of a new leap forward. Rather than

Past Busan Biennale
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following the frame put in place by an
exhibition planner, it is to be a festival
created together by the participating
artists and curators, the art world figures
dedicating their attention and cooperation
alongside them, and, most importantly of
all, the exhibition viewers themselves.

As the ‘Everywhere’ theme suggests,
it is hoped that this will not simply be an
event presented and appreciated within
the biennial framework, but a festival that
can be shared by everyone, wherever they
happen to be and whatever social situation
they happen to face in their daily lives.

‘Everywhere’ has always signified a
certain ‘somewhere’ that exists between
places — and remains an aim for
contemporary art in its search for solid
ground.
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Won Bang Kim

(Contemporary Art Exhibition),

Jun Seung-bo(Sea Art Festival),

Lee Jeong-Hyung
(Busan Sculpture Project)
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‘Expenditure’ as a concept exists in
opposition to ‘production’, ‘moderation’,
‘accumulation’, ‘acquisition’, ‘systems’, and
‘control. Itis interpreted in senses such as
‘consumption’, ‘emission’, and ‘exhaustion’.
It is also taken to signify ‘extravagance’
and ‘pointless spending’. The French
philosopher Georges Bataille believed
that human civilization and culture could
be sustained through the ‘meaningless
process’ of discharging, consuming, and
breaking down the things thus produced
and accumulated. In this regard, Bataille's
idea of expenditure is an antithesis of goal-
oriented and production-centered values,
existing in itself as a major cultural activity
and driver. Expenditure also held positive
associations for Bataille, senses of ‘gift-
giving, ‘unconditional granting,” ‘distribution
of possessions,” and ‘relaxation of tension’
that bear direct connections to artistic
activity.

In addition to contemporary art, the
expenditure concept is also an effective
encapsulation of characteristics of cutting-
edge cyber culture. Expenditure is a
self-reflective, self-destructive concept
that challenges the symbolic system of
culture and criticizes the structure of

Past Busan Biennale

culture itself. In that sense, the concept
strongly expresses the Biennale’s aims
of encouraging reflection upon the basic
production conditions of culture and art and
their philosophical foundation, as opposed
to contributing to fantasies of new art’ and
forms of ‘cultural fetishism’. Rather than a
production-centered perspective aimed
at producing newer types of art and more
numerous cultural events, it underscores
the disintegration, consumption, and
disappearance of culturally symbolic
values — something that is shown to be a
significant driver of culture and a source of
values, albeit not an outwardly visible one.
Crucially, expenditure is not an
act of transcendence, resistance, or
progression toward a higher realm. On
the contrary, it signifies ‘a meaningless
form of practice’ that returns all things to
square one, ‘a form of either deliberate or
inevitable impotence’. The meaningless
of expenditure is by no means a simple
weakness of meaning; expenditure signifies
a loss of power, and at the same time a gift.
Busan Biennale 2008 seeks to reinterpret
expenditure and its new image of excess
— drawing viewers into the participating
artists’ worlds of limitless imagination.
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;H A person’s life begins the moment that he We are each living an individual life.
or she is born and ends at the moment of ~ Yet we are also living within processes of
death. At the same time, the human race evolution. Evolution will continue, although
lives within a longer time span, which has none of us knows where its direction will
continued from ancient times. Throughout  take us. By considering the dual time
this long history, the human race has axes in which we are living today, Busan
experienced evolution in both intelligence  Biennale 2010 seeks to examine the
and biology, an evolution process that will  relationships that exist among art, society,
continue into the future. In other words, we  the world, history and the future.
live within a longer evolutionary time axis
in addition to our individual lives.
This is a complex and sometimes
contradictory territory, however. Often
% the development of economic systems
or political power may become a source
of oppression for individuals; the fruits of
scientific development have been used
for war. Whilst the inventions of civilization
have greatly benefited our daily lives, many
people have also criticized these inventions
ever since the Industrial Revolution.
We are already aware that the axes
7} of individual life and evolution are not
COUNTRIES 23 always separate. Sometimes they touch
one another, as when an individual artist’s
ojzzt 25 2 work contributes to the broader human
ramceae Bl e cvalion
ARTWORKS
Vi 551,238
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A key element of Busan Biennale 2012
is the staging of collaborations between
artists and audiences. The ‘Garden of
Learning’ exhibition has no set theme; in
its place, it prescribed certain procedural
rules — an improvisational performance
of sorts. ‘Garden of Learning’ was based
around an exhibition planning process that
was slow yet spontaneous, with a total
of over 80 members of the public and
artists taking part alongside the artistic
director. Working closely with the learning
committee, they shared their misgivings
about the typical biennial exhibition
format, exploring possibilities for reaching
a broader community through the event.
For various reasons, be it education
or just enjoyment, people want to be
part of the intellectual dreamwork but
also of the little (and not so little) crises
that accompany the realization of every
true piece of art. But artists also gain a lot
from being given a chance to debate and
negotiate their proposals with a sensitive
public. They want more than simply to
present their work; they also want to see
it having a long and lasting effect on the
community. ‘Garden of Learning’ was
thus structured in terms of the vivid and

Past Busan Biennale

often adventurous encounters between
contemporary artists and audiences.

This method of democratic art
education helps to lower the threshold
between art and its audiences substantially.
Meaning is no longer communicated
hierarchically by professional experts, but
by people who have invented their own
language to communicate on the same
level with others.

We would like to base Busan Biennale
2012 on the idea of a broad and inclusive
democratic learning process that is
structured by the magic and mystery
and riddles of art. The central aim of the
exhibition is to form organic links between
the artwork and the community — links
which are capable of evolving over time.
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Art may be seen as a matter of moral
and aesthetic efficiency for the sake of
inhabiting the world. Today we face a
world in full transformation, a world in a
permanent state of economic, ecological,
geo-political, and existential crisis.
‘Inhabiting the world’ is an active stance,
a signal of vitality, the will to act upon
the world and change it — an energy and
fluidity that also characterize the city of
Busan.

In a world in disequilibrium, one
searching for advancement and the
‘next step’ forward, artistic creation no
longer confines itself to a prevailing
aesthetic. It is alive, animated by multiple
propositions. It is important to realize
that art is not solely a rhetorical trope, an
‘argumentative discourse’, but ‘a kind of
gamble’ — one that responds to questions
of our era as well as to situations that
transcend time. The ambition of all artistic
work is to suggest unique thoughts and
forms to the world, things that will remain
through time and in our minds as tokens
of our civilizations; through “wars, social
and scientific upheavals” (Aimé Maeght),
it will leave, we hope, the purest spiritual
and artistic messages possible.

Past Busan Biennale

With the Busan Biennale 2014, our
aim is to present artwork as evidence,
encouraging our awareness both of
modernity and of the future generation to
come. The challenge is to show that in our
materialist society, with all of its difficulties
achieving harmony and coherence, the
mind remains present and effective for
each and every one of us thanks to art
and artists. Visual arts are thus confronted
with questions of architecture, of human
and animal identity, as well as questions
concerning ecology, objects, industry,
science, and relations between universes.
Art will provide an essential answer to the
existential crisis that human beings face,
presenting us with a way of existing in
harmony with the world from an individual
perspective.
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Busan Biennale 2016 is a setting for planet are linked in a network spanning
discussing multitude, one where artists and  different ethnicities, countries, and

scholars of diverse religions, ethnicities,
and nationalities gather to discuss issues
of humanity’s past, present, and future.
Unlike literature, film, and other cultural
domains, this is a unique stage that can
only be offered through the art genre and
the biennial platform.

The Busan Biennale 2016 was devised
as a setting for art to come together with
architecture, design, performances, and
seminars come together, a scene where
different views and different languages
clash and coexist. It includes a horizontally
linked Project 1 (focusing on the
independent local avant-garde movements
in Korea, China, and Japan during the
1960s to 1980s) and Project 2 (focusing on
global biennial systems since the 1990s),
along with a Project 3 that brings together
comparative research seminars with
artwork from different genres.

With the emergence of digital
technology that enables networking

religions. The era of multitude we inhabit
today is different from anything humankind
has experienced before. Busan Biennale
2016 began from the idea that the most
suitable exhibition approach for ‘an era of
multitude’ may be that of a biennial event
where artists and scholars of different
religions, ethnicities, and nationalities
come together to discuss humankind’s
past, present, and future.

The hybridizing earth is found on
the fringes of a world of ‘abundance and
poverty’ created through the hybridizing
of humanity and nature, analog and
digital, capital and technology. Busan
Biennale 2016 is intended as a setting for
discussing every kind of possibility — for
summoning every actor within the present
time and space and every potential actor
in the past and future to reflect on market
inefficiencies, human irrationality, and
the fundamental vulnerability of people
subordinated to capital and technology.

ozt 1 2 1 ?T S FF

across time and space, the world has
PARTICIPATING . . ) .
ARTISTS (TEAMS) been integrated into a single community

and market. Within a single smartphone
SENE
ARTWORKS 31 6

application, a billion people around the
Mo 327,968
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The theme of Busan Biennale 2018 is
‘Divided We Stand.” Countless countries
have been divided by war, colonization,
and hostile diplomatic relations; even
regions where people live among
members of the same ethnicity have
been wracked by division. Crucially,
these divisions do not merely apply to
territory, but to people’s minds as well.

What kind of sentiments and
new conditions does the splitting of
territories engender in people’s minds in
general, and artistic minds specifically?
Conversely, what mindsets induce the
splitting in the first place?

Despite the many years that
have passed since the world entered
the post-Cold War era, belligerent
sentiments can still be found throughout
society. New forms of physical and
psychological division are growing:
appeals to populism in power battles
by politicians, violence and propaganda
erupting over social media with the
development of new media.

Reconstructing the world’s many
divided territories in psychological terms
means examining the ways in which
political, economic, and military power

Past Busan Biennale

has organized and governed the world in
its current forms — as well as considering
how these fissures and segments have
become reinforced or weakened in the
process. As the most appropriate starting
point for this discussion, Busan Biennale
2018 considers the situation of the Korean
Peninsula’s division.

The exhibition venues selected for
Busan Biennale 2018 were the Museum
of Contemporary Art Busan and the
former Bank of Korea in Busan. The newly
opened Museum of Contemporary Art
Busan focuses on the Cold War era and
the bizarre recent return to that conflict.
At the former Bank of Korea in Busan, the
current Korean situation is examined from
a science fiction perspective, providing
a basis for various alternative and future-
oriented scenarios.

034 / 035

ro
Ol

[l

)

o



v Z|H3}, <EEY SHAE(EMEY]), E&=, 2002
CHOI Jeong Hwa, {Drawing Contest(blow balloons)>, Mixed media, 2002

o 7ISHOLE} ERCHAL, CEFEE ZEME), 2002
Kawamata Tadashi, <Coal Mine House Project), 2002
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a $HEC ZEL 1S, 2Hl2 O%, 2002
Supodh Gupta, <Plenty), Stainless steel bowl, 2002
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Y, (O7IE 2510, 2002
CHOI Pyung-Gon, <For a Baby>, 2002

A
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v S O3, (YAIH "), 151, 700x450cm, 2004

Colin Darke, <Temporary Revolution), Wall painting, 700x450cm, 2004

aio|4, (R2l= WHHR), MR, 932x4270x300cm, 2004
Yiso BAHC, (We Are Happy>, Installation, 932x4270x300cm, 2004

v L2 T]kE], <HF0HLD, 320x180x150cm, 2004
Novello Finotti, Turtle Woman), 320x180x150cm, 2004
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v OtoIx S2eh, (ZE|R0)), 3242 HILIR EX], 16mm film on DVD, A2E, 11min., 2003

Issac Julien, <Baltimore), 3 channel video installation, 16mm film on DVD, sound, 11min., 2003

29 & HIESIZE 212, (HIO|AHZ-BAM, MX|, 350x1500x3000cm, 2004
Young-ho Yoo & Bernhard M. Kinzler, Basecamp-Busan), Installation, 350x1500x3000cm, 2004

A
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N SEE2 Atma}, (L= X|#E), M|, 3600x10000x3000cm, 2006
Hector Zamora, (Volatile Topography), Installation, 3600x10000x3000cm, 2006

2006

o ZLhZEH, AERIZY HIP, AFH-HER|, 600x600x10cm, 2006

Jonah Freeman, <Stribling Passage>, Photographs:Installation, 600x600x10cm, 2006,

o, Glek =),

Mx|, 7137], 2006
Man-Young Jung,

{White Forest), Installation,
Dimensions variable, 2006
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2j4llo], CaYsSW), S8, 7H137], 2008
LIU Wei, {Green Hotel), Mixed media, Dimensions variable, 2008

A B JEkE, (KIS 9IE W, WS 918 W), HX|, 5700x300cm, 2006

Laurent Grasso, {Day for Night for Day--, Installation, 5700x300cm, 2006

opa Eg, <N, Hx|, 84x60cm, 2006
Jakob Kolding, <Untitled), Installation, 84x60cm, 2006
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LIAR ofARF|, <F! M2 OpA), 32 F2, 4], &, 280x400x600cm, 2005
NISHIO Yasyuki, {Crash! Sayla Mass>, Negative cast, fiber, iron, 280x400x600cm, 2005

HES, <BEo+2, S8z, 71H37], 2008
JEON Joonho, (The Statue of the Resurrected Christ),
Mixed media, Dimensions variable, 2008
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N HiL|A EIstY, ibXol= 23, E5Y R, AH|QIZ|AAE, =W, 900x900x730cm, 2008

Dennis Oppenheim, <Electric Kisses), Translucent tube, stainless steel, lights, 900x900x730cm, 2008

2008 Past Busan Biennale 052 / 053



Il HojojZ, <Ee F2), A FxH, 300x473cm, 2007-2008
Jin MEYERSON, <the Death of Water), Oil on canvas, 300x473cm, 2007-2008

4 7IHI= OfEIo}, Kader ATTIA
CPHI(HILEX])>, HILEX], 7HH37], 2009
CIFEFe|(efEe])), 2, A=r|0] HQIE, 100x900cm, 2010

{Untitled(Plastic Bags)>, Empty plastic bags, Dimesions variable, 2009
{Demo(n)cracy>, Neon light and spray paint, 100x900cm, 2010
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4 T8, AGE g5), B8R, 7hH37], 2007

Hye Ryun JUNG, Wonderful World>, Mixed media, Dimensions variable, 2007
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4 2OIF ERF, KIS0, EEME, 71H37], 2009

Tomoko KONOIKE, <Earth Baby>, Mixed media, Dimensions variable, 2009
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OficHf] K|, <2 Ea}-S2 M), 3-8l AL, Z7 EX
Kenji YANOBE, <ULTRA-Black Sun), COR
Approx. 660x1200x1200cm, 2008

A, Bt FRP, &, 7|E} 2F 660x1200x1200cm, 2008 a ZElE, <MS2 o 0|4 k2listx] oH=Ch, E8ME, 71#37], 2010
-TEN steel, resonance transformer, carbon, FRP, water, others, Tae Hun KANG, <Kein Vogel singt mehr>, Mixed media, Dimensions variable, 2010
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y S, <siet #2lZED, 332 HIC|Q Z2MAM, YaIEE, DVD, Ea, MR2E, 152, 2006

Dinh Q. LE, <The Farmers and The Helicopters), Three-channel video projection, helicopter,
DVD, color, sound, 15min., 2006

N -2 Boj|20, <F2 axle| stoj2z|E 3z, EYA|Z2tA, 200x200x400cm, 2009
Jean-Luc MOERMAN, <Black Atomic Hybrid Space>, Plexiglass, 200x200x400cm, 2009

g HIEa}, (Hel SHIS), Holl ZIs PDP 210l 4 Y&, 212 27%, 2006
Bill VIOLA, <Bodies of Light>, Black-and-white video diptych on
plasma displays mounted on wall, 21min. 27sec., 2006
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a El2l% MEC], (2] 009>, REIHR, LY A=|0|(S4, W), 600x400x600cm, 2009
Thaweesak SRITHONGDEE, {Dollar 009>, Fiberglass, industrial grade spray paint (black and white),
600x400x600cm, 2009
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4 NS Ul HOJHIE, (HlStet 0| 2D, RME 2R0lE, Daf, 71ES7], 1995-1998
Zadok BEN-DAVID, <Evolution and Theory>, Hand-cut and painted aluminium, sand,
Dimensions variable, 1995-1998
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v AF#, (EB{A), Copper wire, LED, 7H437|, 2012
Joohyun KIM, <Torus>, Copper wire, LED, Dimesions variable, 2012

ZEE C|otA, (SA-FE} 218, 9 containers of water (clear acrylic), volcanic stones floating;
alphabet (fonts) of argon, 7i#37], 2012

Gonzalo DiAZ, (Ngen-fiita-winkul), 9 containers of water (clear acrylic), volcanic stones floating;
alphabet (fonts) of argon, Dimensions variable, 2012
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y 0128, (H &), 2@z, JHE37, 2012

Royce NG, <The Red and the Black>, Mixed media, Dimesions variable, 2012

X2, <L £2] 88, interface, color acrylic mirror, canvas, aluminum frame, 7F37|, 2012
Jae Oon RHO, <Ghosts From Bamboo Forest), interface, color acrylic mirror, canvas, aluminum frame,
Dimensions variable, 2012

A
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4 M7t 2= 012E FHYol2kn HELD, Series of bespoke clay tiles and objects (all fired and glazed), 500x500cm, 2012

Ben CAIN, <We Call This Work), Series of bespoke clay tiles and objects (all fired and glazed), 500x500cm, 2012

Hj2] 2z FHE, <No. 18 (2= LHRIM LojLb= S Hrlf S2{d 4 gich)), LED MEE, 400x142x10cm, 2012
Marry Ellen CARROLL, <{No. 18 (The outside can never reveal what is happening inside),
LED Sign, 400x142x10cm, 2012

4 Hs2, (BB o), 40 digital prints, 50.8x61cm, 2005-2007
Seung Woo BACK, <Blow Up>, 40 digital prints, 50.8x61cm, 2005-2007
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4 MFHE RO, <xizie] Alchoil chgt Z]4HI>, Ceramic antlers, water, sound, 73371, 2012

Sakarin KRUE-ON, <Monument of Awakening Era, Ceramic antlers, water, sound,
Dimensions variable, 2012
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gz} act, <RE AFEE tisio), LR, 34, |3t oL, 71H37], 2011
Sheela GOWDA, <Of all people), Wood, metal, oil colours, enamel, Dimensions variable, 2011

HAH, (372012 - 2|5, EEFE, 900x1200x1720cm, 2012

Sangchul JUN, {Space 2012 - Rhythomos), Mixed media, 900x1200x1720cm, 2012
4 98S, D), 31, #Y, B=GM, BEAEA S2 EAIS0| UH HUstet AH BE F0| £F, W7, JHEF7], 2012

Hyo-sook SUNG, <Requiem), Work shoes gathered by and paper flowers made by workers of Hanjin,

Samsung, Poonsan Microtec, Cort Cortec, GM Korea, Ssangyong Motors and other companies, light bulbs,

Dimensions variable, 2012
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&o}, <rl|Ate] AlEh, LIR, 12t QExH|, 7HH37(, 2008 Z2kx Fh, < 2ollA), 2012
Kyungah HAM, (The Odessa Stairs), Wood, found objects, Dimensions variable, 2008 Franz KAPFER, <Before the law), 2012
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XISIE MREL (EH-SHX|E MO, HIEIX| 71y, £2 2=, 52 18, 71#37], 2014
Chiharu SHIOTA, {Accumulation-Searching for Destination), Vintage suitcases,
red rope, red net, Dimensions variable, 2014
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a 224, (W 62 £5 A4l : D07-02), Zhit{20] 0t3E, 300x400cm, 2007
WANG Luyan, <W Sixparty Wrist Watch : D07-02), Acrylic on canvas, 300x400cm, 2007

4 THEEA SIHIE, KD, EFE, 7HET7], 2014
Fabrice HYBERT, <gigogner>, Mixed media,
Dimensions variable, 2014

A BERL (EE: ULED, ¥ Yol 43 A 27 0|C|of ALRE AAR(ETL S48 HEHA
(EIZ 3E)(2004)0] 21 FIA AT|7), 92 14%, 2010
Kimsooja, <To Breathe: Mandala), Single channel mixed media sound installation
in circular room(jukebox speaker with the artists voice performance The Weaving
Factory, 2004), 9min. 14sec., 2010
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7R, <Al siA), LR, 210jo], HIQIE, JiH3 7], 2014
Kyungwoo HAN, <(Green House>, Wood, wire, paint, Dimensions variable, 2014

A

A OkLI# 71E0], <RHD, 03, 90.5x90.5x90.5cm, 2007
Anish KAPOOR, (Untitled>, Acrylic, 90.5x90.5x90.5cm, 2007
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. 0|4, C(HHE £X}7] 2009_TVG 1), =X}7| mHH ol ZAl, 24k 38, 122x84x81cm, 2009
Yeesookyung, <Translated Vase 2009_TVG 1), Ceramic trash epoxy, 24k gold leaf, 122x84x81cm, 2009

NLAUEL, (ADHD), AH|2I2|A 2, MS efolm, %, 300x500x500cm, 2015
ZHOU Wendou, (ADHD), Stainless steel, auto wipers, ink, 300x500x500cm, 2015

X2 1jo|Z, <FHHD, YE, RE, H, 750x950cm, 2012,
Zoro FEIGL, {Poppy>, Tarpaulin, motor, steel, 750x950cm, 2012
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olae

[R1Z] CHIEL-@Ii0]), A E3 AR, 250x490cm, 1970
[REZ] (FOILID), MLtZ 7}x|, F0l, 7h37], 1970
[REX ofzf] <ge! &> &, BAL, 7Hi37], 1960-1970

LEE Seung-Taek

[left] <Wind-Folk Amusement), Photography, 250x490cm, 1970

[right] <Paper Tree>, Tree branches, paper, Dimensions variable, 1970s
[right bottom] (Tied Stone), Stone, wire, Dimensions variable, 1960s-1970s

2016

N E, mpezl2), Fo| 8, 7H37], 2016
Chim[Pom, {PAVILION), Folded-paper crane, Dimensions variable, 2016

Past Busan Biennale
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4 ZOILt 2tojRZ AL, <My father never touched me like that), B¢ HICI2, 102 52%, 2014

Joanna RAJKOWSKA, <My father never touched me like that, Video, 10min. 52sec., 2014
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S| 3Alo], 3E), M, 0|0l E2Y, 318F M|, HEHA, 1971-1972-2014-2016 A O|M|3, {Between Red-187), ZIlo]| R3t, 334x745cm, 2013
HORI Kosai, (REVOLUTIOND, Cloth, drawing on paper, 318 sheets installation, performance, LEE Seahyun, (Between Red-187, Oil on Linen, 334x745cm, 2013
1971-1972-2014-2016
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2|z, <2014-2015), 23}, 400x720cm, 2015
FANG Lijun, <2014-2015>, Oil on canvas, 400x720cm, 2015
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Ok AHllsE, (AIO|Z-0iE Sotrlop, YA =E Fo|of| a2l 30| E2 2%}, 76x56cm (each), 2018

Jan SVENUNGSSON, {Psycho-Mapping East Asia>, Series of 30 drawings in ink on paper,
76x56cm (each), 2018

4 SIE REIOIY, <S8 2FM), 372 H|C|2 Hx], 84, HDHI|C|, 2], 2L, 122 30X, 2016

=

Hito STEYERL, <ExtraSpaceCraft), Three-channel video installation, environment, HD video,
color, sound, 12min. 30sec., 2016

A EEu2, HRE HIRD, HD ofiL|mlo| 4 2=, 2|, AtRE, ML s,
12 mA2y|, Efojo], 2AFX, X SHo|, £, 218, 2018
Phil COLLINS, <Delete Beach), HD animation loop; color, sound, Indoor beach,
rubber crumb, tyrires, refuse, liquid pools, lights, 21min., 2018
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A TE, U2, HROIM o|ROIM), 4K HIC|R, 6% 45X, 71H37], 2018

JOO Hwang, <Minyo, There And Here), 4K video, 6min. 45sec., Dimesions variable, 2018
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L LEoIR] 7(0h Kk, HlA] ), EHFE, T4, 2018

a Moy, <x3mlo] ghil Hol2), 2t240| Mg 4 Ql= £31}0| 100,0007H, 7H137], 2018
Kiluanji Kia Henda, <llha de Vénus), Mixed media, Dimensions variable, 2018 Mina CHEON, <Eat Choco-Pie Together>, 100,000 Choco-Pies from Orion, Co. of Korea
which the audiences can eat, Dimensions variable, 2018
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4 27l LR, 20005, EEME, 71371, 2018
Henrike NAUMANN, <2000>, Mixed media, Dimensions variable, 2018

Z mjoj2], <UA| JHYE HEX]), AF&SH ME, LIF AEH 185x800cm, 2018
ZHANG Peili, {Scenic Spot Open Temporarily), Used newspaper, wood step, 185x800cm, 2018

4 TOIXIZ EtREL, (OIS, 3717t ChE A, U2, 718, 71'837], 2018

Yuichiro TAMURA, <The Spider’s Threads), Jackets, neon, mirror,
Dimesions variable, 2018
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