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For me, the city is a tool for understanding human modes of living
and human beings themselves.

Since holding my first solo exhibition 2002, | have been consistently
interested in representing old buildings on the canvas, as opposed to
images from nature. My work has involved the use of Korean(Indian)
ink on the canvas to represent city views and structures in a way that
leaves only the forms and exteriors. This approach does not involve
the kind of “single-stroke dashing” associated with Eastern art, but
the use of blurred ink on a glue—coated canvas to apply thick layers
reminiscent of drawing, without the use of color. The landscape of
structures on the canvas includes no human figures or scenery
elements that might hint at the possibility of narrative. The images are
also characterized by a particular emphasis on the shadows of the
structures and the light reflected off of them. The real-world context
of the buildings is removed as the forms appear to float in zero—
gravity space, while the consistent emphasis on shadows raises
endless questions about “insubstantial” things that carry greater
weight than the actual substance.

From the old structures of Seoul’s Sewoon Plaza shopping arcade
and Hong Kong’'s distinctively discolored apartments to religious
structures erected within a system of hierarchy, the different buildings
are used in an exploration of urban architecture, the fiction and
illusions of the image, and reality/unreality. My ongoing interest in
religious structures as monuments that are both familiar and strange
actually originates in my affection for old buildings. Religious
buildings are comprehensive symbols encompassing the history and
culture of a region and era; as monuments representing life and
customs at the time, they are great spaces situated at the center of
the world. While they are familiar, mundane spaces that are
constantly present deep within our lives, they are also unfamiliar
settings that express a sense of awe and the divinity of an absolute
being. Lines are endlessly layered to form the exteriors of cathedrals
and other structures on a two-dimensional surface from which any
sense of spatiality and narrative has been completely eschewed.
Each thin line contributes to the layers that make up the single form.
Just as a single structure forms over time through development and
the creations of signs and symbols, shapes and forms, so time
becomes layered and compressed on the stationary canvas as
innumerable lines are drawn. Among these countless layered lines,
the furrows of compressed time begin to appear.
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JIEHI_AM2AA 1, 2018, HHAE N ==, 97x162cm
monument_Seoul Metropolitan Government 1, 2018, Korean ink on canvas, 97x162cm
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JlIEd|l_&3t=, 2018, HHAXN ==, 81x162cm
monument-Gwanghwamun, 2018, Korean ink on canvas, 81x162cm
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2017, 130x162cm, Korean ink on canvas, Collection of The SUWON IPARK MUSEUM OF ART
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Soogwangjeon of Woljeongsa, 2014, Korean ink on canvas,97x162cm



POl HEH 03, 2014, HHAF U ==,162x130cm
majestic form_03, 2014, Korean ink on canvas,162x130cm
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There is no confusion here, no disorder. Genealogically, it is a world that carries on the spirit of ink—and-wash painting, and so there are no alluring mixtures
of color, no textures or rhythms that evoke touch. Neutral buildings are represented chiefly in straight lines; like still lifes, they are stripped of most of their
context. The cities invoke no narrative beyond the structures themselves, which are depicted in frontal views or with sometimes exaggerated perspective.

Lacking confusion and disorder, this Jansenist straightness originates ironically from questions about how the modern city alienates the people living within,
and how it renders them lonely — from perceiving and reporting the tyranny of capital that holds the modern city fully in its grasp. To Yuwoon Lee, the modern
city is scarcely different from Aristotle’s cave. Within it, moderns live in a state of confusing all the things that come from the absence of light — the faintness,
frustration, anxiety, wandering, and drifting — for a life properly lived. There, the darkness and images of the world play the part of the “real.” Even within the
breeding ground of ignorance that is the modern cave, darkness is taken for the world’s original state; shadows take the place of objects, while images play
the role of reality.

By this point, Lee’s record of urban experiences was being expressed in rather plain—spoken and literary ways, as in her 2002 work When loneliness comes to
you — showing the long shadow of a person on a street crowded with buildings — or the 2006 piece Black Force. They perhaps share their context with the
slightly earlier work A paracite plant in city (2001), where the “parasitic plant” that descends suddenly over the city like a dark cloud may represent the
alienation and loneliness that result come from the severing of relationships. Modern people live anonymously within vast systems — cities representing the
form of this — and may be the first people to have accepted this way of living with its day—in, day—out routine of eating and sleeping, its lack of conversations
with anyone, and to have become impossibly lonely as a result. As the Indian writer Arundhati Roy (b. 1961) has observed, loneliness has become an
irreversible divine punishment for hapless transnational citizens. Crowds of people living like prisoners amongst the buildings that have taken the city over —
this is the truth that Yuwoon Lee has sought to express.

**

These days, Lee has been dedicating her energies solely to buildings. She is cultivating a path of what might be called esthetic Jansenism, where the
buildings’ structures and distinguishing exterior features are absent, the backgrounds and remaining peripheral factors all removed. Even the humanistic
factors, such as the historic or anthropological references contained within the buildings, hold no great meaning here. It makes no real difference whether it is
Geumsan Temple's Mireuk Hall or a building in New York City, historic Notre Dame Cathedral or an ordinary Korean hanok building near the artist’'s home.
Yuwoon’s buildings are not there because they are palaces or cathedrals. They have not been summoned for some examination in architectural history terms
or in the name of consumerism as famous tourist destinations. They have been summoned not because of some sort of monumentality, but solely because of
their inherent esthetic qualities.

More importantly, they are all oriented toward a common goal: an exploration of design and structure consisting solely of refined straight lines, with any
variation suppressed. This stance of strictness without a hint of disorder is reminiscent of Jansenism’s yearning for purity, its attempt to adhere to a strict
internal untaintedness of faith. Unlike the Jesuits and their active pursuit of social activity, the Jansenists of Port—Royal kept their distance from any form of
social engagement, worldly realism, or heroism, advocating instead for a return to Paul and Augustine.

* kK

Now they stand quite unrelated to narratives of the city and its routine tyrannies against the human being, or to narratives of real estate frenzies and the
pervasive rise of power and capital. In terms of the removal of social or political context, they have been submitted to a process of Jansenist purification —
what might be called an “erasure” of context. Yet it is not only the historical or socio—political context that has been excised for the sake of this purification.
The artist's own stance and arguments in connection with them also required some conspicious straightening out.

In any case, they are now no longer economic or sociological reports evoking stratospheric market values or the fortunes into which their owners were born.
They may for example be categorized as objects of esthetic appreciation in a different sense from any rumination on the sad narratives of people who have
no hope of occupying them, except perhaps as renters. We need not look through the architectural register to find out what sort of financial company
tentacles now hold them in their grasp. The artist seeks to keep her structures separate from some ideological report or indictment that deconstructs them
into units of capital; she does, however, use her process of decontextualization — of what may be called “esthetic subtraction” - in an attempt to get the
inherent esthetic quality obscured by the heavily layers of time that have settled on them. This is an esthetic not of decontextualization for the sake of
deconstruction, but of decontextualization for the sake of purity.

As the periphery is purified by Yuwoon Lee’s esthetic subtraction — her erasure of context — the inherent artistry of the buildings finally heaves into view. By
enabling us to savor the esthetic qualities of the things in themselves, it affords what has become a very rare form of esthetic experience in an era like today,
rife as it is with esthetics of hybridity and realignment. This only underscores how Lee’s paintings are not “urban landscapes” as they are commonly
understood. All of the elements that go into the landscape esthetic — all of the qualities “worthy of a landscape” — have been deliberately excluded: the mood,
the atmosphere, the backgrounds, and so forth. Divorced from those elements that would make them into attractive “landscape art,” Lee’s buildings pursue a
different kind of beauty, one that can only be achieved through fidelity to existence in themselves. Without question, this represents a very significant esthetic
course — for the essence of art is, to quote the striking words of Pierre Sansot — the thing where you become you and | become me.
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2013 PhD graduate Hongik University, Seoul, Korea
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Selected Solo Exhibition

2018 Modern Times (Gallery Dos : Seoul)

2018 'Fly a black poem on a canvas full of logic' (Gallery 9P :
Seoul)

2017 Duplicate (Ujung Gallery : Seoul)

2017 Mystic Forms (Street Museum_Alley : Seoul)

2016 Jungle Daydream (Gallery Daon : Seoul)

Selected Group Exhibition
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IPARK MUSEUM OF ART : SUWON)

2019 You can do anything (Gallery Suppoment : Seoul)

2019 Imagine a bungee jump (Gallery Hanbyeogwon : Seoul)
2018 Venice Salon Open Studio (Venice Salon : Venice)
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2018 The beautiful moment of Asia (Trang Tien Exhibition
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2018 Landscape of Seoul (Sejong Museum of Art : Seoul)
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@ 3718t aE



MY X

2018 H|L|A A2 ¥A 2 XN EIFMHE (HILA)
2018 HEE|OtE
2017 HL| & &8
E
MEAMEO0E2H2017,2011), ME
IZE0| =2 0/52¥(2012,2007), IH8
FHEAMEoo|T A0 ®, +=J
QUERIY T, 244

ZA2|2tH =, M2

23U AR, M

MEZ282, M2

63AFI0|OIED| &2 M

A%

HEAE 2|AH35t0f o] AA =2 2E 2

Artist Residencies

Gyeonggi Creation Center, Gyeonggi, Korea 2019
Venice Salon Encore Couch Project. Venice, Italia 2018
Venice Salon Couch Project. Venice, Italia 2017
Gyodong art residency. Jeonju, Korea 2011

Grants & Awards

2018 Win a prize the encore invited artist of Venice Salon (Venice)
2018 Win a prize in New Hero of Public Art Competition (Seoul)
2017 Win a prize in Venice Salon Couch Project (Venice)

Collections

Seoul Museum of Art(2017,2011) : Seoul
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Suwon iPark Museum of Art : Suwon

Osan cultural foundation : Osan

Interalia Art Company : Seoul

Gallery La Mer : Seoul

Munwha llbo Gallery : Seoul

Sejul Gallery : Seoul

63 SKY ART Gallery : seoul
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