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I would like to extend my sincere congratulations on the opening of the Chung Young Yang Embroidery
Museum (CEM)’s new exhibition Threads of Splendor.

Sookmyung Women's University is Korea’s first national private women'’s school which takes great pride in its
history and tradition, and CEM has played an important role in enhancing Sookmyung’s standing as a cultural
leader of our society for the past twelve years. Going further, CEM is committed to providing more cultural
and artistic opportunities as a University museum through exhibitions, education and domestic as well as

international exchange programs.

In this exhibition, CEM’s collection of historical textiles and art works of contemporary textile artists will come
together and provide all of us with an invaluable occasion to enjoy beautiful textile artworks that transcend

time and space.

I'would like to express a special gratitude to Dr. Chung Young Yang, director of CEM, and staff members of
the museum for their enthusiasm and dedication. I sincerely hope that the University, the community and
the whole audience will take this exhibition as an opportunity to broaden their artistic horizons and find the

deepest inspiration.

SrgoiRsia 4 President, Sookmyung Women’s University
ZyA ol JungAiKang
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Director’s Foreword

Young Yang Chung, ph.p.
Director, The Chung Young Yang Embroidery Museum Founder and
CEQ, Seol Won Foundation

It is my great pleasure to present the Chung Young Yang Embroidery Museum (CEM)’s new exhibition
Threads of Splendor. In this exhibition, CEMs rich collection of historical textiles serves as a source
ofinspiration for contemporary artists and designers. In the twelve years since CEM’s inauguration,
the museum’s permanent collection has been utilized for exhibition, teaching, and research purposes,
for the benefit of the Sookmyung community, specialist scholars, artists, and the general public alike.
Encompassing a broad range of world textiles, the collection was formed expressly as an educational

resource documenting the technical, stylistic, and cultural history of East Asian silk embroidery.

The CEM collection outlines the development of embroidery techniques, costume forms, and decorative
motifs in China, as well as the adoption and transformation of these cultural patterns by peoples across
East Asia. The study of these embroideries deepens understanding of East Asian history, art, and culture,
and viewed comparatively they illustrate great cohesion throughout East Asia while also highlighting the

distinctiveness of local expressions in regional styles and aesthetic preferences.

The comparative study (#t#) of the embroidered costumes of East Asia — China, Japan, and Korea — has
been the primary focus of my own research since the 1970s. One of the first academics attempting this type
cross-cultural approach (#t#@4%), I established myself as a scholar of world embroidery (ft-5 filfi £5¢
AEV%), ata time when the field was little known or appreciated. My Ph.D. dissertation, The Origins and
Historical Development of Embroidery in China, Japan, and Korea, was the first in-depth academic study

of this topic, and helped provide a foundation for embroidery as an academic field. This research formed the

09



10

basis for my first book, The Art of Oriental Embroidery (1979), which was recognized by the Metropolitan
Museum of Art in New York as distinguished art book of the year and has remained a standard reference
in the field. T am grateful to see that these early efforts on my part have helped foster an ever-increasing

appreciation of the art of silk embroidery and its historical significance.

While undertaking this research, I also began assembling the collection now housed at CEM. The
purpose of building the collection was not as a financial investment, nor was it for the visual and aesthetic
appreciation of art for art’s sake. The mission was to create a lasting document of the historical and cultural
development of East Asian silk embroidery, thus providing a valuable reference and source of inspiration for
scholars, artists, and textile enthusiasts. In 2004 I presented this collection, one of the most comprehensive
of its kind, as a gift to my homeland with the inauguration of CEM. For the first time Koreans had the
opportunity to study a world class textile collection first-hand, opening up a new avenue for education
in a subject previously only taught through printed materials. Through the comparative study of actual
embroidered garments and furnishings, Koreans at last could see the historical and cultural foundations
on which the art of Korean embroidery was based, and fully comprehend the unique contribution of local

embroiderers within a broader, international context.

The CEM collection helped to open Korean viewers’ eyes to the technical mastery and aesthetic
achievement of artists working by hand using traditional techniques. In 20th and 21st century Korea
as in many nations, the laborious and time-consuming art of hand production often has been viewed as
incongruous with fast-paced modern life, and its practice and appreciation have diminished. Nonetheless,
human hands and creativity are crucial in the manufacture of even the most mechanized of products, from
cell phones to automobiles. Furthermore, with the global spread of semi-disposable “fast fashion,” one-of-a-

kind hand craftsmanship has emerged as a coveted status symbol. This re-assessment of craftsmanship, and

S TYE YL s A0pua)ds Jo sppady |

faig

the dynamicintersection ofhand and machine production, has come to the forefront with the Metropolitan
Museum of Art’s 2016 exhibition Manus x Machina: Fashion in an Age of Technology, which explores
how fashion designers are integrating the handmade and the machine-made.

Since 2004, CEM has proudly displayed highlights from the permanent collection in a series of thematic
exhibitions that underscore the artistry of traditional hand embroidery. Accompanied by bilingual
catalogues, these exhibitions have presented masterpieces from various cultures and time periods for
the purpose of educating global audiences about the history of East Asian embroidery and its relevance
in today’s world. The museum has actively fostered future generations of textile enthusiasts through a
robust education program, including hands-on activities for children as well as workshops and courses
for adults. This outreach will expand greatly in the near future, as CEM has been invited by Google to
share its collection with cyber audiences by making high resolution images of collection objects easily
accessible from anywhere in the world. T am pleased that the Korean government and education field have
acknowledged CEM’s efforts and the value of the collection as a cultural asset and educational resource.
Korean National Museums that have displayed CEM collection objects include the National Museum of
Korea, the Daegu National Museum, and the Busan City Museum, .

During CEM’s first decade, the museum’s exhibitions and catalogues focused primarily on historical
masterpieces from the permanent collection, tracing the development and dissemination of traditional
East Asian embroidery techniques and motifs. With these historical foundations firmly established, CEM’s
2015 exhibition Wearable Art and this year’s Threads of Splendor present the collection as an artistic
springboard for the creation of new works by young designers. Intense global interest in this dialogue
between old and new, juxtaposing historical museum collections with contemporary fashion, is evidenced
by exhibitions such as China: Through the Looking Glass, held in 2015 at the Metropolitan Museum
of Art and attracting the museum’s largest ever attendance. Linking the historical and scholarly with the
modern and commercial, this approach encourages contemporary artists and designers to look to the
techniques, ideas, and objects of the past in creating new expressions that speak to their own time and
place. Examining the past with fresh and appreciative eyes, the artists in Threads of Splendor reveal the rich
reward of engagement with their predecessors. I am heartened to see the CEM’s magnificent collection of
historical textiles utilized so successfully as a creative resource, with the masterworks of the past continuing

to teach and inspire new generations.
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CEM’s cross-cultural exhibitions that combines time and space

78t Hong, KyoungA, php.
SrgoRidiehn JGFA g shelak Chief Curator, The Chung Young Yang Embroidery

Museum at Sookmyung Women’s University
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A museum exhibition represents the characteristics of certain periods and regions, their implications and
artistic achievements through its collection. Since its inauguration, the Chung Young Yang Embroidery
Museum (CEM) has presented communication methods to better understand and respect various cultures
through its exhibitions.

With cultural diversity as the main theme, a museum further develops its unique characteristics and
reaffirm its multi-cultural commitment in a rapidly changing society. Such effort will work by expanding
cross-cultural exhibitions. In other word, cross-cultural exhibitions are important and deserve close
examination and special attention.

Generally, a museum has understood cultural diversity by employing cross-cultural perspectives on the
people’s lives as well as time and space. Cultural comparison can vary in its meaning depending on what
medium the museum employs to connect people with society and culture as well as people with art.

Up to now, cultural comparison in other fields has mostly focused on simple parallel comparison among
exhibited items in the same genre. However, taking a closer look at what constitutes the exhibition, it
becomes evident that even the same collection can be displayed in a number of different ways through
diverse methods of collecting and analyzing information on society and culture. In this sense, cross-

cultural exhibitions are complicated.
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CEM has continuously presented exhibitions on Korean, Chinese and Japanese textiles from the cross-
cultural perspectives, with a different theme each time. A noteworthy example of CEM’s cross-cultural
exhibitions was Design-When the Lines Meet in 2005. Historical textiles from East Asian regions were

displayed that integrated design languages from the ancient to modern period.(figure 1, 2, 3)

ZIH 1 Figa £ 1 Fig.2
{Design—When the Lines Meet) == HX| 22 0|2 BE 52 ZUER)
{Design—When the Lines Meet) cover Embroidered quilt (detail), Chinese,

4th to 3rd century BCE original

L3 1 Fig.3
SXEETAH 22, U= ol=AlCH
Kosode with dragon and Mt. Fuji (detail), Japanese, Edo period
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This exhibition of East Asian textiles has provided a valuable opportunity to understand the cultural
and social background in which these textiles have been produced and used. Furthermore, it was an
opportunity to compare the patterns on the textiles and figure out the implications. The Design-When
the Lines Meet, therefore, examined through textile designs how people have lived their lives. At the same
time, the exhibition made a meaningful effort to compare past and present to expand our understanding
of the design processes. Impressively, the exhibition had a section called “Modern Designs Inspired by the
Classics.” This section was designed to demonstrate the audience that the East Asian patterns on display
have continuously inspired designers to this day. During the exhibition a video clip was on display, showing
the design works of and an interview with Vivienne Tam. Tam is a celebrated modern fashion designer
based in New York. She has received special attention for her unique antic designs that connected different
cultures. Her works drew inspiration from textile artworks in the past. So in the video clip, each of her work
pieces was shown side by side with its matching historical textile, the source of the inspiration. Richard Saja,
have produced unique and creative art works by adding special embroideries on textiles which had already

been printed with ancient designs. They were a completely new concept in embroidery designs.(figure 4, 5)

e
j *“l. A

&
Vivienne '1'am

We a4

T8 | Fig.4 LI | Fig.b

HIHIOH B RIA| A H1E 2IXC ALl TA| B 215
Vivienne Tam'’s video clip on display Richard Saja’s video clip on display
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The two artists mentioned something in common which was evidently shown in their interviews: “My
works are the combination of the traditional and the modern. When ideas run out, I visit museums.” The
video clips highlighted the message by inserting on the screen the two main keywords, “tradition” and
“museum.” Their interviews confirmed that ancient motives have continually served as source of inspiration
in design and provided the audience the opportunity to compare technical and aesthetic achievements
between the ancient and the modern. Therefore, such exhibitions documented the meanings of patterns
that connected the spiritual and material worlds as well as the techniques that were used as a medium. In
this sense, the exhibitions have been highly evaluated as a venue to present the big picture for cross-cultural
exhibitions.

One of the most important elements in presenting social and educational exhibitions and developing such
museum programs was the collection. Exhibition pieces can be installed multi-dimensionally depending
on the purpose of the exhibition. The perspectives in the collection can vary, but the collection itself is
unchanging, Therefore, it is all up to the exhibition planner to decide with what intent he/she would select
items among the collection to display them during the exhibition. In this sense, it is important to check
if the exhibition planning team fully understands societies and cultures and properly interprets them
through the collection. In fact, museum exhibitions generally look similar in terms of the nature, designs,
space and the working staff. In 2014, CEM opened an exhibition Wearable Art: Inspiration in Thread
in commemoration of the museum’s 10th anniversary. This special exhibition was a good example that
showed how much the concept of ‘cross-cultural” can be expanded. To cite some examples, the following

were on display under the title of “the intersection of forms and colors.”
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Xiapei (#f) was a ceremonial vest women in Qing dynasty wore. A rank badge was attached to represent
the wearer’s rank. Drawing inspiration from xiapei, Jon Eric Riis created a tapestry, reinterpreting the
original form of xiapei through the threads’ texture and gloss. (figure 6) Another artwork on display was
a kimono-style robe with the form of human muscles expressed into a tapestry. Blood in red color and
human muscles were analyzed onto the surface of the cloth, and the texture of muscles was delicately
expressed with coral. (figure 7) Artist Kim Misik made a patchwork quilt on original xiapei. Kim attached
small patches of old Korean cloth, which is no longer in use, and built the xiapei into a Korean style colored
quilt work. Ha Jaemin’s work signifies the cycle of death, birth and rebirth. His work was displayed along

with traditional Mongolian outer coat Z%it#, with pads inserted in the shoulder areas to make the coat

look more three-dimensional.(figure. 8~9)

=116 | Fig.6

Zt_ oA, @ARe| o), 2014, &5t £= Foh 194171, & & o= 2|&, (Princes)
Left_Kim Misik, <A trip to the past), 2014

Middle_ Xiapei, Chinese, Qing dynasty 19th century

Right_Jon Eric Riis, {Princes)

EI7 | Fig.7
Zt & of2l 2|2, (Flesh Kimonoy, & SMSI2X[7H|, 2= ol =AlCH
Left_Jon Eric Riis, {(Flesh Kimono) Right_Red Uchikake with a design of cranes, Japanese, Edo period
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In this exhibition, the museum’s historical textiles were introduced along with artworks of contemporary
fashion designers at home and abroad who were inspired by these historical textiles. In this collection it
was clearly demonstrated that the engagement of fashion with time was very important. It is therefore
worthwhile to note that contemporary artists and fashion designers provided a new foundation for creation
which combines technical advances both in the past and the present as well as the inheritance of tradition.

It is through the exhibition preparation process that a variety of interpretations appears on collected items,

ST L cA0pua|ds Jo sppady |

[aig

data, creative practice and works. In previous exhibitions, performance of an exhibition plan was confirmed
through new materials for exhibition installation and technical support to make a cultural comparison.
The audience’s response to social issues and demand for something new also affect the performance of
exhibitions. Again, it is a museum’s social responsibility to recognize such responses and demands.

The items we use today can change overnight into something similar but different, something made with
different materials. An exhibition conveys a message that encourages the audience to communicate one
another through the collection on display. In other word, the collection connects the audience. The intent
of an exhibition decides what will be on display, and the nature of an exhibition determines the genre of the
exhibition. Therefore, an exhibition should deliver the audience information of each exhibit by properly
arranging exhibits, the surrounding, visual media and other installation. At the same time, the exhibition
should deliver cultural connotation through arrangement and directing of the exhibition. The audience is
more impressed when they feel the collection on display look like their lives. This is because the audience
gets, from the exhibition, information that is like their personal histories and experiences as well as wisdom
they need in their lives, not to mention the culture. CEM is committed to its efforts to expand the cross-
cultural exhibitions by combining time and space. The efforts will provide the audience with a venue to

come up with a variety of new ideas that are related to their lives and to discuss them.
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Threads of splendor: From Historical Textiles to Modern Design

Aagk Jung, HyeRan
SrgoittfEha HYFA 4 Shof| A} Curator, The Chung Young Yang Embroidery Museum
at Sookmyung Women'’s University
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Planning the Exhibition
CEM (Chung Young Yang Embroidery Museum), dedicated to historical textiles from East Asia, has

continued its effort to research into textile arts of the future and introduce textile artists. CEM have
planned the exhibition Threads of Splendor to present contemporary textile artists who drew inspiration
from CEM’s historical artifacts, interpreted them with a modern perspective and created their own art
pieces.

CEM is located on the campus of Sookmyung Women'’s University. As a University museum, CEM have
concentrated our effort to build a close cooperation between the academia and the artists. The first step to
planning for Threads of Splendor was to select participating artists. We submitted a request to professors of
eight universities for their recommendation of textile artists, and five of them accepted our request. Thanks
to their cooperation, we selected eight textile artists, and then five additional artists joined us from at home
and abroad.

Participating artists came together for a workshop at CEM, during which exhibition plans were shared,
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CEM collection was carefully examined, discussions and a Q&A session were held, and previous exhibition
catalogues were distributed. In particular, the artists had an opportunity to appreciate the beauty of CEM’s
historic textiles and learn what each embroidery pattern symbolizes. Then the artist found their own
historical object that inspired them to create an art work. The artists made rough sketches of what they plan
to build.(figure1-3) For about six months after the workshop, the artists completed their works. There were
no restrictions imposed on materials, forms, or methods they use, and free approaches were encouraged in

terms of forms, patterns, colors or any ideas.

LI 1 Figa
Z0fl&, (More Than) =2t
Ye ryung Cho, (More Than) rough sketches

EIP | Fig. 2 I3 | Fig. 3
MLCES, (Tube Seriesy &0t ALt o2, (Subo Straps) =9t
Dahea Sun, <Tube Series> rough sketches Sienna Martz, (Subo Straps) rough sketches
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Patterns Changed

Patterns have many functions; they decorate clothes, express wishes, represent the wearer’s social status,
and sometimes reveal the social unconsciousness of the time. In this exhibition, the artists modernized the
patterns from the historical textiles and applied them to their works.

Her Young soon and Lee sooyeon digitalized the artifacts’ images and projected them on textiles. In
<cell2016-08> (figure 4), Her inserted an image of an artifact in a cell-patterned form, and then reproduced
the cell patterns until they form an artwork. Her compared her practice with a cell that grows and spreads.
According to her, textile arts expand not only within an assigned space but beyond the boundary of the
space. In her work, diamond-shaped motifs are connected by rings and stitches and expand to form a long
and short-sleeved robe. The completed piece looks like a sewing pattern or Japanese kimono (figure 5). Each
diamond-shaped motif contains a digitally printed rank badge with a pair of cranes. (figure 6) A rank badge
or hyungbae originated from the Ming dynasty under the reign of Emperor Hongwu (1368-1398). The
emperor established a system where court officials were given different patterns of rank badge depending
on their rank. Civil officials were given bird patterns such as a crane, golden pheasant, or peacock according
to the official’s rank while military officials were assigned animal patterns such as a girin, lion, or tiger.
In Korea, the first record of a rank badge appeared during Sejong’s reign (1418-1450) and King Danjong
(1452-1455) established the system of rank badge. A rank badge with the pattern of a pair of cranes was for
Dangsanggwan (officials of the senior third rank or above). In the artwork of Her Young soon, the pattern

of a pair of cranes was simplified and repeated throughout the whole piece like cell division.

L :40pua|ds Jo sppaiy|

G000 000000909051
G600 0090000000
LI TII I 222
sEsssaesssesses
; b
.CO:::OO 009090

C046506000C 0000
$00000000000000
$0900690000600909
4000000060000 00
000'..0000000..
e8¢0 000000000

EI4 | Fig.4
5182, {cell2016-08), 2016
Young Soon Her, {cell2016—08), 2016

LI5S | Fig.b L6 | Fig.6

SEFXZ SXI7H, L& ol Alch U ZEMetEHl, Z= o

Uchikake with cranes, pine trees, and Mt. Fuji, First rank civil official’s rank badge with crane,
Japanese, Edo period Chinese, Ming dynasty
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Lee Sooyeon, in her <Expansion I, T, II> (figure 7), printed the images of historical objects on silk and
attached the images to a bojagi (wrapping cloth) using the patchwork technique. Lee attached the image of
a Chinese character, wonsam (ceremonial robe), and a key holder on three pieces of bojagi each. According
to the artist, she digitalized the images of historical objects and worked them on a new surface. She added
that the newly created images of historical objects can be reproduced and used in our daily lives. The image
of a Chinese character is both for the meaning and the form. In many cases, the characters are derived
from ancient idioms. The most popular characters include #(filial piety), 1¥(brotherly love), &(loyalty),
f&(confidence), #(propriety), #(righteousness) and j(integrity), all come from the Three Bonds and
Five Relationships(=#ififf). The embroidered character #(longevity), which is from CEM’s collection,
contains the patterns of cranes, pine trees, and peony inside, all signifying longevity or wealth and honor.
(figure 8) Lee sooyeon inserted the images of pine trees and cranes, symbols of longevity, in the character
2 (filial piety). Lee said she missed her parents very much while she was away for study. So she expressed
her deep affection for her parents and her wish for their longevity in the character. Lee digitally printed the
character % on silk, attached the image on soft but durable hanji using a patchwork technique, and finally
created a big bojagi.

b

=7 | Fig.7 =8 | Fig.8
O[S, &L, 11, 1Y, 2016 AR R, B2
Sooyeon Lee, {Expansion |, 11, 1l), 2016 Embroidered character = (longevity),

Chinese, Qing dynasty
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ET9 | Fig.9
022G | & 8%, &= A Uncut dragon Robe, Chinese, Qing dynasty
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Aram Han incorporated the patterns of yongpo (royal
ceremonial robe) into modern design. A yongpo
is decorated with a variety of symbolic patterns in
exquisite techniques. (figure 9) The patterns of yongpo
are symbolic of the order of the universe. Water and
mountains at the bottom represent the earth, and
the dragon surrounded by the clouds signifies the
authority. Han embroidered the outline of the dragon
with gold thread on the front of the black jumpsuit
(figure 10) using couching stitch, and filled some part
of the patterns with colors. The ends of the jumpsuit
were decorated with modified images of Chinese
characters, which are the same patterns we find at the
bottom of yongpo. Wave patterns were embroidered
with seed, satin, and golden thread couching stitches.
Han used all embroidery techniques yongpo used,
but rearranged the design by skipping some of them.

=IM0 | Fig.10
Stofzt, (Emperor’'s Robe to G—Star Jumpsuit), 2016
Aram Han, (Emperor’s Robe to G=Star Jumpsuit), 2016
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New Materials

Dahea Sunrecreated xiapei (figure 11), a ceremonial vest for Qing noble women, by connecting tube-typed
circular units. A vinyl-like new material was used, which is soft but durable. Sun’s <Poeticraft series> (figure
12) is a type of soft sculpture because it used soft material. Tube units of loose circles are pliable and can
change their forms. Sun connected all these units to represent a modern xiapei. A Noble woman in Qing
dynasty wore a rank badge which signifies her husband’s rank, and xiapei also had a rank badge on it. The
difference between historical and modern xiapei is, the Qing xiapei emphasized the wearer’s authority

while Sun’s xiapei focuses on the material’s soft property.

=M1 | Fig.11 SIM2 | Fig.12
s, = i MCts, (Tube Series), 2016
Xiapei, Chinese, Qing dynasty Dahea Sun, (Tube Series), 2016

WYL - A0pua|ds Jo sppady |

ol BE o emyo] TR, obETHE AlLAIR] Blodlg ol

2 Astoirh e Seoldal YaR A7)0 7huieu] AeEaRl ol Jeaym g

o BEE wHe| F& ARolrh Al 450 odE BAL wHY| i) S5 WS 5

o £A10] TRT 54 Hold e AR A Y wak) o

% 1A gkl el AAA e Wi 2
ol AR oETHE-S Ui ik A 2L

sl

oo
ol
ol
2
N
N
1o
2
>
o

lo

[

ot
ol

O I3
= RS

2

|20

ol

]
s

it
i
<

Ye ryung Cho reinterpreted the beautiful antique Miao costume (figure 13) on tyvek. (figure 14) Tyvek is a
new material made of polyethylene. It is durable, light, eco-friendly and easy to express natural and pliable
texture. To make the textile look old, and covered with the traces of time, Cho used an unusual technique,
as good as creating a new texture - she burned some holes on the material. On the front, she made

decorations with silver and bronze threads to represent the beauty of old Miao costume. At the bottom, she

hung tassels made of the same material.

ETM3 1 Fig13 EIM4 1 Fig4
REOE, 3= HFY, 20071 = Z0i[E, (More Than), 2016
Miao costume, Guizhou province, Ye ryung Cho, <More Than>, 2016
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Sienna Martz paid special attention to the straps of bojagi (figure 15) that covered wooden geese during
the wedding ceremony. The bojagi was not only functional but also decorational because the straps were
embroidered with gorgeous floral patterns. Sienna Martz enlarged straps that were hanging around bojagi.
Martz borrowed the form and patterns from bojagi straps, but used vinyl cotton cloth and acrylic threads,
enlarged the size, and colored them. Now, an abstract piece was created. Red and blue of her <Subo Straps>
(figure 16) signify the balance of yin and yang, while the long tassels hanging down the tapestries symbolize

longevity and eternal love.

EIM5 | Fig.15
THOHE, St= ZAA|CH
bojagi, Joseon dynasty

L£HHM6 | Fig.16
Aloflut o2 =, (Subo Straps), 2016
Sienna Martz, <Subo Straps>, 2016
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Jiseon Lee Isbara borrowed the form ofMongolian bags (figure 17) to reproduce her art work. A pair
of round Mongolian bags, connected by a strap, is now reproduced as red silk objet with a number of
empty circles connected by straps. (figure 18) While the Mongolian bags were used to keep something
precious inside, Isbara’s objet was reproduced as something with empty spaces. The color alone is enough
to represent how precious and strong these empty circles are. And these numerous red spaces are called

<Precious Many>.

f

EIM7 1 Figa7 EEM8 1 Fig.18
S=FML, S 19M17] O|XIM, {Precious Manyy, 2016
Mongolian Pouches, 19th century Mongolia Jiseon Lee Isbara,

{Precious Many), 2016
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Hee Eun Cho used paper to reproduce wave patterns at the bottom of yongpo (figure 19) in vivid color and
soft material. Water is essential for life, and it has been considered source of life. What is interesting, the
wave patterns at the bottom of yongpo as well as on rank badges are diverse. Some are expressed as diagonal
lines or called standing wave (32.7k), and some are overlapping semi-circles that signify calm and silent wave
or called lying wave (A7). And there are also curled one at the ends of the other waves (7K). In her <flow>
(figure 20) Cho turned these ever-changing waves on a flat surface into dimensional waves that give different

looks according to where they are viewed.
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=1H9 | Fig.19

OIEREP| ™ 8129 S22 5= il
Wave patterns at the uncut dragon robe, Chinese,
Qing Dynasty

L0 1 Fig.20
Z3|2, (520, 2016
Hee Eun Cho, <flow>, 2016
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Using gold thread, Soo yeun Kim expressed simplified and abstract forms of clouds and peonies that are
blown by the wind. (figure 21) Kim reinterpreted traditional patterns into a modern images. She expressed
Korean emotions, Koreans' love for nature, like drawing pictures and used this element in her new textile. The
cloud was important in an agrarian society because it brings the rain and the rain is the source of all life. Also, the
cloud was favored as a pattern because it has elegant curves and easy to make a pattern. The cloud pattern from
the excavated clothes during the Han dynasty shows repetitive elegant curves embroidered with chain stitch.
(figure 22) Kim’s other motifs are peony and lotus, both are popular floral patterns in East Asian textile arts.
Peony was introduced to the Chinese Imperial garden between the late sixth and the early seventh centuries.
During the Tang dynasty, peony beame more popular and its pattern was also widely used to decorate textiles
and metal ornaments. Since peony has many overlapping petals, it was considered as the symbol of wealth
and honor. That was why it was also called ‘the flower of wealth and honor (5141£)’. Lotus (figure 23) was
introduced along with Buddhism from West Asia and became the symbol of integrity because it grows
from deep water, goes through thick mud on the surface and blooms white noble flowers. Furthermore,
since the lotus seed bag contains a lot of seeds, lotus was also symbolic of abundance and fertility. For
that reason, the pattern of lotus was used not only in textiles of Buddhist temples but also as a motifs that

decorated the women’s room. In Young Choi printed patterned flowers on felt cloth. (figure 24)

EH21 | Fig.21

A, High 78 J2(1..)

Kim, Soo yeun, <Wind, Cloud, and....>
2016

22 1 Fig.22
= eiLizt ORE| 22 oIS A| 1EE, 5= sih
Cloud pattern in a woman's dress, Chinese, Han dynasty
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EED3 | Fig.23
LR, S= i
Fan with double-sided embroidery, Chinese, Qing dynasty

ET04 | Fig.24
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In Young Choi, {An unalloyed mind, A bouncing spirits, A snug garden),
2016
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Byung Sun Min paid special attention to gold thread. (figure 25) Gold thread was made in two ways; by
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spreading golden plate thin and cutting it thin, or by curling thin golden plate around the thread. Usually,
gold thread is so thick that it makes holes on the textile, making sewing and embroidery difficult. To solve
this problem, gold thread was placed on the fabric and then was use embroidered using crunching stitch
with, mostly, red thread. Embroidered coat for older women (£730#2) was made by embroidering the
Chinese character longevity (#) in different forms with gold thread using couching stitch on black satin.
(figure 26) Min used gold metal thread and glossy rayon or silk to represent the unique color on the coat.
Mon expressed her affection for life, in particular, with the red color that comes through his artwork. (figure
27) According to Min, the time behind and ahead of us are the endless extension of thread, and she found

the meaning of life and wished for peach at heart while arranging heaps of threads..

SI5 | Fig.25 =16 | Fig.26
DAL = 20M17] a2 = Fl

Gold thread, 20th century China Black birthday ceremonial robe embroidered with

long life characters, Chinese, Qing dynasty

ST | Fig.27
QlHM, (50| 5EB), 2016
Byung Sun Min, {Wishes of May), 2016
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SoYun Jung, whose theme was embroidery itself, noticed that court official’s robe in the past (figure 28)
was similar to today’s school uniform. Bringing back the memory of her first embroidery class in high
school, Jung cut out the pictures of her classmates from the year book and printed them on OHP films.
Interestingly, the pictures of her friends were all different in the degree of clear and opaque conditions
based on their faces left in her memory. She used a sewing machine to embroider along the lines of uniform

jackets or ties. (figure 29) In other word, the opaque films are her friends in her memory, reconstructed.

128 1 Fig.28 L£I9 1 Fig.29

2 Z=3 A AR, (719 & X4 12|10 W=), 2016
Official’s bufu with woven rank badge, SoYun Jung, (Embroidery class in my memory and
Chinese Qing dynasty school uniforms), 2016
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Dong Hee Hong's <Disclose> (figure 30) drew an inspiration from gache, or overly enlarged wig (figure 31).
The Annals of King Seongjong records that women at the time loved to enlarge their hair so much that they
wore excessively big gache. According to the annal, many women wasted the family fortune by pouring
money into hair decoration. The book also tells a tragic story of a young woman who died of broken neck
because of her heavy gache. When her father-in-law suddenly came in her room, the young daughter-in-law
tried to stand up but her gache broke her neck. Hong specially noted that gache looks serious and grave but
at the same time it was something full of desire. Gache at the time was the symbol of wealth and beauty, and
it was also a means to reveal the wearer’s beauty. Women desired more, and made their gache bigger and
higher. Hong created her work using polyester silk to express that gache looked heavy but was in fact light. It

is Hong's intention to reveal the pretensions and hypocrisy of noble women.

SI30 | Fig.30 =31 | Fig.31

£88], (=2{Uich), 2016 7| - iz
Dong Hee Hong, {Disclose), 2016 gache(coiled braid hair piece)
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ENIEE fEfR S=(FE), FoAGHR)
Chinese, Qing Dynasty

Dragon robe 206cm(W) X 138cmiL)
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In accordance with the wuxing(five phase) philosophy, which linked certain
colors with particular directions, elements, and seasons, the emperor and his
entourage wore blue robes when sacrificing at the Altar of Heaven or the Hall
of Annual Prayers, red when at the Altar of Sun, light blue for sacrifices to the
moon, and yellow for rituals at the Altar of Earth. The blue color of this robe

associates it with the imperial sacrifices at the Altar of Heaven, ceremonies

intended to ensure rainfall for the agrarian Chinese.
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Chinese, Qing Dynasty
Uncut dragon robe 74cm(W) X 244cmi(L)
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The fabric marked in this way then was mounted onto an embroidery frame, and stretched
tightly. Starched on the reverse side, the fabric then was embroidered before being cut and
sewn. On this robe, the dragon was exquisitely couched with gold thread, while the clouds and
the diagonally rising water were embroidered densely in seed stitch. The overall quality of the

embroidery demonstrates the unparalleled excellence of the Chinese craftsmanship.
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HE gap F3(chED), HHGER)
Chinese, Qing dynasty
175.8cm(W) X 119.8cm(L)

Official's bufu with woven rank badge
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Although bufu (patch garments) were worn at the court of the first Qing emperor,
costume regulations issued in 1759 required all courtiers to wear dark blue of
black bufu over their brilliantly polychrome semiformal robes. Typically fitted with
an insignia badge on the front and back, the bufu focused the viewer’s attention on

the wearer’s rank rather than the opulence of his dragon robe.

04.
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Woman's court vest

SR, FrHCER)
Chinese, Qing dynasty
45.5cm(W) X 119.5cm(L)
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For their weddings and the most formal
ceremonial occasions, Chinese women wore
a sleeveless vest such as this over a dragon
patterned jacket (mang ao). The xiapei was
typically decorated with a profile dragon
and lishui, as well as an insignia badge

corresponding to her husband's rank.
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. B . Japanese, Edo period
Uchikake V\-I-Ith cranes, pine trees, 131.66m(W) x 174cm(L)
and Mt. Fuji
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The decorative pattern on this wedding robe was largely created by dyeing and painting the

ground fabric. Small details, such as the cranes’ red crowns, were highlighted with embroidery.

Throughout East Asia, textile artists sought to express auspicious wishes for the bridal couple
through the ornament of wedding robes. While the entire surface of Chinese and Korean
robes is typically covered with an abundance of symbolic patterns created almost entirely in
embroidery, Japanese textile artists often combined different methods of surface patterning,

and sometimes chose to convey auspicious wishes more subtly.
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China, Guizhou province, Early 20th century

Miao 'Hundred Bird Coat 1406mW) X 120.4cm(L)
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This type of elaborately embroidered collarless jacket with attached hanging panels was
typically worn during the Guzang Festival, during which the Miao peoples honored and
communed with their ancestors. Worn by both men and women, “hundred bird coats” feature
numerous, boldly rendered bird motifs and geometric patterns, flowers, and butterflies, the

latter representing one of the legendary ancestors of the Miao peoples.
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AT BERGE
Black birthday ceremonial robe embroidered
with long life characters in couched gold thread

ST(PE), ZrH(ER) 19417
Chinese, Qing dynasty 19th century
150cm(W) x 89cmi(L)
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Bai shou yi (F74, robe of one hundred longevities) like that shown in
Catalogue x typically were presented by dutiful children to an elderly parent,
especially on the occasion of their sixtieth birthday. The repetition of “long

life” characters across the face of the robe was viewed by many Chinese as

imparting a magical power that extended the life of the wearer.
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Fan with double-sided embroidery

S=HPED), Hoh(ER)
Chinese, Qing dynasty
26.8cm(D)

R O e D E S CEL DR SR CFSEL S

s = ) Gl o) meo] ZES AT 2
Hol 9Ik. oY F=E olple AU 3 W) FF £AAY
o A A4 BelAl ke

The head of this round fan, featuring various kinds of birds
and flowers with a rock and pine tree, is carefully stitched so
that the same composition appears on both sides. This kind of
painstaking workmanship is associated with large commercial
embroidery workshops in Chinese urban centers during the late

Qing.

Aopua|ds Jo sppay |

09.

ot ESfEMR
Wrapping cloth, for wrapping the wooden wild
goose used during wedding ceremony

Sh=(B2EH), RAIAICHEREFESX)
Korea, Joseon dynasty
50.17cm(W) X 51.5cm(L)
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Jeonanbo refers to the cloth that wraps wooden geese that

bridegrooms carried to the brides.
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Key holder

Sh=t (B2, RMAICHERS¥ESY)
Korea, Joseon dynasty
59.9cm(L)
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Key holders had the meaning of removing evils
rather than practical use. Given when a daughter
marries, it was used as a decoration. At the

top of the holder are embellished with birds
picking lotus flowers. The tassels are decorated
with birds, pepper, lotus flowers and eggplants,

wishing for fertility.
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USZEMEISH —R X ELEEHHTF S2(chE), BCHERR)
Chinese, Ming dynasty

First rank civil official’s rank badge 35 60m(W) x 33 8om(L)

with crane
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Whereas the majority of Ming insignia were woven in kesi(silk tapestry) or
brocade, this badge provides a rare example of an embroidered Ming rank
insignia. The design of this rank badge, with the birds rendered ina large scale

and dominating the composition, remained popular throughout the Ming.
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12.

ZHL| 8 SSFD), 194171
Mongolian, 19th century

Pouch
o es 12.8cm(W) X 32.5cml(L)

These Mongolian bags served as pockets since Mongolian traditional
clothes do not have a pocket. The two bags, connected by a strap, are
decorated with embroidered patterns of flower, cloud, the character

(longevity) and others.

=
N
o
)
S
o
)
=
%)
=
o
=
Y
Q
S

13.

KILAXIS RESFET Z2(chED), HHGER)
Chinese, Qing dynasty

Covering embroidered 48.8om(W) x 65.30m(L)

with long life(z) design
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This exquisitely embroidered covering expresses abundant wishes for long life by
depicting the Chinese character for long life -shou(z)- composed of symbolic patterns
such as cranes and peonies rendered in long and short, satin, stem, and irregular-
lingth satin stitches. The cranes, widely recognized symbols of longevity, together with
luxuriant peony flowers, a motif associated with women, all on a ground fabric of bright
red, a color representing happiness and joy, would have rendered this piece particularly

appropriate for presentation to a woman on her birthday.
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[ paid special attention to cell patterns of contemporary textile arts
and the expression method I employed. First, I simplified the images
of traditional patterns into modern images, and inserted them in a
small motif. Then by repeating and expanding this practice, I created
a cell-pattern artwork. Each motif was expanded not only within

the space of contemporary textile arts but also beyond the space.

It is like a cell that grows, multiplies and spreads. Just as a tiny cell

divides itself and fills its assigned space, I believe expressions of
artists spread beyond the assigned space. Something that started
from a small cell now grew, divided, and finally created a motif that cell2016—-08

has the same DNA with the original small cell. - from the artist’s note Felt, Metal
277cm(W) X 206cm(L)
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Lee, Sooyeon
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In my work, precious and elegant historical objects from
the exhibition room have become digitally converted to
images on a flat surface. A historical object is one of a kind,
but its new images can be reproduced as many times as
possible. They can also be used in our daily lives.

[ used the traditional method of patchwork as well as
modern printing technique. Silk and hanji were used to

appeal to our national emotions. - from the artist’s note

SHEHL I, M
Expansion 1, I, Il

Silk, Korean paper
136cm(W) X 136ecm(L)
st 386cm(W) X 386emiL)
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I decided to translate embroidery on an emperor’s robe into a
contemporary designer G-Star Jumpsuit in order to bring up questions
on fashion. Embroidery is the practice of ornament: to decorate one’s
clothing. And hand embroidery has functioned as a signifier of wealth
and status of someone since one is so important or wealthy that they
can literally display hours of hand labor. In response to these ideas,

[ decided to create a fetished garment with hours of my meticulous

hand labor. - from the artist’s note

Emperor’s Robe to
G-Star Jumpsuit
Denim

60cm(W) x 150cm(L)
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I mixed simple, warm, soft, hard and other natural feels in materials
to repeatedly build geometrical structures and connect them one
another to create a poetic work and an accessory of objet d’art.

[ wanted to show that our homogeneous and standardized life in
fact coexist with emotional sensitivity of the nature. Furthermore, I
wanted to express even geometrical pieces are part of organic and

natural works. - from the artist’s note

Tube Series
Polyester
103cm(W) X 141cmlL)
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After passing through turbulent times, textiles become weary and used,
but at the same time they look skilled and experienced. That looks and
feels are what I wanted to express on the new material, Tyvek. On this
new and eco-friendly material, it was easy to make natural and subtle
expressions. To express traces of time on the textile, I tried a unique
method which was so innovative that it was as good as making a new

material. - from the artist’s note
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More Than
Polyethylene, Tyvek
140cm(W) x 118cml(L)
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Subo Straps
Yarn, Vinyl Scrim, Acrylic Paint
45.7cm(W) x 182.9cm(L)

B2 o5Y gt 25 A EAq&oA] EWSt 519 71718 o) &of thdl v &5t EEYLH In modern years, the Bojagi wrapping cloth has become ones.

Holz Rtk 277} o2 ddlsls AL dujA U 527 E3] Ha7] Y] F5olo] gl 1o 2oz perhaps the most unique form of Korean textile art. It has Inspired by the historic Bojagi at the Chung Young

Z¥7ve] Tizpolat b2 AFEEy] giEolc) Ao 2= Aol A] AZFS wbokrh Us Bhat zp2adl4o] Eatat become strikingly contemporary through the use of design Yang Embroidery Museum, Sienna Martz pulled specific

PAglo] BhE Bshe] WE olaIalo|A] Ewa} olx= B} ol7]a] ob2ek] Faslckn Bokth et and color. Through its prominent place within the daily inspiration from the embroidered decorations confined to

- lives of Korean culture within all classes; it has created the tie attached to the four corners. These compositions

AARE BT, OI-—E—E}%(beauty), Fl(eraft) 2213 S dste] dAlRey 2 HAp] AkeS A ; a unified relationship of beauty, craft, and functionality. beautifully represent the intricacy of embroidery art
]“H(functlonahty)olﬂl- A7H B8 R oA & et olmlRlet A2 viAsEe] Bl SR A= é During the Joseon dynasty (1392 - 1920) a time when strict within the Korean culture. Highlighting these detalils,
Zkzeo] gt} 2AAH(1392 -1920)= FASH F-uAREAAL, =Rt - spee ? Confucian society denied women to intellectual pursuits Martz created larger then life representations of the Bojagi

9] wgolt AF E5-g FEEA] gt ool % and education, women gathered to sew and connect with stitch work. Martz isolated the imagery and stripped the

AEL T Hof vp-AlL A A2 thgt S-S J; each other. The Bojagi was a way for female artisans to composition of multiple colors to create a more abstracted

PR} BA|= oA SR So] FojEe FaslAL . express their creativity and deepest desires for their loved representation. - from the artist’s note
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A pouch as a flexible receptacle, oddly resembling abdominal

body parts, serves as a bodily extension of the wearer, granting
significance to him/her and its contents. Red silk fabric is
simultaneously precious, bold, and visceral, carefully stitched
together to form numerous enclosed and mysteriously inaccessible
pouches.The pouch's full yet empty compartments highlight its lack

of content; attempts at entry are in vain. - from the artist’s note

Precious Many
Silk fabric, Steel wire
Dyed, Hand Stitched
30cm(W) x 20cm(D) x 114cm(H)
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Water has many functions; it is the source of all life, it purifies, and

it washes away dirt. Water is symbolic of “clean and clear”, “change”,
“following the flow”, and “generosity”. The wave patterns, traditionally
signifying mountains and streams, were embroidered at the bottom

of yongpo (royal ceremonial robe) as well as on rank badges of court
officials. Another meaning of wave patterns was waters and seas of the
world, and overlapped semicircles were symbolic of the sea waves. |
wanted to reinterpret these traditional wave patterns by expressing
them in graphic forms. In my work, rotating wave patterns at the center
were designed to give a sense of rhythm, dimensional effect and spatial

sense. - from the artist’s note
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Paper
250cm(W) x 58cmil(L)
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Within a cultural boundary, patterns that represent a country, its
images or identity, contain both universality and distinctive national
characteristics. In this sense, I believe that symbols of our traditional
patterns applied to commercial products will bring Korea an
opportunity to boast its cultural uniqueness on the global stage, and
many countries in the same cultural boundary would sympathize
with us. This will lead to continued development of higher value-
added cultural products. Considering that Korean traditional patterns
create modern beauty based on national aesthetic sense, [ believe the
traditional patterns will go very well with modern designs and these

patterns will be utilized in countless ways. - from the artist’s note
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Wind, Cloud, and....
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Jacquard Knit

72cm(W) x 226cm(L) / 72cm(W) x 214cm(L)
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Based on the symbols of shown in the bird-and-flower folk paintings,
I matched concepts of riches and honors, happiness, longevity, and
fertilities with designs of birds and flowers such as peony, lotus,
chrysanthemum, pomegranate, kingfisher and mandarin ducks.

It was a new approach from a modern perspective. Moving from

the traditional images in bird-and-flower paintings, I advanced

to practical and decorative patterns in modern and trendy textile
designs. In other word, I borrowed elements of traditional folk
paintings to create modern textile designs that appeal to the people

in the modern world. - from the artist’s note
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An unalloyed mind, A bouncing spirits, A snug garden
DTP, Polyester

57cm(W) x 37cm(L)

34~38cm(W) x 35.5~43cm(L)
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[ used threads of gold metal, glossy rayon and silk, especially
with red color in the middle, to express my affection for life. The
days behind and ahead of us are like endless thread. While [ was
working heaps of threads, I would give new meanings to life and
wished for peace. I was stitching on a bright spring day in May,
and I came to appreciate each strand of thread because I found

peace and felt happy with my life. - from the artist’s note
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Wishes of May
Polyvinyl Alcohol, Different kinds of yarn
130cm(W) x 90cm(L)
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To create an art work is to express emotions in one’s memory. [
started to work on my piece with the inspiration I drew from the court
officials’ uniforms in the Chung Young Yang Embroidery Museum. I
usually work with a sewing machine. But this time, [ was attracted

by the word “embroidery.” Memories of embroidery came flooding
back, and in my memory I came across my high school days when

[ was embroidering with poor hand skills. And suddenly I realized
that court official’s robes and school uniforms have something

in common. Unfortunately, my memory blurred when I tried to
remember some of my classmates. So [ applied opaque prints on
OHP films to express my vague memories. Also, I gave more machine
stitches on the school uniforms than on the friends’ faces, thinking
of the rank badge on an official’s robe which represented the wearer’s

rank as well as served as wonderful decorations. - from the artist’s note

<
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Embroidery in my memory and school uniform
Print on OHP film, Machine stitch
70cm(W) x 110cm(L) x 50cm(D)
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Korean women in Joseon period wore gache, or coiled braid hair
piece to make their hair look much bigger than it really was.
What were their intentions? What were their desires? For what,
and to whom did they want to appeal themselves? I wonder if
there is any other part in a woman that is more ‘secular’ than her
hair. Decorative ornaments attached to gache must have swung
whenever the wearer moved. I think gache was something that

maximized Korean women’s charms. - from the artist's note
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OlE{=(interlock), 22Zsmoking)
50cm(W) x 100cm(L)
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Embroidery in Translation Project: Collaboration with Indigenous
Chiapanecan Artisans Reinterpreting Traditional Korean Textiles

wze] A 47T} ) o o] ZRAEL uER o
FFol et YL F3) Foblore] A4 &g At
AXo] AR} 714 S BEto] S50 FAS W HEL
A Flole), vkl BHE3HE Ag A7t Solro] A
Y o] LEAlEL w5 ohut(Chiapas) A FAES
o] 24 7PAF2A(San Cristobal de las Casas)ol] $1%|3F Centro de
Textiles del Mundo Maya BFE3} S75}0] Xjojut 7} x]o
o #2150 Folstsich, FARAETo] AT B2}
TIPS 2 olu] 2 F3) obulot K40 o4 o)
Sk A4 7 B WA Astel W) AE AL

H
NEE BET AFL BIRAL 749 1ol o 2

Aol A=, WAIOAE SetetEel e S Fa
A8 o] AS o] S TEI § S| mER

L 2 Alzolm o] gl Aol

Hofwtss 491 upA} Fo|= Zulzo] AF-L AAA) Ao
ol G7he ol AlAsteic) AAAR) Wehi FoHE ok
AL AERE AR ApFe WA HAe] HEL uf
23 gtk AEE BEM A, s, Beb Sow
EHS TEI} BAL WA AFA] AL Mg
= Hojzth Eolt 4 WMo FHT o 4o Slolch
Az FeM] A7t B AR 2gsks A
U, 2 AT Aot Fulel IS FA B0 A
Asto] KL vhelo} 2AIL o2 0t nkelo} = A4
2 T2 AES Hr) 2700 G Mot AR HEol
oh 2AS F3 I ool Adlg Zolch e mrE
BET 2ot 184710 Al TF el B a
7 Elgiek, o] AES WA AFF 91 9ol 279 &
FES ROl Spgiet Mol 2 Biol] B gl
A AL ool Ao AUk A olefskn e
2 gejzct o ZRAEL A4S T G8BY 2T
wopo] A4 52 ofshekn WAe] AEI AYSe] HES
AARsHIcH oA el 7pac

Mexican textile artists participated in this project. These artists
joined the CEM workshop and learned about East Asian
embroidery arts, and then they created art works using their
local materials and techniques with the inspiration they drew
from the museum’s historical textiles. Aram Han, a textile
artist based in the US conducted this project in partnership
with Centro de Textiles del Mundo Maya located in San
Cristobal de las Casas, Chiapas. Renowned artisans from
regions of Chiapas participated in this project. Through
CEM'’s catalogues and high resolution images of collection
objects, the Mexican artists understood the artistic qualities
of East Asian embroidery and learned key stitch techniques.
Then they finally completed art pieces using the traditional
Mexican textile skills. Six groups joined in this project, and
produced seven work pieces, and six of them will be on display
in the exhibition. Korean traditional patterns such as cloud and
dragon were a new and meaningful attempt for these Mexican
artisans because they mostly use geometric patterns in Mexico.
A Chiapas artisan Martha Louise Lopez created a piece of work
inspired by the rank badge with a pair of cranes embroidered
on it. By and large, it is a representation of a Joseon rank badge,
but Lopez used traditional Mexican materials and colors.
For example, vivid colors of pink, crimson, blue and purple
expressed in clouds and waves are of the same colors which are
also found in Mexican traditional clothes. What is unusual,
the cranes are colored in black, because in Mexico a black
bird signifies power. The artisan, in a sense, reinterpreted the
function of rank badge, the symbol of an official’s rank, and
expressed it in the local sense. Maria Josephina Gomez and
Maria de Jesus Gomez created a piece inspired by ungyeon,
awomen’s cape for Imperial rituals during the Qing dynasty.
Originally, it was only for Manchurian military officials, but by
the 18th century it became an essential part of court robes. The
artists embroidered the patterns from ungyeon on a Mexican
traditional coat. Considering that the artists made embroideries
on the cape, it is evident these artisans understood that
ungyeon was for a ritual. The project is meaningful in that the
Mexican artists understood the use and symbolism of patterns
thanks to the CEM workshop, and that the local traditions of

Mexico combined with the Korean traditional textile arts.
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Susana Maria Gomez Gonzalez(from Zinacantan)
71em(W) x 60ecm(L)

Martha Ruiz Lopez (from San Juan Chamula)
60cm(W) x 60cm(L)

Rosa Margarita Enriquez Bolom(from Huixtan)
57cm(W) X 72em(L)

Margarita, Aurelia, Mari, Paxcu Gabi, Martha, Maria and Esther from
Collective El Gato Con Los Pies De Trapo
10cm(W) x 26ecm(L)

Maria de Jesus and Maria Josefina Gomez K'ulub
(from Oxchuc)
60cm(W) x 56cmiL)

Juana Victoria Hernandez Gomez's (San Juan Cancuc)
58cm(W) x 60cm(L)
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Soo yeun Kim earned her BFA, MFA and PhD in Crafts at Sungshin Women'’s
University. Then she studied Textile Desgin at Philadelphia University. Kim is
currently CEO of Studio iium, and a lecturer at Sookmyung Women's University,
Sungshin Women'’s University and Duksung Women’s University. She
participated in a number of solo and group exhibitions at home and abroad, and
won prizes in the Korea Handcrafts Award Competition, in the Japanese dyeing
artists competition organized by the Asahi Weekly, and ITMA Virginia Jackson
Design Awards competition.

Byung Sun Min received her BFA in Craft and a MFA in Fabric-dyeing, and
completed her PhD courses in Textiles from Sungshin Women’s University. She
is currently adjunct professor of Textiles in the department of Craft at Sungshhin
Women’s University. She won prizes at design competitions organized by the
Korean Crafts Council, and Life Is Good Fashing & Accessories International,
among others, and participated in several solo and group exhibitions athome and

abroad.

Dahea Sun graduated from Hongik University majoring in textile arts and
fashion design. Sun received her master’s degree at the Central Saint Martins
College of Art & Design. After completing her PhD coursework in Textile Art at
Hongik University, Sun is currently teaching students at Hongik University. She
has received a number of design awards in Germany, United Kingdom, Italy and
Korea, and also participated in exhibitions in Seoul, London, Paris, Brussels, and
other major cities.

Sienna Martz studied drawing at Rhode Island School of Design and received her
BSF degree from the Tyler School of Art at Temple University. She participated in
anumber of exhibitions including <"Collar." Eco+Fashion Exhibition> at the City
Hall Art Gallery. Her interest fields include installations, soft sculptures and fiber

arts.

Sooyeon Lee earned her BFA and MFA in Fiber Arts from Ewha Womans
University. Lee designed stage costumes for a number of musicals and plays,
and her art works were accepted for the Cheongju International Craft Biennale
in 2015. Currently, Lee is studying at the Royal College of Art in the United
Kingdom.
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Jiseon Lee labara earned her BFA and MFA in Fiber Arts from Ewha Womans
University and another MFA from Colorado State University. She held a number
of solo and group exhibitions in Korea, Europe and the US. She was also invited
to exhibitions from the Colorado State University and the Figge Art Museum.
Currently, she is professor of the Fibers department at Oregon College of Art and
Craft.

SoYun Jung graduated from the department of Fiber Arts at Ewha Womans
University and is current in the MFA program at Ewha Womans University. Jung
won a special prize at the 50th Art Competition organized by the Korea Craft
& Design Foundation and participated in the Expert Class Exhibition at Ewha
‘Womans University.

Ye ryung Cho received her BFA and MFA in Textile Design from Sangmyung
University. Cho is currently in her PhD coursework at Dongduk Women'’s
University majoring in Textile Craft, and working as adjunct professor at Shingu
College and a lecturer at Dongduk Women’s University and Sangmyung
University. She became one of the recommended designers by the Korea Design
Exhibition. She participated in a number of solo and group exhibitions in Korean,
China, the US and Europe and won prizes from the Korea Design Exhibition, the
Korea Institute of Design Promotion, and Korean Fine Arts Association.

Hee Eun Cho earned her BFA in Craft and MFA in Fabric-dyeing from
Sookmyung Women's University. Now, she is a PhD student and an adjunct
professor at Sookmyung Women's University. She also lectures at Konkuk
University, Seoul Women's University, Sungshin Women'’s University, and Sejong
University. She participated in several solo and group exhibitions in Korea, the
US and Japan and other countries. Cho won prizes at the Cheongju International
Craft Biennale and Jeonju Hanji Craft Competition. Currently, she is CEO of

Designism.

In Young Choi received her BFA from the department of Craft at Seoul Women's
University, majoring in textile arts. Currently, Choi is studying fabric-dyeing
craft as a graudate student at Seoul Women's University. Choi’s works were
accepted for Hanyoung Textile Design Awards Competition and other design
competitions. She also participated in several group craft exhibitions.
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Aram Han earned her BAin Artand Latin American Studies from the University
of California, Berkeley and her MFA in Fiber and Material Studies from the
School of the Art Institute of Chicago in 2013. She is currently a lecturer at the
School of the Art Institute of Chicago. Han gave her solo exhibition, <A Mend> at
Babson College, and participated in a number of exhibitions and art projects.

Young Soon Her earned her BFA in Craft, and MFA and PhD in Textiles from
Sookmyung Women's University. She further studied textile design at Ecole
superieure d'art de Mulhouse, and currently lectures at Sookmyung Women's
University, Wonju National University, and Konkuk University. She participated
in a number of solo and group exhibitions in Korea, France, Japan, Greece
and other countries. She also won prizes at the Sino-Korea Modern Design
Competition, the Korean Fine Arts Association Competition, among others.
Currently, she is CEO of Craftkorea.

Dong Hee Hong received her BFA and MFA from Ewha Womans University,
and graduated from the graduate school of Tama Art University in Japan and
completed a knitting academy in Japan, majoring in Patchwork. Currently, Hong
lectures at the University of Suwon, and teaches quilting at CEM's Learning
Center. She participated in several solo and group exhibitions at home and

abroad.
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