ARARIO sALLERY

| I




ARARIO gALLERY

KIM Inbai
b. 1978, Korea

KIM Inbai’s works are characterized by the form of asking questions from a new perspective and suggesting a different
sensory experience, which confronting the socially formed cognitive biases of humans and the limitations of acquiring
spatiotemporal cognition by educating. In most cases, he creates sculptures by transforming the human body, and at
which time the body is completely dehumanized and presented as a formative mass itself. From a large statue that
signified a dignity of an authority; a clod that express a rounded sense of volume without detailed expression of eyes,
nose, and mouth; and the rhythm of the body that contained by a wire across the space, the objects he creates are
always dismissed or omitted, but it always implies a clue to visualize the whole imagery. Resemblance of human body,
KIM Inbai’s sculpture series imply a social and cultural context or sometimes act as an abstract instrument by
maximizing the basic elements of sculpture such as dot, line, volume, and texture. Through these processes, his
sculpture becomes a point of contact with the external side, and at the same time it occupies a special point of
constant transformation in the inner part, and which make their viewer to face a strange situation that is bordered by

familiar but unfamiliar and conscious but unconscious.

KIM Inbai received his BFA in 2003 and MFA in 2009, majoring in sculpture at Hongik University, Seoul, Korea. He has
held solo exhibitions at Perigee Gallery (Seoul, Korea, 2020), ARARIO GALLERY SHANGHAI (Shanghai, China, 2019),
ARARIO GALLERY SEOUL (Seoul, Korea, 2014; 2007), ARARIO GALLERY CHEONAN (Cheonan, Korea, 2011), DOOSAN
Gallery (New York, US, 2010) and Gallery Skape (Seoul, Korea, 2006). In addition, he has participated in group
exhibition at ARARIO GALLERY SEOQUL (Seoul, Korea, 2023; 2021; 2018), Daegu Art Museum (Daegu, Korea, 2022; 2018),
Songeun (Seoul, Korea, 2021), Bern Kunstmuseum(2021, Bern, Switzerland), DOOSAN Gallery (Seoul, Korea, 2019),
Seoul Museum of Art (Seoul, Korea, 2019), Seoul Olympic Museum of Art (Seoul, Korea, 2016), Sungkok Art Museum
(Seoul, Korea, 2015), Asia Culture Center (Gwangju, Korea, 2015), Arario Museum DONGMUN MOTEL Il (Jeju, Korea,
2015), Amore Pacific Museum of Art (Jeju, Korea, 2014), Gyeonggi Museum of Modern Art (Ansan, Korea, 2011), MAD
(NY, US, 2011), Saatchi Gallery(London, UK, 2009) and more.
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Installation View of A Season of Meditation, Korea, 2022
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Installation View of Songeun Art Award, SONGEUN, Seoul, Korea, 2021
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Installation View of Taehwa River Eco Art Festival, Korea, 2021
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Installation View of Border Crossings: North and South Korean Art From the Sigg Collection

Bern, Kunstmuseum, Swiss, 2021
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Line That Wants To Be a Line

2020
urethane paint, aluminum, steel

’

Pencil

Dimensions variable
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Line That Wants To Be a Line (Detail)
2020
Pencil, urethane paint, aluminum, steel
Dimensions variable
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Installation View of Do You Remember Love, Perigee Gallery, Seoul, Korea, 2020
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&St 27 F& )+
Triptych: Size, Movement, Count
2020
Resin, carbon fibers, urethane foam, isopink, urethane paint, steel
Dimensions variable



Installation View of Though We Dance, CoSMo40, Incheon, Korea, 2021
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/& a7/
Constant Distance
2020
PLA filament (3 pieces)
Dimensions variable
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Installation View of Do You Remember Love, Perigee Gallery, Seoul, Korea, 2020
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237

Play Within The Play
2020
Resin, aluminum
Dimensions variable
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oM a2l ag
Drawing Made From a Distance
2020
Pencil, paper
197 x 137.8 cm
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&2
The Largest
2020
Pencil, parchment paper
46.5x32.5cm



Backside
2019
Resin, aluminum

80 x30 x 199(h) cm
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Untouched Side
2019
Isopink, aluminum
Big: 82 x 62 x 154(h) cm
Small:73.5 x 60 x 10.5(h) cm / 82 x 63 x 10(h) cm / 82.5 x 63.5 x 10(h) cm
Edition of 2



Installation View of Texture House, P.ARK, Busan, Korea, 2021
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2900 Zf
Things modeled o
2019
Resin
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Installation View of /& # Child, ARARIO GALLERY SHANGHAI, Shanghai, China, 2019
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Installation View of & Z Child, ARARIO GALLERY SHANGHAI, Shanghai, China, 2019
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Installation View of Our Paradise, Doosan Gallery, Seoul, Korea, 2019
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Installation View of Our Paradise, Doosan Gallery, Seoul, Korea, 2019
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Installation View of Final Fantasy, HITE Collection, Seoul, Korea, 2017
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Installation View of ENDLESS COLUMN, ARARIO GALLERY Ryse Hotel, Seoul, Korea, 2018
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Ef3
Ellipse
2016
Bronze, carbon-fiber, resin
Size variable, 2 pcs
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glolzt
Read
2015
Aluminum wire
Dimensions variable
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glolzt
Read
2015
Aluminum wire
Dimensions variable
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Installation View of Eliminates Points, Lines and Planes, ARARIO GALLERY SEOUL, Korea, 2014
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FAL2 M2 It} JlF
Heavy Light is Light — Column
2014
Brass
30x32x62(h) cm
Edition of 3, AP1
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FAL2 U2 I} bfsf
Heavy Light is Light —Ruin
2014
Brass
30x32x60(h) cm
Edition of 3, AP1
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A2 U2 FFE - H5f (AP
Heavy Light is Light —Ruin
2014
Brass
30x32x60(h) cm
Edition of 3, AP1
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Installation View of FINAL CUT: POST ARCHIVE FACTION (PAF), ARARIO GALLERY SEOUL, Seoul, Korea, 2021
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Installation View of Eliminates Points, Lines and Planes, ARARIO GALLERY SEOUL, Korea, 2014
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4B 20 4T
Flash
2016
Resin
12 x 22 x 18(h) cm
Edition of 10, 1 AP
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A =]
Gendarloake
2013
Resin
130 x 75 x 138(h) cm
Ed.of 3,1 AP
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Atz
Gendarloake
2013
Resin
130 x 75 x 138(h) cm
Edition of 3, 1 AP
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- TT
Pin Hue
2013

Resin
28 x 45 x 94(h) cm
Edition of 3




Ed

Assembly
2013
Resin
31 x47 x59(h) cm
Edition of 3, 1 AP




Ed

Assembly
2013
Resin
31 x47 x59(h) cm
Edition of 3, 1 AP
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Ze2 gy
There Is No Fagade
2012
Resin
24 x 36 x 81(h) cm
Ed.of 2, 1 AP
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Installation View of Turbulent O’Clock, ARARIO GALLERY CHEONAN, Cheonan, Korea, 2011
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Alarm
2009-2011
FRP
32 x36 x 56(h) cm, 15pcs
Edition of 2
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EHAMP)
Alarm (detail)
2009-2011
FRP
32 x36 x 56(h) cm, 15pcs
Edition of 2



LEAF)
Alarm (Detail)
2009-2011
Resin
32 x 36 x 56(h) cm, 15pcs
Edition of 2



ARARIO gALLERY

RS =8Z0 2Lt
Turbulent O’clock
2010
Aluminum wire, insulation tape
Dimension variable
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AlA
Clock
2009-2011
Resin
23 x 25 x 64(h) cm each, 14pcs
Ed.of 2
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OVE YOU
2010

‘inum, stainless bronze

6.2(h)x1.9x 1.9 m

Installation view at Arario Sculpture Park, Cheonan, Korea
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Installation View of Move in Earnest, ARARIO GALLERY SEOUL, Seoul, Korea, 2007
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KIM Inbai

Born in 1978, Seoul, Korea

Lives and works in Seoul, Korea

Education
2009 MFA, Dept. of Sculpture, College of Fine Arts, Hongik University, Seoul, Korea
2003 BFA, Dept. of Sculpture, College of Fine Arts, Hongik University, Seoul, Korea

Selected Solo Exhibitions

2020 Do you remember love, Perigee Gallery, Seoul, Korea

2019 & Child, Arario Gallery, Shanghai, China

2014 Eliminates Points, Lines and Planes, Arario Gallery, Seoul, Korea
2011 Turbulent O’Clock, Arario Gallery, Cheonan, Korea

2010 Turbulent O’Clock, Doosan Gallery, New York, USA

2007 Move in Earnest, Arario Gallery, Seoul, Korea

2006 Stand on the Edge of Dimensions, Gallery Skape, Seoul, Korea

Selected Group and Special Exhibitions

2023 Maniera, DOOSAN Gallery, Seoul, Korea
PANORAMA, SONGEUN, Seoul, Korea
Romantic Irony, ARARIO GALLERY, Seoul, Korea
2022 Kak, Hite Collection, Seoul, Korea
A Season of Meditation, Daegu Art Museum, Daegu, Korea
2021 Songeun Art Award, SONGEUN, Seoul, Korea
Unhidden/Unseeable, Taehwa River Eco Art Festival, Ulsan, Korea
Though We Dance, CoOSMo40, Incheon, Korea
Texture House, P.ARK, Busan, Korea
Forét, ARARIO GALLERY, Seoul, Korea
Border Crossings: North and South Korean Art From the Sigg Collection, Bern Kunstmuseum, Switzerland
The 13t Hesitation, ARARIO GALLERY, Cheonan, Korea
Rain Reading, Doosan Gallery, Seoul, Korea
2019 Our Paradise, Doosan Gallery, Seoul, Korea
Compulsion to Repeat?, Seoul Museum of Art, Seoul, Korea
2018 Endless Column, ARARIO GALLERY Seoul Ryse Hotel, Seoul, Korea
As Two Half Moons Meet, BREGA Artist Space, Seoul, Korea
SSamzie Space 1998-2008-2018: Enfants Terribles, As Ever, Donuimun Museum Village, Seoul, Korea
Remembering, or Forgetting, ARARIO GALLERY Seoul Ryse Hotel, Seoul, Korea
VERTICAL IMPULSE, HORIZONTAL IMPULSE, Daegu Art Museum, Daegu, Korea
2017 Final Fantasy, HITE Collection, Seoul, Korea
2016 APMAP 2016 yongsan: make link, Yongsan Family Park, AMOREPACIFIC Headquarters Site, Seoul, Korea
Body Matters: art as discourse, performativity, representation, Seoul Olympic Museum of Art, Seoul, Korea
Animamix Biennale 2015 — 2016, Museum of Contemporary Art Shanghai, Shanghai, China
2015 Plastic myths, Asia Culture Center, ACC Creation Space 2, Gwangju, Korea
Korea Tomorrow 2015, Sunggok Art Museum, Seoul, Korea
The Silent Syllable, ARARIO MUSEUM DONGMUN MOTEL Il, Jeju, Korea

Expanded Sculpture, Chungmu Gallery, Seoul, Korea
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2014 APAPMAP 2014 JEJU, BETWEEN WAVES, Amorepacific Museum of Art, Jeju, Korea
New Scenes, Seoul Museum of Art, Seoul, Korea
By Destiny, ARARIO MUSEUM TAPDONG CINEMA, Jeju, Korea

2012 RE-OPENING DOOSAN GALLERY SEOUL, Doosan Gallery, Seoul, Korea

2011 Epilogue: On the border, Gyeonggi Museum of Modern Art, Ansan, Korea
ARTISTS with ARARIO, ARARIO GALLERY, Seoul, Korea
Korean Eye: Energy and Matter, MAD, New York, USA

2010 ARTISTS with ARARIO, ARARIO GALLERY, Cheonan, Korea

2009 Korean Eye: Moon Generation, Standard Chartered First Bank, Seoul, Korea; Saatchi Gallery, London, UK
2008 Ancient Futures, Nam Seoul Annex Building of the Seoul Museum of Art, Seoul, Korea

2007 The 8th Ssamzie Open Studio, Ssamzie Space, Seoul, Korea

2006 Wake up Andy Warhol, Gallery Ssamzie, Seoul, Korea

Drawn to Drawing, Soma Drawing Center, Seoul, Korea
Living furniture, Busan Biennale, SK Pavilion, Busan, Korea
2005 Project 'I', Art Center Nabi, Seoul, Korea
Yeol, Insa Art Space, Seoul, Korea
Portfolio 2005, Seoul Museum of Art, Seoul, Korea
2004 Preparat_Mother Earth, Gallery Skape, Gallery Que Sais-je, Seoul, Korea
Sema 2004, Seoul Museum of Art, Seoul, Korea
2003 Relation, Multispace Kitchen, Seoul, Korea

Serendipity, Book Cafe Identity, Seoul, Korea

2002 Dream of Butterfly, Ssamzie Space; Hongik Museum of Art, Seoul, Korea
2000 The 3rd Seoul Fringe Festival, Club Super fly, Seoul, Korea

Residencies

2017 11th SeMA Nanji Residency, Seoul Museum of Art, Seoul, Korea

2011 DOOSAN Residency, DOOSAN Gallery, New York, USA

2009 ISCP(International Studio & Curatorial Program), New York, USA

2006 Ssamzie Space Studio Program, Seoul

Collections

ARARIO MUSEUM, Korea
Seoul Museum of Art, Korea
Daegu Art Museum, Korea

Sigg Collection, Switzerland
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2000 M 3% M2 Z2lX| AE|H S Super Fly, A2, ot
M XAl Y 7|E
2017 SR O[EHTARLDR 117] YFEI}, ME, 32
2011 St EiIXIEd |, 4422, 5&, 0=
2009 ISCP(International Studio & Curatorial Program), £, O|=
2006 BX| AHO|A ARLCIQ, ME, St
F8 A%



ARARIO QALLERY

ol % ol of M &
5 I
Ok ofl & - ol 1T o
w_u_._u.__uofwn__gw _|_|_||.|_._|t Mg M vVE 4_.|
AT oo KO o Ao U o A g0 YR KR olR0 S —
7o go <0 o KT &9 X0 RU W %1 © ol ki ml Ml Ko B WK M oT B X
g R0 < gy o T o = H Ho zr M ur _%MIIA_ZOMO Z0 o7 %0 -
ﬁwo.mmo._ﬂo_ﬁ m_r_ﬂl._.r_._. zom_aeimﬁiqﬂorzo:.&u. mo.__._.omm_.ﬂ_m._m.__”_ 40 B PO N o ol T ol
w.{.L(h._.A._' K I__.I_/_._._._ §._|EH .o_LLoou._.__Au._.rEL. _“__.._.__A. ﬂ7o| S .._A._uo_._._|m._...A
S Mo - N E = o o K E ot o_e.._Alu[u_Aom.._||_ m K _._._o_.r7
oH M.._.u|.n._.._ L O X = Mou_q_.3L|.._A|_._._._L|m_U| =0 = . KO o oll 20 or W0 o T
AN o O Fl ol S ﬂ K0 % 5 KR wo or RO ¢y fok W = __
SR GRS ngmﬂxo%wwmo_e% or T 2 ke 4 < RS B orou u
e _ = i = v - _ _ g = ~ 0 - =
TwEm o s AT ST SRS g R
ol _ Lo R T vy IRl T op Wo % no_
dugomd PR A T YR Ty 50 1 — "o E U
T Smoafy woX Plms s o2 h b E =z = KN R Ao R
ol - T = Tk ® g ol K =48 5235 e e R X o Mo wo =
7mIH@||o_m_| = o3 :._L|O _ols N\ ol = V= X — = L||E_oH_
l g 0o 2 = & HE WE Ryt Bl 44K F K S o <z M
wio= o5 W ::WH#%.J%E&E <R e O = o 2 RN R
0TS g O o 5 o o Uk u[umoun_ux1u_oz.r.rm=_ gl b, 9 K0 & =] =
0 =T = <V ol & oF = _U__._u_._._n_T 47 = E_ElDlHA.W.__._AoM_“_H J o my o " o
Mol xR WA T R g RO o U I N © 2y Moo o Mo
HXD To M o Toool N oo _ o oon o x.__._:o_otﬂ_u.rrr_ o Zr KH N
<|o = - RO = T i 2z _ 0 © 3o = T xr <H
D Ko=N = <R op g LA::o_qo__g K2 T ) g O ELK BRI
° L uE U, 9 =Wy my P iy ) W@ Tomow < g W M N i i Y B
ol 2o W = 5 w0 K = = 1WI|,JH 3 2 ST S =7 — N K =
Wuo%moAﬁu.__mmm .qumm___uoﬁ _Asyaaomumimmm_%W Hmomum_ﬁ__ﬂlw.ﬂr_ i moMiﬁal_
S ol ST K o o ™oy Samr RS o 3 RM R RD S
o OB s Ay L o KO T 4r %0 %0 & i o M K
o o = oou i i My ur Koy &80 mﬁ e OHA BT ¢ i daym 4o <K
r & e X0 XK IT I o KW Rp 9OX X o=@ o g WD oo
Bar o r J %0 wrTxEx mIUE TE WK g g 2 oF o = e L o B o = T gu o
ra) 4 = H S g U] A = ol It = — N v = n
TR W o Ko %x:suaz.lol g o oz oo S <<
_AlrmH_O_H_AH_l ._o__._0_|||_|h_ el ._OM_I_L.:_._._LIOIq/ —_ = bl 8o 1] ”=._Irg .1._0._ <
K %12 © =] = ok B omuoor 5 owl Ly o] v I — K KM% =
%ﬁ_wn_xﬂwm%%ol_ EMQP_E_D o_ﬂ__m_.,o_n__mumo_E%w_ﬁuaHH _m a.uum.ﬂm_mol_uﬁml_m o dm Ewmm_mi_é
o= ha — ~ — = 1 < — L = S ol T
1S kDOl o W e ol m B0 wo M T = 5o Mo = <
X = = HL._.rlH__l < u 2 ojn 4o T0 _ = — =l =
®huw2y  SOZS mem e L9k TaEiegSe z TG G R
R ol KM ® N omn o 2 UHNgH-aE S R TR g Fusiom Xgmygr
N T U wo Ul of EJJWHE m“__mWE_“_TH%m__E._WMH ﬂ,mmmxe_ﬁn\,%_.._ = 5 Ho Wmﬂ_“uo_e%
Ta® 4 Fo Ty = ERE LR n_l_%oﬂx%_H__u_? DRya PRGNS
B oo oo sH 52 o_a_eﬁ_wu_._oM.rwAE.rﬂw TH=oacEas R ¥ =
ERN o =l S b T o = = & rr ol = o g |:_L|J._VpomW <V _ 8= o < ©
H_:E.%ayn_ 0 L5 K m_wmm?ﬁmo o X0 m_.zortzA<m oo 8% g o= < M
W ooy 122 Wl 4 g worwmgE ¥ Y e TR obsn TR o T e @O Su Ta 8ol &
ol <l o <lTs T 7_uL__o__+_Ia_|Tm,Aoo_E Wo o= o W N A e ]
w T e gL TaurEgegPm Df lEo®w Bo Il R TR
s0 Oz — <k g cIOX FTo0 KB & oop &t O woop B AT Ho ol I O B0 of 3 < op
|_+|m_ Wr_e S < = = |OoOL||.II N ol i T e o 2 o o 3 Hu -
uy - S o~ O K orRl FXWE L Sy BT X T2 oy KMESAD
o 1S o o 1o = ©l 150 T o = 20l o__omzlﬂ_%.r u.__.: - _ =1 © RO g
o Bl = H T P o x_ooslo)J% £ 9 TS o F S o << or ° E=]
_._ﬂ_._._mg_ﬂm_.o un TN ol H i 9 5 £ ¥ A_”_ud._Jl_uq*g._ ~ W oo ol Sp &0 1h
ammxrwmmngo N T T a.ol_ﬂg.:_m%ol_ B3 m_o_EWm__L_HWmIW m_.a_wE_l_ z Mok K
ToXogHE Sy g o 8 Sox ¥ ¢ L L LNaME = Ko W~
o) 1T K < AOH_I .- O QT H__.._ . ul — —~
gy & 2 _ KT - xS mHL ol Lﬂmﬂm_uiﬁa o K= 0 S 5
n o ol ™ ool = = o 11 T Sl — 9O = - o K o K 0 — o) & KO
uem_ro._o__._._._ﬂm.“““_o_lql_ ._OW._:_lb._._ol_u._m_lm _.._o.A_Huﬁ_v__A/&HM.ﬂ_uu_.A\v_A_u._oﬂw.._ MD._M.X_%DI.._J:._AI_“__I@_:..&Q mx.__m__._unwm%u.u_ﬂ.._ HoW_._ﬂ_u._ﬂ\M
N = —_— o o _ |.I7|rHL.| _ jarell I~ ol — —
m_ufmtnl______ﬂﬂ um7o_=_+___mﬂmu ;TIDL____AOVO_AE_AI_ﬂ Lo TlE W 71 ok ol =< 8w
.rmm_.ur._nODla_Em |§anwrm¢_n_, .rn_._.._nﬂ_,o|__.__|ML|.0LwoOMo ur._nm.._lumm_ﬂ_ﬂ._ e L_._.___o__.__.\__u_/ ._oo_._ﬂ._6L_
I s B T 8 g = . IR TR Tz e PRW e Iy R H T
Jm‘ﬂﬂu_.w_maom mpl=™y PSR o Ve M%:_.&Wﬂ:_eﬂ S TN & Z
paxudny EIELRT AT F2U oS mE SEg- WE® =
_“__a_.__azoﬂ_mﬁ._:._._o_ Aom._mmMa.}M| Jum_”_.AomE_._._._.__._l__._...._.A._”_ JuHELm._uArm.._lee T ol & u_.._ﬂAl.___.nAuﬂ_l
1 cRET R oftﬁmf__qo_ac_ﬂm.ﬁ_M ap DTS WS tow v
o My <5 & ToHu of o1 gr £ o
ol & T o 0 00 1o E S =
1! IR T =
< 80 <0

X AA7F 3 Z3tct,

4

o

.
(s}

.I

A
il

E}
=

of 4ol

=

£ A=

O|Lt HHO| M

7}o =<
ol & A,
oM E =AH

PN
a3}



it

=X

TH sl
A S
-

SH

PN

b

=X
TS oY XM E =

it

=

=
20 OfjM E+d1t=E

—

M2|el 210

L

2AOILE, <H2 2 =>0lAM

AL

Z|7et 7|ele| S AR

—

HAZX| H=CHH =22k 0[O0l

b

X
=

Ol

x
<

= H2|2] 210{CE O] E 210
0|2 slojg AA2 1 XA

—

oltj o

=
=

(=]
H

z

t

.

ot
C
Hip Z2 #2 KMo w2t FF0| LA ME 7t

3

o

3

A

o

s
A2

L]

|.§A
= T
o
[

H
[=

2

X
=

0| o] S 3tLt.
Ct2| el

4
.l

A=z =

O[Cf. CHAl 7t At

A

b

EH

o |

—d
=
n

ARARIO gALLERY

T X T~ AD J] ffF o & m or U Kr ar or ol ol 3r ol ol o WU N XN or Ko fu <0
¥ gn o QI wE X T4 3 ol o O B ol o IH ol W Ko o <
ol <0 o T e gy Moy o T I DN R T & %
TR th_r_o_w_pl M oF ol JJ = ol Kr Syol W K Ko T o o T 0] = oH
= AT L. S ro S ol dro- ' TRl NEr R 1 H oo kWU o S
poe S YU _Zg B MR ooy T E gr o e L wE W
sWme FTRarp R S 58 0K 4 o S MK 5 30 m 5 oo H Dok T
X o ® oM 5o RCOA > — oo K N e Moz N Wy 20 oo 77 2K
Smd T E g R S Dol Ko g &} R BT — A opr e N0 i & e
TN = IR0 M S o UK KO 37 0% o X o T N ogr K ooy =
=nZ ﬁu%xtmu_wo YHTO KA of KT 0 oy © 52 o ) 5 a1 Mo dx
oo 1 = mwxgw_._mﬂw*o mﬂx_W_;oWH <M TT S o B <4 Ao RMORT o_-W%._ﬁ
0 Wo 3 Zotn NBIS X S o % oo go K U ol B B Ko oup 3 U0 = o OO =
oI__.tm_u M.r_.u._um_uol__.:__m E>HT||__|%_|_%W mﬁm._A._Moé_wﬂWo_“ﬁ_.m_ NMHAHIE
K {0l =& © ) 1l < - A =N 87 . — .~ - wn — K[ = o
oo Tao B M BT fxaoz 2D Sumol X
MH W gyt 05" AT m o g M e R o2
at i e . o Kkl © = = T
Uepo Wl gTgps  Folbyigol L R I R i T
S Bl REEFOW oo ROImT o o =G LS op A A5 X
S Kl ﬂxﬁoﬂ%_uoﬁﬂ_ S o) UK S mo = g g o o K opo R
po M gy Bogo B RT po oF &1 KO o - Ty = KT a1 Kol Jd = SR
T =T L G O R ~ O oo UK gy krm o, o g Vol =
|=:__L Wmls___mmme._._ﬁ._ﬂ =D W5 3 st TN [ N TR - P 7= 82
a2e Zedoaldle LENIfgs FRamYSgwic S5 R
< S g1 < ROW g woe s W =, k=R K
0 S ogm < ooy K Wgr = W 1 1 = - 1
Uud RFapsmEy PLgelis  sxlaZa i M He
Cpy mgplegMis fompms R G R T oW
0 . — o) = [N - N D —
|_..A|Mo§ ||__|._ox._o_ mﬂ__m___.nru.__._ WHO_._._.__._ﬂomaow Mo_@r_e:._mun._t_n_xx_' ._u._._mMLxlEmul
g omEaogMBdy gy © o RN NS I CURA S
= o | 7 o= m <ol ~rm 2" o = oy =0 Ao o ol .5 ol
o T o7 u_.._x._mm.ro||+o._ K =05 ! KORON ) A or ol = & ooy oz U
FlR KD OTTN TageEol  FaTsaikrsT THuzw
K o z =
gao_em .Ao.7r_|gt._|m_m_._l._|l:_AIH_Al_._._._ E_._o_“_m.lmn.mm._m_u_ﬂ._ ._A_vl_hAm_.__“_._.A.o<M_m|~./lb|_.Alx_o Ool_m_Mﬂ_“_@u
3B F BN HEY =<0 ool gy B8y Ko oy g1 MRy S 2p © = %
|_._.._I_A_|...AI m_._._._.r._.or_._o_._l._ o.__A._| o_.__A.ﬂ._Io_“_.__._o_H_.___Awm_ N mn_|__|_A._omE._.A._|LI./A\m_.._HW .}.Am_‘_.__lww
_ - oty TO T P — N OH
o3 Aol TN KB R OAT s aor g N Ko U 2w S Jop M 23
o__.__._hAm oAl =gos KENKE ir o 4H o BT H o = © X0 < = K2
0 = L o of mu o o oo AN O oo gr o K g e ]r
Y ®RN 7o = uF Mool [ — - o M 3 -7 = =z L K o=
O = K0 S 0= D X — g RUXIIT N @ 1_._._7.__._x._
s R o NS ozXoW W 2oz 0 &m " ¢ o — a4 % o
pr o of R gy w2 S N @mok RO o MO s 80R AR
Ko W ok o &2 Ko B Kol __ LT sl e e 52 = B K 3T 20 ol
Ng . 0l & » o T ® N %o ol A 2 od 00 o= gy of 10 A e b
frily GRp¥umsig IixHZo o NglegRE =0 K ar N o
) QL__O_.mem___ﬂa. NowHg T s o5 B W0F T 5 KK T I 8 = oy
_ g —_ - AR —_ — == X0 < - = - S o — =
...A.o_ln_._uﬂ O_LDEHGN_UHHH__.._L _A”__m_L_._uzk_.u_oE._wa:E HANOWQH_/.AOH_ENM_H_O ._u_|07._p._o|
WTN G SME et s KO TRETG g =B WMo o
-— —_— = o 3 . = J—
sl we8ZHIKpIx FEBLo oH ST B ot g RN g kg
N R AN g Wy I d Ty >@lgg Tz oK B U H o
._n_“_7+oﬁ_ MLE_EHD._“_ ol < Eth.A_A._H_.:m./_._._ MxMo_/HOE_Eﬂﬂ ~ ol _._._ol._nn.u._ o=
— 10 S = |__|_L. - X g ol T o & = N o _|_|_ -
= of N ST My = N o HR 0ol g0 =~ & oS ol 0 ggng oo U<
Tor TTnUGIMY =on Moo S F R A R M T S ERy
L x:g_xu_.o__._.lw ol gy RO TR Nz doR gy o kRO, W
_H.EH__ o|_4|mo41MIﬂEw=.__E mwy__”mrn._tﬁ._mm.__'._n mm_ml_DLMu._%Wman_._ﬁ o_ol_ﬂ_ma._r_
o ol Wmmynﬁ_no;mg K A TR ¥ 7Mon_rﬁr<ﬂ_.x__._|_ma=_n_ hss . px
I A N L T L T L - O AN e L= - =
d] B0 o ~a K< Rl T Pk T of orEooupl RUOS!IS WOW NIl S O m NRT O @ T



Ej 7} =

E]

-
o

| 59| %

X o
i

0| BrOLA UK}

I

ARARIO ALLERY

100 SO = k.r
= mm Mo B AU Ofg T p
Jm_f.__:ﬂ K g M_EEAOEJO__D.%@H+I
i AR ) m AW ol T MH gy M %ol BT s XX 0 E +
s BBy S ik IR I KT g7 s_ﬂo__xé__t%m._ﬂl B %l W o H +.r|r
o U B g W= o <° ::Hﬁ@.lwg%i%%ﬁkﬂﬂ&% HH AR 5 0 o7 R B B
ofu :IL_tgsEWAD on _“_._Moéa___ol_lao_f o K o= oo O or O TH 10 AIr
0 = oy KWW < W |4o_i<xoo_.ﬁpmﬂ_la AU & Bo g ® H =z 5
e e MK so b 2 o o_aﬂn_l.dnoﬁonﬂ%_q/uxnm_HEDLL__ L_m_l.:fw_f% ﬂnﬁﬂl_w:}_
— I & = DU =05 — ijo B o u _ Ml fo
ol o wg M omg m_whm_unawolool_wol_cwﬂ_%%wa —lme e
= Tmmo s .2 o muﬂlgmom_uon_.ﬂﬂw_ TR 5o Y T
— =0 E ’CNCH |_..AI_.=T.A._._| ._._._._m_.o_/_u_._o._ w I_._Llﬂ./ll _._.I._A_.E o = >
N NI R & o) A .mum__|x|L o - .re_.;_.e_._aoﬁ_.om.rr_./ﬁ. A = T X o|_|n_o_=_._.
o mﬁm.l_ywﬂ_t R ﬁ_ﬂ.m_._mﬂn_luBa_fm::mio_o:ﬁo un_uJJAu%wr %HMH%&
S nﬂaolmlo_.lm_d sl IE_/_m_%:._._Im_ﬂ_MJuo_oa%%ol_ Lr_l.lwa_ej_ L e
o IS o 1L|L|o S Zlon o 2 < 3 ol — oo = U LI.LhHl
S x.__.uo».o.__._9_._._._ m6m._.r_._.k.o L|.7omm x::u_.._._o._E.I:IWZ..._AI|Mm.J_m o._ﬂ_u_mmc ||._|_|__|__n_w_m_u
A —_ = O_LO_ (_.__A._._.._o__._.:.o _I_l._A_u_.__|_|_ . ||_A|_H_H_E._._A IOn_ﬂ_._.n |_._.___LILI_,_._
&l X ™8T o N Ao R ® T .._A|D|o_aw5. ® 5 2 Hgu T = ) o T %0
<] BT g S g <M of ®Au o F_oﬂomm_%wwﬂ_@ﬂﬁ.ﬂﬁlﬂ S a0 R ol E
N shwS oo J B Mo OLLWéM%WHHO%WA% bR TR o o K E D
= (;.A_U.m_u>ﬂ_oH_ ol X 2o DA ___oc_”xHmmuz:__o__%mohm_o__x._ & KRR K ol_owm_u&__e_o
RS G CaBvn XSERC -3 i B NI 3 OF @ K O
N Hm.._m..__l._|_ﬂx.bl A W o= H m_u._o_o|_=_._ |_.__._|JMUE_|0|__H_WN Hoo._m._._._._e +|A.|=:=|rL|W
o R - ms e 6l o amp®e 28 aa IR =
= RO o 10 - M © o o0 297 o 4 Ko O T T <0 N T ]
ol ]U 25 O OF of Up LR ZW 5 EOMWO_EAO%%amﬁ_VMWmme_é Oy oW T2
o|67_.+noz = =85 & <A = o xuxﬂﬁrxd.x_.éa_.r, B o g o o N =
" o RT & O chmu_nr_o_e = _uo_.._.__._4|oE[x_.WA._4x.o 0 i QE_EP% A#m_.._.klﬁlm
0l MonJM<ﬂ|A._ﬂ _%Ao L g Wﬂum_mm_u WW.__._WO_'““_*LOoJﬂ_Er_._mWW ﬂﬁmm._w_nn_m.._ m..__“nwax._.._nmuﬂ
o0 & = &8l — T { Ol o — ol I o <0 = R = o o S o _ =0 = =
ol ol _ Bl X ol = N r Jo Mt le) O|Ao K pal | — o._O|J+AI|.I
mu wo gr o © M o<aow1u__=x%m .xr_e.__._._w_._e__%%ﬁmuw_m_.ao%m fJ &0 Mommm_n_cx_owmo E_&H_An?w
- - = _ [N a
5 wmBEE LB Ko wanmwewmnges%%g Ry 2oy 0 w5 3 5
on o WX BT A rotWIEL.E_Esﬁ_mﬁao oz U Rypgldy RUKTg
Kl %0 Ui N X0 T Eo__u_mﬁ% woo;_ﬁ_ﬂ__M_:_Mﬂmﬂq\%%%%ﬂﬂ L__M%Mmﬁ:ﬂ_ WX Eo g
< Uk & <H B0 T B¢ o0 1o Ol o MW 2 = A N o = MNEF 5 L = PWI.rm_.
o o ol Ay Tl bl _n__LlH__..__._._LI H_A._E_.__._._Ll < 0 o0 = K ._o|0L.—u_||
KT iy B0 S o py R0 kr KD o m%ol_l_%mm%_mﬁmalxlﬁu Sy FET S A
LHo = <F i _ _TE xy ol kMo 2 H il K o o =0 O 1 FUO T = NE
A ol S E s on I g RIS 4% Fal Ty LAY
& HEh o BN Ry Eo_ﬂ__Amoﬂmﬂ:_murﬂWﬂWmo% s hwm g ol BB 3 g
o7 m & oH o~ = o ol W T = oo 2 g KO = T 7 =35 0 B! =
o . Mzom_awog_ua _.7_._I=Im_ﬂ.___ ot§uoW|outaEWE7_u w&ﬂo o_meA_.Eﬂomﬂ %_ m_osﬂl
2 wa YUmTH T @ aoqmzﬂo_ﬁaa_._om ol zm RU z O e T
°o X m__uo_am._ e _._._o_._._ r_._u_.._ = = H A oo Yool ~a <
o Tloog g TE Moy S mwmmmmﬂ___ﬁ_mmq.a_ﬂ%al Rgwio< DHo5w
R Ty MR _Aa___o_Emm We_uoﬂtﬁmﬂﬂ%aﬂ_n__oﬂe_m.e_ N%H%EW_EP__ mﬁmmL__Mlﬂﬂoﬁ_
= OH ooy a0 5% K AU g R0 o7 Ik Su o B <] = = Rl 15 i I r
T i & ] ol w .- 9 <] 0 = — H - -7 L RO
So Emapon o %rluoﬂﬂﬂA“wgoo__ﬂwwr_ g zWw T
S TaNDgA & d WX TR s dEF S WS o R0 = Bl = O T X HO TR
AN IH D oo =l ©0 r = .____n__._o_ﬂ_._lnt _u....o__|O_Ao7_“_E _Eo_/ L N X
Ngr mlggod R TR L R R TE B =2 0 afhomig e
ol ofn .__.__u._mxtﬁw 7ur_r|_=_._ﬂ~w| %_WMO__GM&OWNLL_LHEﬁﬂEA J.Alﬂ._W|ﬂw_. W._uﬁ_uuo_.ru_Auo_._
- & -~ o = = ) = — T =
m.r._.u._m_ oMxl_.r.Wo:ﬂ W_H__Wuuun_ﬂ Mu_lu__mﬁmoﬁuoﬂ_.__uﬂﬁ:._<n|_.v_.u__m_mr_ .WMMWDEL_A_QO .___uﬁx_“_%
Sy compd® Lo ® Iwc_ﬁ_wnn_%%<amam_._ﬂmola_ e T T PH P
Rw ATEHT iy 55 Sz m g ol A A R e T O oM =T o o
% T ol o & e seETalEas up XK oy & WK X LR Ko S = w2
T Mo <y B M %o ™M B LK m_.e_eol_c__u__l_ﬁ_m_o_o%ao+oym_uaoxl SKBEg a3 T =
_.__L_._ o|__=._._=._._A . [s) HE g o_._”_|u|._ua_.:=._._w._m_|7ou_..A|._|r._L|_._._oMﬂ=_O HnOxﬂkoEﬁs__. fr7 =8 &
o oy [y — N A od U ha = & R
EJ_.._N m;_ao_n\v,m_ﬁm_ m____molmo____% .nﬂﬁaho_.ol_o_%uxnh._Na_a_@u_mow__mw mo%NwT.mﬂEm_., mmm_“@n_uaa
< or ol R &l T R~ ©F o of ¥ |1a04>nﬂo¢Laﬁ§_,TH7 M o7 Lo, %0 B3 mo WU ED S
7By IREE FaRbiniziielizis gERyuey FrasE
[oL N @] = = N < = - K o o N jurnil
WO DWO T U NS T A x.w_%mwgm G EE D
S in & ™ Wl ol %0 RO =R
=

Ofld @& 02 LIEFt=7}

—

—

Ef

2 ZEE 1,28T0| Kt

=

A
o

E

()
o

Ct

A Zolej7 a



ARARIO gALLERY

RO Ml I B m K0 o ol & KO <I M._os_.m._ﬂ<ﬂiw_mma Ob Ko "4 T ﬂlm_wo_a mﬂ_.mq_mw
B0 5 o = O o7 Bl op T UM © Rl B RIS T H =T R op © B8 W< Xy
oK o ol ™ R0 o WO & B Kb < - ™ S b T k- a1 2 of
w«mxn_qmu.kll_.kuo m_.=0|_0|_waﬂ O_F_|_+SEM._HOMD|.A.|W up H_.._I_mlu_klgn_.r_nmﬂ_m_l OINE Ll.w._.A.ﬂur._.._oOn
Ko g ® TP H3 2 sl vEE U e 0w E B T g X ol Oz 2ol
m.._ﬂm.._ﬂx._ W:_u.m.ﬂ.owo.A 7W_.__omw_n._ﬂ1m_ux_.n_.._ S H o oo _uTHm._Fu_M maﬂm__uoﬁﬁo
7o) = o Ol N K 1= E_Ec_e| .E_ﬂLl.7o||r ) .U N v 2o o . < . <
10 O X0 N T — H N = T O - ol = 0 A _- — T~ ol T =~ O
< =) = = Y X = = Kl R ) T O A O o T 0 O -
ol &) g o N SN @ AR E ROy RE S paz o Iaghhr s DT _5x —w T A
Trosso AV 2RV, RUETmg N E S KR p B R Aoy =ME D
il —_— — O = =T S =y —_ = TX - il _ =
" g o T o0 d - om 2 T o s Bl LW KO p®Ed g B ™ gy g BRI,
T S AT BT Mo R Emopm gy oG T U lS e T T
SN — =& Mor Y MBl gz © =R gy =T ° = T o & o oy B &y g U U O up
s 3 K m %04 o B2y R 2ot gy X 20 oy ol = ol 50 o I B " i of
[ T AN S R ey WO R WG <0 R K oo ob 1 B0 7 — = m o B
T g4 0 =0 oM _ o R E o B 2 ol _ T3 BSOS @ OYRp =
sz o R R S AR RN 51 G ¥ ok wool W Mgy ma
U = — = = 0 31 R ujo J g ooV o[l < od 1 o = = 2! T — o
w< o H — X - 5 = . ] O._Ll o = Yoy v B = & % KV K = C ar
R-o _ o Wol_.ie._ﬁm_ R R (R =T T Y mﬂWx.__u E2 X 31 3 o7 O 2 o N
© 0o Bl o X0 T ol o o of § O % A T = o 90 ko = Q0 00 ol % =T W ool —
NS ki = H — K = zn 9 & O g ol jol %r & K o X ~ o o
0B Xy R W w2 o 3o R L Hlimns Ao W gy B 5o g
= < _ =T ofl i — o M4 = 10 o0 "=y R L LR oo iy = Uo
R .2 ~ % g © K 0 = Zp o7 & wor i E = Bl O KM S — o 4 Uz . H
o o g o B AT m ™ %MWH%_H_A_.E_.EEHHOE M_umtimasﬂ WS 208 Tug<gm
Wz Tz sE TNz X Dxgr Wy Yol R A Fogogr WO 3R
Lea® - T R = N o= g R o _— S _ H Bl g~ ROEOR U
._OW_A_H__A._._F._“_ _.___._._._O3_Lx_|0.n._.o |_|._IL_LW%._F_H_._ML.| - Ln.w|7_|_HLImW ._Lo._l N_NH._Iol M_”_LI_N_LI
zr RO . " TRy Rx oo o VHIHFT N I I T TV e
._.m_u0|__|_0|_|_._ ..__mox._._._ll_mu LII__LLn._ _“__.E._IOLlnr._o._W._.A.ﬂM.AO._ ._Olmu_/romo Mm _._._oE._: [IN IR 0N 10
2 W F o fo A ol X &l g O K 3 =r TR WO H DD o
X 2 Pl s MR T sy HEg o R X Kk o0 = op = M™ = SousE Fg
— — — [o) - % 10 N = s
dwHTT .y x¥luymgm FmaoMagPoo K2 o B o RO Ngasa g my o
%n___x._ol_mgﬂ Wwwo_ﬂlﬂ% mﬂg__n_uw_m%___ummwaﬂmm_m Hm_.%:__%w ___EAU_.:_IEOIH a_A+_me__ﬁ
= i K = b Kl = = — - <d ol o & 2 = 00 - R - o~ =
NN T 5 = O i © RO 20 o o= N — < mo_- (] il L ki o -
1 H = g = M O o T 3 — o 4 K . H )
R D T -5 R TR B I T e el =~ ModEse ommwy< WS o ok
i T OROMREF = grawzo MO ATy RIoj T B R zmB  upr T ot MM ﬂﬂmbo_m
KMo <ot megrlaeyg TMuTZ Mo ploig Z2RF  wwoarz=D T g
WOORET O o T T kgy VxxdEHS R oy SK oUW S oK Kool  myor - X
ol Bl w5 < X M or S Hln ™ dl ol ol N0 o
ol MypmTr pywlaggdPELY Tz .MU da pIaEGKS F ™ w5
7oUl = oS of K Bt o = 40T RSN ol =HR O T3 Q  ohan oAU mmame
s = T 2 2 = — il _ N
Roolg e g lgTwdl gNlrdas Tyl oz Fgow g Mplpd
ﬁ_m_f_:_t__w 0L TR, Mo v s Wy 3 st KB T om RUAT o o XU E.___W%um
Botg oy BE KW g wEg  JEORS Y R w® Ny E oo Py oK
KO ol o R ﬂnm.__._wArm ﬂmo.we Mowﬂ_w_._xnx__.x._ul._lﬂ._un._nw,_ _._._oAEﬁﬂmv.._ﬂnMoH J_A._lm.Anuu_vm_|o|_ JI_._Ao_._._|_._|__/|
— - —_ . -~ — - e — il —_—
TaNro® 2238 ymy NEgWawzoxd wfyzs®z Lzpzs Za o<
: ~ = — —_ =N —_ o — — —_ T r
Bygulds sagghowmd VYRR ITFNs s —oa® poux® wrTAR
:__N_WaAo_. .__AQMO_\HFMH_“_%% H._.__O_EEH_JWL_._E_/EO_._. _.__mmw_nm._y.aon_ ||._|.@|W||._|uﬂn x_uw.n_.._:._w._w
Ty RoHo N W._om_/n7gtxuo_._ R "Nl gy 8BS Sop® 2o < W0 Gl
Tl 1~ Y = = - = T — —_ . _n 00 =—
Hggpu®oe grgbzsx Toxgddoosomwe pyaloIwl zrigks g8 o
Roolhdm xmvisw,) @mmrplsgShoov# gues Nl wowsg I Xa
ol WU W SO wr J_AQ.ANL_/_‘mEWH E_“_W.__A.ﬂoOmem.mm._lqu_ujr m_._|n_.____.__exﬂﬂwo_a .__A.ﬂo*_o_/uqo._uﬂ o_._o._wnTRw_l_‘._oo
B sy mhmr T RRsgmms® gWzFgRoed gox® mzx T My
~ O kU = or nu o Bl <A R B ! = Hr 0 T ol o ol <F X ofu o S ol Ho 2T Ko or o 81 N7 X N moHF oo



ARARIO gALLERY

Infinitely Vibrate with Sensation
Hye Jin MUN

Matter thus resolves itself into numberless vibrations, all linked together in uninterrupted continuity, all bound up with each other, and
travelling in every direction like shivers through an immense body. Unclarity, ambiguity, and vagueness. Viewers gazing upon Inbai Kim’s
work often experience a sense of ‘untranslatability.” The bemusement is further amplified, as his works possess a firmness with a
considerable degree of internal density. For, this untranslatability is not a confusion that originates from the lack of organization in art
work itself (in this case, the cause is exogenous and therefore the viewer is exempt from all responsibility), but is rather an issue of
communication or translation. This essay is an attempt to access Kim’s non-language, which differs from the customary language of the
symbolic, via the conduit of text. Capturing Kim’s amorphous and constantly elusive works with texts, which by nature fixes and limits
significance, may be paradoxical and therefore doomed to failure. However, reaching a (albeit limited) degree of resonance with rhythm
in his works can possibly lead to the generation of another meanings.

1. Phases Coexist

Inbai Kim described the process of converting from drawing to sculpture in artist’s note on his first solo exhibition: “I often draw my
drawings without specific figures in mind. Then | chose one of my drawings to construct into object. And again, | draw on the surface of it.
It doesn't make it into drawing. Honestly, | don't think there's a reason it has to be." The key here is that as the drawing moves on to the
solid figure and converts back to another drawing, a certain structural transformation, which is inevitable and unpredictable, is induced. In
other words, his earlier works are concerned about the transformative interaction itself between planes and objects, rather than reaching
final three dimensional objects by means of drawing, and are based on the gaps between media and the coexistence of dimensions that
arise from this process.

The coexistence of dimensions or phases is one of the characteristics that undergird Kim’s works in various layers. Coexistence in his work
takes on various forms, such as human-animal hybridity; the fusion of the abstract and the concrete; combination of carving in the round
and relief; mixture of lines and masses; coalescence of wall and floor; or the state in between movement and stasis. His earlier works, in
particular, clearly delineates his desire to break away from the limitations of mediums in formative art. The works presented at his first
and second solo exhibitions belong to this category, as they attempt to nullify the distinction between drawings and sculptures. In his
Where Are You Sitting (2003), a relief of a woman acquires three dimensional existence with the legs taken down from the wall and placed
on the table. Box (2006) combines the illusions of shadows and representation; the parallelogram shadow of the thin wooden veneers
turns to cubic dimensions, forming the upper plane of a rectangular parallelepiped through the drawing. The oscillation between the
second and third dimensions become more visible in his free-standing works, as seen in A Woman Who Want to Swim Well (2004). This
form in becoming, which looks as if its drawing is in the process of morphing into a sculpture and vice versa, forms a consolidated image
only at one fixed point. The hands and feet drawn on the sculpture and the wall complete the illusion of representation while connecting
to the statue at a certain moment, but the connection is severed the moment the viewers change the position and the integrated image
returns to an individual part soon.

Kim’s interest in formative structures is a consistent theme, but the direction he gazes towards comes closer to the nullification of
distinction rather than characterizing each medium’s structure. If drawing creates the illusion of three-dimensionality by adding lines,
modeling adduces points and builds mass. The difference between the two mediums becomes lessened due to the technical similarity,
one of using the methodology of “adding” to the shared task of representation. What remains merely amounts to the difference between
illusion and reality, the second and third dimension; however, this is but a tentative and meagre disparity to Kim, who pursues
fundamental non-distinction. As Bergson has noted, in whose theoretical framework the conscious and the unconscious, past and present,
material and mind are modes of a cosmic continuity that interacts and inter-penetrates ubiquitously, Kim sees communication among
dimensions and modes in the deeper layer, as difference only resides in surficial instantiation. For instance, works that introduce human-
animal hybrids such as Mustang (2006) or A Ballerino (2004) attempts to present a peculiar realm that resides in between a wild horse and
a man with a regent-style haircut or a swan and a ballerino, rather than their ostensibly formative fusion. The connection between the
two nodes can be found in shared properties rather than form; wildness and exaggerated masculinity in Mustang, and gracefulness and
muscular tension in A Ballerino. Modal multiplicity remains identical on even more abstract planes. Giridison Bambini (2005), which
combines the flank side of the body and the rear of a head, shows the coexistence of two modes that stand spatially apart. Memorization
(2009), which describes the before and after stage of penetration in sexual intercourse, realizes the fusion of two temporally disparate
states.

Kim’s tendency to refuse categorization and distinction goes beyond the formative realm of mediums and applies to social systems, such
as norms, morality and consensual values. Among them, time scale is a recurring motif. Homogenized time, equally applied across scales
of time and space, is a reflection of a desire to standardize and control time —a concept that eludes our grasp — which grows stronger with
material progress. 60 Hours 12 Minutes 60 Seconds (2007) instantly relativizes time by simply replacing the minute hand with the hour
hand, second hand with the minute hand and the hour hand with the second hand. In this morphed time scale, in which the slowest hour
hand moves fastest, reduces the scale of time. Scale-morphing has been a consistent theme in Kim’s work, as seen in Unassembled Clock
(2011), where time axes with different units coexist on one sphere, or non-linear clocks that stand sequential in spiral progression but
present mixed-up numbers in the frontal view.
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2. Sensation Moves

The written and spoken words we generally use are cognitive languages. These languages conceptualize material through the
referentiality of signifier and signified, and structuralize with unique grammatical systems. If Kim’s works are experienced as
untranslatable, this is because they do not conform to the cognitive language of logic and rationality. Instead, he uses the language of the
body. All of Kim’s works depart from bodily-felt senses, and he realizes these sensitivity by transforming them into the materiality of the
plastic figure. The artist’'s statement that he models while reminiscing on the feelings he experienced in certain body postures
demonstrates how the sensation of flesh, experienced on the bare tissue level, is the fundamentals of his craft.

This methodology also connects to the medium-specificity of the plastic arts, which involves the formation of mass by kneading flesh-like
materials. Indeed, his sculptures precisely capture the shape or texture of muscles as they transform in accordance with applied force.
The sagging shapes of two breasts that differ depending on applied gravity and the arm-stretching posture in A Woman Who Want to
Swim Well or the stretched-out shape of the tense legs in A Ballerino conveys pulsing vitality, making the viewers feel as if they are
inhabiting that very pose. The senses of the flesh, felt in that very posture, travels along the tactile materiality of the form and is delivered
to the viewer. This correspondence can be attributed to a resonance between the maker’s and viewers’ sensational memory. What
connects these two nodes are the actuality of the body and the senses that experience this reality. In this sense, Deleuze’s exposition of
Francis Bacon’s paintings can be readily applied to Kim’s works.

In Kim’s art world, sensation not only refers to a certain property felt through our five senses, but also the state which is generated by a
force or energy moving through the body. Deller Hon Dainy (2007) is a prime example of sense-conveyance via the materiality of mass.
The work presents three different states of emotion, branching out from one shape. The first sculpture, which represents a black face
devoid of expression, has a soft and organized surface with no protruding or discernable shape. The sense of volume in the lump-mass
materially conveys a sense of pre-division and non-existence. The other two correlated sculptures show modal transference. In one of
these works, the facial features, reduced to points on the plane, literally embody the convergence of energy occurring at moments of
concentration. In the other sculpture that shows irritated scribbles on the plane of the face materializes bursts of emotional energies such
as rage or frustration. In such shapes, form becomes variable, subjective and empirical, rather than a solid, objective and conceptual
substance.

Rising Fastball (2010-2011) dramatically reveals the difference between subjective cognitions in accordance with applied force. In this
work, which summarizes the posture of a fastball-throwing pitcher, the concentration of physical force or psychological tension distorts
the ratio between areas that receive the force and those that do not. Each part of the body, according to the forces allotted by the
throwing posture, becomes increased or decreased. The face is omitted due to its relative unnecessariness, and the extremities below the
elbow, carrying less force, is lumped into one mass. On the contrary, the left leg, which sustains the weight of the entire body, is fully
emphasized; the tension of the tendons and muscles leading from the thigh, knee and ankle remains high. In particular, the sizes of the
two feet highlight the contrast between emphasis and reduction. The left foot, serving as the fulcrum of the swinging motion, retains a
ponderous bulk and exudes a sense of heavy weight to the extent that the viewers feel the formidable force of the toes pressing down on
the floor. In contrast, the right foot stands relatively lightly, reduced and shriveled to a mere trace.

In summary, what Kim creates is sensation — a sense that is the concrete experience of the flesh coursing through the body, rather than
an abstract concept. The clear gender markers and a general lack of women in Kim’s human sculptures can be traced back to the fact that
the artist as experiencing subject is male. As the works are based on physical rather than conceptual memories, and due to the
impossibility of comprehending the sense-perceptions of the other sex, it is natural that the invocation of sensation slants towards the
male. The frequent occurrence of sexual motifs in Kim’s works could also be understood in this light, as seen in the case of Clock (2009-
2011), which describes the escalation and decline of sexual excitement, or Alarm (2009-2011) where flipped female bodies are aligned.
However, interpreting such pieces as surface-level sensual responses (e.g. male desire towards female bodies) can be misleading. Kim’'s
art indeed spring from the practical senses of the flesh, but his focus lies not on the body itself, but the concentration and diffusion of the
forces that pass through the bodies, the very flow of energy. In fact, what Clock conveys is the change in the intensity of a specific energy,
and Alarm displays the calm yet provocative property generated by the ambivalent form of concreteness and abstraction. Physical
directness is important to the extent that “wriggle” would be a better modifier than “dynamic,” but pursuing abstraction beyond the
surface is the other side of his duality. This ambivalence is the key characteristic and powerful appeal of Kim’s art works.

3. Vibrate with Rhythm

Kim’s works expand towards the plane of abstraction such as strength, force or energy, pushing beyond mere representations of specific
senses, because his art is based on the progress of continuous movement rather than a fixed moment. Indeed, all his works are either
“becoming” or “transforming.” The multi-dimensional aspect of his works, encompassing the in-between, here and there, comes from the
fact that his sculptures constitute parts of a flexible flow rather than an isolated object. Kim’s art at once denotes and connotes “change”;
transference from one state to another cross the boundaries within a single sculpture, among one series, in the exhibition, and the entire
sphere of his work, executing movement itself. His third solo exhibition, in particular, foregrounds his pursuit of movement. Perhaps this is
because of the prevalence of groups, as the works directly exposes the shape of primary movements. Spin (2009-2011), which looks like a
three-dimensional rendering of E. J. Marey’s chronophotography, realizes the physical movement generated in the action of throwing a
sculptured head.
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The weight and volume of the slightly curved sphere determine the modality of movement (of course, this piece also embodies the
materialization of tactile senses). The complex movement that combines rotation and parabolic throw is represented through the shifting
directionality of the head and the increasing distance between the heads. Each head corresponds to the fixed points that emerge from a
suspended flow, and the points return to lines through association. Whereas Spin materializes the physical change of states in our daily
lives, Disco of the Right Angle (2010) compiles states that cannot coexist on one temporal and spatial plane. The figure, with the right arm
folded over the left shoulder and the right shoulder protruding forward, repeats itself four times in four different right-angles. The
continual movement of going around the piece, which changes its shape depending on the perspective, is cut up into four moments and
juxtaposed.

Turbulent O’Clock (2010) is the one that most strongly expresses his intentions among all his works that layer different dimensions of
temporality. As implied in the title, this line-based work, in which states that cannot coexist stand comingled, appears to be fossilizing the
progressive state in itself. Moments of boxing, tumbling, swinging and sword-fighting become consolidated — following a certain order but
also at times irregularly. The lines realize movement rather than the frame of the shape or the silhouette. The piece looks like a lump of
movement-in-progress by fast-forwarding, or even a restoration of the turbulent state before the divide; here, changes in the flow of
movement form a rhythm, repeating the cycle of condensation and relaxation.

However, the rhythms that arise from the movements are not limited to works that directly materialize movement itself. This is why we
could read Kim’s works as a rhythmic movement that is differentiated in different forms depending on the catalyst occasion. The rhythms
generated with different intensities of force could occur within a form; stand between disparate shapes; or reside in between different
mediums or dimensions. In group sculptures, the representation of the rhythm remains relatively clear as it comes from the interrelation
between each sculpture, even in expressions of invisible movements. The rhythm of Deller Hon Dainy is derived from modal transition,
which varies in accordance with changes in emotional energy — condensing and relaxing. The flow of emotional energy is essentially
continual, but the representational form changes from a lack of expression to concentration, from concentration to rage with the
interjection of external stimuli. There is no intended direction in this movement, but the rhythm exists in the repetition of differentiation
and undifferentiation. Meanwhile, single-figure sculptures harbor internal rhythms in their forms. In Rising Fastball, the rhythm flows
along the ratio that changes with the condensation of physical force. Visually embodied omission and emphasis become rhythm. In
Shamoralta Shamoratha (2007), the origin of action resides in mental energy but the fact that change of form translates into modal
transformation and rhythm is same. In this work, which describes the state in which a lump of thought continues to linger and pulls one
from the rear end of the head, rhythm exists in the lines pulled out from the round head, and the transference of mediums from drawing
to sculpture. However, even single-figure sculptures are not fixed in their state or meaning. Rising Fastball, which freezes disparate
moments in the continual movement of the pitcher, already harbors transformation from a temporal fixation to the next moment or
state. In the continual flow of force, the mode of realization changes with the sensations interjecting in specific moments, but the waves
as the baseline remains unsegmented. An indetermined state flows underneath the surface of the determined state, and even
determined moments are provisional. The vibration of change pushes Kim’s works to cross over the boundaries between dimensions.

0. Stand at Zero Degree of Dimension

The pieces in this solo exhibition, which is the fifth for him and fourth held in Korea, show seemingly significant difference from his
previous works. Unlike in his third exhibition, in which the movements were directly conveyed on smoothly finished surfaces, the works in
this show are mostly static, and rough textures are exposed raw. Also, while his past works were more figurative and thus allowed
discrimination of human and animal forms, the new works are more abstract, even with figures based on human bodies. The size and
surface finishing also vary. A sitting figure that visibly exceeds a life size and standing figures small enough to be displayed on tables are
grouped together, and the degree of finishing of FRP differs depending on the degree of sandpapering. Materials include brass in addition
to FRP, presenting colorful scenery with a spectrum of white, black, gray and yellow.

However, Kim’s conceptual goal remains unchanged. The rhythms and movements generated across boundaries, the relativity of scale,
emphasis on sensation or the coexistence of different dimensions still flow on under the surface in this exhibition. These characteristics,
as they recur in each piece or across the entire scope of his work, vibrate in the deep layers of Kim’s world and are embodied in different
sections and forms with each exhibition. It seems like the virtual perseveres and becomes divided up into different forms each time
whenever it encounters a concrete occasion in the form of reality-based sensation (this conjunction means artist’s physical sensational
memory surfaces through the process of formation). In this light, Kim’s exhibitions present the changes of combination, combining
identical properties, rather than following the path of linear evolution. Recurring properties vary in their mode in each occasion. The first
and second solo exhibition strongly foregrounds the issue of dimension, whereas the third solo exhibition focuses on movement. Then,
what form does the actual take in this exhibition?

One notable aspect is that there is a stronger tendency to explore the basic elements of sculpturing. In other words, he’s returning to the
zero degree of dimension; moving on from featuring the boundaries of mediums such as drawing or sculpture, he goes back to the
essence of forms — the points, lines, and planes. Kim sees a three-dimensional object as a combination of points, lines, and planes. Points
come together to form a line; lines compose a plane; and the planes build volume. This principle can also be reverse-engineered. Planes
exist in mass; lines are formed from the boundaries of planes; and the edges of lines or planes end in points. In this sense, points, lines,
and planes coexist in a three-dimensional object.
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The artist adds geometric factors to the human body in order to clearly demonstrate this principle of formativeness. If this exhibition
appears more abstract, it is because it has more edged forms. In There is no Fagade (2012), the frontal facade of the face disappears into
a line. Assembly (2013) only has sides, and three lines are generated in front, at the back, and above. With Pin Hue (2013), where the
curve of the head figure is gone, four sides of triangles form six lines and three points. Meanwhile, Gendarloake (2013) has a face divided
into two pyramids; the curved and flat planes conclude with cusp. Flash (2013) is a line seen from the front side, and points at each ends.
The coexistence of points, lines, and planes belong to the indiscernibility of dimensions, which is a recurring theme in Kim’s works. When
force is levied upon a specific point in an undifferentiated mass, the form condenses into angles, and the volume becomes elongated into
lines and points. The boundaries between points, lines, and planes disappear, and instead, a simultaneously generated reciprocal cycle
emerges. In this complex nexus, discrete points, lines, and planes disappear. Meanwhile, physical sensitivity is less highlighted in his new
pieces. Of course, even movement towards abstraction is based on the human body, and the new works still depart from experienced,
concrete senses. Factors such as posture or the shapes of muscles still maintain tactile concreteness in the new works. In Flash, the
formidable presence of the wide male shoulders or the curved back in the leaning posture cannot but arise from actual bodies. However,
the emphasis in this exhibition lies not in properties experienced with our five senses, but the conceptual aspects such as transformation
or dimensions. Therefore, there is less of any direct conveyance of physically experienced senses. Instead, he highlights the texture of
sculptures based on materials or finishing techniques. The variety of surface finishing is a notable tendency. Especially, Flash or Read
(2013) is built with brush-layering instead of conventional sculpting methods such as adding or carving off. The traces of brush strokes
remain on the surface, creating a rough texture. On the contrary, Gendarloake or There is no Fagade present smooth surfaces with
sandpapered FRP. Interestingly, the intensity and degree of sandpapering changes the color of the material as well as the smoothness of
the surface. The base of There is no Fagade is black, whereas the head part is gray; the only difference is that the base went through extra
layers of sandpapering.

Lastly, the issue of rhythm and movement is the key focus in this exhibition. It is interesting to see the difference between surface-level
impression and internal properties. As mentioned above, the new works lack visual motion and therefore may appear static. However,
inside, there exist movements that are stronger than ever. A powerful vibration exists beneath the serene cover. The works in this
exhibition strongly tend towards transition from one state to another. The works are transforming with their entirety. Change is evident,
from form to material, color, technique, size, finishing, and display. The Heavy Light is Light (2014) series, in particular, effectively present
the process of transformation across all levels. The first in this three-piece series was originated from a previous work entitled Shake Your
Eyes and Dedicate them to the Heart (2010). The original piece, which embodies the experience of one’s teeth being twisted and
misaligned due to physical shock or mental stress, carries transformation in itself. Heavy Light is Light - Crown literally piles up new work
on old one, adding yet another transformation to something already in the process of change. Meanwhile, the other two pieces, subtitled
“Column” and “Ruin,” are diverged versions of the first piece. These are in the process of rising out of masses, or figures falling apart.
These series visualize mobility based on the degree of differentiation an identical form goes through. The rhythm of change resides in the
conjugation of two different temporalities, and the circulation of three disparate forms.

Rhythm flows through the entire exhibition, traversing the abstract and the concrete, more differentiated and less differentiated, one
piece and another. Rhythm is present in the distorted proportions of the body and hand in Don’t Pull (2014), and the display of Flash, in
which the hand is separated. Rhythm, which mainly resided with the works, is now expanding throughout space. Pieces of different size,
material and color are juxtaposed, forming tension, which leads to the dynamics of space. A state in which the eyes are closed but the
mind shake violently. Convulsion of a tied up body. This is why this exhibition is a storm in silence. The surface is serene, but repressed
waves tumble about in the undercurrent. Where will this vibration lead to in the future?
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