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3. Derek Jarman’s Garden, Thames and

Hudson, Derek Jarman, 1995
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1. Matsuo Basho (1644-1694) a Japanese
poetofhaiku 1 renowned as a “practitioner of
the nomadic aesthetics.” His first travel essay
Account of Exposure to the Fields (Nozarashi
Kikou) is a collection of haiku and reflects his
typical solemnity and humor, written as he left
Edo for the first time following the invitation
from different Zacku poets in provinces
outside the capital. The title of my essay is
aquote from a Aazku he composed in the
midst ofhis journey, written in praise of the
summer landscape seen from a room where
he was accommodated. Be itin the East or the
West, from ancient Greece to the present, the
garden or gardening has been considered as
ahumanization of nature and simultancously
as a field for acts of human philosophy and
thoughts as well as a psychological exercise.

2. Usinga cottage and garden on the

shores of Dungeness near the power plantin
Kent, UK, as background, 7/e Garden (95
min., 1990) deals with the reality and the
question of Christianity, where homosexuals
get persecuted under pagan prejudice.

The film was presented at the 17" Moscow

International Film Festival.

3. Derek Jarman, Derek Jarman's Garden.,

Thames and Hudson, 1995.
4. Jarman, 1995

5. Jarman named his cottage “Prospect
Cottage.” Photographer Howard Sooley
described in his writing for The Guardian in
2008 as follows: “Prospect Cottage sits more
orless in the middle, parched by baking sun
and drying winds in summer, with no shade
to be had for miles in any direction. In winter,
sca storms rage, while biting Siberian winds
push through the shingle and up through

the floorboards of the fisherman’s cottages
strung out along the road to the lighthouse. /
You can’t take life for granted in Dungeness:
every bloom that flowers through the shingle
isamiracle, a triumph of nature. Derek

knew this more than anyone.” In: htps://
www.theguardian.com/lifeandstyle/2008/
feb/17/gardens

. . 1
Garden and mountain going too, as we slowly walk

Jin Kwon

GARDEN s the title of Los Angeles based Kang Seung Lee’s first solo exhibition in Korea. The
exhibition title alludes to one of the core figures shaping the narrative of the exhibition, Derek Jarman

(1942-1994), the British filmmaker and innovative gardener. While location scouting for his film <7%e
Garden>®, Jarman discovered a cottage on the shores of Dungeness, Kent where he ultimately moved and

lived for some ten years all the while documenting his life and thoughts while keeping the small garden.
In publications released posthumously after his death from AIDS, Jarman explains the inspiration he
gleaned from the gardening guide, Beautiful Flowers and How to Grow Them, given to him by his parents
as a gift when he was a child. His interest in gardening was deep enough to win an award during his

primary school years.? In the 1970s, Jarman designed a small garden for his sister and her husband who

had plans to open a modest scale hotel. While the garden was never realized due to the property’s sale
prior to opening, garden design remained a central part of Jarman’s artistic practice. Jarman’s garden at
his cottage surpassed being a hobby and became a major life work reminding us of a simple but undeniable
fact, namely, the requisite of a garden’s material condition and existence is the reflection of the gardener’s
character, tendencies, and beliefs. To a gardener, the task can only unfold by means of her active

participation via the fundamental senses as she sees, smells and touches with her hands and feet.* Let us

rethink the relation of the artist and the exhibition by focusing on the relationship of the gardener to the
garden. On the one hand, there is the ecological, that is, the time that a garden continuously lives while
on the other is the subjective allowing for reinvention according to the gardener’s choices. The garden
reveals the space in between the two axes — an infinite space fed by multiple characters that constantly
morph. Lee’s exhibition, seen from the premise of art and artistic performativity, could be defined as a
sort of garden conveying a certain spirit where different interpretations and interventions are possible.
While areflection of Lee’s consciousness is insinuated, Garden is not a place of specific and unique
meaning defined by the artist. Rather, it is a universal and colorful space for thoughts that accommodates
our individual lives and times. In other words, it is comparable to a common garden such as the ones we
discover while wandering about in our neighborhoods. What kind of pebbles, flowers, grass, benches,
bushes, air, soil, voids and thoughts are to be found in this garden in front of our eyes? What kind of

artistic experiences are made possible for us here?

PEBBLES are depicted in Uneitled (Pebble from Prospect Cottage / Pebble from Tapgol Parf) (Graphite
on paper, 160 x 120cm cach, 2018). In the drawing, two pebbles are depicted: one picked from Jarman’s

garden from Lee’s first visit to Prospect Cottage® in 2017 and the other from Seoul. Unzitled shows a

magnified view of the tiny pebbles, drawn on large scale on two separate pieces of paper with exaggerated
attention to detail as if they had been captured on a negative X-ray. The bumpy surface has many cracks
and rough carvings, bent curves, and the residue of dirt or possibly mold. The drawing’s background is
covered densely with black graphite rendered into a shining surface, assimilating to the smooth and slick
surface of the pebble. In fact, this diptych, sitting in the face of the Garden, does not intend to deliver
specific information but rather becomes a kind of intuitive language on reading and experimentation
within the exhibition. In the exhibition, there are repetitive forms of the two pebbles, one having a hole

in the middle and the other one having longish face and there exists a recurring relationship where two
becomes one or one expands into two. This recurring form and relationship creates a kind of ecological
rhythm. Concurrently, this drawing suggests the repeating movement and transition into another realm
of time and space. Through the artist’s choice of looking at such detail, we can sense other possibilities of
lost moments or missing places created by the meticulous intrusion. More specifically, we can imagine that
the pebble Lee brought over from the UK is a trace or a concrete object related to the figure of Jarman.

‘We can also imagine that the pebble from Seoul is involved in the unrecorded history that intersects the



Untitled (Pebble from Tapgol Park), graphite on paper, 160 x120cm, 2018

Untidled (Pebble from Prospect Cottage), graphite on paper, 160 x120cm, 2018
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8. Derek Jarman, 1995

Unuitled (Hole), graphite on sheepskin
parchment, 22 x15¢m, 2017

Unuitled (Prospect Cottage), graphite on
paper, 22 x15¢m, 2017

6. Junsu Oh was an activist for LGBT rights
and HIV/AIDS awareness in South Korea. He
died of hepatitis due to complications related
to AIDS. He published £ven the Winzer
Scarecrow Needs to Practice How to Live,
Sungrim Publisher, 1993. https://chingusai.
net/xe/term/116297

7. Kyo-nuiis atraditional Japanese
technique of embroidery. The colors vary
within alimited number of twenty or thirty,
yetitis known to enable around two thousand
types of techniques to express shades. The
embroiderer uses both hands to freely work
on two layers of fabric on top and bottom. In
the past, it was applied mainly to luxurious
garments for the royal courtor the stage, but
the range of applied items has expanded more
and more . Lee bought the last set of golden
thread manufactured during end of 1900s in
Kyoto for this exhibition.

8. Jarman, 1995

9. Chingusai, founded in February 1994, is
the Korean Gay Men’s Human Rights Group
translating in English to “Between Friends.”
As asuccessor of Chodong-hoe, the first
homosexual activist group ever in Korea, it

is one of the oldest sexual minority rights
organization in Korea. Oh was the founding
member of Chodong-hoe and Chingusai, and
alegendary activistin the gay community and
human rights movement in Korea. https://

chingusai.net/xe/Introduction

life of another figure, Joon-Soo Oh (1964-1998), who also figures prominently in the exhibition.® These

experiences are close to Giorgio Agamben’s concept of “debris” (Triitmmer) or the ability of paradoxically
proving that something existed by relying on what is missing and absent. The past as debris cannot testify
to the actuality of the past (i.c. the fact that something once existed) in a thorough and absolute way. In
this case, the debris or this drawing of pebbles, intends to resurrect from our memories not the history or
narrative implied by the prominent figure of Jarman but rather the background and history of Joon-Soo
Oh, a much less known figure, that is a missing or lost memory of ours. By employing a concrete narrative
activated by “Derek’s Garden,” Lee suggests adjoining one pebble, one that used to keep a kind of order
of coexistence with other things in a specific space, with the figure of Joon-Soo Oh as represented by
another pebble found at Tapgol Park in Jongro, Seoul. By doing so, the artist leads us to the conjunction
of the time and cultural environment where this figure once lived. The dynamic of the transition and the
conjunction of different figures and narratives are seen in the third floor video installation depicting the

works Dungeness and Seou! (Garden, 3 Channel Video Installation, Dimension Variable, 2018).

GRASS. The installation of Untitled (Garden) (24K Nishijin gold thread on Sambe, ceramic, pebbles from

dungensss and tapgol park, metal parts and dried plants from Derek Jarman’s garden, 295 x 185 x 20cm,

2018), placed in front of the diptych, is where Lee’s garden starts to be enacted. The room contains a large

rectangular wooden platform upon which the artist applied a piece of fabric with golden embroidery? of

various shapes of leaves and grass. On top of the fabric, the artist has arranged pieces of plants collected in
Jarman’s garden, remnants of Jarman’s sculptures and pottery made with a mixture of clay collected from
specific locations in Dungeness, Namsan, Tapgol Park and Nagwon Dong. These pots, roughly formed
and only bisque fired differ in their shapes at times having narrow openings while at others broad and
some with single or multiple mouths. These pots are to be used as actual vases for flowers given by friends
of the artist. In a corner of the rectangle, the names of flowers and plants growing in Jarman’s garden are
embroidered mimicking Jarman’s handwriting. This ‘garden,” as the title of the exhibition suggests, goes
beyond the typical physical garden with its limits to architecture and plants but approaches a spiritual
model imbued with a certain nostalgia and yearning in a way closer to a lost paradise. In Unzitled (Nishijin
gold thread on sambe, mixed media, 2018), Lee created the earth and grass that represent concrete
substances from the space of a garden by employing handmade fabric, embroidery and pottery. The list of
flowers that will bloom on this terrain is marked with Jarman’s handwriting, on top of which the modest
practice of summoning the objects that convey the traces of the past and the attitude of mourning overlay.
The work then provides vessels for people in Seoul to bring over their own plants. This is the moment
when the composition by Lee, as artist and gardener, actively reveals his subjective and idiosyncratic
sense. In this way, Jarman and Lee’s gardens, the soil from Dungeness and Seoul, the time of the past and
the present as well as the spiritual worlds of individuals become one, intersecting, connecting, tying and
entangling with each other. Onto this garden, a series of rituals and senses are projected, reorganizing
them into a third space where different timelines can coexist. This space of multiple temporality seems to
dream of the lost paradise, one that cannot be absorbed by any governing power, independent of political
purposes, ready to accept solitude and silence and able to forget the pain of disease through praises of

beauty. Jarman himself called his own garden to be a paradise.®

SKY. Whereas the installation on the floor could be seen as the earth of Lee’s garden as well as a sign
indicating a certain utopia, Untitled (Table) (Mixed media on table, 150 x 150 x 75¢m, 2018) is an
unfulfilled void and the sky as seen from sitting on a bench. On a square table sits a number of objects
including: Oh’s daily memos; meeting documents and scribbles by Oh and his friends at Chingusai®; Oh’s
scrapbook of letters and poems sent to his friends; Oh’s publications and photos; pebbles from Dungeness
and Scoul; Lee’s photographs of the landscape at Prospect Cottage; and a memorial catalogue for his

death from AIDS related complications in 1998. These are core documents reading the narrative of this

~
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Untitled (Joon-soo Oh), graphite on paper,
39 x 33cm, 2018
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Untiled (Joon-soo Oh's letter), graphte on paper, 160 x 120cm, 2018
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Untitled (Cover), 24K Nishijin gold thread on
Sambe, 48 x 33cm, 2018
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Untitled (Garden Book), archival pigment
printon Hahnemuhle paper, 33 x 48cm,
2018
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Untitled (Derek Jarman at Prospect Cottage), graphite on sheepskin parchment, 22 x15¢m,
2017




of* BQlo A AbR- Aol
W 7] 58 BobE A3

*1 2, A7), B571 =

B oz 20| Azt AR, o

= T H=, «
AUt Aol -2 AZE, T12]31 1998\ of]o] 22 A} 2%#%‘—31‘ A WA &

a}
&= Aol et 32 EFHET} RR| 9let. o] Hol& &
BT o F=2L ole o] “Alo]E 0] 717ko] AfA] 01%‘7P
23 2 A 2} A 52 BojEch gl AHolgt= <l
Aol A AE ZHAAR] ofl& 25 o] ol BhEof Wl 5t X}ﬂﬂ}ﬂ o, e E4ete A E
S=ALR] o] 53t Ak A] @2 ol £3HE
dhol g4 7HL o] &3] & ol =5 Fobw] SRt AP E e At
2, vtz o] o] &3} 1 F7F0ll A o Zzte] Hgho =7hA] S
ol Al Blb= ot 2 Qe <A TRIZ /LS 2H]
%ﬂ@ab% LF 42| o] FolA HulldolH, &5 12 A AshE U2 2] 2 do|tt. Hoj2x7] ¢
o] 22 o] 2AE2 ArhEH o|Zlo] AN5t= HP7} o] 51A] ofU T gl 7}ARRIA] R & s i
o] o] 550l of® At2]#{o]aL 2] 2Ql A& =517] Ao, ofH FeHARl EAHE A 5h= i ©f
oI e Hl2aUE A 2250l o] &2 20| Hoh= Ao, ee=

ol o] A A7 7SR = Q1A ] Hgke ARt

EEOI 2]—

N
E=)
Bl
)
41
—|—'
o
o

&8, <BA>(Unditled (Hammock), 24K Nishijin gold thread on Sambe, hemp rope, wood, 91 x 365 *
354cm, 2018)= o2 S Ax|ol|A 2 FA 245 AESH AT oo A A < B Aol U
7212 7)) S2jx|E ol £ X2 olth 1 Bo 2t 9 F47) WolA) £ BA shtE 1o
EQQ%H%ﬁl%%%EE%P o] Qlc} ] 715} 1S ol eiA27)E Slet
2 oF e ER divlE =
a%gqqumﬁwﬂ D A R T

Hojx] & QI7ke] Hopdu EetAll é.}% FEA P 0 2 B &Aool F-F Hsense of
=

%ﬂ&%ﬂﬂ&%%ﬂeﬂ%ﬁfﬂ“ﬂENA WS AT, 4 8ol A5 715 A
3 o4 2le] ol o wolglrh o) 4L eFsahs 912 & Ba) Hx|Zo) 1 Al A
A58 TA|F 6P| ks, 1.0] FH0 85 o] o] HHE V14 APl Bag S wjx Ao 2
W, 92) okx) S5t AL Srol A Alekru 3 9l Ee) A A S uhs)A) Hick Ao o4
£ lot 2] 401 e 122 ol of47bE L IAS Uit & 4 gk ol
22 9 2 Gl oabol 9212 224 QlrfalA| ok T4l B AlQlzke] eus 458 F st
sbrfe) 259 77 A9 5l WS Helsich olele 2L 2R e airle) TA
o] 2 2] W2} A|22) £5ko|n A2 T W|ch

& AAe) 71 ohAl et ol s 2 A2 <AL A0k <A} 250] A NS F 4ol el
A5 Y92 712512 vlr] @ 2o] PAFHT <A1 2> A 2T 2AE L ol Z4o] 4 7
ol Al g A 44k Qlztoltt o] £7 4 ofgizbol A2 L Zrhe ofy ol &8 rEe
£ 223U Oo)2 AU 1 Lo A2 L Fulehe mielzIck 2 olo] v 27 shtE B
2 27k woll A Yol 2 8 & Y o] mAje)el w42l mop Br) 127 sute] ofu]
2 £ z7ko & A2 1 Holyl FuHE A7 B4 ¥ Z7ko] sjLte] 27H8 5, 1 9jo] A7 =
ES RS S T M%%qq%%&ﬂﬁ&ﬁr%%%%%%%ﬁqﬂmﬂmﬂ

rlr
N

F27k obd A2 2 o]u|x) & 2231, 422 Fo] obd sbik el o

E4ARUEY 2Z 2, F

9. 37 o= A 0JIA L ST HA 2
19939 F e 253 S RE 2 Y4
Zke] Q1S BA5H] 93l 199440 7&“

A FoIA 1y oo Hasat Ad &
F A 9E 4L 258 F YUY,

1994 2] M JLAbo] BLg| Ak AL AL}
© 2 &55tH 2 olEgl e, =9
Ale] AR UE| 2t Q1EE-F 7ol A
2] g2 ok Prhketh hups://

chingusai.net/xe/intro01

10. “Fjo], n]st, A", F oA RA] w2}
15, 72%9.2012

1z

10. Siren Eun Young Jung, “Qucer,

Aesthetics and Politics,” in: Voira: Magazine

of Queer Humandities, vol. 1, Note In-Between,

2012.

exhibition. On the wall adjacent to the square table, hangs embroidery work illustrating figures taken
from the cover of Oh’s memorial catalogue possibly depicting two gay men standing close to each other
on the streets of Jongro or Itacwon. If we could consider Jarman as well as his diverse works as topos
created after artistic movements in the West, Oh, on the contrary, is a figure that s still unknown. He
symbolizes a biased Korean society that is unwilling to know as well as a certain culture that has yet to be
acknowledged. The idea of paradise in Lee’s garden cannot be reduced to melancholic things aimed to
simply grasp sorrow and mourning but rather expands or shifts to a different level of senses that the table
and its surrounding landscape activate. Lee’s neon installation illuminating in Korean Hangul text that
might indicates names and nicknames of Oh, “OHJUNSUOHCHANGHOKIMKYUNGMINKIMDAB
INLUKKAMOPONJONGR OST.” Written without spaces, one cannot clearly understand if they refer
to names or some song lyrics. Beyond their implication on social and political issues of the human rights
of the sexual minority, we know the names are some kind of complex existence and calling of multiple
personas. We see that each one stays next to each other rather than scattered apart and this audio-visual

cognition of layers of existence becomes a metonymic experience.

SOUND. Untitled (Hammock) (24K Nishijin gold thread on Sambe, hemp rope, wood, 91 x 365 *

354cm, 2018) found on the second floor is an installation applying the same golden embroidery seen on
the first floor. Lee appropriated the form of the leaves embroidered on the curtain hanging in Prospect
Cottage and applied the same pattern onto a long fabric banner with the golden embroidery. The edges

of the banner are poled by wood branches and look like a hammock. Next to this hammock is a large
drawing depicting a transcription of one of Oh’s letters to his friends excerpted from his scrapbook. Lee’s
garden goes beyond the strategy of visualizing identities, proposing histories or writing remembrances.
It confronts, instead of bypassing, the solitude and fear of the specific community represented by the
figure of Oh, their artistic as well as political practices and their sense of loss and responsibility. “I

fecl always afraid of being forgotten. I am afraid of vanishing from people’s memory. Still, they will
continue living their lives, as if nothing had happened. I cannot stand it, I hate it.” Clearly and resolutely
handwritten, what Oh’s letter documents transcends gender identity issues and touches straightforward
the vulnerability and uncertainty of human life and immediately acquires the sense of commons. This
kind of self-disclosure judges, remembers and appropriates the specificity of minority art to overcome
the problem of its stylization and approaches the essential aspect of art that reflects and accommodates
the universality of our life and being, as well as exploring the possibilities of communication. Through
the figure of Oh, Lee highlights Oh’s “most intimate voice” that formulated the background of his public
appearance, instead of scrutinizing his political and resistant actions. Contemporary artis born from sites

of discords and contradictions and some artists are well aware of that."® Instead of inviting us to ally with

the unknown history, Lee arranges intimate communication with a figure, choosing to detour towards the
method of awakening individual and subjective senses. This process is a summoning that resonates with

the indistinct past symbols, bringing them back to existence and to the present as well as to new relations.

SOIL. In the last room of the exhibition, there are videos entitled Dungeness and Seoul that document a
series of identical acts that happened in two different places. Seou/is a series of single-channel videos that
start from a forest landscape that appears to be located in Seoul. The artist, situating somewhere in this
landscape, removes piles of damp fallen leaves, possibly soaked by morning dew, to disclose the blackish
red soil. Soon, he unfolds a piece of hemp cloth, collects a handful of soil dug out from the ground and
wraps it by joining the corners of the cloth. Then, he cuts out an image into two and lays one of them into
the void in the ground created by the dug out soil. Upon the lying image, he puts two pebbles and covers
them back with the soil and fallen leaves. In another video of the series, he repeats the same act. Yet, this
time, he cuts the image vertically instead of horizontally and puts one pebble instead of two. The series

of videos in the two-channel installation of Dungeness echo Seoul. On one channel, different parts of the

surrounding environment such as Jarman’s cottage, garden and the emerald landscape along the shore
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Untitled (Icon at Prospect Cottage), graphite
on sheepskin parchment, 15 x 12¢m, 2017

Untitled (Cut drawing 1), graphite on
sheepskin parchment, 7.5 x 5.7cm, 2017

appear through a slow gaze of the camera. On the other channel, the same act of hand-digging the soil
covered by pebbles, placing of soil into the fabric, cutting off an image into pieces and burying one piece
into soil appears as seen in Seoul. Just because an already cut out image appears, we can assume that

this piece of image was the other part of the cut image from Seoul. Walter Benjamin saw ‘the image of
the past’ as a significant form of thought in archive art and mentioned often its mechanism interlocked
with the metaphor of “fragments’ (Scherben). The “fragment’ is a trace of an enormous destruction, yet
italso indicates the possibility of re-collection and re-assemblage. Lee’s actempt, however, seems to
direct toward the revelation of the essence of remembrance through the act of betraying those concepts.
In Seoul, the artist buries the fragment into the soil that doesn’t indicate any specific memory instead of
excavating any buried fragments. He does not intend to find out the remembrance out of the motivation
to measure what that something means; instead, he cuts it into fragments and dissipates it from our sight.
Indeed, there is no way for us to get to know what the image he cut into pieces actually depicted. On the
other hand, in Dungeness he merges different debris with various layers of narratives and history that the
name of Derek Jarman casts back. The fragment of the image cutin Seoul gets inserted into the stratum
of Dungeness and turns into a heterogeneous sediment. This paradoxical act is an anti-archival actempt
that resists against remembrance and the ironic expression becomes complete through the round trips to
Joon-soo Oh’s Seoul, positioned as the opposing locale to Jarman’s garden to the person and place that

existed within a time when it was unthinkable to remember, to leave traces, let alone to come out.

GARDEN. Back downstairs on the surrounding walls of the exhibition space hang a series of drawings
where one can see partially smudged images or the frame itself shattered to fragments. Upon closer look,
aportrait of Jarman sitting on his garden chair can be found. Yet the face is erased, concealing who the
person could be. That is to say, that the purpose of this series is not about representation. In another

drawing, there is the face of Joon-Soo Oh and this one aims to grasp onto the lost image or forgotten

memories about a person. Lee intentionally exposes vulnerability and imperfection, and at the same time,

promotes clarity or strength on the vulnerability and imperfection. After watching Seou/ and Dungeness,
we know that these drawings are the fragments of the image that got buried in the ground in the videos.
This method of meticulously weaving together different works referencing each other as equivalents

and cross-references, juxtaposes itself as the magical garden where Jarman’s treasure hunt took place.
This means that Jarman’s garden is a space full of intimacies, where various lives and objects living in

his garden are linked through the immaterial bond of senses. In other words, it is a garden that goes
beyond the material world and creates new values in sync with a spiritual world created by the senses of
the one who existed and walked about the garden. Itis a garden where these values arrive to the axis of
objective time transforming into a new subjective space in multiple layers. Here, Lee introduces to us a
garden of that sort. Thanks to the numerous others and relational practices entangled with the narrative
of this garden as drawn, filmed, made, collected, arranged and proposed by Lee, our spatial experience
can transcend time and empathy and turn into another dimension of participation. The memories we will
be able to recollect after having strolled in this garden can be as colorful as the variety of our individual

remembrance and rituals. Itis up to your senses whether that mountain could enter this garden.

Untitled (Cut drawing 2), graphite on

Untitled (Cut drawing 3), graphite on Untitled (Cut drawing 4), graphite on

sheepskin parchment, 7.5 x 6.3cm, 2017 sheepskin parchment, 16.5 x 5.7cm, 2017 sheepskin parchment, 11.5 x 7.5c¢m, 2017
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Untitled (Table), Books & photos (collection of Chingusai), Buddy Issue 8 (collection of Chae-
yoon Han), scrap metal, pressed flowers & pebbles from Prospect Cottage, Joon-soo Oh’s
scrapbook  (collection of Geun-jun Lim), gold thread embroidery on Sambe, ring (collection
of Hyung-jun  Choi), photos from Prospect Cottage and various places in Seoul, ceramic
(California clay, soils from Derek Jarman’s Garden, Nam San, Tapgol park) Plant collecting &
arrangement by Yuhur, 150 x 150 x 75(h)cm, 2018

Untitled (Garden), 24K Nishijin gold thread
on Sambe, ceramic, pebbles from dungensss
and tapgol park, metal parts and dried plants
from Derek Jarman’s garden,

295 x 185 x 20(h)cm, 2018

20



Biography
Kang Seung Lee is a multidisciplinary artist who was born in South Korea and now lives and works in Los Angeles. Lee has had solo
exhibitions at Artpace (San Antonio, TX), Commonwealth and Council (Los Angeles, CA), Pitzer College Art Galleries (Claremont, CA),
Los Angeles Contemporary Archive (Los Angeles, CA), Centro Cultural Border (Mexico City), and group exhibitions at Weatherspoon
ArtMuseum (NC), SOMArts (San Francisco, CA), LAXART(Los Angeles, CA), Art Center College of Design (Pasadena, CA), Tina Kim
Gallery (New York, NY), DiversWorks (Houston, TX), Centro Cultural Metropolitano (Quito, Ecuador) among many others. His work
has been reviewed and featured in Artforum, The New York Times, Frieze Magazine, New York Magazine, Artnet Magazine, LA Weekly,
Hyperallergic, Artillery Magazine, KCET Artbound and Glasstire. He is a recipient of Rema Hort Mann Foundation grant and International

Artist Residency/Fellowship from Artpace San Antonio. He received an MFA from the California Institute of the Arts (CalArts).

Credut Acknowledgement
= Essay: #71 Jin Kwon / 19 Translation: Z141H] Sylbee Kim / AFXI Photography: ©] 2] & Keith Collins, 2IFEALO], X @&, Y2 F, 5], ShtFofol7lo| B, X, o] =2, H-g-F,
Euirock Lee / TAFRI Design: 9132 WORKS YA o] &, Commonwealth and Council Los Angeles, Bernard Dawson, Geoff Wall

Untitled (Hammock), 24K Nishijin gold thread on Sambe, hemp rope, wood, 91 x 365 x 354(h)em (Approximate), 2018

174



