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지의 불상대좌에서 받은 감동에서 휴스턴미술관에 영구 소장된 <선비의 길>

이 나왔다. 수석(壽石)은 또한 수석(水石), 즉 돌과 물이 함께 해야 제격이다. 

최병훈의 <잔상(Afterimage)>에서 돌과 물이 함께 하는 이유이다. 돌과 물

은 모두 자연의 일부이니 그것들을 바라보매, 물에 주변 풍경들이 비치는 데

서 관조(觀照)가 이루어지고, 그럼으로써 높은 정신의 품격이 생성되는 것

이다. 이른바 자연과의 동화(同化)를 이룬 상태에서 발현되는 관조는 작품

을 미적 대상으로 바라보는 감상(鑑賞)과는 그 태도에서 사뭇 다르다. 

최병훈의 <선비의 길>은 명백히 조각품이다. 그것은 형태나 기능면에

서 그의 전공인 공예에서 멀리 벗어나 있다. 최병훈으로서는 이번 작품을 

계기로 작업의 개념과 범주를 더욱 확장시킬 수 있으리라. 그는 이번 작품

을 위해 수차례에 걸쳐 먹과 붓으로 드로잉을 하고 모형을 만들었다. 구불

구불 자연스런 유기적 형태를 갖춘 추상조각 <선비의 길>은 숭숭 구멍이  

뚫려있되 그 구멍은 인체에 뿌리를 둔 헨리 무어(Henry Moore)식의 구멍

이 아니라, 수석(壽石)의 문화적 전통에서 자연스럽게 도출된 것이다.

가구 전공의 목공예에서 출발한 최병훈에게 있어서 수십 년간 나무를 

통해 익힌 자연의 본성은 곧 삶과 인간에 대한 이해의 깊이와 폭을 넓혀주

었을 것으로 짐작된다. 이른바 예술이 폭넓은 인문(人文)을 통해 나오는 이

치이다. 예술을 인격 수양의 방편으로 삼았던 동양의 문인화적 전통이 서

양의 인문학(humanities/artes liberales)과 만날 때, 더욱 높은 수준의 보

편적 가치를 누릴 수 있다. 그리고 우리는 최병훈의 작품세계를 통해 그 가

능성을 확인하게 되는 것이다.  PA

<태초의 잔상(afterimage of beginning) 018-504> 2018 현무암 82×193×77cm, 100×133×77cm <태초의 잔상(afterimage of beginning) 013-394> 2013 현무암 70×340×53cm 프리드먼 벤다 갤러리(Friedman Benda Gallery)

사진: 노우석

<선비의 길(Schola’s Way)> 설치 전경 사진: Richard Barnes © Museum of Fine Arts, Houston <선비의 길(Schola’s Way)> 아이디어 스케치
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three-piece sculpture Scholar’s Way was revealed at the inaugural 

opening, November 21, 2020. The trio of monolithic sculptures are 

formed from Indonesian basalt, each �gure about 3m in height and 

70cm in diameter. The surface is dark sable, but the translucently 

buffered gloss betrays a deeper black that silently anchors each 

statute into the courtyard pool. It was this departure from his 

groundbreaking art-furniture realm and his entrance into the 

realm of sculpture that broadened Choi’s artistic vision. As sure 

as his works are now part of the permanent collection of MFAH, 

rediscovery of Choi as a sculptural artist is also greatly anticipated. 

As a furniture designer, Choi mediated a relationship between 

culture and nature without manipulation or control of the 

relationship. Contrivances are rare in his works. Instead, his art-

furniture boasted a bold pursuit of unaffected naturalness. The 

artist’s aesthetics of intermediation is exemplified in the series of 

stone tables he produced in 2015. Created from Indonesian basalt, 

the tables were concave toward the center and black in a way that 

contained the surrounding landscape. The trees, the forest, the clouds 

and the sky were there in their unaffected brilliance. 

Before modern times, the seonbi (literati scholars) kept the 

munbangsawoo (文房四友 - Four Friends of the Study. Indian ink, 

brush, inkstone, paper) nearby at all times, as well as suseok (壽石 

- scholar’s rocks) for appreciation. Choi’s sculpture in MFAH was 

inspired by the scholar’s rocks and the Seated Figure of Buddha at 

the Geodonsaji (居頓寺址 - Geodonsa Temple) near Wonju (city 87km 

east by southeast of Seoul). Suseok may be interpreted multiple ways 

based on its Sino-Korean notation: scholar’s rocks (壽石) or viewing 

water stone (水石). The artist’s Afterimage series of works feature 

both rock and water for this very reason. Rock and water are both 

of nature, making the reflection of surrounding landscape an act 

of appreciation, thereby achieving a state of spiritual dignification. 

When in a state seized by nature (同化), the notion of appreciation is 

unlike the act of casting a gaze upon aesthetic objects. 

Choi’s Scholar’s Way is clearly sculptural. It is distant from the 

artist’s previous works in not only form and function but also his 

identity as a craftsman. It will be a stepping-stone to explore new 

concepts and scopes for his practice. Decades ago, Choi started as 

a wooden furniture artisan and became deeply familiar with the 

nature of wood. Through decades of practice, he found a �rm grasp 

on wood and nature, informing him of life and humanity. Art often 

emerges where the study of the humanities become suf�cient in depth 

and breadth. When the Eastern tradition of muninhwa (文人畵 - 

literati painting) where art is a means of character development, and 

the Western tradition of humanities (artes liberales) converge greater 

universal values can be appreciated. Choi's practice explores that 

convergence with profound appreciation. PA

Choi Byunghoon has been dedicated to his craft of furniture design 

for over four decades. His singular focus has rewarded him with a 

reputation that spans across the industry. His latest works step away 

from the well-beaten path in search of transformation, seeking to 

expand his artistic vision past the post-modern event horizon and 

into an age of convergence. Last year, Choi was invited to present at 

the Museum of Fine Arts, Houston (MFAH), to celebrate the public 

inauguration of its third gallery building, designed by Steven Holl 

Architects.

Choi’s work was one of seven inaugural site-speci�c commissions 

to seven artists, including Olafur Eliasson and Ai Weiwei. Choi’s 

<일필휘지(In one stroke)> 전시 전경 2014 프리드먼 벤다 갤러리(Friedman Benda Gallery)

HENCE THE SCHOLAR’S WAY
· Article by Yoon Jinsup

· Image courtesy of the artist
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