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Curatorial Discussion

(POP IN) LIZEZBHFAROMER » HERRORBRCBIFNEERIG - 1950FRN0%E > MBIME) (ndependent Group) RIEKBETBIRAGIHE
= HOERBEGRATHME  REBALSNHER © 19567  FAWANHFRLURNEBMTHEE —EES « 8% RETBEAVLBRAMEED » AM
B BRI LA EH IS 7

SEEMMBANEBZHRE - T8 - K~ BF - THEMIE - EMHT - AEEFAKRBENE - BISEER - BABRK - SERRERERUER - BEMKERS
EBIE » S [2RBAF) HENES - tfEREERNR - BEFAYHY - BReXABRNNE - FREMAAEREIRBIILER - MRENRILE S ER
BHHIEEBMEAAS - HHEEY - EEER - BMHERNERRRETHENLSIES) - SILEHE TrREBENOREN - ELRVMEREEBRNAIE  RRER
ARBMHISRFIRNRE » KRELREA -

AETRRESHEPERMIED - BARSEBRFES)EN(L ; FREEK-pop#ift LB IEEREGRTIEIIME ; ENEEARMDALIME « AR HEBCRHIRORIRE -
SEEMAEZKIKBPAREBEE - ERSEX(LRE o (POP IN) E—SBFERERSEEMNENTR  EXLERRHKES  WHE—BHRMES » MERNRSE
MERAURELTE - REPHEHHARE - BERERTBRIBFTHE - MBITHE ; 8—RER - BHREARE » H2BHERER - BHEREWRBEMRIBIE - POP » AR
B—REAK  ME—RBREE; IN' ARE—EAAD » MB—E25E - HMAMBRFEEE (POPIN) » BRITAR - BHAZRBGEECHARZIREBROENE
M -

{POP IN) takes Pop Art as its curatorial core, guiding audiences back to the moment when post—World War Il society confronted a new and overwhelming
wave of mass media, consumer brands, and visual stimulation. In 1950s Britain, the Independent Group challenged academic conventions by treating
advertisements, comics, and household imagery not as trivial paraphernalia, but as a new artistic language. Richard Hamilton’s 1956 collage famously asked:
When technology, film, media, and packaged goods redefine everyday life, what does “modern living” truly mean?

Pop Art flourished in the United States soon after. Artists such as Andy Warhol, Roy Lichtenstein, and Charles Fazzino appropriated celebrity icons, soup cans,
comic frames, and commercial logos—declaring that art emerges from life. Their works dismantled the hierarchy between elite art and mass culture, embracing
repetition, parody, and bright industrial color to make art accessible, immediate, and public. Developments in screen-printing and mechanical reproduction
further pushed Pop Art into mainstream consciousness. Vivid hues, grid-like repetition, and mass production reflected the energy of the new consumer society
while simultaneously critiquing its absurdity. Ironically, artworks inspired by cheap disposable objects later became coveted luxury commodities—revealing
Pop Art’s enduring tension between glamour and satire.

This exhibition extends the narrative into Asia, where Pop Art continues to transform. In Japan, it fuses with anime, idols, and the Superflat aesthetic; in Korea,
it intersects with K-pop imagery, fashion, and social commentary; in Indonesia and Southeast Asia, artists channel humor, criticism, and cultural symbolism to
respond to political and social realities. Pop is no longer a Western form—it is a shifting visual language translated through each region’s cultural pulse. {POP
INY also highlights Pop Art’s unexpected dimension today: emotional resonance and art-based healing. Saturated colors and playful compositions provide
psychological uplift; humor becomes a release valve for tension; and repetition—once symbolic of mass production—now evokes rhythm, safety, and emotional
clarity. Through hands-on participation in our collaborative art zones, visitors are invited to move from spectatorship to action. Each brushstroke, sticker, dot,
or mark becomes an act of expression—allowing creativity to dissolve pressure and invite joy.

POP is not merely a genre—it is a stance toward the world.IN is not merely entering a gallery—it is an invitation to immerse, to play, and to feel. We welcome
you to {POP IN) —to explore how popular culture, artistic imagination, and emotional healing continue to reshape the way we see, experience, and inhabit
the world.
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B PISHEF - MEEERBS « iR - BS - SLEPEXL - @8 - KT (Andy Warhol) ~ B - FHEHMEB (Roy Lichtenstein) £
# (Charles Fazzino) HFE&MR » LIHBENR « SBEFREABEER @ HREMHELHNRR » EHNER [(TEITLURKEM)

AREBLASERMKIENE OEESEMWARERKEAERFREGN » TRXBEQHR - AR0HILFRAZENNRINES Z— - ZBESEMH
ENETRMET [TEREMN]) 0AR - ESHEM | BHERLINER - QEME TUE - LEERAEMEROERLEF -

American Pop Art: The Birth of Popular Culture
Although Pop Art first emerged in Britain during the 1950s, it was American Pop Art of the 1960s that transformed the movement into a global cultural
phenomenon with its bold visual language and lasting influence.

Art was no longer confined to museums or reserved for elite audiences. Instead, it embraced supermarkets, television, advertising, cinema, celebrity
culture, and consumer products as legitimate artistic subjects. Artists such as Andy Warhol, Roy Lichtenstein, and Charles Fazzino employed silkscreen
printing, comic-book aesthetics, and commercial imagery to dissolve the boundary between fine art and popular culture, fundamentally redefining what
could be considered art.

Through works by iconic Pop artists, this gallery traces the emergence of Pop Art within an era of mass production and mass media, illustrating how it
evolved from an American cultural movement into one of the most influential artistic languages of the 20th century. American Pop Art transformed the
way we perceive art itself, demonstrating that even a can of soup from a supermarket shelf could become a masterpiece when viewed through a new
artistic lens.

WRREBEZEEMEY [KREER) & FHRISBR) WBWEREA - MEBAEE RN (Japanese Pop Art) - AIZRRILIRNBABEFNEE  HEK
(Otaku) B2 TRER) (AIR) XfLzd o

BATZEAKTE 1990 FRE 2000 FXYECIBEEREE - BRF (Superflat) 2EAZZEMKREENZLES - CRETOSHBREMATAN =1
B RREEN [“HTER - SERTHHRREBAGERNZLE - FAS H bRESRANESHHEZIREF - BANEEFRROLEBEEESRER
PiEEHER - BRHEHR SEERANEEER  FERWBINE - RR - HEER  EEEH _HRKBREZHOTIE -

Japanese Pop Art: The Superflat Imagination
If American Pop Art celebrated and critiqued consumer products and Hollywood celebrity culture, Japanese Pop Art developed from the country’s unique
visual landscape of manga, anime, otaku culture, and the aesthetics of kawaii (cuteness).

Japanese Pop Art reached international prominence during the 1990s and early 2000s. At its core is the concept of Superflat, a movement that rejects
Western perspectival depth in favor of a deliberately flattened visual space. This aesthetic draws equally from traditional ukiyo-e woodblock prints and
folding screens as well as contemporary manga and animation. While Japanese Pop Art often appears playful, colorful, and childlike, beneath its vivid
surfaces lie reflections on loneliness, rebellion, social anxiety, and the lingering psychological impact of postwar Japan.
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ENENFHSEEMRMEEHBL « 5955 « BEEBESHL S > K

BEAGNNIRBEAKE « BRLEBHBFERNEERE - RRERZA

#EHEY Neo Pop Ztt » R—IHSERML - RABIEHAR ARERN

BRNENES - TBTLIDAMAKIKIE | —BRETMBERZREN
MRBRAEERAS] » LBRRAREELEA (WPAP » Wedha's

Pop Art Portrait) ; S—BA|21998F KFEEEMN| (Reformasi) 7% »

FRERBMRGEIREE L - #1582 1l7 B EN FE B # ieh 55 32 8 o AL B9
(ENEEREE] (Indo Pop) o

Indonesian Pop Art: Humor, Freedom and Cultural Hybridity
Indonesian Neo Pop combines street culture, local mythology, comic
aesthetics, and social criticism into an energetic visual language that
reflects the country’s diverse cultural identity. Characterized by its
hybridity and spirit of freedom, Indonesian Pop Art is both deeply
rooted in local traditions and highly responsive to global popular culture.
Its development generally follows two parallel trajectories: the bold
geometric portrait style known as WPAP (Wedha’s Pop Art Portrait),
and the emergence of Indo Pop following Indonesia’s Reformasi
movement in 1998, in which young contemporary artists fused global
consumer culture, street art, and indigenous mythology into a dynamic
new visual language.

EETEZBNMBIEEYRE » 27 1980 FRKXE 1990 & - 1987Ff#
BRR o EXLRERRE » EMRFEBEFRIRALET » FEHBBRE
"Xt « BERE - 1228 - MITLEM AL BELABI/EES - 8%
REEESZEMEEET SRt > SESZEMEBENSEL it
ZZBHESHRENERS o

EA21ELR - R BRMRIFERGEE - HREL « KT - WBEXLE
HEHREMESTR  ERERSERSMH Neo Pop X2 o LI
HEe¥ WARSRLESTEROEEALSE - FHFEARTZME  RRY
SEHENBH  ZITAREIEN -

Taiwanese Pop Art: Island Culture and the Rise of Neo Pop
Taiwanese Pop Art flourished during the late 1980s and 1990s following
the lifting of Martial Law in 1987. As society underwent rapid democratization
and cultural liberation, artists began drawing inspiration from everyday
Taiwanese life—street signs, night markets, advertising, comics, popular
culture, and local memories—to construct new expressions of cultural
identity. Rather than focusing primarily on consumerism, Taiwanese
Pop Art emphasizes social issues, island culture, and the ongoing negotiation
of identity.

Entering the 21th century, a new generation of artists embraced
influences from animation, graffiti, graphic design, internet culture, and
contemporary street art, developing a vibrant Neo Pop aesthetic.
Through bold colors, humor, and everyday narratives, they celebrate
Taiwan’s diversity, openness, and creative energy while reflecting upon
contemporary society.

BETEZEMEHLMN1990FERFKRE2000FER » #£FEEHR (Hallyu » 7758
K-Culture) ~ 1TS54 - FERTEHARKENRRRRE » ZHTEKER
SEHEEN Neo Pop 2 - BERBEEZ2MASHARKE R H
SRR BEEMRBELRLEEBAE (Character) » WEBBEBIE
ABRE - CRETSEBNEE -

ELARTIEAESENREEREN  EHNEFELANT BHEHKER
G o SRR TREZEMRENENMKIARLIBHFEE MM ABEERN
RERE & (012 B 38R AN AL ERERERGAERIFEE
HRBREATENINE « HEXLRGHRE > FREZSZEMAIEM
Neo Pop #ERMEENE °

Korean Pop Art: Characters, K-Culture, and Neo Pop

Korean Pop Art emerged during the late 1990s and early 2000s alongside
the rapid rise of the Korean Wave (Hallyu), popular music, fashion, and
character-based industries. Unlike Western Pop Art, which often
appropriated existing commercial products, Korean Pop artists tend
to create original characters that serve as vehicles for emotion, memory,
and social commentary.

These characters frequently extend beyond painting into sculpture,
designer toys, animation, fashion collaborations, and public art. Their
commercial appeal reflects Korean artists’ openness toward the
intersection of art and design, while themes of cuteness and popular
culture become means of addressing loneliness, consumerism, and
contemporary identity. Korean Pop Art has consequently become one
of the defining expressions of Asian Neo Pop.



