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LABXIA 2 2|H2|E| Nostalgics on realities

ad% Sung woo Kim

Q0|2 A= 2Qi0| E|Z0|=ICt AX|0f ‘K|Z'0l2t Q|2 O ZEHH|, £5t5| The world today endlessly repeats itself. The notion of ‘now’ becomes
THHSIE| 0 SAE|0] 2| {EI7F, MAHSIX| k2 271 &0 HUEICE sxjl= a2 ever smaller, infinitely fragmented, and reduced, merging into a distant
Qs, Od2|1 X222 AL ELL 0 HHE =0rED, sxj= 0247 A= past, an indistinct moment. The present continuously fractures into
H3l6t= &7t 2 Z=X|SHCE st I S Ao Aoz 2|0 MEtE=IC), today and now, dissolving into the past, existing only as a moment where
SHX|BE QAt= O XA 2 FIAES E|-|H=|o|'X| or=r} 1H= ZAFOoZ J7|EE|H the future transforms into the past. Simultaneously, the past is often
QIALSE E|11, YAt= O FHORZ J|&EE[X| 2ot MAIE HZICH XAlDF HEe 55 presented to us as history. However, history does not inherently represent
MSER5I0] AAIE EXNSID M50, E™ 2SO0|LE AS9| A|ZHE 24, =it the truth. When officially recorded, the past becomes history, yet it leaves
IHE 259sHH, O 22 20| FAS =1 QCh O|2i= £ ofistit ME2 untold narratives in its wake. Knowledge and power frequently interact,
QEIL|0tQ| 0|O|X|, EE= SiAlo] @Xt=0| x2f&t ZItE §Harset ZAZhAlol o|O|X| 7} controlling and shaping history, whilst suppressing and distorting the
O X212 ciA|StCH CH7X| e Zo|z2ie] ANl Q59| Hdnl ZEQE okasi= perspectives of certain groups or classes. The past is opaque, harbouring
ot T 2 ASSiAM wAE| D, SMaF 242 AL 2|9 A4ZHE FMAUA|ZIC} SHX| Tt deep-seated truths within. And what of the future? It is often depicted
siAlo| Ex{0f Z2l 3 E HEetl 0|= thad| S A|2kst Z10| ofLl, HE35HK| 2ot either as a new utopian vision or a warning of the repercussions of current
Oj2iel oIt OAd2 E5| 2ohatel AlZh, O L2 O|2iE &Fst A|ZH0] BHX|= dysfunctions. The shape of the impending near-future is perpetually
MS2EE SdtE Aot & 4 QICt 0] e e Ol2iE B23RHL &2 HE reimagined with words promising prosperity and abundance, with
HX|5HA EFRSIX|E Z5IHA O dXiE =2 YA T 7|1|61 AH|sHe BAlo=z concepts like innovation pervading our senses. Nevertheless, a glance at
Z=7WSCE sxl= O A 4ol et=F5HX| &t X O|2f2| O|O0|X|E B0 AA0{ &Sk gio| the ruins strewn across reality tells a different story. These ruins are not
otS SH5| LjotZt sHo|Ct, mere remnants of decay; they are traces of a future that never arrived,

a canary in the coal mine that emerged from the era of modernisation,
which had aimed for a brighter future. They evince the alien and bizarre
consumption of the present, without seriously contemplating the future or
exploring the past, continuing to drift aimlessly forward, without settling
into life, while drawing upon images of the future.
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Nostalgics on realities explores the
intertwined past and present, and
the subtly different futures stemming
from them. ‘Nostalgics’ here implies
adopting an attitude of retrogression
and return within a linear timeline. It
begins with confronting an imperfect
reality, not a promised tomorrow. It
involves reversing time, reflecting
on the remnants of unfulfilled past
promises, and projecting them onto
the present. This frees thought from
the tenses of time, peeling back the
veneer of language and images that
obscure our view. The instability of
reality diverges from a visualised
future, forging new pathways for what
lies ahead, and conjuring an alternate
layer of reality that intersects with the
present. The artists in this exhibition,
driven by a nostalgic impulse,
reconstruct the present and envision
imaginative or alternative narratives
triggered by fragments embedded in
our lives. These fragments are both
distanced from and yet linked to one’s
own life—derived from memories

and experiences encountered
through others, information of the
past, today’s images overflowing
from various media, and the order of
objects deviating from or omitted in

official records.

At the centre of the exhibition







HEF Yongju Kwon

MEZE Mounting On Rocks, 2016

Orchid, cement, discarded paper, eggbox panel
61 x 31x29 cm (24.02 x 12.2 x 11.42 in)
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spaces on both the first and second
floors stands Eugene Jung’s striking
sculptural installation. Its dynamic
presence, characterized by the
interplay of vertical and horizontal
lines, straight and curved forms, and
the palpable tension arising from the
rough textures of the materials and
their makeshift structures, engages
the viewers’ gaze and movement
with a vital force. Jung’s exploration
of disaster imagery, devoid of
explicit narratives, exists as a form
of reimagined reality, separate
from actual despair. Through the
representations, unburdened by the
weight of reality, as well as a format
that purposefully reveals the lies
and deception, disasters transform
into disoriented landscapes. Today’s
real-world conflicts and issues are
continuously distilled into ephemeral
images, perpetually accumulated
and circulated through the media,
gradually eroding the warmth of
humanity and corroding genuine
experiences. In this exhibition,
Jung grapples with the sense of
powerlessness stemming from the
gap between artistic expression and
real-world narratives, focusing on
the dynamic process of ‘recovery’
from disasters. Her Earthmovers
series abstractly captures the robust
movements and sounds of heavy
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machinery at disaster sites. In other
words, visualising the effort to restore
order amidst the chaos of entangled
debris. This process bestows realism
on unrealistic images previously
consumed as mere spectacles.
Tracing Jung’s visually translated,
substantial yet whimsical movements,
one can envision the voids within our
reality wrought by humanity and the
potential for reconstruction that fills

those gaps.

Yongju Kwon’s work captures the
weight and volume of materials as
they navigate the forces of gravity in
reality, adopting these in a sculptural
form to encapsulate aspects of
life. The artist begins by collecting
commonplace objects and using them
as the backbone for his sculptures.
To create a narrative, he combines
items that resonate with the everyday
milieu, such as waste paper, electrical
wires, and H-beams. These narratives
evolve into what could be described
as ‘sub-landscapes’, encapsulating
the stories of the vulnerable within
the fabric of society. These forms
transcend the original functional
context of the objects and the
specifics of individual lives. Instead,
they draw their narratives from
the inherent movement within the
materials. The collected materials are







24221 Yooyun Yang 24221 Yooyun Yang

AlE % Flower, 2020 2 R}ZF Aftereffect, 2021
Acrylic on Korean paper (jangji) Acrylic on Korean paper (jangji)

144 x 77 cm (56.69 x 30.31 in) 144 x 77 cm (56.69 x 30.31 in)



O[3iZIM, BIG BOX, 2015 (AfA|o|O|X[)
Minsun, BIG BOX, 20415 (detail)

ojzct of7|of s 3lofst 2hs S
e 2ol FA2 Yo RojE MYyst
HE=RE 72§ T sh= SAl
#10] ZOIE 7t5317| 032 LRSI E
X0l YME S9IE FYsict J%A
SRS 2t &, =20 w2t 20|12
gelsts  ololxle] HXH IJtsdE
tsetez A7t ApLlap Etelel AME
ool 2710 =1, LY OHFSHE dde
HEH HME ofE7 2 AIXE =0t
J9| AUS 0i7HE wAtet= Rilut EFAL,
J2|a 29| AM2 CiAE W7t M
0171, O Z2fof CHEr ZHzte = Sttt

£ CHE 33t &7rel ofsiRlde AHAUS
sall E2 AlMe| {7t FAI7H Bxig,
UZn =317F ofeT SEQ S
F=s At = ZAlstel o
Lixists izt A& AlMol| BEE
EES FESLL 2de FEME
42 785t AEE EXel A/Et
JYe= st Mgstet. ol= 0ldat
Sfo|z 2gst Z2A AlM b2 EME
HE= 20[2t & 5 U0k FHIte] = —
A 2I0|Z= ‘1%t 4°0|2H= O|F Of2f
Brgtez X5 El= A=l AfEIE
AEh a0 A" 2t0|Z= O|E At
R0 2 fetsta Hgls &0 chist
20| ofLICt. R3]34 AZ9 X2 1
KA = Axe| AlZto] 74740] gl HEQ|
0|t =EeQ| JHo|ct. 122z
<ugst & | FH=S>OM EHOFE=
HIO|S ¢ 3h22 EX2 O XHZ AlZte]
Sz HetEl SHo| =i &40zt &

woven into arbitrary shapes, and their
functional properties are transformed
into possibilities for new structures,
thereby acquiring new aesthetic
potentials from their rendered
obsolescence. Particularly striking are
the objects that have been stripped
of surface detail through casting
techniques. These pieces finely
attune to their surroundings, adopting
sculptural forms that are both delicate
and sharply present. By minimising
external cues (decolourising), the
focus shifts to the inner aura of the
work’s formal aesthetics. This method
creates a bridge between the inner
logic of the artwork and its external
context, moving towards an openness
in interpretation. The work becomes
a portal of sorts, simultaneously
mediating the virtuality represented
by the materials and the reality
conveyed through the narrative.

Yooyun Yang’s paintings, distributed
throughout the exhibition space,
are rooted in the pervasive sense of
anxiety characteristic of our times.
They depict the unease experienced
by individuals who find themselvesina
position of extreme vulnerability when
the systems of belief that underpin
society begin to collapse. The artist
finely adjusts the intensity of light to
either accentuate darkness or place



0laf2IM Minsun 0|21 Minsun
Lt= 097IUCt Here | am, 2023 03t & still-life, 2024
Acrylic on photographic paper Acrylic on photographic paper
61.5x47.2 cm (24.21 x 18.58 in) 74 x 80 cm (29.13 x 31.5 in)
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anonymous subjects at the centre

of the composition, thus securing a
distinctive narrative quality. Her works,
derived from personal photographic
records, evoke the narrative beyond
the frame to the centre of the painting
by cropping images and altering
focus. Moreover, the texture of the
surfaces, akin to a veneer, creates
a distance from straightforward
interpretations, forming intricate
and layered emotional depths that
are challenging to discern. In this
way, Yang activates the political
potential of images, which change
their meaning according to context,
circumstances, and conditions. By
layering her own perspective with
that of others, she questions how we
might perceive what lies beyond the
superficial aspects of contemporary
phenomena. Through her work, our
gaze, intersecting with that of others
and ourselves, redirects us towards
a renewed sensory awareness of our

own position in the present.

Minsun, another painter in this
exhibition, has consistently created
paintings where hierarchies and
boundaries of perspective are absent,
opening up a space where tension
and harmony coexist. Through her
practice, she sometimes provokes
critical questions against the




5191 Hwayeon Nam 5191 Hwayeon Nam
EtAl Lamentation, 2024 EtAl Lamentation, 2024
Corrosion solutions on nickel, gold leaf Corrosion solutions on nickel, gold leaf
26.5x27.7cm (10.43 x 10.91in) 26.5x27.7cm (10.43 x 10.91in)
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anthropocentric perspective inherent
in urbanisation, or recognises and
replicates the inherent disorder of
everyday landscapes as a unique
aspect of existence. This approach
can be seen as an embrace of
existences that lie beyond the violent
gazearmed withreasonand rationality.
She reimagines the still life genre in her
aptly titled Still Life series, exploring
spaces articulated by the absence of
objects. For her, still life is not about
the finiteness and transience of life
historically depicted in art. Rather,
the traces of objects serve as layered
testimonies of existential reality and
a presence of materiality. Hence, in
Still Life _ Sediment, the traces of a
pot on a table are themselves a
material embodiment of evidence
of time. All the while, Minsun also
dissolves printed photographs,
magazines, and posters in chemical
solutions, repurposing them as
paint to create new images (Quarry
(2015), BIG BOX (2015), Central
Station (2015)). The original images
vanish, leaving behind ink, and
this  transformation conjures a
landscape—a newly constructed
order where artefacts and natural
elements, from both the past and
present, coexist. The artist tunes
into the interplay between image and
material, orchestrating tensions and

Erefol S O3, 2024 (AEI0|[0|X|)
Hwayeon , Relentle,

4

nthusiasm, 2024 (still)
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HA| & Jesse Chun
Er10{5t2| oFE (n0.042623) score for unlanguaging (no.042623), 2023
Graphite, vellum paper, pigment, pins, artist’s frame
33 x26.7cm (13 x10.5in)
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transitions. This process leads to the
emergence of images as phenomena,
which vibrate with a temporal sense
that transcends the boundaries of
material interactions. To Minsun,
observing objects means discovering
their mode of existence, not just
their surface. It is about recognising
the subject as real, not as an illusion,
transcending the boundaries between
material and immaterial, and between
objects and humans.

Hwayeon Nam focuses on observing
elements that exist like faint traces
in the officially recorded times of
history. She uses a combination of
research and artistic creativity to
bring forth a present reimagined
from a perforated past. For Nam, the
archive transforms into a reservoir for
the future, while her performances,
rooted in immediacy and absence,
resonate with life’s culmination in
death. In Relentless Enthusiasm,
she bridges terrestrial and cosmic
realms, intertwining pre- and post-
civilisation images with visions of
unknown spatiotemporal realms.
Scenes of hands covered in fruit
juice, the motion of a face swallowing
fruit, and the landscape of a food
waste disposal site are dialectically
juxtaposed, creating powerful visual
imprints that extend into imagery



OfZZ2I AKX ZZu} gtchecg|nl ${Alo]  of another temporal and spatial
MALE O§7Hsta, 2t7{2f 0|242e| ojO|X|£€ dimension. The consumption essential
ZE}FFI0] O{RLE A2t 2 Mo SXHE  for life’s sustenance, indulgence and
HAloHe Halodo] At AI¥E consumption beyond necessity, the
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process of managing food waste as

2|3,  AlCHe| %9_?7,:,*% st7|gt© 2 a metaphor for the cycle of excretion
JHole] XZ|E &hle ARl 3|st= and decay, together with the eerie
HiE S5l ExE 7IA|&H5H= 0lali2lMe]  mechanical movements representing
stH I} WxtsH= Alo|Ct the body’s digestive process,

collectively symbolise the individual’s

OC|HE S5 M= dAMI 4O 2 A 2| experience of nourishment, the
AlH| S ALOOf|= 7H20| QJICt & MA|=  journey of life, and the inevitability of
E2t™st iAol XfZtojA  A|ZH5H0]{  death. The added phrases — ‘comb-
== 0 z2|¥st dA(E)2 S0iCtE, pattern pottery and stoneware’
LAHIX|HAE S502 HASH| X1 ‘rockets left after separation’
E8{7tH{2l XZIE8 O30t X2 L2 — position the audience between
Oj2HE ArASICE HIj7 =7l ZHHS 3 regression into the past and an
7Holo] A2 2HM35| YA £ Qi7|0f|, escape from the present, yetto reach
Zt0i5t= Z7IE2 KHAlQl Tt $XH0f| an unattained utopia. In another
&5HK| = Ef0lo| AZt2 11511, EX  piece, Lamentation, Nam revisits
oAt EtHOZEE ZFE6h 0|0/X|F the temporality of objects different
HEZ Cf2|stH, YAMS =M AEdF  from human chronology through the
AAME =2l5t0] Xpplol XA ZIEE  medium of corroded copper plates,
MAMSICE Ol QsYde| Y=l visualising the perpetual cycle of
OCIHE S5l 2o 2 E§, MA|E|= material decay and rebirth. The
HEA™ Aol o|O|X|et= #Z|E &=L} irreversibility and inscrutable flow
o|O|X|e} MHE, 7|0 &3L= 74212 of time are central themes in Nam’s
MAE Ztzho| o|27|7kK| Zrdof| 7|&l=l  work. She hypothesises reality in
AMol HSEL2 LAHX|O|A ZE3 a nonlinear time-space, slightly
HE2UOII=ELAERMHIE S5t  misaligned from the linear timeline
BX9o| 02 E sdrsict. 0] O|2f&= 21l connecting past, present, and future,
H|Z, O O|2"H™ ZAHA0| =£E|X|  through the objects from the past and
ol MAIERE Z=Es5i0{, AAMEO0|7{L} the remnants of the failed future.
CHietxolny, &t SHE E OHE AX-

Aozt & 4~ U7t Finally, there are works by Jesse CARKIA 2 2|HelE|, TA| HE

Installation view of Nostalgics on realities







Chun, encountered first upon
entering the exhibition space
on the second floor. For Chun,
language is a fragmented body and
a fissure where another space-time
emerges. Through the processes
of deconstruction and abstraction,
Chun renews the form of existing
language, approaching a new world
through interpretation and translation.
She negates the hierarchy brought
about by the separation of spoken
and written language, deconstructing
the dominant language, English,
to create trajectories as entirely
different symbols. In the series
score for unlanguaging, conventional
language undergoes abstraction; in
this process, erasure transforms into
creation, silence becomes another
language, and absence turns into
a place of presence. Fragments of
the alphabet, spaces partitioned
with graphite, and small drawings
rhythmically spaced like punctuation
marks, place the audience on a
trajectory shaped by continual
adaptation, loss, and creation. Beside
it, Al: concrete poem is the artist’s
asemic writing, interpreting Korean
shamanistic traditions with semantic
openness. Like a form of abstraction,
it imagines connections with other
worlds, traversing time and place
non-linearly as shamanism did. Finally,

the moving image Al:sea projected
in the inner room equates ‘sea’ with
‘poem,” reflecting the translation of
its Korean word (‘A" as in ‘poem’) to
be phonetically identical to ‘sea’ in
English. The fluctuating sea, imprinted
characters, and shattered mirrors
reset on the floor extend the text
into space (notes on other beliefs)
and illustrate the fragmentation of
the image in its relation to the text.
Language, serving not merely as a
symbol but as a medium, opens doors
to other dimensions in this material
world, thereby challenging the existing
order and the established system of
language.

The works placed in the exhibition
form new interpretative networks
through a process of convergence
and divergence. Yongju Kwon’s
sculptures, resembling sub-
landscapes, hinting at the lower
strata of social hierarchy, confront
the post-apocalyptic landscape of
Eugene Jung, in an ostentation of
materiality, mediating the narrative
of reality. Meanwhile, the video work
of Hwayeon Nam, which montages
images of the past and future to imply
the present as a dislocated time,
interlinks with the portal-towards-
another-dimension language of Jesse
Chun. Simultaneously, the paintings of

Yooyun Yang, evoking the era’s sense
of unease to contemplate where
individuals stand, intersect with
Minsun’s paintings where existence is
visualized through absence.

There is a gap between the reality
enacted through media and the
reality of life as it truly exists. This
exhibition begins with an awareness
of an imperfect reality, delving into
more ‘actual’ realities, and gathering
the restlessly scattered fragments
left by nostalgic impulses to imagine a
slightly different future. Since the void
left by absence cannot be entirely
filled with an individual’'s language,
the artists in Nostalgics on realities
traverse through time that does
not belong to their past or present,
representing themselves with images
and information extracted from
specific media and environments,
and reconstitute their current
coordinates by mobilizing objects
and orders surrounding everyday life.
This approach distances itself from
the universal reality, where images
are actively integrated and presented
through today’s advanced media. The
signs of loss inscribed in these works,
extending from images to information
and physical sensations, serve as
elements that provoke nostalgic
emotions and affect, both urging

the present forward and triggering a
certainfuture. Thisfuture,notconfined
within the dichotomous boundaries
of optimism and pessimism, propels a
narrative that is both imaginative and
alternative, perhaps another form of
reality, overlapping with the present.

By 2z

Translated by Jae Ted Kim
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Interdisciplinary artist Jesse Chun (b.
1984) breaks language into visual and
aural fragments to dismantle its embedded
cultural and political power structures,
particularly those relating to the traditional
hierarchies established between English
and non-Western languages. Pursuing
acts of dismantling and decentralisation,
Chun terms this process ‘unlanguaging’. A
group of concrete poems demonstrate her
technique of cutting abstracted linguistic
forms into paper to reimagine traditional
Korean shamanic techniques, reasserting
historically marginalised practices within
her work.
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Building alternate realities, Eugene Jung
(b. 1995) creates post-apocalyptic
environments with sculptural works and
installations that respond to the disasters
of our time. Building the forms of her
ruined structures from scratch, she often
employs a cartoon-like style to consider
how catastrophes are sensationalised in
the media and popular culture, illuminating,
in turn, the complex relationships between
reality and its construction.

HEZF Yongju Kwon
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Reflecting his sustained investigation into
labour and artmaking, Yongju Kwon (b.
1977) repurposes everyday objects and
industrial materials to capture the minutiae
of life through his sculptural practice.
In one body of work, he reimagines the
traditional activity of seokbujak in which
orchids (and other flora) are planted onto
rocks to create microcosmic scenes of
nature. Kwon replaces the rocks with
poured concrete shaped into rugged,
cliff-like forms, which are perched atop
the ends of brooms and mops to playfully
intersect ideas relating to work, play and
the natural and manmade worlds.
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OJ3H2IM Minsun
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In drawings, paintings and experiments
with photographic materials, Minsun
(b. 1977) examines the meeting points
between humans and nature. She
understands her landscapes to be
sites within which she is able to project
her emotions and existential enquiries
about the human condition. She pursues
an interest in how the world might be
encountered through the body using
a rich variety of techniques, including
creating pencil rubbings from the bark of
a tree to convey the texture of the skin of
a figure’s face.
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The passage of time is a central concernin
the interdisciplinary and deeply research-
based practice of Hwayeon Nam (b.
1979) as she explores historical and
future narratives ranging from modernist
dance to space exploration. Nam’s
corroded copper plates evidence her
processual way of working, standing as a
record of the durational transformation
of the metal as it becomes increasingly
textural in nature and acquires an almost
topographical quality.

23 Yooyun Yang
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Exploring what she describes as
the present ‘age of anxiety’, Yooyun
Yang (b. 1985) creates large, painted
compositions of figures and isolated
objects on jangji, a traditional handmade
Korean paper derived from mulberry tree
bark. Exploring the dramatic potential of
light and shadow, Yang evokes a sense
of nostalgia through the cinematic, hazy
quality of her enigmatic paintings and the
unexpected perspectives she offers of
her subjects, which are achieved through
close crops of her original photographic
source material.
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UM Sung woo Kim
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Sung woo Kim is a Seoul-based curator
and writer. He led the curatorial projects,
exhibitions and management of Amado
Art Space, a not-for-profit space in
Seoul, as its chief director (2015-19). He
was appointed as a curator for the 12th
Gwangju Biennale (2018) and acted as a
curatorial advisor for the Busan Biennale
(2020) and SongEun Art Space (2019). In
2022, he launched the curatorial space
Primary Practice in Seoul and, most
recently, curated a film program with
Frieze Seoul, Frieze Film 2023: It was the
way of walking through narrative.
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1  Jesse Chun HA| H
Al: concrete poem
(no.111123), 2023
Graphite on hand
cut haniji (Korean
mulberry paper),
wood frame
155.5 x 87.5 cm
(JEC 1001)

2  Jesse Chun HA| &
Al: concrete poem
(no.111323), 2023
Graphite on hand
cut haniji (Korean
mulberry paper),
wood frame
155.5 x 87.5 cm
(JEC 1002)

3

Jesse Chun MIA| &
() (no.011924), 2024
Graphite

33 x26.7 cm

(JEC 1003)

Jesse Chun M[A| &
score for unlanguaging
(no.010522)
Efelofatef ot
(no.010522), 2023
Graphite, pigment,
vellum paper, pins,
artist’s frame
33x26.7cm

(JEC 1004)

5

Jesse Chun M[A| &
score for unlanguaging
(no.070723)
Eelojate| ot
(no.070723), 2023
Graphite, pigment,
vellum paper, pins,
artist’s frame

33 x26.7 cm

(JEC 1004)

Jesse Chun MIA| &
score for unlanguaging
(n0.042623)
Ef103to| ot
(no.042623), 2023
Graphite, pigment,
vellum paper, pins,
artist’s frame

33 x26.7cm

(JEC 1005)

10

Jesse Chun MA| &
score for unlanguaging
(X2 and cosmos;
no.042423)
Erolojstol ot
EXZ2 22|12 5
no.042423), 2023
Graphite, pigment,
vellum paper, pins,

2 artist’s frame

Each 38.1x27.9 cm
(JEC 1006)

Eugene Jung H{Z!
Earthmovers- pushing,
2024

Galvanized steel
sheet, stainless steel,
metallic surfacer,
graphite

90 x220x120 cm
(EJ 1003)

Minsun O[S{ZI4M

The Bird and Bird
M, 2023

Acrylic on
photographic paper
83.8x54.2cm
(LMS 1003)

Minsun O[aH21M
Still Life _ sediment
st FNE,
2023

Acrylic on
photograhpic paper
115.3x93.3cm
(LMS 1001)

"

12

13

14

15

Yooyun Yang &7

Aftereffect
ER]3, 2021
Acrylic on Korean
paper (jangji)

144 x 77 cm

(YY 1003)

Yooyun Yang &3¢
Flower

AlE %, 2020
Acrylic on Korean
paper (jangji)

144 x77 cm

(YY 1002)

Eugene Jung /%l
Earthmovers-lifting,
2024

Plastic sheet,
stainless steel,
stainless steel hose
bands, rust activator
273 x 270 x 360 cm
(EJ 1001)

Minsun O[aH2IA
Still-life

134k 2024
Acrylic on
photographic paper
74 x80cm

(LMS 1009)

Yooyun Yang &3¢
Memory of the record
7182|719, 2023
Acrylic on Korean
paper (jangji)

53 x 65 cm

(YY 1005)
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17
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20

Yongju Kwon &%
Casting 24-2

FHAE 24-2, 2023
Plaster, wood,
acrylic coated
fiberglass mesh, etc.
210x122x19 cm
(YOK 1005)

Yongju Kwon #&%
Casting 24-1

AR 24-1, 2023
Belt, rope, steel,
plaster, pigment, etc.
120 x 90 x 30 cm
(YOK 1004)

Yongju Kwon H&%F
Mounting On Rocks
MEE 2016
Orchid, cement
discarded paper,
eggbox panel
61x31x29cm
(YOK 1003)

Yooyun Yang &®¢1

Flash

&, 2024
Acrylic on Korean
paper (jangji)

148 x 209 cm
(YY 1006)

Yooyun Yang 22

Dimmer, 2021
Acrylic on Korean
paper (jangji)

144 x 77 cm

(YY 1001)
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Hwayeon Nam &5t¢1
Lamentation

EtAl 2024
Corrosion solutions
on nickel, gold leaf
26.5x27.7 cm
(HWA 1002)

Minsun O|3HZIM
BIG BOX, 2015
Chemicals on
photograph
68.5x56.5cm
(LMS 1006)

Jesse Chun MA| &
Al:sea, 2022
Single-channel video
(2 min 10 sec),
mirrors, rocks
Dimensions variable
(JEC 1007.1)

24 Minsun O[3HZIM

25

Here | am

Lt= 097|RACE 2023
Acrylic on
photograhpic paper
61.5x47.2cm
(LMS 1004)

Yongju Kwon H8F
Sling Belt & Others
SYEE 9|, 2018
Cable, rope, silicone,
urethane foam,

clay, sling belt,
plaster casting

153 x 125 x 41 cm
(YOK 1002)

26 Minsun O[aiZIM
Quarry
MME, 2015
Chemicals on
photograph
76.5x107.5cm
(LMS 1005)

27 Yongju Kwon H&F
Sling Belt 1”-3M, 2”4M
SYUE 17-3M,27-4M,
2022
H-beam, sling belt,
jesmonite
Each145x35x35cm
(YOK 1001)

1F

Minsun O[sHZIM
Here | am

& 2f0llM, 2023
Acrylic on
photographic paper
101.5x136.5 cm
(LMS 1002)

Yooyun Yang &R

Fade, 2014
Acrylic on Korean
paper (jangji)
50x50cm

(YY 1004)

Eugene Jung H{Z!
Earthmovers-pouring,
2024

Corrugated metal
sheet, paper, black
ink

266 x 191 x210 cm
(EJ 1002)

Minsun O[aH2IA
Cast

LtQ= At _ALO],
2013

Casting, pencil on
paper

(frottage on trees)
30x30cm

(LMS 1008)

Minsun O[3 ZIM
Central Station
Y%, 2015
Chemicals on
photograph
85.5x119.7 cm
(LMS 1007)

Hwayeon Nam =3t
Lamentation

EtAl 2024
Corrosion solutions
on nickel, gold leaf
26.5x27.7cm
(HWA 1003)

Hwayeon Nam =3I
Relentless Enthusiasm
=St B, 2024
Single-channel
video, sound

7 min

(HWA 1001)
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