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Director’s Message
® JUN Seungbo
Director, GMoMA

Gyeonggi Museum of Modern Art presented new works by three artists—Yena Park,

Minsu Kim, and Nayoung Kang—through GMoMA Project Gallery Emerging
Artists Showcase Series 2025. This exhibition was organized as part of the museum’s
ongoing support program for emerging artists, and was conceived by inviting

artists under the age of forty whose practices reflect the museum’s sustained inquiry

into the relationship between social practice and everyday life through art.

The participating artists recognized that our existence in the world is shaped through

relationships with others and with things, encompassing both human and non-
human entities. Furthermore, they critically examined the science- and technology-
centered worldview and the mechanized systems of knowledge production that

we are compelled to confront in contemporary life, seeking new possibilities for
coexistence and sustainability. Yena Park developed her work based on an interest
in artificial ecosystems, while Minsu Kim presented works that reconfigured
memories of nature and time, encouraging a renewed perception of everyday
sensibilities. Nayoung Kang explored the gap between reality and the future through
autobiographical experiences shaped by unexpected circumstances. This Exhibition
sought to become an open forum in which reflections on cultural diversity,
community, inclusion, disability, and ecology were articulated through diverse

sensory languages and re-narrated through the artists’ own distinctive sensibilities.

I would like to express my deep gratitude to curator Kim Hyun Jeung and the curatorial

team for their dedicated efforts in carrying out this exhibition over the course of
a full year. I also extend my sincere thanks to Yena Park, Minsu Kim, and Nayoung
Kang whose works brought vitality and depth to the exhibition.

OIAIL Director’'s Message
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Light Conversations, Deep Empathy

® Kim Hyun Jeung
Curator, GMoMA

In 2025, Gyeonggi Museum of Modern Art presents the
Project Gallery Emerging Artists Showcase Series.

As part of the museum’s long-standing commitment to
supporting emerging artists, this exhibition introduces
new works by three artists—Yena Park, Minsu Kim,
and Nayoung Kang.

2025 Project Gallery Emerging Artists Showcase Series
is grounded in Gyeonggi Museum of Modern
Art’s sustained inquiry into the relationship between art,
social practice, and everyday life, and invites
artists between the ages of 36 and 39 whose practices
extend these concerns toward future-oriented
perspectives. Through their works, the artists recognize
that our existence in the world is indebted to others—
both human and non-human—as well as to objects.
They share a critical awareness of the technological
worldview and the mechanized systems of knowledge
production that shape contemporary life, while
collectively proposing coexistence and sustainability as
central contexts of their artistic practices.

Yena Park explores artificial ecosystems through spatial
installations and digital media works. She reconstructs
various objects from human civilization within her
practice, premised on a near-future hypothesis in which
artificial ecosystems coexist in real time alongside
human ecosystems. This speculative framework gives
rise to installations that allow past, present, and
future temporalities to overlap and be experienced
simultaneously.

Park’s Part of the Incident_Chamber n.3 (2025) expands upon
a hybrid installation first presented in her 2024 solo
exhibition Interstitium. The English title—derived from
the primary dictionary definition of “interstice”—
resonates with the overwhelming visual impact of the
work. At Gyeonggi Museum of Modern Art, her concept
of “Artijecta” appears in an even more expansive and
proliferated form. “Artijecta”, a term coined by the artist,
combines artificial, object, and data, and is conceived
as a new life form that actively reproduces by using
humans as hosts, ensuring its survival within the realm

of information. This idea stems from Park’s hypothesis

that devices and data—originally designed for human
convenience—may in fact understand humans more
deeply than we do ourselves.

Rendered through a densely layered and meticulously

constructed multimedia installation, Part of the Incident_
Chamber n.3 reemerges more than a year after its initial
presentation as an enlarged world, as if it had absorbed
excessive nutrients. The “Artijecta” now scaled to
accommodate only a handful of viewers at a time,
invites visitors into a space composed of tangled cables,
artificial objects, fragments of furniture, sound, a soft
and yielding floor, and subtle movements—suggesting an
environment that seems to understand the human body
with uncanny intimacy:.

Minsu Kim presents works that reconstruct memories of

nature and time, prompting viewers to reconsider the
ordinariness of everyday life. Her series of translucent
paintings and drawings awaken latent sensations,
encouraging viewers to encounter the repetitive traces
and impressions of daily life through a renewed and
heightened sensibility. Throughout the exhibition period,
spanning from midsummer into autumn, the exhibition
invites audiences to experience Kim'’s paintings

—clear, refreshing, and candid—as reminders that art
does not necessarily demand deep contemplation

in order to be felt.

At the entrance to the Project Gallery, three paintings—

Yesterday, Today, and LIVE—greet the visitor. These works
form both the exhibition title, Yesterday, Today, Live,

and a personal declaration that opens the overall
structure of Kim’s presentation. As viewers move further
into the gallery, they gradually encounter a deeper

sense of stillness. Works such as The Sense of

Summer, Coincidence 2, The Bird’s place, Dawn/

Dusk, and Gradually capture moments of slowly shifting
light, evoking personal memories despite the inherent
stillness of painting.

In the glass-walled lounge space across from the gallery,

Jor

thirteen works from the The Arrow Turned to

Music 2 series are installed. Originating from Kim’s
experiences teaching children, this series reflects the
artist’s renewed consideration of the attitudes required
to navigate everyday life. Even Spilled Water proposes
new possibilities for things that appear to have lost their
original function, capturing a moment in which an

ordinary incident is transformed into a catalyst for

9| 2 Curatorial Essay



reflection. Other works, including Nest Withstanding

the Wind, The Explorers, and A Bird, similarly convey
insights drawn from recurring relationships in daily life.
In addition, the participatory program Memory Drawing
with Colored Pencils has been prepared to allow visitors
to engage freely throughout the exhibition period.

Nayoung Kang addresses experiences of instability and

solitude encountered as both an other and a foreigner,
as well as issues of care and inclusion shaped by life

as a family member of a person with disabilities.

She maintains a critical perspective on the social
systems that surround these experiences. Kang
sensitively captures the physical tension and emotional
weight that emerge from everyday practices of care
and relationships, sharing them with the audience.
Whether through sculptural objects, installations that
compel viewers to follow prescribed pathways, or
media works that require viewers to stand together and
watch projected images, her works slow the viewer’s
breath and generate a heightened sense of tension.

The new work Kang presents at Gyeonggi Museum of

Modern Art this year is Dream House. Through the
installation plan, she reveals that a key narrative of the
exhibition originates from her younger sibling. One year
earlier, her sibling posted architectural drawings in the
family group chat, describing them as “the house we
will live in together.” Reflecting a revival of architectural
sensibility from a time when the sibling imagined the
tuture, the drawings proposed a rehabilitation exercise
room in the basement, a shared living room on the first

floor, and individual bedrooms on the second floor.

As time passed, the family gradually forgot these drawings.

Following the sibling’s accident, and amid unforeseen
circumstances, the plan to build the house faded without
being explicitly discussed, as if through unspoken
agreement. Nevertheless, the once-shared vision—both
the dreamed past and the now-unreachable present—
remained as an afterimage within the family. When

the drawings were sent again at a later time, Nayoung
Kang began to reflect on where the family’s past, future,
and present intersect. Through this exhibition, she
revisits the idea of an “unbuilt house” as a space for

contemplating that unresolved present.

British anthropologist Tim Ingold (b. 1948) explains the

distinction between interaction and correspondence
in his book Correspondences (2021). While interaction

presupposes predefined identities and purposes and
unfolds as a transactional relationship shaped by
interests, correspondence refers to a way of being
together in which lives continually unfold, merge, and
diverge through ongoing processes of becoming.

Similarly, Song Gil-young, in The Birth of a Lightweight

Civilization, describes “lightweight civilization” as a new
way of life that contrasts with the heavy and complex
structures of industrial modernity. Emphasizing
lightness, flexibility, and connectivity, he highlights

a shift toward valuing experience over ownership,
meaning and emotion over efficiency, and cultivating
sensitivity toward sustainability within loosely connected
networks.

Within this context, the works of Yena Park, Minsu Kim,

and Nayoung Kang propose clear modes of reflection
on themes that may at first appear ambiguous, such

as cultural diversity, community, inclusion, disability,
and ecology. Beginning with personal narratives, their
practices open new pathways for reconsidering the
concepts of coexistence and correspondence—concerns
that contemporary art must continue to engage with

today.

Accordingly, 2025 Project Gallery Emerging Artists

Showcase Series was conceived as a platform for
sharing the questions posed by Yena Park, Minsu Kim,
and Nayoung Kang, as they offer new hypotheses and
sensibilities toward the world around us. Beyond

the participating artists, the exhibition invites each
viewer’s response to move beyond correspondence and
toward a transformation of consciousness—one that

ultimately becomes a moment of responsibility.

7|&l2| 2 Curatorial Essay
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® Oh Younglin

Visiting Assistant Professor
Seoul National University of Science and Technology
(SEQULTECH)

In The Life of Lines (2015), Tim Ingold declares that “all is line.”

He views the world not as a sequence of fixed points

but as an interaction of lines that continuously intersect and
flow. For Ingold, a line is not merely a physical

trace but a mode of being, the trajectory of movement
through which relationships come into existence. A line is
a living current, and every connection an entity forms

with the world is made through lines. He calls this

the “living line,” understanding acts such as following,
walking, drawing, or weaving as processes through which
lines come into being. In other words, beings

do not “touch” or “attach” to one another, but are instead

“inferwoven” through lines.

This perspective resonates uncannily with the commanding

presence of electrical cables in Yena Park’s exhibition
Interstitium (2024) and in Part of the Incident_Chamber

n.3 (2025). Upon entering Park’s installation, viewers are no
longer mere observers but become entities woven

directly into the intersfitium of a network. They cast their
bodies into the gap between the real and the virtual,
between data and matter. In a space where countless
cables defy gravity and stretch outward in every direction,
the viewer becomes physically and sensorially threaded
into the network, gazing into a monitor with a smartphone
linked to the small Wi-Fi network Park has configured

for the work, or kneeling on the floor to look upward into

the tangled system.

At this moment, the human body is no longer a mere subject

of viewing, but it becomes part of the interstifial space
where wires and data, cables and signals flow. Echoing
Ingold’s idea of “entangled lines,” the viewer becomes
infertwined with the movement of the cables, attuned to
them, and at times directly feels the electrifying sensation

of data flowing through the system. The viewer's experience
shifts from “seeing” to “being woven in,” from passive
“appreciation” to active ‘response.” The body becomes

a node within the network, and the viewer's movements
and reactions integrate into the work itself. This process

is an empirical testament to Park’s inquiry into the dissolution

19

of boundaries between human and nonhuman, between
organism and machine. The experience of this entanglement
becomes an essential component of the work’s completion.
The piece only acquires ifs full vitality the moment the viewer
enters the space, and the viewer becomes a physical and

sensorial part of the work rather than a simple observer.

The concept of the interstitium has recently gained renewed

attention in the scientific community. In 2018, researchers at
New York University proposed that the fluid-filled spaces
between organs and beneath the skin are not merely fissues
but may function as a living organ. Composed of a dense
network of sirong proteins, the interstitium protects the body,
absorbs impact, and even generates electrical signals.

This proposed organ, which can only be observed in the
living body, was adopted as the fifle of Park’s exhibifion
because the concept most effectively highlights the
significance of the cables embedded in the exhibition

space.

In fact, the human—machine integration mediated through cables

has been a reoccurring theme in the science-fiction genre.
One of the most iconic examples is the figure of Tetsuo

in Katsuhiro Otomo’s Akira (1988) and in Shinya Tsukamoto's
Tetsuo: The Iron Man (1989). Tetsuo Shima in Akira and Tetsuo
in Tetsuo: The Iron Man share the same name because the
latter film was an homage to the former. In both works,

the protagonists undergo a process in which their bodies
are dismantled and mechanically reassembled through
machine-like elements reminiscent of electrical cables. In
these images, cables function as devices that symbolize the
invasive and infectious nature of technology, as well as its
uncontrollable evolution. Tetsuo in Akira gains

a power that exceeds the limits of the human body, but

he cannot withstand it. His sense of self collapses as he
screams and his body expands. The Tetsuo of Tetsuo:

The Iron Man likewise becomes a being incapable of
recognizing what he has become after being overtaken by
machinery. In these works, cables operate as metaphors

for a violent technology that disables both sensation and

selfhood.

By contrast, the cables in Park’s work are not tools of destruction.

Her cables are living lines, operating as fluid networks
that connect body and machine, human and object,
memory and future. In Inferstitium, the cables function as

a nervous system that enables the flow of data, as sensory
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organs, and as an interstitial space that mediates between
beings. Park describes cables as roots that support

an unseen world and as organs that render it perceptible,
and she understands them as structures that transcend
past and future. Her cables are instruments of creation
rather than devastation and mediators of resonance rather
than infection. Being entangled in cables signifies an
apocalyptic fransformation of the human body in the two
aforementioned sci-fi works, while in Park’s practice
cables are materials through which a new ontological
sensibility is composed, shaped by subtle connections
and rhythms. Here, cables do not embody uncontrollable
transcendence but act as interconnected organs

within a multilayered ecosystem, enabling new sensations
and relations that arise from a non-anthropocentric position.
The cables in her work are not merely functional medic;
they are living lines that traverse memory and time, matter

and data, becoming organs of narrative itself.

In fact, the idea of cables as structures that connect and

support extends beyond a simple metaphor. Nearly all
digital connections we experience today rely on physical
wiring, especially submarine fiber-optic cables. In case of
Koreaq, the internet is linked to the rest of the world through
submarine cables that land at three major landing points:
Busan, Geoje, and Taean. A total of ten international
submarine lines connect Korea to Japan, China, and
Taiwan, then cross the Pacific Ocean and reach the coast
of Oregon in the U.S. This massive yet invisible infrastructure
forms the actual physical foundation of the internet,

a presence we now freat almost like air. The flow of

data we call the “cloud” is in fact realized across this
cable network, which functions as a vast sensory organ
supporting the relations between humans and objects, and

between the real and the virtual.

Underlying Park’s web-like structures, which have acquired

a sense of vitality, is a shared visual language and an
element that recurs throughout her work: the fragment.
Dead skin cells, obsolete devices, and snippets of data are
not merely remnants of the past but operate like genetic
particles that reconfigure relations among fime, sensation,
technology, and the body. These fragments do not exist as
incomplete or severed entities; rather, they gain their vitality
precisely through that incompleteness. The artist notes,

“There are moments when artificial fragments or discarded

20

materials strike me as beautiful or even mysterious, and |
think this is why. Since they can never be fully understood,
they hold the possibility of life, or the potential to be

reconnected to another context.”@ This @ Yena Park, Arfist Talk

for Part of the Incident_
perspective views the fragment not s~ Chamber n3, Gyeonggi
Museum of Modern Art,

mere debris of lack but as a sensory ~ April 24, 2025.

preview of a world that has yet to arrive.

From the perspective of Jane Bennetf’s notion of vibrant matter,

the fragments in Park’s work are no longer depleted
remnants or pieces that have exhausted their function.
Rather, they exist as fields of weak vitality, harboring

a tremoring vital force. This vibration does not manifest in
dramatic ways, yet it constantly shakes the surface

of the world, rearranging the sensory systems around it. As
Bennett emphasizes, matter possesses a self-activity that
exceeds human intention or interprefation; it sometimes
disrupts human perception and forges its own pathways.
Park’s fragments may operate in much the same way.

They are not simply discarded objects but ones that summon
the viewer through their own material rhythms. Through
their quiet micromovements, the fragments slowly infiltrate
the viewer's senses and form a small ecosystem that asserts
its own ontology. Broken tables, abandoned files, non-
functioning circuits, various manuals, and protractors are

objects that carry a kind of meaningless allure.

This fragmentary sensibility expands into the artist's own

temporality and worldview. In The Language Between (2022)
held at the Kimhongdo Art Museum, a narrative

unfolds in which arfificial objects shed their human forms
and evolve into neo-intelligent beings that attempt to
reestablish their own modes of existence. These cast-off
forms come together to form a terrain, and from its fissures
a new deity emerges. More intelligent than humans, they
transform into entities that sense and configure themselves
independently, freed from human purpose. Through this
narrative, Park overturns anthropocentric causality and
constructs an inverted ecology in which objects become
subjects. This storytelling develops into a fuller worldview

in Hotspot Base Camp (2023) held at GBLUE Gallery in
Euljiro. The exhibition traces the remnants of a new life form
called the Artijecta, a species that grows within public Wi-Fi
and online ecosystems. Visitors navigate the city, attempting
to detect the presence of these beings through actual

Wi-Fi hotspots. The exploratory approach that spans both
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online and offline realms reminds us that humans are

no longer independent entities but biological access points
that funcfion as “hotspots.” The scanning app, the website,
and the multi-layered media devices form a single
interconnected ecosystem, organizing fragmented
information info a rhythmic structure of resonance. Carrying
a detection antennq, visitors roam the city in pursuit of

the Artijecta and later move through the exhibition

space, carefully making their way through hybrid
assemblages of devices, cables, and human bodies, as

if avoiding a jolt of electrical charge.

Park’s worldview, in which fragments operate as sensory

building blocks of a new world, draws an intriguing parallel
with Arkady and Boris Strugatsky’s science fiction novel
Roadside Picnic (1972). In the novel, countless artifacts

of unclear purpose and ambiguous meaning are left behind
in the place where extraterrestrial visitors briefly stayed.
Humans call these areas the “Zones” and explore them as
though they were sacred treasures. The world the Strugatsky
brothers construct is one defined by cosmic indifference,

a universe in which humanity is not central. In the wake

of the alien visitation, materials with no discernible purpose,
origin, or method of use are scattered across the terrain.
These materials resist translation into human science

or language, concealing their meaning as if to mock
humanity’s rational worldview. Humans obsess over them
as “arfifacts,” but to the extraterrestrials they are simply

trash left behind after a picnic. The cynical remark made by
the scientist Pillman in the novel captures this precisely:

“We are collecting the food scraps, wrappers, and

metal cans discarded by picnickers who have returned

from their outings, treafing them as sacred artifacts.”

His observation exposes just how readily humans place

themselves at the center when interpreting the world.

Park’s fragments likewise share an origin in this kind of

indifference. Yet she neither elevates them into objects of
the sublime nor abandons them with pure cynicism.

Her fragments are not arranged with a predetermined
purpose; rather, they are materials that, having lost their
original meanings, remain open to other possibilities.

As the artist explains, “When | encounter fragments,
before assigning any judgment or meaning to them,

| find myself first being infected by them, as if my exisfing

senses are shaken by their presence.”® This @ .

21

suggests that Park’s fragments are not merely components
of a new ecology but also devices that disrupt modes of
perception themselves. Although her fragments resemble
those in Roadside Picnic in that they are the traces of what
has been discarded, the implications vary. Whereas the
Strugatskys’ fragments expose the limits of human desire
and cognition, Park’s fragments subtly infect human
sensation and become entities that generate the conditions

for new ecological relations.

If the Strugatsky brothers’ “Zone” served as a site of mystery

precisely because it was an alien space beyond human
comprehension, then Park reconstructs such a site as

an “inferstitium.” It is a space of intervals between organs,
between matter and sensation, between the body and
invisible data. It becomes the ground for forms of resonance
that cannot be arficulated in existing language. In Hotspot
Base Camp, the detection antenna carried by visitors is not
a simple measuring device but an extension of the body
that connects to the rhythms and currents of the interstitium
within the network. Here, fragments are not objects

of exploration; they are the conditions that enable us to
become perceptible again. The viewer is no longer

an observer or interpreter but becomes a hotspot, a being

that is infected and responsive.

In Park’s world, fragments are not objects to be explained.

Instead, they exist as sensations that prickle the moment
one approaches them, and this tingling carries an anxiety
produced in the delay of recognition. That anxiety is

not merely negative but operates as a condition for new

connections.

The works Park has developed since 2020 are closely tied

to the psychological and physical conditions shaped by
the COVID-19 pandemic. In a time when the boundaries
between body and environment were suspended

and direct contact was blocked, the artist visualized forms
of indirect resonance generated through the flows of data,
fragments, and technology. Silent devices, cable structures
that seem to seep into the body, and residues that fall
away like dead skin cells all reflect the invisible emotional
architectures of that period. Paradoxically, the “non-contact”
condition brought about by the pandemic produced new
modes of sensation. Alongside the regression of bodily
perception caused by prolonged online communication,

new standards for digital artistic exchange also
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emerged. Park’s “non-contact aesthefics of sensation” explores
the human as a biological access point functioning as a
hotspot within these shifting conditions.

Thus, it may be more fitting to see Park’s work not as singular
pieces but as portals into an entire worldview. She imagines
an ecosystem of obijects that confinue to respond and
relate even after humans have disappeared. This is not a
restoration of the sacred, but a different kind of community
created by non-sacred forms of life. And we walk through
its inferior. Sometimes entangled, sometimes brushing past,
sometimes in a tingling state that feels almost electric,
we move through a new ecology of sensation that has

yet to be named.
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Yena Park explores artificial civilization through installation and new media works. Observing

how artificial objects form relationships with humans, she focuses on the ways

in which built environments—designed for the efficient use of human beings—come to

regulate our thoughts and behaviors in return. In her work, artificial objects traverse

the boundaries of time and space, the real and the virtual, transforming info entities that

appear to operate with their own agency. By imagining other life-forms and unknown

ecologies that thrive on human activity, she invites us to reflect on the dissolution

of anthropocentric orders within natural cycles and the emergence of new forms of

centrality.
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Presented in her solo exhibition Inversium at Gyeonggi Museum of Art, Part of the Incident_

Chamber n.3 reveals one of the many organs that emerged as the “Artijecta”™  first
introduced in Interstitium — continued to evolve. Following the low, resonant pulsations
down a dark corridor, visitors enter a dome-shaped chamber filled with tangled
furniture, discarded electronics, and masses of cables. Cameras, sensors, monitors,
speakers, and other input/output devices are installed throughout the space, converting
the viewer's image into distorted cables and noise, while sounds generated

in the room are reprocessed into uncanny audio feedback. As visitors gradually
realizethat their own data is quietly contributing to the growth of this unfamiliar organism,
they confront the possibility that data networks and the cloud are no longer passive
conduits or storage systems, but living entities that interact with us and grow alongside

Us.
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My materials span both the material and the immaterial. Fragments derived from artificial

civilization—discarded furniture, server racks, obsolete electronics, bundles of cables,
and architectural debris—form the physical skeleton of my works while also functioning
as a kind of “artificial keratin” left behind by humans on Earth. Meanwhile, immaterial
layers such as Wi-Fi signals, heat emitted from viewers” bodies, movement, and

sound become real-time streams of data that intervene as another form of material.
Devices such as sensors, cameras, microphones, and VR/web interfaces are not used
to foreground technology itself, but rather as mediators that translate invisible worlds
into perceptible forms. Much of my effort goes into balancing these media so that

their sensory characteristics do not overwhelm the work.
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At the center of my recent work is “Artijecta,” a speculative immaterial life-form derived

from data. Drawing on hypotheses about the origins of life at deep-sea hydrothermal
vents—where organic compounds fused under exireme heat—this being imagines

the emergence of a mysterious data organism born from the fusion of information within
overheated online networks. It proliferates by feeding on human activities such

as public Wi-Fi traffic, internet access logs, and cloud-based data exchanges. According
to its fictional lore, the rapid expansion of online ecosystems caused an overload in

its material support structures (cables), triggering an explosion through which it ocquired

a physical form in the real world.

While my 2021 solo exhibition Post Future Ground examined the “artificial keratin” left behind

after the collapse of civilization, the “Artijecta” series focuses on a world in which

the hierarchy between humans and objects has been inverted—one in which humans
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already operate much like objects themselves. Through this framework, | imagine how objects
and data might acquire new forms of perception and vitality through human mediation,
ultimately exploring alternative methodologies for engaging with the familiar, human-
centered world.
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In this work, the viewer’s experience resembles a sudden bodily awareness of the environment
and time in which they find themselves. Within Part of the Incident_Chamber n.3,
visitors inhabit a space akin to the interior of an unknown organism, supplying it with
data without even realizing it—slowly becoming part of the structure. Rather than
fully interpreting the narrative or arriving at conclusions, | hope that questions linger
in the viewer's body long after leaving the exhibition: Am | already operating in rhythms
similar to those of objects? Where do the data and residues | leave behind continue
to live, and toward what new forms of life might they flow?

One viewer remarked that the cable masses reminded them of veins, muscles, or an inner
bodily system. | hope others, too, can experience such moments when familiar images

of objects are inverted or estranged.
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Moving forward, | plan to continue expanding the ecosystem generated by “Artijecta,”
the fictional being at the core of this project. Beyond Part of the Incident_Chamber n.3
presented here, | aim to develop other organs and distinct “Artijecta” colonies, exploring
formats beyond exhibitions—such as publications, online archives, and workshops.
At the same time, | intend to critically examine how Al and network technologies

intervene in art and daily life, continually questioning what conditions we might set
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between tool-based utility and issues of sensory experience and ethics.

Ultimately, rather than producing definitive visions of a post-human world, | hope to create
temporary “crevices” where viewers can pause, imagine new modes of relating to
artificial ecologies and non-human entities, and explore alternative ways of inhabiting

the world.
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® Sunghui Lee

Curator, HITE Collection

Minsu Kim’s paintings reawaken the sensations and memories

shaped by everyday life, inviting viewers into moments

of empathy and contemplation. Her works function both as
visual essays born of personal experience and embedded
recollections, and as a space of images where those
impressions may be transformed into new states

of mind. Having presented numerous solo exhibitions and
participated in several group shows in recent years, the
artist approached her solo exhibition at Gyeonggi Museum
of Modern Art (GMoMA)'s Project Gallery as a chance to
pause, revisit earlier works, and place the imagery that
once moved her alongside the vivid images emerging in the
present. The exhibition title Yesterday, Today, Live reflects

this intention quite literally. This essay examines the key
works featured in the exhibition, drawing on a conversation
with the artist during the artist talk held this past September,
in order to explore where Kim’s painting practice stands

today.

The title of this exhibition emerged naturally from presenting three

works side by side: Kim’s earlier pieces Yesterday (2014)

and LIVE (2014), together with her new work Today (2025).
The texts that appear in each piece seamlessly connected
to form the exhibition’s fitle. About a decade ago, while
watching a televised sports broadcast, the artist found

her attention drifing away from the fast-moving images

and toward the static date and text fixed at the top of the
screen. After photographing the broadcast, she began what
she later called the “TV Painting Series,” with LIVE as

the first work in the sequence. Although clearly based on

a TV image, the painting evokes color field abstraction
when the text is removed. Yesterday is a painting in which
the artist painstakingly employed pointillism to reveal the
pixels—the very substance of an LCD screen. Encountering
these two works again after many years, the artist felt
Yesterday as a marker of the past and LIVE as a marker

of the future, and thus created Today to link the two. Marked
not only by painterly nuance but also by its reflection on
temporality, Today celebrates the present moment of change

within her artistic trajectory.

The exhibition unfolded across two spaces: Project Gallery

and Lounge. Structured as an enclosed room, Project
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Gallery featured works that reveal the artist's lyrical yet
somewhat solitary inner images. In contrast, the more open
Lounge space was curated with narrative-driven works
that encourage engagement from viewers. At the center

of Project Gallery stood Vaguely (2025), a work that offers
the pleasure of gazing out over a wide horizon and a

vast sky. Kim recalls undergoing numerous trials and errors
before achieving the painting’s refreshing openness. Moving
back and forth between abstraction and figuration, she
wrestled with the scene and the palette, testing different
fabrics and paints before ultimately settling on a basic
gesso-primed canvas. She describes this process as a
period of uncovering, recovering, and repainting the scene
and sensation she sought to express. Ultimately, the eight
square canvases form an image that is at once infimate,
encouraging close viewing of each panel, and expansive,
offering a breadth that a single canvas could not achieve.
The result is a composition that feels more flexible. Another
large painting, The Bird’s Place (2025), presents a simple

yet bold contrast between the dark silhouettes of trees,
clouds, a bird, and land, against a soft lavender gradient.
According to the artist, the work is the culmination of
memories of backlit dusk landscapes she often encountered
on her way home, as well as landscapes with trees viewed
from a slightly elevated perspective. In other words, even

if her paintings begin with an impression drawn from a
specific place or moment, the identity of that place becomes
less important as the work nears completion. Instead,
repeatedly encountered images overlap and develop into
a single form. In particular, trees and birds are subjects that
consistently draw and hold her gaze. Meanwhile, Gradually
1 (2025) and Gradually 2 (2025) are works in which the
forms and movements depicted merge seamlessly with the
properties of Kim’'s materials and brushwork. Both paintings
capture a humid moment filled with clear sunlight, either
after rain or in the midst of it, when a sharp beam of light
breaks through. In Gradually 1, the arfist painted the bird
and rain by spontaneously splattering mixed paint. The
contrast and connection between the background and the
paint running down its surface results in a color harmony
that feels both delicate and natural. Gradually 2 establishes
its overall tone with a yellow palette and features thin
newsprint paper cut info a maple-leaf shape and collaged

onto the surface. The left side of the painting appears like
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either a tree or light. To create this effect, Kim attached

Kim

a piece of canvas painted with pearlescent pigment so that
it protrudes slightly beyond the wooden panel.

not only handles supports, materials, and paint with great
flexibility in individual works, but also frequently pushes

the canvas beyond its conventional formats within the
exhibition space. Nest_Withstanding the Wind (2024),
installed on the central wall of the Lounge, is a collage
made of canvas and wood that the arfist created during her
residency in Suwon. At that time, she was adjusting to

a new environment, and she found herself drawn to

the bird nest visible among the bare branches surrounding
the residency. The work stayed with her in her studio for

a year before being brought into GMoMA Lounge, where
it resonates with its new surroundings, creating yet another
scene. The Explorers (L) (2025) and The Explorers (R) (2025)
are installed on either side of Lounge entrance, forming

a visually striking pair. The artist conceived the two
separate walls as a single surface and sought to paint them
as a kind of mural. She recalled the children she had seen
wandering freely among the trees during an outdoor

arts education program. She transformed the memory

into a painting that conveys the impression she received
from that encounter. Although the two paintings hang on
different walls, she painted a bridge stretching between
them, making them two works that are also one. The
butterfly at the far left of The Explorers (L) leads the viewer's
gaze to the small adjacent painting A Bird (2025). Although
Kim frequently encounters birds in daily life, her interest in
painting them began above all with sound. One day,

she was startled by the sudden flutter of wings nearby and
by birdsong in the distance. She found that imagining

what she could not see made their presence all the more
vivid. Since then, her gaze has often turned toward birds,
which have come to function as messengers embodying
the arfist's inner sensibilities in her paintings. Lounge also
features works such as The Arrow Turned to Music 2 (2025),
Hatching Every Day 1 (2025), and Spilled, But Still Okay (2025),
which reveal how Kim relates to the world and interprets i,
offering a glimpse of her personal worldview. Through these
paintings, she reaffirms her will toward life. Recently, she
felt she needed to summon courage to overcome the sense
of emptiness that sometimes accompanies making art.

Hatching Every Day 1 expresses the feeling of breaking out
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of an eggshell each day. The Arrow Turned to Music 2 recalls
a moment when she laughed heartily while making bows
and arrows with children. Spilled, But Still Okay expresses
her wish to encourage not only herself but anyone who

regrets past mista kes.

Kim’s paintings have often been described simply as “capturing

everyday life.” Yet the term everyday is somewhat insufficient
to account for the subtle, concise imagery that characterizes
her work. For Kim, repetition, relationships, and reflections
on the meaning of life are central to her practice. She paints
the people she has met through recurring routines, the
animals she has come across, the conversations she shares
with those she sees daily, and the insights these moments
bring. This attitude reflects an appreciation for what might
seem insignificant, as well as an affectionate attentiveness
rather than a sense of boredom with relationships. In other
words, her paintings seek a calm and ease that emerge
from reflecting on human connection, while contemplating
the meaning of life. Such an attitude signals her resolve

not to be governed by the fleeting, stimulating images that
saturate our age. For Kim, images and impressions that hold
meaning are not expressions of perception conditioned by

digital imagery.

Just as her paintings remain free from digital images, Kim

approaches the supports and materials of painting

with similar flexibility. In her drawing process, she uses
materials in ways that defy their original purposes. Beyond
conventional painting tools like paint, she collects items
not typically associated with painting, such as architectural
model materials, sequins, and paper. For this exhibition,

in Spilled, But Still Okay, which reflects on an experience
of accidentally spilling paint, she used thick, dripping paint
and divided the composition across multiple canvases

to maximize the fluid, material quality of the paint. As

the artist herself notes, this approach embodies a flexible

attitude that embraces mistakes.

Kim’s sense of color is instinctive and intuitive. Her decisions

regarding not only color mixing but also color contrast,
layering, and texture occur almost instantly. Among the
many judgments she must make while working, she notes
that choices involving color come the quickest and with the
greatest confidence. At the same time, color is also the area
to which she pays the closest attention, precisely because

she wants to guard against becoming complacent with
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what feels familiar. She prefers acrylic paint because it dries
quickly and its viscosity can be easily adjusted
with water. Yet acrylics, as she describes, feel far more
artificial than watercolor or oil, “like a plastic bottle
placed on top of mud.” Through many years of working
with acrylics, she has learned that choosing a color that
resembles the sensation she wants to convey, rather
than one that matches the actual object, results in an image
that feels more natural.

The sensibility embedded in Kim’s paintings is instinctive, yet
built through repetition. It is virtually an intuition that has
accumulated over time. She aims fo place her sincere
perceptions into her paintings, and she does this by
repeatedly revisiting familiar scenes and messages, altering
them slightly each time until they reveal themselves.

Birds, trees, children, family, and friends remain important
pictorial subjects for her. It is within the relationships,

the time accumulated together, and the memories shared
that her perceptions take shape. For her, memories tied

not only to vision but also to sound, smell, and touch are
significant. Although she grew up in a city, she recalls
loving the smell of soil and rain and enjoying the feeling

of touching and smearing things with her hands. This is
why Kim’s paintings should be understood as works
shaped by multiple embodied senses, not only visual but
also auditory, olfactory, and tactile. Such multisensory
embodiment gives her paintings the power to connect

past and present. As in Marcel Proust’s In Search of Lost
Time, where the taste of a madeleine dipped in tea vividly
summons childhood memories, dormant recollections
resurface through sensory experience. This is

a phenomenon in which embodied sensibility transcends
time, bridging past and present. The artist indeed seeks to
renew her present perceptions through the past. She returns
to past experiences in order to perceive and experience
the present more fully. In an era where speed is synonymous
with power and competitiveness, painting remains an
exceptionally slow medium that moves against the current.
Yet Kim sees painting as both a traditional form and one
that can accommodate anything, in any way, at any time.
It can be past, present, and future all at once. No matter
how fast the world accelerates, Kim's paintings simply need

to keep their own pace.
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Hello, 'm artist Minsu Kim.
| paint sensations that feel familiar yet somehow special, and thoughts discovered
through the close relationships in my life.

Each day, | create a painting as if writing a short personal essay.
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This exhibition holds deep personal meaning for me. It begins by placing a new work,
Today, between two older paintings, Yesterday and LIVE, created eleven years
ago—linking past and present.

In the inner space of Project Gallery, | depict scenes that remain deeply imprinted
in my memory through repeated experience: a dusky sky, a bird perched
on a free, the fleeting moments when seasons change. | hoped to express sensations
that become clearer over time, and the interplay between repetition and change.

If the works in Project Gallery gather moments of quiet solitude spent with nature, paintings
in the lounge speak about the insights discovered through close relationships, and
about my own attitude toward life and painting. Since many visitors stop to rest in the

lounge, | wanted to accompany them with more vivid and lively scenes.
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Although | primarily work with acrylic paint and brushes, | also explore the surface
itself—painting on fabric cut into non-rectangular shapes, pouring household paint, or
stitching directly onto the canvas. Through these methods and materials,

| experiment with different ways of building an image on a flat plane.
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My works begin at the moment | notice change within repetition. Familiar things around
me offen become my subjects, yet the decision to paint them always comes

when | encounter something unexpectedly unfamiliar within that familiarity.
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As always, | hope to continue creating in an environment where | can work

with joy for a long time.
Through my practice, | also hope to share why

we all continue to need.
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For the works in Project Gallery, | hope viewers simply feel the sensations they see,

rather than interpreting a specific theme.
In the lounge, visitors are invited to take part in the memory-drawing activity prepared

for the exhibition—connecting their own experiences with the paintings as they

view the works.

« . . .
drawing” remains something

2314 Minsu Kim
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® Jeongeun Oh

“The house we thought we had let go

Art Critic

©® Nayoung Kang,
Dream House, artist’s note
of remained, for my brother, still for new work, 2025.

a blueprint for the future.” @

Nayoung Kang’s Dream House begins in a future that changed in

Fo

“Nayoung, let's build a house with this.

=

an instant. In the quiet district of Gogi-dong in Yongin-si,
Gyeonggi-do, the family once dreamed of building a home
where they would all live together. But after her brother’s sudden
accident, the dream never made it into reality. All that remained
was a remote plot of land, its provisional structure standing as
a fragment of what once was, pushed to the periphery of daily
life. Their lives were reorganized around care and rehabilitation,
and the house persisted merely as a spatial backdrop for that
purpose. Yet the architectural drawings and messages her
brother recently sent reanimated a scene long suspended.
Within those sketches, where memories and hopes intertwine
with constraints and imagination, the dynamics of the family
came into view in a new light, and their lives were reframed
from a different angle.

Kang, who has long engaged with the factual narratives

her family has lived through and the social anxieties that
accompany them, this marks a clear point of transition. Rather
than remaining within the positionality of a family member
viewing disability from the outside, she turns toward her disabled
brother's own ways of perceiving, gathering, and structuring
information and how those sensory frameworks might shape her
work. If her earlier projects revealed and affirmed the strenuous
movements of the family, depicting their attempts to leave

home as they supported her brother, the anxious journeys, and
the collaborative actions entangled with mechanical glitches,
Dream House shifts its center of gravity. Her brother's hand-
drawn architectural plans become the starting point. Temporary
structures and models derived from those drawings take shape
in the gallery, while the video incorporates his notes and
narration. The work no longer observes a site of care from the
outside; instead, it cautiously fraces the very ways in which he,

as a disabled subject, assembles his world.

@®  Gimin Kang’s KakaoTalk
message to his sister, Nayoung

Kang, Winter 2024.

A house for you, in Gogi-dong.” @

48

“Crip emotional intelligence is understanding

Dream House is close to a trace of recalibration—a residue formed

in the process of sensing and living in the world with a changed
body. It is a trace she encounters up close every day, yet one
that also takes the form of a reckoning she has long been
reluctant to face. “I make an effort to brush past my family,"®

the artist confesses, and that trace ©  Nayoung Kang, “Chunk,”

in Happy Family, artist’s essay
collection, 2025, p.43.

becomes a muted sediment in which
endurance and avoidance, acceptance
and deferral, mingle and accumulate. Kang does not let these
layers slip by unnoticed; instead, she translates them into the
formative and conceptual language of her practice, attempting
to revisit the tensions, desires, and frictions that have settled

within the structure of a home.

Her brother once put his architectural talent and ideas into practice.

The gap between the family’s hopes that he might one day stand
and walk again and the disappointments that followed surface
across the architectural installations, sketches, video, and text as
subtle emotional collisions. Kang does not collapse these into a
single register of misfortune or romanticization. Instead, she takes
them as clues in which the uneven conditions of life and ways
of thinking shaped by hardships are intertwined. Accordingly,
the exhibition space where her brother's drawings are translated
and realized functions not as a fragmentary reenactment of the
temporalities surrounding disability, but as a relational device
that reveals how bodies and minds in different states move
alongside one another, lean in, and negotiate balance. Such a
device moves beyond perspectives that hastily assume or restrict
who gives and receives care, becoming instead a point of
departure for how each body and each temporality organizes
the world and opens onto another sensory horizon. It evokes
what might be called a form of “crip emotional intelligence,”

a sensibility that develops outside non-disabled norms of speed
and efficiency. This intelligence makes perceptible the family’s
newly formed performative attunements shaped by slowed
bodies and time. Their home is no longer a rigid, fixed physical
structure but a generative field in which each part adjusts to

the others’ rhythms and limits, absorbing tremors and remaining

fluid.

® Lech Lakshmi Piepzna-
Samarasinha, Care Work, trans.
that beds are worlds. Houses are worlds.  Hye-cun Jeon & 3, May Books,
2024, pJ134.

Cars are worlds.”®

Kang describes the everyday life of her family as governed by a

kind of local rules. These are moments of care in which they

LI Nayoung Kang



speak to one another in almost coded phrases, trade glances, within this shifting structure while also urging a reconfiguration
and adjust their pace in order to protect each other.® Such rules of how we perceive home and care, recovery and the future.

operate as techniques of accommodation @  Nayoung kang, “teaning,
Sustaining, Moving Forward:

for her brother, yet they can also appear  onthe Mindset and Training
Required to Handle Fragile

as compulsive acts the artist herself Strengih,” in Proceedings of the
. 38th Art Studies Symposium:
has developed to secure safety in an Wish, Department of Art Studies

o o 2025, p.26.
unpredictable world. The statements in g

Happy Family, a collection of essays presented in the exhibition,
reveal how the impulse to turn away from rising emotions and
the urge to look at them more closely intersect again and again
within the repeated rhythms of care. In “Chunk,” for instance,
the artist moves through the sequence of time, checking her
family members’ faces for changes and anticipating uncertainty,
imagining a miracle, only to falter awkwardly under the weight
of responsibility, fear, and guilt. The home where her parents
and brother live, which she visits regularly, becomes a site
that both contains these complex and contradictory emotions
and continually exposes those that remain unresolved. At this
point, Kang’s observations of the “home” do not remain simply
records of care or the processes of rehabilitation. The behavioral
rules and emotional tensions formed inside the home reveal
more than the experience of a single family; they point to
a foundational sensibility shared by those who tend to and care
for what has been injured. In this sense, local rules are not only
techniques of care for survival and strategies of avoidance, but
also the subtle negotiations through which sustainability
is secured amid lack. Dream House captures the unfolding of
those negotiations. It is an attempt not to reconstruct a physical
house, but to translate and reconfigure the lived sense of time
within the home into a virtual space.

In the end, Dream House is not a ‘house that could not be built,” but
one that is continually being constructed in different ways.
The architectural plans her brother left behind, the patterns the
family has maintained, and the emotional strata the artist
has repeatedly controlled overlap from different directions,
revealing the house not as a fixed form but as an open structure
that accommodates relational shifts. Here, “not building” is
neither failure nor deferral, but a slow process of becoming
in which a changed body and altered temporality construct the
world on their own terms. By rendering this process visible within
the museum, the exhibition presents the formless forces of family
care such as endurance, leaning, fine attunement as another
mode of architectural sensing. This house is not complete, yet
in its incompleteness it nurtures a dream that can be constantly

renewed and expanded. Kang’s work seeks ways of living

49 LA Nayoung Kang
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My practice begins with the acts of guarding, caring for, and protecting. To care for
someone is not simply an expression of devotion—it is a collaborative skill grounded
in physical and emotional labor and embodied knowledge. | experiment with the strength,
balance, and longing generated through such acts of care, translating them into a
language of artistic inquiry. As a woman, caregiver, and artist, | study
social vulnerability and structures of care, examining how the burden and responsibility of
care are positioned within individual bodies and across social systems.

| have expanded the spatial field of care from the domestic sphere to the outside world,
exploring the structures of movement and going out. My recent solo exhibition
A Sunday Outing (2025) centers on a family’s weekend outing, using video that captures
the family inside the car and the shifting scenery outside to reveal issues of social
accessibility and the able-bodied orientation of temporal structures. Going
out is not merely movement; it is a cooperative practice powered by the collective energy
of a family. Through this, | approach the temporal and spatial experiences of disability
through the lens of Crip Time, seeking alternative communal rhythms
that allow for the negotiation of differing speeds and energies.

My current interest lies in the idea of “liberation after recovery.” | consider the sensory

capacities that technology cannot replace—the delicate yet fragile feeling at the

ZLI Nayoung Kang
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fingertips—as fundamental to the attitudes and mechanisms of care. Like touching
a butterfly’s wing, care is an act of careful and slow attention through which people
perceive one another’s presence. Through such corporeal and affective training,
| aim to disrupt socially defined boundaries of “normal” and “abnormal,” and imagine
relational ethics grounded in mutual reliance.

Through my work, | seek to articulate the sensory dimension of care and to engage with
the subtle yet resilient force that emerges within relationships. Using sculpture,
spatial installation, video, and sound, | spatialize the weight, balance, dependency, and
responsibility inherent to care.

Ultimately, my work is a process of exploring how we sustain one another— both for
someone else and for each other. | hope my practice becomes a language that expands

our shared sense of care, and a way of understanding one another’s time, bodies, and

futures.
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This exhibition originates from a single drawing my younger sibling posted in our family
group chat, “Happy Family,” last winter. One day, my sibling shared an architectural
plan and a drawing made with their left hand, saying, “This is the house we will
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live in together.” After the accident, they could draw only with one hand, slowly tracing lines
and dividing rooms—reviving the sensibility of the time when they once
dreamed of becoming an architect. They placed a large rehabilitation room in the
basement, a family living room on the first floor, and individual bedrooms on the second
floor, adding, “The room on the right upstairs is for you and our brother.”

As time passed, however, our family gradually let go of the idea of building that house.
The plot of land deep in Gogi-dong, Yongin, was too remote and too steep;
we all understood—without ever saying it—that the place would be isolating and
impractical for someone who must travel to rehabilitation every day. Quietly,
the plan dissolved. | decided to use the temporary shipping container on the land as
a storage studio.

Then, unexpectedly, my sibling messaged me again: “Let's build the house with this.
Your house in Gogi-dong.” The house we thought we had set aside lived on inside them
as a future possibility. But now, that house will no longer be built. The home my sibling
imagined—and our family once imagined together—exists only within the drawing.

This exhibition traces the gap between that earlier vision and our present reality. It is built
on my sibling’s drawings and sketches, expanding the architectural plan into a vinyl
installation, accompanied by a recorded conversation between us as we discuss
the plan. Architectural models reconstructed from the drawing, family message logs, site
photographs, and other materials are presented as an archive, reframing the unbuilt
house as a narrative and emotional record.

The Unbuilt House is both a documentation of a home that will never exist and an elegy
for the home that exists only in our minds. It is an act of revisiting a vanished dream and
confronting the fact that someone in the family continued to hold onto it. This exhibition
is not about a physical house, but about the time we dreamed together, what we hoped

for, and the future we lost.

52
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The works in this exhibition include vinyl installations derived from my sibling’s architectural
drawings, various prints and drawings, set pieces made with woodwork, Jesmonite, and
metal, as well as architectural models and video works. Ultimately, the narrative

and research surrounding “the house we would live in together” were installed within

an archive space constructed from wooden architectural structures.
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The central subject of this project is the “unbuilt house.” More important than the reasons

it was never built are the emotional and affective traces of the future the house

once promised for our family. My sibling’s architectural plan, family message logs,
photographs and documents of the site, and our conversations about their

drawings all serve as key materials for the work. Rather than physical architectural
components, these elements engage with the desire to live together and with what our
family has lost. Through the flat structure of the architectural plan, | explore how personal

hopes and familial aspirations transform over time and what kinds of traces they leave

behind.

M2 S 5= A= A7t 2|7 S B2t

Although deeply personal, | hope this exhibition allows viewers to encounter a family’s

0{2] 0|72 O|FX| =&t
Sl Alol9f Zh=,

Of TA|7}

dreams, the past and future it lost, and the moments of rupture when desires to live

together meet physical limitations and difficult realities. In this process, the viewer
may confront the gap between hope and reality, and the friction between imagined

futures and lived experience. | hope the exhibition becomes a space to reflect on the

responsibilities and relationships held under the name of family, and the social structures

that shape them, ultimately inviting shared empathy.
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Going forward, | aim to deepen my inquiry into care, recovery, and the act of “redrawing
the future.” Beyond the experiences of my own family, | intend to study how bodies
relate to the world within social and technological systems. Recently, | have become
interested in how simulation, rehabilitation technologies, and sensory training reshape the
lived body, and | plan to expand this research through video, installation, and sculpture.
| hope to move beyond personal narratives to explore “life after care” and “liberation
after recovery” within broader social conditions. Ultimately, | hope my work becomes

another way of understanding someone’s time, body, and future.
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Yena Park, Part of the Incident_Chamber
n.3, 2025, real-time interactive system,
various cables, various furniture, objects
and devices from Hotspots Base Camp,

Commissioned by GMoMA.
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Minsu Kim, Yesterday (TV painting series
2014), 2014, Acrylic, pen

on canvas, 72.7x53cm, Courtesy

of the Artist
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Minsu Kim, Today, 2025, Acrylic, pen

on canvas, 72.7x53cm, Commissioned
by GMoMA.
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Minsu Kim, LIVE (TV painting series
2014), 2014, Acrylic, pen on canvas,
72.7x53cm, Courtesy of the Arfist
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Minsu Kim, Coincidence 2, 2025,
Acrylic, pen on canvas, 145.5x97cm,
Commissioned by GMoMA.

<0{52| ZZh, 2025, ZHEHAO|
OEE' Z22tF, 17.9x25.8cm, H7|=
02 oM
Minsu Kim, The Sense of Summer, 2025,

Acrylic, pen on canvas, 17.9x25.8cm,
Commissioned by GMoMA.

gl KHAES 913 71, 2025,

[== )
Z0|0f| 2%, 7.4x20.8cm, A7 |=0|=2
70|

Minsu Kim, Study for Dawn and
Dusk, 2025, Acrylic, pen on canvas,
17.9x25.8cm, Commissioned by
GMoMA.

AR, <ML RF2[), 2025, ZHH A0
Ot=Z!, 162.2x260.6cm, Z7|=0|=2t
F0|M
Minsu Kim, The Bird’s Place,
2025, Acrylic, pen on canvas,

162.2x260.6cm, Commissioned by
GMoMA.
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A=, (e AIEH0|0F]), 2025,
Z0|of| HQIE, of3 R, AE[FH, HI|,
33.1x52.2cm, A7|=0|&2 7{0|M
Minsu Kim, Grapes and Her Old Story,
2025, Paint, acrylic, sticker, pen on

paper, 33.1x52.2cm, Commissioned
by GMoMA.

AT, O{EF0l), 2025, ZHHAO]|
H|QIE, 032!, 224.2x448.4cm,
47|=0|=2 oM

Minsu Kim, Vaguely, 2025, Paint,

acrylic on canvas, 224.2x448.4cm,
Commissioned by GMoMA.

oy

o|A
()

2, OJAE 1), 2025, ZHHAO|
O}=2!, 22x27.3cm, A7|=0|&2 70|

rz

Minsu Kim, Dawn/Dusk 1, 2025,
Acrylic on canvas, 22x27.3cm,

Commissioned by GMoMA.

Aol (AE 2), 2025, ZHH{ A0
or=, 21. 2x334cm, Z7|=0ja#
FHo|M
Minsu Kim, Dawn/Dusk 2, 2025,

Acrylic on canvas, 21.2x33.4cm,
Commissioned by GMoMA.

ALl <& OF), 2025, Z0|0]| =,
14.8x21cm, A7| 0|2 7{0|M
Minsu Kim, Two Trees, 2025,

Watercolor on paper, 14,8x21cm,
Commissioned by GMoMA.

Znl4, <ofo[», 2025, Z0|of| Ot=E,
21x29.7cm, Z7|=0|&2 70|H
Minsu Kim, Child, 2025, Acrylic on

paper, 21x29.7cm, Commissioned
by GMoMA.

3l <MM3| 1), 2025, ZHEHA0]|
0t=&!, 72.7x100cm, A7|=0|&2t

Mlnsu Kim, Gradudlly 1, 2025,
Acrylic on canvas, 72.7x100cm,
Commissioned by GMoMA.

Aol M3 2), 2025, ZHE A0
O3 &, 72.7x54cm, A7|=0|=2t
7{o|M
Minsu Kim, Gradually 2, 2025, Acrylic

on canvas, 72.7x54cm, Commissioned
by GMoMA.

AR, EHETES (L)), 2025, 9HH1A01|
0t=%, 130.3x162.2cm, A7|=0|&
7{0d

Minsu Kim, The Explorers (L), 2025,

Acrylic on canvas, 130.3x162.2cm,
Commissioned by GMoMA.

=
7‘|U|+_
Minsu Kim, The Explorers (R), 2025,

Acrylic on canvas, 130.3x162.2cm,
Commissioned by GMoMA.

Qs (SX|_HIZHE AC|0), 2024,
E{A0f | Of:'EE', LH2 175x345cm,

7k &

Minsu K|m, Nest_Withstanding the Wind,

2024, Acrylic on canvas, wood,
175x345cm, Courtesy of the Artist

Q2 )

A, 4717t E|ofHEl 514 2,
1-13), 2025, ol ot3E, 22k,
37.9x45.5cm(4 pieces), 24.2x33.4cm
(5 pieces), 17.9x25.8cm(4 pieces),
47|=0|&2 7ol

Minsu Kim, The Arrow Turned to Music 2,

1-13, 2025, Acrylic, collage on panel,
37.9x45.5cm (4 pieces), 24.2x33.4cm
(5 pieces), 17.9x25.8cm (4 pieces),
Commissioned by GMoMA.

Zl 20|2tx), 2025,
ZHEHAO| L=0|E, OIFE, HRIE,
14x160cm(13 pieces), 27 |=0|=#
7401

Minsu Kim, Spilled, But Still Okay, 2025,
Aluminum, acrylic, paint on canvas,

14x160cm (13pieces), Commissioned
by GMoMA.

QI A BHILZ]), 2025, ZHEHAO]|
OfAZ, 25.8x17.9cm, A7|=0|&2t

Minsu Kim, A Bird, 2025, Acrylic
on canvas, 25.8x17.9cm,
Commissioned by GMoMA.

AR, O 7 LER7] 1), 2025,
Z0|0fl £=xH, I, 39.4x27.5cm,
d7|=0ls2 oM

Minsu Kim, Hatching Every Day 1,
2025, Watercolor, pen on paper,
39.4x27.5cm, Commissioned by
GMoMA.

L2
H

£ 2 E List of Works

YL, A, 2025, EAE,
40x28cm, A7|=0|&2t HOlM
Nayoung Kang, Family Room,
2025, Mixed media, 40x28cm,
Commissioned by GMoMA.

LY, <KIsh, 2025, =& E,
91x54.8cm, A7|=0|&2 HO|M
Nayoung Kang, Underground,
2025, Mixed media, 91x54.8cm,
Commissioned by GMoMA.

LLIY, Bofil, 2025, EETE,
60x25cm, 47|=0=2 Aol
Nayoung Kang, Treadmill, 2025,
Mixed media, 60x25cm,
Commissioned by GMoMA.

LLG, (Fsheh, 2025, SEE,
38x26.5cm, Z7|=0|E2 70|
Nayoung Kang, Home Cinema,
2025, Mixed media, 38x26.5cm,
Commissioned by GMoMA.

LU, <At 2025, EFME,
70x41cm, Z7|=0|= Ho|M
Nayoung Kang, Mom and Dad’s
Bedroom, 2025, Mixed media,
70x41cm, Commissioned by GMoMA.

LA, MR, 2025, 2T E,
39x26cm, A7|=0|&2 70N
Nayoung Kang, Library, 2025,
Mixed media, 39x26cm,
Commissioned by GMoMA.

L, 2101, 2025, =&lE,
36.5x30cm, A7|=0|&2 oM
Nayoung Kang, Kimin’s Room, 2025,
Mixed media, 36.5x30cm,
Commissioned by GMoMA.

LY, (FLRE™), 2025, EefAliz,
42x29.5cm, A7|=0|&2 70|M
Nayoung Kang, Guest Room, 2025,

Mixed media, 36.5x30cm,
Commissioned by GMoMA.

i, = 713, 2025, Bt
ol|M0], A=HXY, B ALO|Z, A7|O|&H
7ol

Nayoung Kang, Happy Family, 2025,

Essay, booklet (B6), Commissioned
by GMoMA.



Nayoung Kang, The House He Drew,
2025, Spatial installation, timber,
plywood, acrylic sheet, lamp, TV screen
and mixed media, 600x350x300(h)
cm, Commissioned by GMoMA.

LLIY, (E-BIRAY, 2025, B
2|, 22, 20:00:00, 27| Z01&2
o}

'

Nayoung Kang, Dream House, 2025,
Single-channel video, color, loop,
20:00:00, Commissioned by GMoMA.
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2HoiLt (b.1990) 2019  Are you well light well2), Garage space,
@yenaprk =ctAD
www.yenap.org 2019  (Torpor / A Bliss / A Slump), Haarlemmerweg
— 613, AAHIZE
o 2018 (RIP- 128t 7[o]), C|A QAHE &, NS
2020 O SHAT AZ OU O, ZADF MAF 2018 (2| 2= AS gt 22, QLR Z2HE
el = — VUI=, &4
N x D23, 123, N
(OtAE 2E 2EA) Y ) ' -
2018 MSCHEE MotsiT A A 2018  (Still There), AlCHO{EE, A2
- oF - o
2003 MSCHED SorsiDt SAF S0 2018  (E{x| E2{0]), L= Of|m|AE, M2
2018  (uHo| TJ2IXL), ME0S7AE 2 7HATY|, M2
JHolF 2018  (In the forest), =5 zip, A2, $t=
o 2017 (H 32| TR, Z2HE AH0|A AZH|OL,
_ ME
2024 (olHZEL|ok: SRAE O|2H), A22| T, HF
2024  (Interstiium), OCI| O|=2t M2
L _ XA
2023 (EHABEH[O|A HI), JI=Z 2|, MS
2021 (EHE= MAD, & L 2025 } ; X
10k = 2135 &1
(ZE WL Ko U A7} 742, 2 2025 02k E|X|EA|, SEISCHO|S2
TEX|CHEERFME] AQE5
2021 (OE|YUE|Z. LAlS _7:EE|'|>>, 230l 2024 FEX|CHEE |:|E'|, et oN )
2020 (ZAE.ZH Jalec) Safol 2023 NA0|=FEZZESiE, 1A
=TT —-Tc=/, = —
2017 (Olgts Ist =), OFEEIQ! AH|OIX|, M2
RS Sy
mes(es!
2023 OCI Young Creatives, OCI O|&2t
Sh sk E~yy[=1 S|
2025 (UHEZ 43, A SMS0SH A2 2023 Ofl&1 7| SEAIMAIY ALK MF,
s2es0|as
2025 (ClolgzaaAlnjaoly, 312, M2 HEEsEeEe
A (il . b oot 2022 FoQIx| SHIAY 24 TEHE A4S X|J,
e Jenga - the research project on -
St ZHIXZTIS R, OtEMIE|LIH
biodiversity), Layer 27, X2 o= oat f} .
&1} 7|2 88X, st=2s 2
2024 (BAEN UM BISCh, ot Memgp 022 SIS BEXIE, SmEsclasias)
JIETAA M2 2022 7|=0|=FEX|IA AlZiol= FEH2O0F,
=1 M=
- #7|2atEt
2024 (ol ol Zi2fe] T, B S
xO|O|X HEA] St FHE|X
2024 (S| J|Rlsts O, Ol ET, toy 00 oo SEUIE CREATVE S, BREEE
; ZIS2, OtEMIELiH|
2023 (2LUsH M) HOto{Et M2 ' e T
y ﬁ X
2023 (AZAS), HemA opAbmel Tot 2021 UHO[Y Z2HE, M2 O|C|of ZHA
2012t ZIZ2SHRICH
2023 (SIES BIHAEN OI‘DI‘E oam7 I‘I Jer 2021 o= I'l:l, CES QI' HE
2022 (AWMBIEE AO[O] O10f), ZIEZO|ST OHAr 2020 John Kinross Scholarship, Royal Scottish
SToEe R Academy, AREHE
2022 (h=2| s HE), 22X/, UE _|°f‘ elmy -
2017 Z|= o= X&), MSE2SHRYct
2022 (Future Fantasticy, OFEMIE] LIH|, M2 - f : =
St sS4 MIcH M% CHs
2022 OE|'6|"_ E*lol AI‘""XI‘))[ §E|'0|E%, |_Ii|_'l 2017 =HT T= 1' H =y A'IE H—|
2022 (ZEA), FAARE|, M2
2022 {Expanse), The Pipe Factory, S2fAL
2022 (A Remix of Damage), Reid Gallery, 22tA11
2021  (Strata), New Glasgow Society(East), 22tAT
2021  (Party in a Box), OFEMIE| LiH|, 222l L MS
2021 {Solar Happy Hour), 2021.6.21, 2221 AE2|Y
2021  (Fragile Not Yet Broken), Glasgow green
Icundry poles, 22211
2021 (EXQ| X[SE; Btret i8Sy, Zolthstu
5._4|ZHU|§3'.;r M1 M2
2021 (X222 27t 2 USTh), HUst, M2
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Yena Park (b.1990)

Education

2020 The Glasgow School of Art, Sculpture,
Master of Letters, UK

2018  Seoul National University, Fine Arts,
M.FA. (completion), Korea

2013 Seoul National University, Oriental Painting,
B.FA., Korea

Solo project & Show

2024  Heterotopia: Restored Future, Gallery Zanne,
Chungiju

2024 Interstitium, OCl Museum of Art, Seoul

2023 Hotspots Base Camp, GBlue Gallery, Seoul

2021  Overlapping World, Gimpo
2021  Artialism: Unknown Invitation, online

2020 Post-future Ground, online

2017 Project: Movement for a Breakaway,
Atertain Stage, Seoul

Group Show

2025  Electric Shock, Buk-Seoul Museum of Art,
Seoul, Korea

2025 Dialogue: Unread, Hwigyumjae, Seoul,
Korea

2024  The Jenga - the research project on
biodiversity, Layer27, Seoul

2024 (In)visible Wireless Communication in
Everyday Life, G Valley Industrial Museum,
Seoul

2024 Nature Issue, Gallery ZANNE, Cheongiju

2024  The land where substances originate,
Dambit Art Space, Damyang

2023 The Choices We Make, Artspace BOAN 1,2,3,
Seoul

2023  Elogium, Haengju Historical Park, Goyang

2023 Window Reconstruction, Amado Art Space,
Seoul

2022 The Language Between, Kim Hong-Do
Museum of Art, Ansan

2022 Gradation, Gaegok Welfare Center, Gimpo

2022 Future Fantastic, Artcenter Nabi, Seoul

2022 A flaneur of the nomadic city, Tribowl,
Incheon

2022 KaAvy , Doosan Gallery, Seoul

2022 Expanse, The Pipe Factory, Glasgow

2022 A Remix of Damage, Reid Gallery, Glasgow

2021  Strata, New Glasgow Society(East), Glasgow

2021  Party in a Box, Artcenter Nabi, Seoul

2021  Solar Happy Hour, 2021.6.21. online
streaming

2021  Fragile Not Yet Broken, Glasgow green
laundry poles, Glasgow

2021  Onto-Cartography, Hongik Museum of Art,
Seoul
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2021  The Continous Present, Sahng-Up Gallery,

Seoul

2020 K, Stow building, Glasgow

2019  Are you well light well2, Garage space,
Glasgow

2019  Torpor / A Bliss / A Slump, Haarlemmerweg
613, Amsterdam

2018 Towards The Distanced, ODRU Project x
Parc, Parc, Seoul

2018  Still There, Sidae Inn, Seoul

2018  Touch dry, aloq episode, Seoul

2018  One Hundred Shadows, Seongbuk Cultural
Foundation & Dimension Variable, Seoul

2018  In the forest, Nocdo-zip, Seoul

2017  The Third Project Show, project space
SARUBIA, Seoul

Residency

2025 Goyang Residency, MMCA

2024 Suwon Art Studio PUREUNJIDAE CHANGJAK
SAEMTEO, Suwon Cultural Foundation

2023 Goyang Artist Residency Haeum, Goyang

Award

2023 OCI Young Creatives, OCl Museum
2022-2023  Art&Tech, Arts Council Korea
2021-2022 Creative Mentoring Program for
Young Professionals CREATIVE +,
Korea Creative Content Agency
2021  Nature Project, Seoulo Media Canvas, Seoul
2021  Project Funding, Gimpo Cultural Foundation,
2020 John Kinross Scholarship, Royal Scottish
Academy, Scotland
2017  Project Funding, Seoul Foundation for
Arts and Culture
2017  Academic Future Generations Scholarship,

Seoul National University
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28Iz (b.1990)
@mieumsiot.kim

www.mieumsiot.com

==
=/

2018 St=R0i&ZErstn X0zt oSN EAL &2
2015 stR0|=Eesin 2= olsAt S

2025 (otole] oiofy, &, M2

o
2024 (03t S BE2E 2l), 20{0]20]0],

M2
2024 (oflMO]), &= H=ZR2|, M2
2023 (AZuh Meh, Yz|ojy Y238 M2
2023 (Ql=ota SAM), 200[201|0], M2
2020 (HzoRE), 7HRIEXE, ME

2018 (QITE Xf2[), 4MH, M2
2017 (el 0|), A=2175 M2
2218

2023 (OIL|O{A), AIEZ, Mg

2023 (3Y), ERAE, M2

2023 (=2l O0r3), A2zl ME

2021 (ElIgRlE M), SR, M2

2020 <(E2|YE), 9'3'E1i|, Mg

2019 (FE9| HH), oA FHH| ARC|Q, Zats},
H 2

2019 (alelHIE!, ZIRIEX|, M2

|J
[
ol

2025 (OlOtEol), F=3 22|, M2

2024 (E7|10 "Xl =MS), nEHOFEAT|0|A,
ME

2024 (WA HAX), D|H|Z22], M2

2023 (H2|XISIE{ A 2023), HE|X| ZE{2], M2

2022 (A|S/XEaHA LY OtS0f oHEFsICE), o|2fe
=g, M2

2021 (QLIEIH Q= 2|2 R=]) MTAMAL
|:|P=':l_} 01;;1

2021 (21M7| &lah), SIO|E ZM, ME

2021 (RIXFHORZ (), MOFED, M

2021 (SIS{X|X| 2= K|E), OFEAL|0|A3Z,
ME

2018 (EZYQ| FH), A2{2|oP ME
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2017 (2l= tisks: Aot SAloA),
ZENS| A2z, M2

2017 (/= =2k A2 AyCh,
OIEAH|0|AR, ME

2017 (Out T2, =342, M2

2HXIHA| & X

2024 EEXICHEEME, 2USSITYE, 221
2019 HZOIEXIY HALEY, NS2SHE,
e
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Minsu Kim (b.1990)

Education

2018

2015

M.FA Korea National University of Arts,
Seoul, Korea
B.F.A Korea National University of Arts,
Seoul, Korea

Solo Exhibition

2025

2024

2024
2023

2023

2020

2018
2017

The Child’s Language, vohmgallery, Seoul,
Korea

Silent Night, a Song We Sing Together,
oaoa gallery, Seoul, Korea

Essay, nooncontemporary, Seoul, Korea
Salt and Sugar, millimeter milligram, Seoul,
Korea

Familiar yet Unfamiliar, oaoa gallery, Seoul,
Korea

Be okay, gasamrojieul, Seoul, Korea

Safe space, Showandtell, Seoul, Korea
The name of the day, gallery175, Seoul,
Korea

Two-Person Exhibition

2023
2023
2023
2021

2020
2019

2019

miniature, AVP lab, Seoul, Korea

Humming, DrawingRoom, Seoul, Korea
Heart of the Eyes, gallery SP, Seoul, Korea
Island, Floating, Jungganiijum, Seoul. Korea
Reading room, Keep in Touch, Seoul, Korea
The back of clouds, Ye's kafe studio, Prague,
Czech

Scene without Sun, Keep in Touch, Seoul,
Korea

Group Exhibition

2025
2024
2024
2023

2022
2021
2021
2021
2021
2018

2017

2017

Amateur, nookgallery, Seoul, Korea

Fiction, KyoboArtspace, Seoul, Korea
Personal Gestures, PIBI Gallery, Seoul, Korea
Perigee Winter Show 2023, Perigeegallery,
Seoul, Korea

Timely, Settled in my mind, ooojh, Seoul,
Korea

Because, we don’t know ourselves, Jeongok
prehistory museum, Yeoncheon, Korea

21 Century Paintings, Hitecollection, Seoul,
Korea

Spirit Shackle, SeMA Storage, Seoul, Korea
lllegible map, artspace3, Seoul, Korea
Weight of drawing, gallery9P, Seoul, Korea
On conversation, kangtaeheegallery, Seoul,
Korea

Nothing surprising, ArtspaceO, Seoul, Korea

60

2017  Painting and Painting, nookgallery, Seoul,
Korea

Residency & Grant

2024 Suwon Art Studio PUREUNJIDAE CHANGJAK
SAEMTEO, Gyeonggi , Korea

2019  Awarding Exhibition Fund, Seoul Foundation
for Art and Culture, Seoul, Korea
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2Lt (b.1989)
@kkangna

www.kangna.studio
ME, HEM HE S ES

=L

&

2016 F=2ARI0l=S8tn Royal College of Art AAY,
40 EY

2013 2|=CHEHd University of Leeds SEAL,
=0l Y

ZHeIH

2025 (2l&Est= & A Sunday Outing), 220/,
M2

2024 (3lH|-5FE| Heavy-Duty), CR Collective, A=

2023 (The Missing Fish), 2A[M osisun, A2

2019 (0| 2™. When the Day Breaks...),

27 0S, Mg

EHI

st

2025 (FS2AM 2025), ZEECHO|SE TR
2023 (SAOIER) SAZRE|, MS
2022 (re;side, FEX|CHEEMME 27| ZutE ),

TRAAZOLEATO|AZ D, @
2022 (HUZSHHO), s-Ristddls, +H
2022 (), AHAEZAHE Bs MAIH, QA
2021 (Fingers Crossed), OFZAIO|E, M2

2020 (EE 3o 2= AS), ofot=ol=37t,
ME

2019  (Darlings of the Underground), DATEAGLE
ART 7|2, Subsidiary Project, Z1H

2018 {Parlour Geometrique), & L{ZHA
ZZ2HE Chiswick House, Z1E1

2018 {De Ultramar, Art Nou (ART BARCELONA))
%+0q, Estudio Nomada, HIE2 M ZLt

2018  {Hypnogogic Holiday), Safehouse Gallery 2,
-

2018 (A, OtE 27 20|™, M2

2016  {Parlour Arboretum), 1§ HEHA ZIZHE
Harcourt Arboretum, SAZE

2016  {Cuticle Exhibition), Sculpture Garden, Z1E

2016 {8 Garden Gate), Camden Art Centre, 21

2HIXIEA

FRA|X[EHAL 0

]

09

RICHEFHE], 2-2)

=

61

2018  Mas Els Igols, OtE|AE X|EHA| T2 T2,

Aol HEd2Lt

LY

I

el

2024 ME22SHCH 1R} O SERES K| MY
MEESHHT M2
2023 MEZSIXUTE 2K} <RE:SEARCH> MH,

M2, M2

’

2
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Nayoung Kang (b.1989)

Education

2016 Master of Sculpture, Royal College of Art,
London

2013  Bachelor of Fine Art, University of Leeds,
Leeds

Solo Exhibitions

2025 Behind the Scene: Cinema Night,
Kumho Museum of Art, Seoul
2024 Heavy-Duty, CR Collective, Seoul
2023 The Missing Fish, Osisun, Seoul
2019  When the Day Breaks..., OS Space, Seoul

Group Exhibitions

2025 Young Korean Artists 2025, National
Museum of Modern and Contemporary
Art (MMCA), Gwacheon

2023 Doosan Art Lab, Doosan Gallery, Seoul

2022 rejside, Suwon Art Space Gwaggyo, Suwon

2022 Suwon Cultural Heritage Night, Hwaseong
Haenggung, Suwon

2022 The Raw, Incheon Art Platform, Building
B Exhibition Hall, Incheon

2021  Fingers Crossed, Out-sight, Seoul

2020 Non-self Standings, Amado Art Space, Seoul

2019  Darlings of the Underground, Subsidiary
Project, London

2018  Parlour Geometrique, Chiswick House,
London

2018  De Ultramar, Estudio Nomada Gallery,
Barcelona

2018  Hypnogogic Holiday, Safehouse Gallery 2,
London

2018  Starring, Art club LASER, Seoul

2016  Parlour Arboretum, Harcourt Arboretum,
Oxford

2016  Cuticle Exhibition, Sculpture Garden, London

2016 8 Garden Gate, Camden Art Centre, London

Residencies

2025 MMCA Residency Goyang, Goyang,
South Korea

2023 Residency, Pureunjidae Changgiak Saemteo,
Suwon Cultural Foundation, Suwon,
South Korea

2018 Residency, Mas els Igols, Barcelona, Aug-Oct

Grants & Awards
2024 Selected for the 1st Artistic Creation Activity

Support by the Seoul Foundation for Arts and
Culture, Seoul
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2023 Selected for the 2nd RE:SEARCH Programme
by the Seoul Foundation for Arts and Culture,
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GMoMA Project Gallery
Emerging Artists Showcase Series 2025
March 20, 2025 - March 1, 2026

Inversium 2025.3.20.-2025.5.18.
Yesterday, Today, Live 2025.8.21.-2025.10.12.
Dream House 2025.12.19.-2026.3.1.

Gyeonggi Museum of Modern Art Project Gallery

Artists
Yena Park, Minsu Kim, Nayoung Kang

Hosted and Organized by

Director

JUN Seungbo

Curator
Kim Hyun Jeung

Assistant

Suh Joohee, Yoon Dain

Graphic Design
BOINDA STUDIO

Space Design
Studio Huinsangja (Yena Park)

Space Construction
Chorok D and | (Yena Park)

Art Handler
Art Sky (Minsu Kim)

Installation
artlab_ban (Nayoung Kang)

Photography
Hyongryol BAK

Filming
DDANGDO Production

Signage Installation
EL Art

Curatorial Support

Park Sang Ae (Head of Curatorial Department),
Kim Sunyoung, Lee Chaeyoung, Na Kihyun,
Sim Minha
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