Tenses
HM2, 4K 2P, 20[4 st2|

H

20258 53 24 ~7E 5

AlZ+2 OfE7 EMist=7te He K 2UsH |2H JE AZH0|2E HE 2 o =M Al 28t TXZA 22(9|
20| x| 8Fsto] Zxish= <O0| HQICt O SH|H, nfstol &t ghH 7 e YUS A £ FX|= 20
Ao JHE S +-RIBICH Faksh AZte| AZ ZH 2 Yitdat S8 E fls 2AXel Aol ol
AI7*°I F3IZ 0[0{ZICt, X8}, THeISHE FHH KPR AY2 E-2-Al2t Z2 7| A ThelLt

FEA-AIZITHe| A2IE Tl 2|0 XhEFolH AlZketEts JHEol 2ol F4H, MY, SEHI YE 2
X1I71I2P5._|EL O|ZM A|ZH2 £, 2|, 78 7tsst AHHS = SURICE

s

S 2SN 22 0l= AlZtS =t 9422 B = 210 ot afe] SEate| glzhdof 2ts) olsiet
WS QTEICEH AlZHo 2t Thash X JHiF0] OFLl, LHX Zdo| = ZHut A ZsHOf SHrt= Z10|C Azt
SHOf tiet Y2 0| A AlZtS S 32 *Oil HAZ|3 = S50 7|HkSt7|0)| M2 CHE AFAO|Lt

YER7H SAIOf Exish= WS HFRICH SHX| 2 19| 2H2 £ 7He| Z0| shite| Szhof| ZEXHE = gith=

271U M(impenetrability)ofl 7|EFs510{ o%*QL Azststad= azte| A= & FAsH.

Tensest oA A sH A2t =8 WA F 01= Bt 7HXIE B/ Lt "Bdst2 = 22 OfL|Ch O 2CH= 0]2t
H=0] Zxist= |7_9| 093] o[sHofl 0], £3| O|&2| A0{7H AIZEE == X|H, T, 2y, £2 [ Ltop7t
SHsk= il = A0l =H S SHECL 012 fISHM 2 TAlE 2 oiH| 2 °I’é1’é!a_’-‘_%o’5. EME AZHE

2, AE, XIS, d2sts MEIE Ent, 2|1 a2{8 ZYH o] (oM X E o|0[X|2| 2tF 2|t
o|x|ofl 3 &= 7HES SHLEZ FO0{ 'AH'2 Mt3tCh T MHSZRE 0[RS0 L2 HE, H&SH
£ O] TA[2| AIHIS2 CHAl 5|87 RF2| A|IZHS0| SAl0| 22, §2 2BstE ARITHE 7S,

la

142 EUE AZHI S Fafet 0[0|X|= AHH 22 T E MAre] Z2HS Hol, AZH0| S2= 44
TFZE X[CICt 0[2{8t 0[0X|= BF 7|S0ILE AMA, E4 S2| 71t LS
& T|H 0|ZE HoiM AlZte| B9IE ¥ dst= UH7H§0I5|EL J2{2& Tensese
{ FAS, & 22| s iF N 22 SYUOILH 0N Y 2 2A2| S S LRV 20h=, tiAIH
EHEMO| =¥t A7 S Lixlist o[0|X| 7t SH= X0l FF5H0, 0| S CHA| CtEX 2l A|ZFo| Xt
MASZ M| HA|2 O|0{HHL}, SAICH O]&2| 1017t 7tA|SHE! FEH-0[OIX|E StLte| AfAS = LHR0] =Lt
W2 opHo| &t ZHo| ‘st HhE'S Soll KISEIC Alzie| ohH M SX 2 20| x|t | TaE
MEZ2 Aol =gt ZYH 27| S 75510 72| Fotet X2 2 eg g+ QU O|2{8 AFH AISo|
AE7| = 5, E Ltoprt

X2 e AlZHS MR HAE Ztzto| ZEtetn, |20 27H0A S B
E1l(absence)Lt ZH0i(remnant) &2 BICHE $1=(presence)2| WIS 2 JIA|S|SHCE,

- o= (=R B = R |

I

N

o
o
my
2
I
=2
Rl
N
=
10
1o
o
02'-

Zlo 2 £S5t slHOI2H e 4= QU0 71 QU [Ri| MSS

= W2tol M HAM22| 3lsh=s FaX Y il
X g5t= = @S LR s 2lstd SR AH7|of 7| Y& Z7te| MM 2 S1EL| AZHS HA[E
YAY2 2ASECE H7bs mAI] xoF M|IA|, HAIK A2 32|t S 0| ZYs 2 2ty RE|
ZIQIEl A|ZhS 2T3| A2 "a"é!@. £ E Soll 23|, SHMBIT HHA 9IS 3R E RRe S =39
TR ZH 2N SES Hols=0t 2 MZ CHE 3|8t MAKM 7L BHS0{H ZA|I2t S KoM 22
E9I= HotE 2 Al XMSE OFAZIO| HOIX[7{LE, B2 HE2 2ol M T2 WSS}, i@ at HE 2|
PIX|= B AN TTGE D, Map 27t FH ZEO| Y2 HEHTH o H| e 22 W7t
S| 2471 Eloj2! o] HHM2 Jmjo] ARE X|F2| 0] OfL|Lt, 017]0fl= 20| &|5t2H= 210{0]|
7|Cio] 2F2| A0l A BE|E OBt A|SE FHE 4 ALt
BHH, ARXLS AFTI2 ALZFEl ZEfiot X| i AlZke] 58 ROt #xH0| ZIH0| =Lt FXISITHAID],
AMZI2 7|22 M2 AIZFEIACE, K|t AlZkat ZZ2H2 o] AREIof 2fFE|0] 097]0f] S QICt, ALl |0 Z&HE
0|0|X|= RE|2f Yafoi| 5|= 42| 2t CERIE SIYOICE H7I0= &xish= AlZhat F4, 2|1 o]
ZRHSHCE, SER|EE, Akzbe =2 oi Q! AfAte| O|0|X|= amje] MAIZ 258 E|27| AZFstct, Orx| & H
MZo| FxHE Sall ExXH2l X2| £ Hiol= Moz, £2 Hof| =EE[0] TIAKIE e10fHE! ZE0| iyl 242

Sl EMEH YA S Y715 Zo|Ct dX|0f O|0|X|E F-g5HE AFEI2| YXh= O XIRNIZ 7151 R4
ALO[Ol| A 3Rl AlZHS EI2= S EA AZto = TSI M2 CHE ZX2] &AlS #xiel 0|0[X|2 J2{ehs
I

| A2
AR AR £0lIM $EIE Rl YE FA|Hh= YO 2 FhE 2 S Ston)! 0|22 it

ZO0|Ae| ZZp2 Ut &t HM XE|2RE £0t2E 7|'GH|0[C}, A7H= HRIZ 27t A Zo S EX =S
A5, 0|2 M= 2 2|2lot0 M YH Fzmet 2242 MIZRICE 2Rt Al Afo|of| ZXH5Hs EAl2] Y=,
B0l FSstE el Z2(@)2 SER HAEE AN F2X A2 S 2SIt U2 thatsts 21
2 AME otz SAlof 7LD L2tEtch 2|0 FH 2o £5, THE RfES2 Tt X152
ZEE FEots Mz 2 HeEof tiaof 1Y 7|Zo| 2E S shixlstn UMKl S22t S - gl= HoIE
CIBtCE 7710) ol Hdt 24, 2 Met 2o OpFet AR AT SEtEl SE 22 M| 22 TAIFA
LIRZLE XIL7| AIEBICE, oM SZtat 8510 Rb2|3t Z=2t2 220 SX| S SIAT|H, He Z gl
Ef7te| O 3 A SZHE XIS, 017[0l AFAH = ML 4517 | AlRfRIC

5t stR2l= 4o IhMA St Zio| MALE ZILS| MISEIT), Z2f| o P& o= O|R0{ Tl Fah2 of =0
AlZEE 7[Hto 2 50, MALE F45Hs ZF maflQle| M BPY 2 Al7tof] it 2|52 F0o{stot, 5t 0[O X| 7t
AlZEZ0lM OfEA| EB{LIT ARZHX|=7}E CHR = G442 012] 7|He| M8 S MY LFE|HLE HEHE Azt
SE20] 2+t 2H| 2 HAHEIC; 2| 5|5t X2H0| Q3| th TS 27k(stiiness)2 QAL Of|Q| 7|& &
SHof mizt ZEe| 2e ga|et 2ZH0j/| = MO}, gH22(E 0[2{§ Pato| ZE S HHHESt= 7| AIER| Q|
QS 20| MIHoE L ESICH O|= ME O =254 Er i A RHTHE|0] HiE|l= 25Ee 0|0|X|E
2O AZIoE gH2l5tn, siA|st= 0[0|X|2] Zfato]| 712X ZX|2t AH7|of R El XH2o| =2|2f 52



MAPIER| &2 27| BHCE 2-A| Matol] 7|2t MAtet 2 DIC|0{Q1 FALY|, 2|20 01122 HHe| C|X|E uidat
Hi=tol =4 CHel = FONT Bt 2 S 40| 222 Q10| L5t = 0|0|X|2t 0|S ST M HILAZ 2 AlIF,
O SEO| MIA OfTIZtZ 2H4S QRLEHCE X2 OFX| 2t72t 021 A sh= MMM O T REL[Ott

L ARMX|O] ARO] O EI7I2t &= B 4= QALY

1)
J

OHX|9te 2 2obyol MX|= MAIZ| (HD22|1H ZHE 7Heete R RFo| AlZhHd S ettt EX MY
E2{LEX| 25 EXh= Aafists miE2el AR 2{0)M MS [0 ZRIS|ICL 37| 522 E01T A2 EXo=
=L MH(poetic) 2101= | S8t ZAY S FSHH MY S XIZ-017|9] #HH F(field) 22
EHSICE Ol = 2{7to] ARLIR ot 80l 50| M2 CHE &t =22 F mido| 0|2 ugl J2|n FE o
Yk FEQ| AT = 0|5 2HE, AZEl= Mo MAKMRIE ZIYSHA LISt a7te] AAHE 72561

I

SoiX|3, FAofl Chst S22 212 [ 0|4 RESHX| 4Lt LIZRE QRS Z2|otH A=
HEO SARSZ EXists, S50 MY S X (HADSU2Z HEHT

e e
my o Am
rlo
HI

n
fl
o

)

iy
oN
0x
40

! ARxietel chstollM L



o_|>‘|l

© 0N oA~ WwN =

10

10

ARXL Yol nX| 2024, L IHE Z2IE 2= =l 95x64x4cm

29FH, Poetic, 2025, At&FgHEt

QXL 7HERE| § w2t 2 27], 2023, T3
|

IM|2, 29 LIEHHS &0, 2022, A0

3

do Im
=2
T
H-|
02'.
d
FE
nx
X

I\

E Z2IE 2C mQl 21,5x31.5x4cm
A PN

=20, 180x180x5cm

0

U{AL A Cat, 2021, SHA[0] | IME ZZIE 68x47cm

QAL 7He Y af2 & 2023, T OHE ZRIE Q& =3l 36.5%x29,5x4cm

AN, 87|%, 2020, ZHHAO| 8 {5} 200x150%3cm

AMI2, Y2, 2024, ZHH A0 +8H |3t 146x170x5cm

Z20|4H 85 #55,2025, AHE $HZ0|IM +ES S LR, RE|2 THE |, 1250 A4, 117x42x35¢cm
E0/4H RE #53,2025, ZYE, SHI0IM £ESH S LIR, R2|2 CHE |9, 1250k A4, 175%43x38cm
Xt 3 AZHo] A8 HHEEICHH 2021, T OIME T2IE 18,6%26.6x4cm

M2, M SHE fIsh ¥d, 2024, B0|0f| =84 |8}, 032!, O, MAE Hl MAIX|, 60x85x2cm
dAM2, 22 Foj2|, 2024, 0|0 0712t 42,5x30.5%x2cm

QX 22|17t OFEE 7|CH2|7| 2 312 uf, 2025, L IHE Z2IE & =il 36x53x4cm

§t22|, & (Portable Version), 2025, OLED i, S(chz2|M1t 5|ER), 52 30X, 7HHMXR|

27

26

28

o3 1 24 25

16

R 17 22

(o]

A #12, 2025, A0 28 =, 200x50x6¢cm
b, #11,2025, i A0 28 =, 200%60x6¢cm
F, 4 #10, 2025, ZHHAO| S&THE, 200x40x6¢m
,HI7ie] =, 2018, HH A =84 {8}, 110x90%2.5.cm
,7t22| &, 2022, HHA0| =84 |3}, 117x161.5x3cm
71|§E 2024, 30[0f| 84 [st, 0t AE, #H ALK, 42,5x30.5%x2cm
b R4 #54, 2025, RHE, S0 £T5H E0LIR Q2|2 THE Qo 1250F A M, 150x42x32cm
23 22 Relief - Horizontal, 2019, &% 65x40x1.2 cm
24 Z{AH, FE0| 0 20|M 2025 T|IHE ZRIE 2 3@l 34x50x4cm
25 ARAL Mo{7ts WS 22 o WSS HEHE, 2023, I AHE Z2IE 154x22,4x2,2cm
26 29HH, Line, 2025, & Q|EFITH JHHAM |
27 29Xt £2 82|31 f2|= Zert 2022, I IHE Z2E 2 T2l 93 .6x65.6x3cm
28 22| HIZ2E7 2022, 23'd H|C|2: 16mm ZE1} C|X|Y, AH|QIA 582 30=, 7HHMX]

~

© ®
UMD oY oY oY O RO AO

N
o

N

)
N
°

0’I ik F|0 I'|O I'|0 _I> _I* J"

whistlewnhistle kr



Tenses
Kim Seeun, Kim Yuja, RohwaJeong, Moon Isaac, Han Uri

24 May - July 05,2025

How does time exist¢ Once elusive and intangible, the concept of time now appears objectified
—as a social and cultural apparatus. Precision timekeeping instruments, developed alongside
scientific progress, played a key role in shaping and solidifying the modern concept of time.
Accurate measurement and regulation of time became essential in the pursuit of productivity
and efficiency, leading to its standardization. Abstract time was restructured into a quantifiable
resource; segmented into mechanical units like seconds, minutes, and hours; divided into
calendar-based systems such as standard time and time zones; and shaped by the capitalist
imperative of measurement. Thus, time entered the realm of measurability, management, and
control.

In contrast, Henri Bergson contends that time should be understood not as a sequence of discrete
moments, but as something inseparable from the flow of life. He insists that time is not merely

a quantitative concept, but is qualitatively bound to inner experience. The desire to control time

is rooted in the urge to anchor heterogeneous temporalities within a singular, unified space—

an impulse that denies the possibility of multiple events or states coexisting. This perspective,
grounded in the notion of impenetrability—the idea that two entities cannot occupy the same
space—offers a critique of the tendency to quantify and standardize time.

<Tenses> does not seek to adopt or represent any singular approach to time. Instead, it draws
attention to the multiplicity of temporal understandings—particularly how the language of art
captures, delays, extends, expands, or even superimposes the appearance of time. To this end,
the exhibition examines how the inherent properties of the mediums each examine their formal
mechanism to trigger, activate, sustain, and sense time, It refers to the operative principles

of the formal languages and the ideas through which they reanimate their own images as
“tenses.” Moving away from linear structures, the tenses of this exhibition entangle and intersect,
constructing multiple time zones where various temporalities simultaneously emerge—or vanish,

Images imbued with temporality through their formal structures become more than fragments
of visualized narrative; they subtly reveal how time flows and leaves its traces. Often intimately
tied to notions of record, event, or place, these images act as mediators that move beyond the
mere capture of phenomena or surface aesthetics to construct layered experiences of time.
<Tenses> does not concern itself with superficial modalities of time, such as space as a silent

backdrop or landscapes viewed solely as aesthetic objects. Rather, it focuses on where the form
as medium and the image that embody temporality converge. These points of contact unfold into
an exhibition that manifests time and event as multilayered experiences. As Giorgio Agamben
suggests, the language of contemporary art that manifests its image-like appearance as a
singular event, is sustained through acts of interpretation and repetition. The fragmented traces
of such events may expand into an almost infinite horizon, continually reconfigured by the viewer’s
movement, shifting perspectives, and experiential reactivation. Temporality embedded within this
evental spacetime occasionally fuses with a sense of place, surfaces unexpectedly in moments

of documentation, and further reveals itself through modes of absence, remnants, or conversely,
presence,

In this context, Kim Seeun’s paintings can be seen as screens that collide through spatial tension.
As a medium with the longest tradition of representation, painting acquires a sense of spatial
presence through its materiality and the physical gestures of the artist inscribed upon the
surface—embodying time as presence. The artist circumvents and deconstructs the temporal
logic embedded in landscapes that mirror the rationality and purposefulness of broader urban
structures, systems, and macro frameworks, filtering them entirely through her own tempo.

The speed of her brushstrokes disrupts spatial coordinates in reality, and the gestures making
overlays and boundaries on canvas translate landscape into layers of materiality that recede into
distance. Foreground and background are reconfigured on the pictorial plane into a place where
linear sequence dissolves, Here, the distinctions between figuration and abstraction become
irrelevant. Relying solely on the language of painting, she carves out her own spatiotemporal field
detached from the universal.

Meanwhile, Kim Yuja’s photographs suspends vanished existences and moments of the past, and
overlays them on the present. As a medium of recording, photography compresses past time and
space into a single image. Like a retinal imprint, the photograph appears phenomenally identical
to the visible world, containing real time, real place, and real subjects, Yet Kim’s images turn
toward the present by responding to narratives of the past. Much like an empty birdcage that,
through its very absence, reveals the locus of being—or like a strip of film overexposed to light
and bereft of its subject, evoking an ontological mode through the object’s erasure—so too do
the very grains of the photographic image transform into a material sensibility that, suspended
between record and loss, re-questions the here and now. In Kim Yuja’s photographs, which enfold
the modes of different existences into present images, we are propelled toward the future “not by
reminiscing on what has passed, but by seeking ways to move forward together.”



Moon Isaac’s sculptures are monuments upheaved from the very ground he walks. He collects
sediment and soil from the rivers he traverses, and constructs reliefs and sculptures by vertical
accumulation. Composites of the urban landscapes, such as the ever-shifting entity of the river
(water) which exists as both an idea and reality, acquire a sense of place through their translation
into material form. The glazed surfaces that reflect and refract light both collect and scatter the
gaze. The accumulations of detritus layered upon the plane are transformed into the material of
a solid crust, dismantling fixed preconceptions of the subject and adding a three-dimensional
stratigraphy and an immeasurable depth. Moreover, sculptural works—unified landscapes
woven from sequences encountered while walking along the riverbank—begin to assume spatial
coordinates within the gallery, Resonating to the space around them, these sculptures prompt
the viewer into motion, and in doing so they start to reconstruct the artist’s once-incommunicable
spatiotemporal experience here and now, as a present-tense event.

Han Uri closely aligns the inherent properties of video with its narrative, Video is fundamentally

a time-based medium, composed of a succession of picture frames. Its editing process grants
texture and rhythm to time itself. Through the application of various video techniques, Han’s work
extends into a meditation on the unfolding and disappearance of images in time, probing how
time can be stretched or compressed. Stillness captured in painting or sculpture is reconfigured
through video’s temporal structure, transferring that experience into the viewer’s perception. Han
further exposes the physical apparatuses that sustain the operation of video, actively revealing
their mechanisms. This gesture counters the increasingly seamless, high-resolution imagery of
contemporary media, instead reducing the temporal substance of their material and brings to
light the apparatus concealed behind the curtain of the displayed image. It also evokes the hidden
narratives of labor and capital embedded in the devices that project and display images. By doing
so, the mythic references and the old media such as a film projector, alongside the sleek planar
digital panels and floor tiles broken into pixel-sized fragments, guide the viewer toward a material
realm of mysterious spatiotemporal resonance—images that endlessly renew our sense of
reality. It is an in-between space that feels suspended somewhere between utopia and nostalgia,
detached from the linear connection of past and future.

RowhadJeong’s installations construct (im)material boundaries in the gallery space to articulate a
sense of temporality. Letters once indiscernible gradually emerge in a sequence of panels, only to
dissolve into faint traces of black. Their poetic language collapses the sublime transcendence of
the white cube into the grounded immediacy of the here and now in reality. This is also evident in
the juxtaposition of two panels exposed to different environmental conditions inside and outside
the artist’s studio, or the translucent curtain delicately interwoven with a single thread across

its front and back. Conceptual demarcations begin to blur, and the physical assertion of borders
loses its validity. What was once separated as exterior to oneself now connects, overlaps, and
coexists, transforming the exhibition space into a site of multiple presents.

Text by KIM Sung woo

! Excerpt from a conversation with Kim Yuja
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Kim Yuja, Cocoon of Light, 2024, Pigment print, wood frame, 95x64x4cm

RohwadJeong, Poetic, 2025, Hot brass stamp on plywood, Dimensions variable

Kim Yuja, Fill along Edge, 2023, Pigment print, wood frame, 21.5x31,5x4cm

Kim Seeun, Learn by Seeing, 2022, Water mixable oil and acrylic spray paint on canvas,
180x180x5cm

Kim Yuja, A Cat, 2021, Pigment print on hanji, 68x47cm

Kim Yuja, Thin Leaves and Threads, 2023, Pigment print, wood frame, 36.5x29.5x4cm

Kim Seeun, Uplifting Isles, 2020, Water mixable oil on canvas, 200x150x3cm

Kim Seeun, Layered View, 2020, Water mixable oil on canvas, 146x170x5cm

Moon Isaac, Yunseul (The Shimmering) #55, 2025, Clay, glaze made from soil, wood, and glass
collected from the Han River, fired at 1250°C, 117x42x35cm

Moon Isaac, Yunseul (The Shimmering) #53, 2025, Clay, glaze made from soil, wood, and glass
collected from the Han River, fired at 1250°C, 175x43x38cm

Kim Yuja, If That Time Keeps Repeating Itself, 2021, Pigment print, 18.6x26.6x4cm

Kim Seeun, Map Out for a New View, 2024, Water mixable oil, acrylic, marker, colored pencil,
pen, transfer paper on paper, 60x85x2cm

Kim Seeun, Lump to Move, 2025, Marker and pen on paper, 42.5x30.5x2cm

Kim Yuja, When We Chose to Wait for the Morning to Come, 2025, Pigment print, wood frame,
36x53x4cm

Han Uri, Portal (Portable Version), 2025, OLED panel, stone (marble and rare earth), color,
sound, 5 min 30 sec, Dimensions variable
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16 Moon Isaac, Sediment #12, 2025, Mixed media on canvas, 200x50x6¢cm

17 Moon Isaac, Sediment #11, 2025, Mixed media on canvas, 200x60x6¢cm

18 Moon Isaac, Sediment #10, 2025, Mixed media on canvas, 200x40x6¢cm

19 Kim Seeun, Four Spots, 2018, Water mixable oil on canvas, 110x90x2,5.cm

20 Kim Seeun, Eagle Hole, 2022, Water mixable oil on canvas, 117x161,5x3cm

21 Kim Seeun, A Plan Picture, 2024, Water mixable oil, marker, pencil, pen, transfer paper on paper,
42 ,5x30,5%x2cm

22 Moon Isaac, Yunseul (The Shimmering) #53, 2025, Clay, glaze made from soil, wood, and glass
collected from the Han River, fired at 1250°C, 150x42x32cm

23 RohwaJeong, Relief - Horizontal, 2019, Plywood, 65x40x1.2 cm

24 Kim Yuja, As More Clouds Come, 2025, Pigment print, wood frame, 34x50x4cm

25 Kim Yuja, Warm Enough to Feel It Cooling Down, 2023, Pigment print, 15.4x22 4x2 2cm

26 Rohwadeong, Line, 2025, Thread, urethane sheet, Dimensions variable

27 Kim Yuja, Ring a Bell and We Walk, 2022, Pigment print, wood frame, 93.6x65.6x3cm

28 Han Uri, Bertinker, 2022, 2-channel: 16mm film and digital, stainless steel, color, no sound,
5 min 30 sec, Dimensions variable
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