2ETe () sz 2K S| ARARIO
= | syadolE TALLERY

SAASHA LG &, S452 S0 AR | A &, &S 280 22 20t Z2E A2l 3|37 L2ie| MALE X|LICHH o[2{st SEo = TINE A0l2ks &S &t
—?—’d gfs{of gt 22 19| 3|57t 2t A7, 23 si:*% HrEsi Waks 9, J2iLt 2YsHA oIS &6l Ziths EO|Ch Ol= FX| b= 2S0IAt 21| 22
£0|Ct. O SHolli= H0tASO| RHFEH Lrofl et D=stuE X|Bst 20| 501 ULt

HA CHEE 2 S5)= Xtotof| F2 Bl SAIZHERa AlS2to

SSI5|0] SA YOl 3 57 223 LjolsCt DT S Kot s140[2Hs 2, AR Lt
£ 25j0|= 2 0f2] Z2}o| X122 012017 of4lo| SA| FHBOJ2t:= °

b1
MO LIEHLID ARRHE 4= QITHE AFR7E O|20f| Ri2[BHTt. Ktot=
ot 3 A MYE ==27tof| ol E2et BRI, AARE A EIE El

Lt H|CHSED I APMELE. J2{L 20 HAS EASR HolS0|E A QlE H 22
0 FAa9t MRS TRSts fUSHFR|Q Liof 2lal CHA| 2HSHEICE ZE IR 12(8 el 252 &E2 XIZ, Aote] 2| Z= XF| =26l Ut Ol 5
2 S20l= FA7HF otol| £3ff AT f'— QEH = °|é!5h_'_ Lto| orgut E0ts Folsh= Tr st o] ZXHECH= 2HlS 7HFO0LBA, Xfot2t 22 E52l= 20|

Xk 5t &, ZHAE ARE2 A2 YR RE AUMAH &5, 22|10 AHI|M 7|elg XPOPOH et MEH O|Z0|QUCE & B2o| N2 XKLL, 7|0|5HAI= Ot gt
olzX R 1 olg AWs 4 QiRICt 0] 7|28 #d2 thes| UYS fIRschs F2ES doid A0IUCE =Y MRlst= 10| 22| =2|of 2ls S5t
HAM OFE2 O A2 20 25 S RACH J2|10 = ST Uo{gE XtotE °|"Io 7| AERICE T2 BARIIR £ AWE = QoL Of 40 S|
= &30 712[7|= R2 o{L[Q7t? OFE Lo Mxli= R dEo= {1 A7 S21Hel W FQ71L S42 2= FUHl FAvielvf S g2 =2lE 4
A7 BIEA] ZH7} E|= A2 2910|1, 0] 22 Lot F7 EHE 4= JAE7R

9P 0] S8t BEX| = 2S0IK 2H| A0 G40[2kn LYCH HSLL IH0ISSID Batst 1 SE2 97 B/5f0] B9 Slofgt 23| FCh 28 HR| F
A2 71 ¢ YIS sl SIS XofRHs ChH2 19| &, Liofrt 10| B30 40| Tosck 1 TYol A A5|ZM (MRS SF)E 17} 22 H3o| 914
setoR wsE FUSS Ci2rt

N

HX|1, OIS, B[S0, £AXREN. BVt S4H *(lmage)e ol 3lstA A(flesh)2 x| 2Hz|0f %%% GHC}. Q1012 Fo|L|X| 2 NS0| ZHHA

EXME 2om H|Z4 7tAHOl HAS QL) CHA| $HH Z=6ICE 19| 3|3t HEX| ¢te E230|Xt 22X Z| A —;ﬁ C}. et (22 S|

O|=9o| MAZ olah5t7| fIshME 0]322| 3|8H=0] 0|2 EIEE O|0{EH=CH= AMAE QIX|SHOF siCt 19| s‘aIEPE DE O|MEH SHE|0 2 41} 5|51 20|

Ol2te 271Xl AIE S Satstm BTl Mad Ztzto| EAto|7| uf2olct,

2023H0j|A 2024, = 20 Xt0t2) POI CHZO|M 52|18 EAKagonist) ALt 017\ S2[3iCts £5ZH2 CHA|, O O|Fof| miuiof 7t7He ZHES A&st Mol QloHs At
Alg QFABICE 2|1 I HX|ZHE X2 EAZLE|0] B 0| 2025 B HE] 19| M2 EFo| SHoZ X7| 10| MEEl 2L-0f O|2F{Ct. O|F| 2026k, 1= kst

TYo| £7tst E50]| 2fsl EHatEl Xto f IEHoFAHETJ_ FOf| Z7bot QICH ORX| RO|2EALE 2, OtL|TH &{7HH| X E Hl7f [Eol siFo| ol Zetgo] +H2 HE

20, YAN BRI X2, IH2 2 £50] chsich I 72 &7 3 B A, Xjotets 7| MMZ0| $ixf dist= ZESH 2of 2tst 29| AtAto|ct

oA —

Rl
2
il
\J
o_>
ﬁ
0>
0>|
_O'I_l
= Tir
0

o2 07t ZEA7LXOHS CHHE 2 YA o) W2 3|5HA MRS =T Sio) JXte] €22 o 21 A= S NS =2 X
Xh ae | EEIE. HE{7} shitol Zehnt wRlsh= (EEX(2025)2 27t NS 3|38t0l| ‘w52 JHd S 7HAISksH Xjote| YRS FH8) Livh= FHOoICt 0f

L (#) Fever)(2025), 222 21t F2 YS SAlsk= (L=Ql= AH(2025)2F <IH1>(2025)0| M HER|2h= HE|ZH o= Z M6
O|01ZIC}. <FHZH(2025)2 AT HSHE 742 F 252l YTiE MLst= Q12 Y2 SF7F LEI, 2 ZHAE FZ7F AHO0|= (&) (2026)
QlAImL 7S SEoHe COHLEIL2IA|AY(2026)0IM THEF ST #i5te| QlAlo 2 HZAEICE J2|1 DFEILY <Xt (2026)= £4501| A7HK| 22 EXH=3F)2
OfLt2 X0t d2|0q MA|et Flo| 2|0 Chet FHA QIX[7t MEM oz EHEIL,

oo
1
I

SR [> o2 Ho Tl
k@ do
4m HU U

H> O
'S
g
it
Io
H0
o
4
dJo m
_o'l_-
Ir
9

o Ir

El=r=]

[N
un

1=

S B ki fu
2k
10

o
—_

SHH, 22 19| &H F sHLIAE, (SH2 BES)(2026)2 (RLEIDLIAE)(2026)= DHE|X| b= XtOtol| CHSH HHS MY TSI <Balel FHS)2 S2k=F
of SLIHA YAIS F5i0 ME| gl EAtet 2 2o M s M, ¥l HEIE o YX|7], 5372 HELH| S22 XS, el 22 S 48X ool LHRHM Flof
L2 €255 EMAIZICE #7H7F X|3 Tt 7 SO0KK| = 2 £ £0f 38 22 X0tS0| H|=2A OhFg tieo| £[0] #Tshs A= S5 IR QIEfLIAE =

a7 a7t FAL| Eﬁ% L #7|Zt S0l =53 FHE IR Aats Yoo XIFoi| Mt OIF| 2= FRE fI”sts HUAFo| AA2 O|ste =i, Xtopet
AHIE SFE Ha| e £ s 7|4% ZXYS MA5H7|of o|2L

o

J
0

7HX] o HAIOIM F=HE A2 71ZL| A2t 2llm{2A0] o|FSHX| 21 a7t ****31"f’.“_|i1
AZE KRS, OIS S HIEZ 20| Sl S| AL tiH2|E Al7[9] &l5tet = 7t QOFFE MZtety | = st
B|22], L= HijHf 2 Yo|Lt 0HM2 Afe| "eh SS ot ’é.’_’F_s’_FEP D2 QlNet AE %é& A 1 O|AS HIO] Hi2|= <EX)
(2026), 2|21} Q120| SSE IR0 B <ARIXN(2026) S2 22| TAS RIS 37| M|7F 7|5k 5|8tA 3t Ko X2l 2l@ntoZ siHS MRS
= FOil M O| Xzt tHEEICE

o

E

29| 2ztoz 20| 221 MYS0IC ZHRE T2 Ao WS of

I st
olst

|1||0 |'|_|||'|
iy
o
oi
o

IABUM= CMZ2 AS 2IE MES>(2026)2 L, BN, B, 3 SO0IX|= Tt S22 AY=|=0|, 2710l of5HH 22 2o M2

501 ‘M= et 2bEl” 2 0|Ct OFX| 2|2 o] Ae|E H3st= R O Old &1 =2 9"13 XS0l 7|CHA| 9410 1 npFol| M O| 2 E A
G0l A Haet o|0|X|et £0|M E2{LH2 HZHS S0 EHE ”'01 21 Zo|ct. 0|E13._F =299 ‘?_4 st oAIOH 2SS XI0tE DRAEA
&2 RESICHE 2K, SACHEACo = LI = S8tast

AEYAQ} ATZ 7HH
21X

HE K0l 27 XS BAFSHCKISEEN(2026)M2], SFEOZ BEsh= Ak Lo 2HEElE Ak Lol M7 119f 38tE FMKREHCh 17t O2]= st 21250
BIHSIH E25t= 01RE MM, OA2 19| Lo F2l Xtotol| tieh S22t I20) ol E2tA2AX|= RHMof| thet H27t 7|25t YElZ FI4{0] 2EE7| W=
Of2t1 g 4= S H|C ‘Ofslish= 22t ‘X0t HHX| Rt 2 AL0|2] £=0| 27Tt LIS S20l= B2 A7) 2tet Al&E= 22, 2=0= 276t F17t
of ol =0 ACk= 2. ZEF 3l5h= O XS5 2LR|9| HEiE EEAHE|H Sakst RAC

3.
$7E ZEplo) g2sio2

’



KANG Cheolgyu’s (Serial) Painting: Passing through Discrepancy A ELALR L?
9 E

KIM Jinju | Independent Curator

1.

It appears eerily—bang—pierces through the body, disappears, then again grips the brain tightly, clinging with intensity. If KANG Cheolgyu’s paintings
were to unfold as a sequence of narrative, one might imagine such a flow. What must first be clarified is that his painting repeats expansion, erasure,
detour, and amplification, losing direction yet clearly heading somewhere. This is an unceasing question, a continuous discovery of problems. At its
center lies a solitary yet fierce observation of the ‘self'—of the undeniably living.

The exhibition Discarded Host presents a strand of questioning that arises as an unending gaze toward the self which collides with the time and space
it has arrived at. It suggests that a fixed, central self is an illusion, and that what truly moves oneself is the simultaneous operation of consciousness
composed of multiple perceptual strands. Thus, the self may appear and disappear in plural forms. The self is both excessively grand and trivial. Yet
nothing absorbs reality in its rawness as much as it does. Even if such inquiry began long ago with some renowned thinker, the act of examining oneself
is ultimately reactivated by the “I,” the sole subject occupying a given place and time. For KANG, this chain of questioning has now reached a point of
interrogating the place of the self. It is a process of doubting the long-held belief that the subject ‘self’ moving the body belongs solely to the mind, and
of relinquishing the conviction that there exists a single core defining stability and anxiety. Ultimately, it becomes an acknowledgment that the self is
inherently unstable, and that what moves oneself is a bundle of consciousness.

Over the past year, what gripped KANG was unexpected physical pain and the existential questions about the self that arose from it. The pain around
his foot persisted, yet strangely, no medical diagnosis could explain its cause. This peculiar phenomenon went beyond a simple threat to daily life. As
a pain that clearly existed was denied by external logic, it flooded him with anger. KANG began to doubt the singular self he had believed in. What is
truth? Where does this pain—unexplainable yet ever-present in life—point to? What sustains the reality of the suffering self? Is it the physical body, or
something mental stirring within it? Can body and mind be separated? What necessarily becomes the problem, and who can pose such a question?

As mentioned earlier, KANG’s painting is an unceasing sequence of questions and discoveries of problems. That immense and unfathomable pain
barely reaches the surface of painting. The self—propelled by an endless stream of questions, repeatedly leading him through cycles of gain and
loss—has profoundly shaped both his life and his painting. As a present reflection of this process, Discarded Host deals with scenes activated by a
recent shift in his perception.

2,

Spreading, subsiding, returning, surging upward. Anger passes through imaginary images and is translated into the flesh of painting, binding him. Pain
that cannot be defined in language acquires visible form by taking on the materiality of the canvas. Let it be emphasized again: KANG’s painting is an
unceasing sequence of questions and discoveries of problems. Therefore, to understand the post-pain world occupied by Discarded Host, one must
recognize that these paintings inherit his earlier works. His paintings are representations of accumulated life and painterly inertia, sharpened through
the unavoidable moment of pain into a chain of sensations.

Between 2023 and 2024, KANG was clearly an agonist who had triumphed in the confrontation with the self. This sense of victory implies that he had
previously experienced defeat or near-defeat. And again, a back-and-forth struggle. After becoming an agonist, around 2025 his life, accompanied by
pain, turned into anger that overturned his sense of self-elevation. Now, in 2026, he arrives at a new contemplation of the self, expanded by pain that
cannot be clearly diagnosed. Like a ghost, a specter, or an apparition, an invisible presence clung to him for years, and now, at a temporary end, it
inserts the body into the role of a host. To forcefully abandon that host—this is his imagination concerning the desperate act carried out by the parasitic
entity called the self.

Imagining the self as a parasitic entity leads one to retrace how KANG has confronted the self and how his painting has transformed accordingly. In
Gush (2025), where a monster biting a man’s face and another man choking it intersect with volcanic explosion, he first visualizes the concept of the
host and begins tracing the identity of the self. This extends to acts of contemplation at a distance in Fever (2025), where a red circle floats in a dark
forest; and in The Ankleless (2025); and Past (2025), a figure gazes toward the end of a waterway and the red circle. In Uniform (2025), a figure, possi-
bly the host, subdues its opponent after emotional change, leading to recognition and transformation. This development extends into Phantasm (2026)
where surreal references begin to surface, and in Anagnorisis (2026) — a term derived from Greek meaning recognition and discovery — it evolves
into an awareness of realization and transformation. Finally, Ego (2026) directly expresses an awareness of the separation between body and mind by
depicting a self that bursts out from the forehead of a man submerged up to his mouth in water.

Meanwhile, works such as Shadows in the Core (2026) and Antagonist (2026) clearly represent KANG'’s recent discovery of the unfixed self. Shadows
in the Core adopts collage and omnibus forms, mixing symbolic motifs: a headless man, a floating head, a shepherd with a sheep’s head, bodies
crouching within a host’s head, rocky textures, and faces emerging from within them. In a stormy cliff landscape, ghost-like selves become entities to
be confronted. Antagonist stands in stark contrast to his earlier depictions of a triumphant subject. By identifying himself with the “enemy” that threatens
the subject, he declares that the self is a parasitic entity that can abandon its host at any time.

Another notable aspect of this exhibition is KANG'’s departure from reliance on external visual references, instead drawing from his own imagination
and bodily, muscular memory. Previously, he referenced visual materials to project his emotions—distorted forms from German medieval and Mannerist
painting and sculpture, Hieronymus Bosch-like landscapes, classical mythology, Bécklin (whom he has paid homage to), twisted snakes, or fierce birds.
However, works such as Consciousness-Grass (2025), combining human and plant forms; Mowing (2026), which cuts down such consciousness; and
The Shadow (2026), where a monster and human being stand equally, differ in that they are composed purely from the painter’s embodied memory
and subjective intuition.

Among these, An Offering for the New (2026) consists of cliffs, lightning, ships, and raging waves. According to KANG, it was “completed by layering
the stress and failures of the creative process onto the canvas as a ‘sacrifice.” As if experimenting with the course of consciousness, he abandons
faithful reproduction of references and instead embraces mistakes that arise in the process, pushing imagined images and tactile sensations directly
onto the canvas. This shift in expression also reflects his intention to suspend the habitual insistence on a fixed self and to accept the existence of

multiple, uncertain selves appearing simultaneously.

As in Still-Portrait (2026), where KANG depicts himself in a mirror, his painting is occupied by a world where the observer and the observed are both
himself. The frequent appearance of monsters in his work can be understood as the eruption of fear directed at his submerged self, combined with
disgust toward the confusion it causes. Between “understanding” and “being unable to change,” a state of chaos persists. The question of what consti-
tutes the center that moves “I” continues, alongside the intuition of being subordinated to something. KANG'’s painting passes through this agonizing
state of discrepancy.

3.
The host is merely a shell, passively receives all sorts of superfluous events, whereas the parasite controls the host, selectively demands the very core
of vital matters.



