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Moving on to the next brushstroke without ever looking back at where the last one landed. Watching the painted surface
disappear from view as soon as it comes into being. Seeing a painting, once gone, return one day in smaller fragments cut
along predetermined lines—returned as something no longer easy to call one’s own. This is how Wonje Kang paints, and how

his paintings leave his hands.

He never finishes a painting; he lets it drift into the next stage. In Zero Painting, the image painted across a scroll of canvas is
immediately rolled away out of sight. In Found Painting, that image is cut apart according to a fixed system. In Chaosmos, the
fragments scatter like dust before gathering again into new forms. At no point does a painting arrive at a place where it can

declare itself complete. As soon as it is painted, it moves on. As soon as it is cut, it moves on again. It continues without pause.

In his artist statement on Zero Painting, Kang writes that only when he escapes the compulsion to complete and continues

"

painting across an endless canvas does he begin "to yuyoung through the infinite space called ‘zero.” The Korean word Yuyoung
suggests floating or swimming without a fixed destination, while still moving one’s own body through the water. This is how
the artist moves across the infinite surface of the canvas. But once the painting leaves his hands and begins to be cut and
scattered, its drifting takes on another character. No longer guided by the artist's will, it is carried onward by rules of division
and by chance. It moves closer to what the exhibition’s English title, Adrift, evokes: a vessel unmoored, carried by currents and

wind after the hands have let go. Kang's work contains both forms of drifting at once. While the artist swims across the surface,

the painting itself drifts beyond him.

The exhibition title, {Adrift | &3, therefore points to both conditions simultaneously. It names not the state of a single work,
but the temporality Kang gives to painting itself. For him, painting is not an act of arriving but of departing—an ongoing process
rather than a completed event. The “painting” becomes less a finished object than a byproduct of movement, as the original
intention or destination gradually fades and eventually evaporates within the process. Kang continually releases paintings from
one series into another, letting them slip from his grasp each time. This exhibition is a landscape of those released paintings,

suspended and afloat at different stages of drift.

2 Zero

The only surface the artist can ever face at once is the one directly beneath the tip of the brush. The scroll canvas unfurls from
one side and rolls away on the other. An image just painted immediately disappears beyond sight, replaced by the next blank
stretch of white. The beginning and end of the image remain invisible even to the artist. Asking where one painting starts or

ends loses its meaning entirely.

Earlier iterations of Zero Painting depicted fleeting moments—rainbows, clouds, sunsets, shooting stars—rendered in vivid,
almost fairy-tale-like imagery. Rather than composing a complete landscape or resolved image, the works attempted to capture

transient phenomena just before they disappeared. Yet over time, individual sections of Zero Painting were cut out and exhibited



independently. Kang began to feel that this contradicted the central logic of his practice: that painting should not settle into
completion. Painting, for him, was meant to remain part of an ongoing process, always moving toward another stage. The
moment a particularly successful image became isolated as a standalone work, Zero Painting seemed to turn against its own

premise.

For this exhibition, the series has been fundamentally restructured from within. Once painted, the image is immediately rolled
away and hidden from view. Kang moves on to the next brushstroke without ever seeing the full image he has created. More
importantly, the paintings can no longer be cut out as singular canvases. Everything exists as part of one continuous roll,
uninterrupted frombeginning to end. Only now does Zero Painting fully assume the form Kang has long pursued: painting as

process rather than result.

Paradoxically, this closed system grants the artist greater freedom. Freed from deciding where to stop or what a painting should
ultimately become, he enters more deeply into the infinite space of his own practice. Without a destination in mind, he simply
moves toward the next brushstroke. This is the state he calls yuyoung—drifting across an endless surface, without destination
yet propelled by his own movement. Zero Painting becomes both the space where this drifting occurs and the place where its

traces prepare to drift onward into the next series.

3 Found

Another major development introduced in this exhibition is Found Painting, a newly titled series that revises and expands Kang's

earlier Selected/Unselected Painting series(2020-2023), presented here for the first time in their new form.

The earlier title still contained the notion of “selection.” It implied that the artist personally chose which parts of Zero Painting
would remain. In Found Painting, however, selection gives way to acceptance. Images from Zero Painting pass through a zigzag
cutting structure at fixed intervals. What survives and what disappears is no longer determined by the artist, but by the strict

logic of the system itself. Kang simply accepts what remains.

What returns from this process feels strangely unfamiliar. Though undeniably produced by his own hand, the resulting image
has already become something distant from him—something difficult to claim as fully his own creation. The painting drifts away
from him, only to return one day like an object discovered elsewhere, encountered anew before him. Found Painting begins

precisely at this moment of encounter.

Kang is not the first artist to surrender decision-making to a system. In a 1949 lecture, John Cage famously wrote, “I have
nothing to say and | am saying it,” later introducing coin tosses and the | Ching as compositional procedures. Rather than
personal intention, impersonal systems determined the structure and notes of the music. Kang's zigzag cuts perform a similar
function within painting. The rules decide, not the artist's aesthetic judgment, and the artist accepts the result. Only once he lets

go can the painting begin to drift; only by drifting can it later be rediscovered.



Between the artist actively swimming through Zero Painting and the painting passively drifting toward Chaosmos, Found Painting

becomes the threshold where these two forms of drifting finally meet.

4 Chaosmos

By the time the images reach Chaosmos, they are broken down even further into smaller fragments. The scattered pieces are
gathered and recomposed into collaged surfaces or compressed into rounded sculptural forms. Encountered without context,
these works may initially feel unfamiliar or unexpectedly compelling. After all, the idea of destroying one painting only to reuse

it as material for another remains somewhat alien within conventional understandings of painting.

The title combines “chaos” and “cosmos.” As Kang describes it, the process resembles cosmic dust dispersing and reassembling
into stars. Yet these stars never remain fixed. What gathers does so only in order to scatter again, and what scatters waits for

another future configuration. Chaosmos exists in constant movement between formation and dissolution.

Nor does this series represent an endpoint. Judging from the trajectory of Kang's practice so far, Chaosmos will not remain a
final, completed stage any more than the earlier series did. Like everything before it, it too will continue transforming into other

forms, persisting as one phase within an ongoing process.

5

(Adrift | F9Q) unfolds simultaneously across two spaces. Joong Jung Gallery presents the full trajectory of Kang's practice,
from Zero Painting through Chaosmos. The viewer encounters, in sequence, the moment the artist drifted across the canvas,
the moment the painting slipped from his hands and drifted away, and the moment that drifting image was rediscovered and

returned before him once again. The entire flow of drifting is unfolded within a single space.

Side Room, by contrast, lingers in the middle of that flow. It focuses closely on the singular moment when the artist withdraws
from the painting and the painting begins to drift beyond him: the stage of Found Painting. One space reveals the full trajectory;

the other pauses at a single point along the way. Together, they offer two different distances from the same body of work.

Moving between the two spaces, viewers trace the temporality Kang has given to painting through their own movement. Images

encountered in one space reappear in another, transformed into different stages of becoming.

Exhibition Text | Ryan Choi
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