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1. Androgynous God of Terramaris , 2025-2026, Acrylic on canvas, 162×81cm

IJIJ Thunder-struck Lindera glauca structure, Epoxy and acrylic on thunder-struck Lindera glauca and 

aluminum 

2. Molts , 2026, Acrylic on canvas, 116×58 cm

3. Gryllos-Three-Faced Aberration, 2026, Acrylic on canvas, 53×45.5 cm 

Cherry wood frame with beryl var.emerald, 65.3×49.3 cm

4. Shells and Fields, 2025-2026, 

Acrylic and two halves of ammonite fossil on wood panel, 27×18.2×5 cm

Annyeong, 2020-2026, Acrylic on plaster casting, 12.7×11.4×6.3 cm

AB Ussuri Pit Viper Snake, 2026, Acrylic on thunder-struck Lindera glauca, sisal (Manila) rope

CD Pit Viper Snake, 2026, Acrylic on thunder-struck Lindera glauca, sisal (Manila) rope

EF Tiger Keelback Snake, 2026, Acrylic on thunder-struck Lindera glauca, sisal (Manila) rope

K
o
o
 J
iu

n
 h

a
s 

lo
n
g
 e

x
p
lo

re
d
, 
in

 p
a
in

ti
n
g
 a

n
d
 i
n
st

a
ll
a
ti
o
n
, 
th

e
 b

o
d
y
 a

s 
a
 s

it
e
 o

f 
e
ro

si
o
n
 a

n
d
 t
ra

n
sf

o
rm

a
ti
o
n
. 
In

 r
e
c
e
n
t 
w

o
rk

s,
 d

ra
w

in
g
 o

n
 t
h
e
 i
c
o
n
o
g
ra

p
h
y
 

o
f 
a
n
d
ro

g
y
n
o
u
s 

g
o
d
s 

in
 K

o
re

a
n
 s

h
a
m

a
n
is

m
 a

s 
w

e
ll
 a

s 
K
o
o
’s

 e
x
p
e
ri
e
n
c
e
 i
n
 s

p
e
c
ia

l-
e
ff
e
c
ts

 m
a
k
e
u
p
, 
K
o
o
 h

a
s 

im
a
g
in

e
d
 h

y
b
ri
d
 b

o
d
ie

s 
in

 w
h
ic

h
 h

u
m

a
n
, 

in
se

c
t,
 a

n
d
 m

a
ri
n
e
 f
o
rm

s 
in

te
rp

e
n
e
tr

a
te

. 
F
o
r 

K
o
o
, 
th

e
 b

o
d
y
 i
s 

n
o
t 
a
 s

ta
b
le

 i
d
e
n
ti
ty

 b
u
t 
a
 c

o
n
d
it
io

n
 o

f 
c
o
n
ti
n
u
a
l 
sh

e
d
d
in

g
, 
m

u
ta

ti
o
n
, 
a
n
d
 b

e
c
o
m

in
g
.

office

①① ②②

③③

④④

Tap twice 

to open 

the second 

cabinet

ABAB

CDCD

EFEF

IJIJ



“Ash is not the trace of what has ended; it is the matter from which the next form begins.”

Beyond the gallery’s glass, branches of thunder-struck 
Lindera glauca descend from the ceiling among the 
paintings. The term refers here to gamtae trees struck 
by lightning and traditionally seared by fire, stripped 
of their bark, coated with lacquer, and fashioned into 
walking staffs. Koo has knotted these woods to ropes 
by hand, using serpent knots, and suspended them in 
the air. From a distance, one pair appears to brace the 
reverse of Androgynous God of TerramariAndrogynous God of Terramaris, extending 
upward and downward like the two legs of the figure 
within the canvas. At the moment painting and 
installation cohere into a single body, the space begins 
to resemble a shrine. Yet this shrine does not enshrine 
any completed god. What it holds is the process itself: 
burning, expenditure, and what remains to begin again.

Koo Jiun’s solo exhibition Ashes BecomingAshes Becoming turns 
toward the body after the loss of form. If Koo’s earlier 
works resembled a pantheon summoning multiple 
androgynous gods, this exhibition begins after that 
pantheon has burned away. The paintings assume 
eroded and abraded surfaces: forms blurred into 
haze, colors smudged as though pushed aside, tones 
dulled as if by scorch marks. Layers of pigment do not 
secure the figure; they bleed, seep, and loosen the 
body’s contours. Koo’s practice proceeds from a long 
experience of living in a world where gender operates 
as a fixed category, while belonging fully to neither 
side of it. It is a condition of double exclusion: already 
displaced from the world of the normative, yet at home 
nowhere else. For the first time, Ashes Becoming 
erases the contour line itself.

Thunder-struck Lindera glauca forms the central object 
vocabulary of the exhibition’s sculptural language. 
Wood that has passed through the natural heat of 
lightning is suspended through the space; its surfaces 
are painted with serpentine patterns and faces, 
transforming each piece into the body of a snake. Each 
is named after a species—the Ussuri pit viper, the tiger 
keelback, and the viper. On their surfaces remain traces 
that resemble scorched, flayed skin; in places, they 
darken into erosions like charred tissue. These woods 
are less objects than remnants of a body left behind 
after a prior expenditure. Koo places Koo’s own work 
alongside these marks of fire.

Mounted on the gallery’s front wall, Androgynous Androgynous 
God of TerramarisGod of Terramaris anchors the exhibition. With both 
hands resting on the pelvis, the figure’s upper body is 
covered in crustacean carapace and wormlike forms, 
rendering its sex indeterminate. These forms do not sit 
on the surface of the skin; rather, they appear layered 
as if projected from within the body. The figure seeps 
between the background’s dark oxidized hues and red 
earthen tones, losing its edges. Toward the lower part 
of the canvas, images of water and land, of coming-
into-being and passing-away, erode one another and 
coexist. This is not a perfected or ideal being, but 
one still in formation after the previous body has been 
spent. The very process by which the figure mingles 
with the background and loses its form becomes a 
narrative in itself.

In MoltsMolts, the head of a devil’s flower mantis and 
the carapace of a jewel beetle are layered over a 
human back. What matters is not the iconography of 
the insect but the sensation of matter: hard chitin, 
unfamiliar segmentation, a translucent shell through 
which the interior seems to show. Before Koo became 
a painter, Koo worked as a special-effects makeup 
artist. Such an artist builds layer upon layer on 
another’s skin, allowing materials to set into a new 
face. In MoltsMolts, that experience returns as the logic of 
the painting itself, but its direction is reversed. Not 
application, but removal. To shed one’s skin is not to 
negate the former self; it is to depart from the form in 
which that body once dwelled.

In Gryllos - Three-Faced AberrationGryllos - Three-Faced Aberration, three faces turn 
in different directions yet remain bound within a single 
mass. Translucent layers of pigment make the faces 
appear not as fixed surfaces but as membranes in 
continuous deformation. The gryllos, an iconographic 
form from Greco-Roman antiquity in which multiple 
faces and bodies were combined and engraved into 
gemstones, materializes a condition in which faces 
coexist without effacing one another. Fired like 
terracotta, the surface reads at once as setting plaster 
and as charred matter left after fire. The face is no 
longer the center that explains the self. It is a trace 
left by many times and expressions layered over one 
another.

Shells and FieldsShells and Fields and AnnyeongAnnyeong form a paired work. 
Shells and FieldsShells and Fields is an abstract painting in which the 
two sides of a wooden frame have been hollowed out, 
set with ammonite fossils split in half, and finished 
by grinding the surface. The fossil, a condensation 
of immeasurable time, seems buried within the frame 
as though intruding into its interior. Pigment spreads 
and erodes from within, leaving a residual sensation 
across the whole surface. Installed below it, AnnyeongAnnyeong 
is a sculpture based on a face cast in 2020 and 
repainted in preparation for this exhibition. Two facial 
fragments, with only parts of the nose, mouth, and 
chin remaining, are joined out of alignment. The title 
AnnyeongAnnyeong is a Korean greeting that encompasses both 
hello and goodbye, functioning here as an invocation 
of both arrival and departure. The two works exist 
like a shell left after molting, or like traces of a body 
whose dissolution has already begun. To begin again 
from ashes is not to replace the shell with a new one. 
It is to be formed anew from within.

Koo Jiun’s work neither explains nor directly 
represents the sensation of a body outside gender 
norms. The bodies on Koo’s canvases, where human 
flesh, insect carapace, and marine tissue intermingle, 
do not settle within any stable category. Rather, 
they appear at the moment when boundaries blur 
and collapse. Koo does not offer this state as a clear 
identity. Instead, Koo sustains the unstable and 
indeterminate condition itself. It is within that wavering 
that the possibility of a body not yet named emerges. 
The more the form blurs, the sharper the sensation 
latent within it becomes.

Text by In Gahee
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