Bad Boundaries:
Bodies in Tension
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Lauren Lee McCarthy, Womb Walk (Traverse), 2026

AZFEICE, FMAlo] F20]E{0[X HEH = X717}

10O =

ZA[AR, ME, 78S 0|SelCh FX|= e
SHYS BASHE ZHEM oz TUSSHH, 1 A

=0 et ols E=ot BHELE 52 X0
Oh 2 25| Xpelel Ziof otL|tt, Hlo= F
E A& +TotH, ofLtel =H7F =2 22l &
ot JEiE TS0 -C} F2i|0|E /I EH=
=)
o

RS2t Q1B IS KIS 3 Af ANTA, MT

o lo

2 SZ[QICt O] 2E 2 AT 7|2 HAHKX|H,
M=o old M E ol A S =L}, O
S2 0 0|4 tHed| HAE &7|= ol HEEX|
ot Mue| AtEH0| YA HHEE = X[H
O = WOl St S5 FA| Lt Aol 1
HEX] gt SR M E et F4HEICH J
2 orol Slof| A0 BHS5HH 2HAIE ddet
Ct. Ol2{ot S22 X8| H|2F £0{ A O|F 0
X, 4t S=0i et 7|CHE =2SH= A&
= otoll 304 RUCt O|0f Ml Z2E MEHME
2 2H 0lL = Al 2= 5tLte AMHE Sl
X| &=k Womb Walk (Traversal)= 0|21t =
A KoM FHS2 00| O FH LMt=X|

= L
£ E=L0h

M Z2|AE (Sun Forest)2| Asterisms of a
Seeded Ghost= AIHE E|UX| 52 M O E

A OIS 2 4 UEXIS EAICE O] Heje HE

ofl OH7HE! 2HA] £01 M 2EEXFO|X; =K

Solioll M Aforst Jhao| 20| HX|E HHE e =, &
M At =50 SH SZHM =3 7H2[7] 2ol
AEJE MIHX|OLE MEA -G ICh 270X 0=
M|oto] eiel dEdY M2 2 2S0XH, S5
SUOM MAQ| FHA[SHE @7 6H= Z20f XMest
= SAOl, S0 =X E 7|t HelH 2HAE K&
AlZICH 2ol A8 El 52 HEl= 5= HMH Y
15k, 7|9 S 7t2X| 2= 0|59 X| =7t ElCt. of
AQf C|OFAZEO| HAE H2 MAS2 R0 =
AZI M, 2 22 FE 1 &M 0| S5HH 0| F2t
A9l Jtsd s A0 F=C. ol UM =25
T2 Heo| 20|X| = HENTF OfLEE, Al &
Ol M= 25| E2{LEX] g2 M S X 4= UA| o
= ZUCZ AFotht, 2 &2 A[ZH0| X|LIH 23l
E|X|2F, 3 2ROl M A0 Z4O| H T EIC,
dE2 0|52 HE, ME2 2HE0l| MEASt= 1t
H &£0|M O|oTICt o7 | M HE = HE0| OfL =,
CHE P4 = EXHE XI&5h= Bl Z2{HT,

A LIEF2| 0|3 (Yon Natalie Mik)2| Massage
Shop Codes= EfRlol 22 EHE= 7|=0] 2¢t
Mot b5 22 H0i| M o{EAH m A d ==X E Tt
2L M2 o d OFALX[ALS 2 K[ 7 SSHE
7¢O =, OFALK] 32} CHOHA K| & 2= I
EHA V|Gt FMOE HAECE O ZYH2 =2
27|(kneading), FE2|7|(drumming), 27|

(rocking)2t= Ml 7tX| 22 S Sdll EB{LIX| =

:3.
&

Yon Natalie Mik, Mugwort Rocking, 2026, single channel video

AT E20H 220 LA X[A S otFto| 25t X} ot
Ch 2R27|= &S Sl 59| EiE ChAl =25t
BE2Zo| R GE HSAZICL FEE7 = &
otofl 2[=0[Het TISS ML 257/ 2=
HE9| BN Kt ol gt=S HdAl7= F7|H
2|52 2N, =30 =2t 2SS 2o &0t &
2Zto| S2Y2 MZ LHE 2|52 ddotH 52| 21E
U #HE TS0 012 SA2 EFS 2 E ¢

ot 7|22 7|s57| B0 EEE| 0 X &5 = 2R Y
O = H=Ct G4 & M A== Massage Tools
= AR HRIE =Xt 22| HE{ 2 SH}otCt 0
RS2 F2 UFE s gD S8 OHAK|SH= A9

N
C
oAl

ot T

47

mjo

71 XS B QIOD, oS BEtt QoS
A8 11 ©|0| 2 SHEFSITE 0|2 S OhARXI | AlK
Sxl9je 20| Bzt AR MM T HAEICE, 0|2t
N s = e s I N

I.

HESHE 7|22 MHEAKX| 2 2] ARREA[X]=
QUL 2A2 0|F o go| =51t S0f| M=hel X4
O Eof el =71 {0 M O[O ZICH St A
=, 28 AL0|Q 2| 2t M HE = O] XA 2 H|
EobE|X] g2 M X[ &L,

Of M| X2 MZ LHE 0|52 gAl2 ENELL &
of| wet 2HE = 0lS, 4AIE T3l O|F0{X|= 2
29| 0|5, J2|1 =522 ZXE|= 0|S0|L). 52
ko et 20|10, JHX|H, YistsE Ao =
S0 HAl= S0| @A 20|11, A2 K|LH,
FAS HA FEXE Soll 2 JEiE Eofdict AH
2 &t =3, 7MY, =52 XSH2 2 S
L= AlAR £0i A O| RO{EICE 07| M 4B= StLEQ]
Ef&=7t OtL|2t, & Sof k= YHO = &St
Ch AHRE &Y, B9, 59| 20 St=2|X| §=

#
.

Support us!
Sign up for
our brochure!

' P
A

F

SunjForest
YoniNatalie Mik

'auren|LeeiMcCarthy

Slune20 -guly 18, 2026

k3

apexart 2025-2026 Int’'l Open Call

York City Department of Cultural Affairs, and the New York
State Council on the Arts, and the Puffin Foundation

S
D
T
Lw
ST
Y5
52
8
2=
[T
Qg
O£
< <
NES)
=S
°3
S ¢
3
°3
Tu
S
SIS
=8
<@
= O
T
S
oX
=
< D
s
S _»
23
Ny
a5

291 church street new york, ny 10013

t:212.431.5270
info@apexart.org www.apexart.org

apexart

Annuity Trust, the National Endowment for the Arts, New
Cover Image: Lauren Lee McCarthy, Womb Walk, 2022

9]

o
SRS
Q (9]
S3'T
NS
(i)
@ 1%
&
R <
SES
= =
]
SET
< <
353
L3R
S5
30 €
SRS
() =
I
Sy
TR
SEQR

w
naot
o 0
<= =
s o=

e}
= [J]
© <
E =~
SESy
E£38
<I@8<

s
>
Q2
>
[J]
S
~
S
<
S
®
ke
c
3
w
<
o
<
g
>
C
<
2
~
=
S
®
e
c
3
w

and does not engage in sales or sales-related activities.
Avery Arts Foundation, LMCC, Mindel Family Charitable

apexart is a registered trademark.
apexart’s program supporters past and present

apexart is a 501(c)(3), not-for-profit organization

ISBN: 978-1-946416-89-6

apexart © 2026

Seoul, South Korea




Bad Boundaries:
Bodies in Tension

Bad Boundaries: Bodies in Tension situ-
ates Seoul, Korea, as a site for interro-
gating the origins of diasporic identity
and how womanhood is shaped with-
in transnational experiences—spanning
Korean-American, Korean-Canadian, Ko-
rean-German, and multi-Asian American
perspectives. The exhibition responds to
the broader societal reckoning prompted
by the 4B movement, a feminist discourse
that emerged in Korea and has recently
gained momentum among young femi-
nists in North America. As a challenge
to deep-seated patriarchal and capitalist
structures, 4B critiques how these sys-
tems impose and normalize expectations
of women through entrenched cycles of
labor, caregiving, and surveillance. Root-
ed in a rejection of marriage (bihon),
childbirth (bichulsan), dating (biyeonae),
and heterosexual relationships (bisek-
seu), 4B challenges the societal control
of women’s autonomy and bodies. By
positioning the body as a politicized me-
dium, Bad Boundaries: Bodies in Tension
charts tensions between autonomy and
constraint, visibility and erasure, and
resistance and conformity through the
works of Lauren Lee McCarthy, Sun
Forest, and Yon Natalie Mik.

Lauren Lee McCarthy, Womb Walk (Traverse), 2026

Movement emerges as the works cross
different boundaries, beginning with
Lauren Lee McCarthy’'s Womb Walk
(Traversal). In this iteration, curator-per-
former Sue Jeong Ka wears a prosthetic
belly—an object by the artist—while trav-
eling from Los Angeles to San Francisco,
then to Seoul, and finally to New York. The
device vibrates intermittently to simulate
fetal movement. These signals guide her
path and shape each turn as she moves
from one location to the next. The body
is set in motion, but the direction is not
fully her own. Each signal redirects her
course and introduces a split in agency.
One identity begins to divide into two.
The curator-performer moves as both car-
rier and subject within a technologically
informed relation. This movement is doc-
umented through photographs and writ-
ing, tracing a journey mediated as much
by signals as by physical travel. Travel be-
comes a site where autonomy is negoti-

ated and interrupted. Reproduction no
longer resides in a single body; it moves
across distance and follows the signals
that direct its path. The body becomes a
site of encounter and responds to both
internal signals and external commands.
This movement remains constrained. It
exists within systems that impose expec-
tations on reproduction and care. It fol-
lows already structured paths, even as it
attempts to deviate from them. The work
tests how far these expectations can be
refused under such conditions and asks
what it means to move when direction is
partially surrendered, and agency is con-
tinuously divided.

Sun Forest’'s Asterisms of a Seeded
Ghost turns to how the body moves
without exposure. The work explores a
speculative cloaking device inspired by
celestial navigation. It uses the ssugae-
chima, a Korean garment worn by wom-
en during the Joseon Dynasty, to protect
their bodies in public spaces. Reimagined
here as a seeded, biodegradable inter-
face, the garment resists the pressures
of constant visibility while maintaining
a connection to ancestral memory and
surrounding ecologies. Its circular form
wraps around the wearer, functioning as
a map that traces movement linking land,
sky, and memory. Seeds embedded with-
in the fabric travel with the body. Drawn
from medicinal and diasporic plant his-
tories, they hold both displacement and
the possibility of taking root elsewhere.
Opacity in this work is a mode of pro-

tection. It allows the body to remain
in motion under conditions of surveil-
lance without becoming fully exposed
or legible. As the material gradually
breaks down, it moves toward disap-
pearance and sustains the conditions
for renewal. Survival unfolds through
dispersion, adaptation, and the capac-
ity to take root amid changing envi-
ronments. Under these conditions, the
work gestures toward forms of refusal
that reconfigure how the body remains
present without complying with expec-
tations of visibility, care, and relational
availability.

Yon Natalie Mik’s Massage Shop
Codes examines how such movement
is reorganized within precarious la-
bor. Drawing on long-term research
with masseuses and their communities
in Seoul, the work translates massage
movements and alternative healing rit-
uals into performance-based video.
It seeks to archive suppressed tactile
information organized around three

Yon Natalie Mik, Cosmo Drumming, 2026, single channel video

Sun Forest, Asterisms of a Seed Ghost, 2026, Studio works-in-prog-
ress images, Algae biopolymers, native Korean plant seeds, mica, al-

gae-based dye powder

movements: kneading, drumming,
and rocking. While kneading mobiliz-
es the politics of softness by altering
bodily states through touch, drum-
ming transmits rhythmic waves that
reverberate across the body. Rock-
ing follows cyclical rhythms—echo-
ing tides and day/night patterns—
and performs the labor of oscillation.
Alongside the videos, Massage Tools
materializes these movements and
medicinal herbs in sculptural form.
They register movement at the point
of contact, existing as both tools and
residues. The movements are placed
in relation to Korean vernacular heal-
ing practices that have been dis-
placed and reshaped as commodified
techniques. They persist as embodied
knowledge carried through migrant
women's labor, sustained under mar-
ginal conditions. Although they re-
main unrecognized by institutions, in-
teractions between body, plant, and

environment enable their continua-
tion. As the work progresses, rep-
etition begins to move beyond use.
It no longer serves only to produce
a result, but persists as duration.
Movement extends without fully
resolving into use.

These works articulate three forms
of movement: movement under di-
rection, movement under protec-
tion, and movement structured as
labor. In each, the body does not
move freely—it is guided, shielded,
or made productive. Bad Boundar-
ies: Bodies in Tension brings these
movements into focus through
practices defined by how the body
moves, what it carries, and what it
withholds. These practices operate
within infrastructures that contin-
ue to shape reproduction, visibility,
and labor. Here, 4B functions as a
method enacted through the body.
Refusal emerges in movement, in
bodies that resist alignment with
structures of direction, protection,
and extraction.

Sue Jeong Ka
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