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Na Mira

b. 1982, Lawrence, Kansas. Lives and works in Los Angeles.

White. Fade in from white to barren road (dirt) dividing frame vertically. Fade out to white. Fade in
from white to one section of road. Fade out to white...

This is an excerpt from the notes Theresa Hak Kyung Cha made in 1980 for White Dust from Mongolia,
an unrealized film about memory lost and retrieved in the aftermath of Korea'’s recurring histories of
military occupation. Much like remembrance itself, the film was intended to unfold over a series of
starts, stops, and fades. Two years later, Cha was brutally raped and murdered—a violent cut that
left White Dust from Mongolia suspended somewhere between script and screen, every remaining
fragment a portal to Cha's world. For artist Na Mira, these portals are a beginning—a death from
which life spills. Communicating through dreams, memories, and meditations, Cha and Mira are
frequent collaborators. In Mira's TETRAPHOBIA—a 2022 work set inside a deserted cinema—Cha
leaves words for Mira on the theater marquee. As if a script, Cha's words appear in Mira's work,
sometimes written, sometimes recited. Also pictured is a figure (Hanna Hur) who climbs across
empty theater seats towards a blank screen. “Fade out to white,” Cha's intended final scene for White
Dust from Mongolia. Using the techniques and technologies associated with Korean shamanism,
techno animism, and automatic writing, Cha and Mira dialogue across Korean matrilineal histories in
a psycho-spiritual communion that at once surpasses the body and is embodied.

Mira's film and video installations often incorporate mirrors, holographic plexiglass, and radio
transmitters. Inspired by the multiple perspectives common to East Asian landscape paintings, these
elements offer pathways and escapes to cut in and across time. The experience of the work is inten-
tionally disorienting—much like the registers of dislocation that make up the diasporic experience—
but it's also liberatory, offering alternative forms of orientation through a cinematic play on perception
and its edges.

Red light is used in the darkroom to avoid exposing images. Because of its low frequency
and long wavelength, red is said to capture that which remains imperceptible to the human eye.
Mira experiments with this relationship to visibility by projecting directly onto red surfaces and
developing film using pink-colored gels, which can enhance the contrast and sharpen the image,
cutting it like a knife. With this cut, endings, bloodlines, and gender tropes open. The Korean shaman
ritual is known as a kut. In this, the shaman rides a knife's blade so that she can make divine contact
with the spirits. Similarly, broadcast radio is understood as a conduit to the spirit world. This invisible
transmission enters Mira's work through a microphone made from a latex tube treated with mugwort,
an herb known for its mystical and medicinal qualities. While no radio exists inside Mira's studio, this
microphone picks up the signal of a local station: 1540 AM, Radio Korea. In the resulting soundscape,
Korean commercials, talk shows, and pop songs come in and out of auditory focus. It is a transmission
and translation across language, geography, and dimension—a shattering of time, systems, and desire.
A kut. Through the use of red color and radio, Mira channels Cha, reimaging the space of cinema as an
encounter with animacy and queer, feminist transformation.

Mira's ongoing communications with Cha have resulted in an archive of non-linear scenes,
from an empty movie theater to the haunting borders of the Korean Demilitarized Zone and, most
recently, to the Bonaventure Hotel. Built in 1978, this Los Angeles postmodern landmark has a
rotating rooftop restaurant, an indoor running track, and a suite of stores. While still functioning as
a hotel, the Bonaventure stands today as a seemingly abandoned dystopic frame. In Mira's newest
film—Hotel (2024)— a lone figure runs, tracing the building’s fagade. Yet she runs not in an endless
loop, but in a spiral. Like a vanishing point, the spiral collapses time in such a way that backwards is
forwards, past is future, and death leads to life. Through Mira’s work, we witness a trespass across
these thresholds. A passage. An exit. A kut. A return.

— Amanda Sroka
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Michelle Lopez
Documentation of

the artist’s studio and
installation views of
Michelle Lopez: Ballast &
Barricades, 2019

Institute of Contemporary
Art, University of
Pennsylvania, Philadelphia

b. 1970, Bridgeport, Connecticut. Lives and works in Philadelphia.

Marked by a sense of entropy and fragmentation, Michelle Lopez’'s works examine failed political
structures and expose the hidden boundaries of societal constructions. Reflecting the reality of

a crumbling Western iconography, her sculptures are designed to wilt, sway, and fall. While using
industrial materials like glass, steel, rope, wood, and lead, the artist’'s hand remains ever present
as these elements are braided, bent, folded, and wrapped. Taking on an architectural quality, hers
is an architecture on the brink of collapse, embracing a state of precarity to reveal and critique the
systems by which symbols of nationalism, power, and American consumerism are upheld.

Beginning with the cataclysmic destruction of the twin towers on 9/11 and catalyzed anew
in the recent climate of daily protest and social unrest, Lopez's work confronts histories of American
violence and the tragic debris that falls in its wake. In Blue Angels, an ongoing body of work initiated in
2011, Lopez creates imposing sculptures made from folded sheets of stainless steel and aluminum.
Leaning against the wall, their wrinkled planes bear the traces of Lopez's touch, while their warped
mirrored surfaces force visitors to see themselves in varying degrees of distortion. Lopez powder-coats
the interiors in bands of color evocative of commercial airlines—Korean Air blue, Delta red, United
royal blue—recalling the trauma of 9/11 and speaking to the fear associated with new technologies
and their violent potential.

In Scratching at the Moon, the installation of Lopez's Ballast & Barricades builds off another
earlier work, House of Cards (2018). Engaged in art-historical dialogue with Richard Serra’'s One
Ton Prop (House of Cards) (1969), and offering an alternative to the white, male-dominated history
of minimalism, Lopez constructed a floating “ghost house.” Made from an intricate framework of
suspended and interlocking steel rope, Lopez's work connects Serra's stable form to the unstable
realities of our time. Ballast & Barricades—first presented at ICA Philadelphia in 2019—is a similarly
hovering, delicately balanced scaffolding system, made up of police barricades, roadside barriers,
chain-link fences, architectural remnants, and street rubble. Such materials were common throughout
the Occupy Movement as well as the recent Black Lives Matter protests and the COVID-19 pandemic
as familiar, makeshift forms of survival. References to borders, brutality, and gentrification abound.
At ICA LA, warped police barricades dangle from the ceiling, offset by the weight of a large traffic
barrier. Playing with strain and suspension, a single piece of rubble holds these two opposing forms
in equilibrium, its intrinsic support preventing their plummet. While free from any figuration, Ballast
& Barricades maintains a distinct relationship to the body—the body of the viewer, the body of the
artist, and the bodies of those who were once contained by its walls.

Also on view is Correctional Lighting (2024), a new commission that extends Lopez's early
sonic experiments. Combining sound with everyday objects from the built environment, these
works recreate the claustrophobic effects of oppression to reveal invisible but omnipresent forms
of control. This is the case with Halyard (2015), a representation of a flagpole that extends from
floor to ceiling. While the halyard and cleat remain visible, the flag itself is only referenced by the
audio of a flag flapping in the wind—its physical absence, and overwhelming audible presence, a
reference to the artificial ways in which nationhood is structured, maintained, and celebrated.
Correctional Lighting features an industrial highway lamp cast in iron. Hanging upside down,
the lamp slowly spins, its balance countered by the weight of a seemingly invisible glass-like
cinder block onto which the lamp blasts its light. The blinding beam invokes police floodlights,
while the block’'s monstrous shadows elicit a feeling of constant surveillance. A pulsating buzz
emanates from the lamp light and its continuous hum becomes increasingly haunting. Together,
sound and sculpture warn of impending devastation.

Held in the tensions between the fabricated and the found, stability and decay, apocalypse
and rebirth, Lopez's works serve as both monuments to those affected by histories of violence and
conduits for hope. By defying gravity and suggesting we might do the same, her works offer new
forms of being together and imagining the world otherwise.

— Amanda Sroka
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Archival super 8mm film
by the artist’s father
Research material for
Caribbean Television,
2023-ongoing
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Vishal Jugdeo

Deo’s Moon, 2023
Caribbean Television,
episode 1
Commonwealth and
Council, Los Angeles

Pages 118-19
Vishal Jugdeo
Goods Carrier, 2012
Hammer Museum,
Los Angeles

Pages 120-21

Vishal Jugdeo

A Shaky Picture Has No
Weight, 2013

Performa 13,

New York City

Page 122

Victor Jara Collective
(Lewanne Jones, Ray
Kril, Rupert Roopnaraine,
Susumu Tokunow)

The Terror and the Time,
1978

Research material for
Caribbean Television

Page 123

Pierre Jacques Benoit
Plate XXIX from Voyage
& Surinam: Description des
possessions néerlandaises
dans la Guyane, 1839
Research material for
Caribbean Television

b. 1979, Regina, Canada. Lives and works in Los Angeles.

At once poetic and investigative, Vishal Jugdeo's work in video, performance, and installation is
characterized by his distinct embrace of the strategies and melodrama often associated with cinema.
Born in Canada to a family of Indo-Guyanese descent, his practice is one that navigates the complex
layers of dispersal and connection that constitute conditions of dislocation. Attempting to untangle
legacies of intergenerational trauma, Jugdeo’s work offers queerness and the diasporic gaze as ways
of finding home within histories of subjugation and conflict.

With a methodology centered in kinship, Jugdeo often creates in close collaboration
with people from his own life. For example, his former partner, Billy Wright—whose red hair is
unmistakable—was featured in nearly every one of the artist's works during the time they were
together. This includes Violent Broadcast (2010), an early video work in the format of a news
talk show, complete with commercial breaks, teleprompter dialogues, and a false city backdrop.
More recently, Jugdeo's friendship with the Delhi-based poet and activist vqueeram led to their
collaborative film Does Your House Have Lions (2021). Forfeiting the scripted and staged qualities
of his earlier work, this film adopts documentary techniques to chronicle a narrative of community
and survival as captured in footage of shared meals, FaceTime calls, and street protests.

For Jugdeo, the choice to work with moving images affords him both critical distance and
proximity to his subjects. In doing so, the making of the work itself becomes a form of care, creating
a deeper intimacy with people and place. Marking the artist's most personal investigation yet,
Caribbean Television is an ongoing research project focused on Guyana that features the voices
of family members, friends, and scholars who, like Jugdeo, are interested in archiving the elusive
histories of this complex region. In the project’s first episode Deo’s Moon—shown in 2023 at
Commonwealth and Council gallery in Los Angeles—Jugdeo reconnects with an estranged uncle
and his two cousins to reflect on the fraught history of indentured servitude that first brought his
ancestors to South America from India in the 1800s.

The project’s latest episode was commissioned for Scratching at the Moon and builds upon
this research and exploration of familial history. Titled Cut Line (2024), the new work was realized
with Jugdeo's longtime friend and contemporary Miljohn Ruperto, along with support from historian
and geographer Vikram Tamboli. In this work, the camera focus shifts from the whispers of the
people of Guyana to the ghosts of the land itself—a land that is becoming increasingly vulnerable to
collapse in the face of the ongoing environmental crisis. Coupling archival manuals used to classify
native plants with digital technologies, Jugdeo and Ruperto’'s work simulates the 2005 flood that
engulfed the agricultural region settled by Jugdeo's ancestors. While earlier artworks referenced
narrative approaches like soap opera or reality TV, in this new work, virtuality becomes another type
of cinema. But how do we distinguish between the replicated and the real, between fiction and fact,
memory and event?

In Cut Line, simulation serves as a form of preservation, a safeguard against total
submergence. Grappling with interconnected histories of extraction, the artwork connects the
exploitation of land and labor attributable to the colonialist enterprise to the violent transformation of
the landscape due to climate catastrophe. Jugdeo and Ruperto’s project thus speaks to responsibility
and representation as it relates to protecting the memory of a place, even as that place faces
ongoing existential and material threats. Much like the diaspora itself, this is a way of remembering
that remains fragmented and fractured, only ever known in parts.

— Amanda Sroka
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Bruce Yonemoto
Untitled, no. 2, 2023
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Bruce Yonemoto
Sakasama Makasa: Made
in Occupied Japan, 1998
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Bruce Yonemoto
Spaceship Earth: Playboy
Advisor, Woman Kissing
Globe, 2001
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Bruce Yonemoto
North South East West
(NSEW), 2007

Pages 148-49
Bruce Yonemoto
ENKA![Kaz Oshiro], 2016

Page 150

Bruce Yonemoto and
Norman Yonemoto
Environmental, 1993

Page 151

Bruce Yonemoto and
Norman Yonemoto
Silicon Valley, 1999
Japanese American
Museum of Art
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Bruce Yonemoto
Beyond South: After
Caravaggio, 2009

Page 153, top

Mike Kelley
Self-Portrait Drawing of
the Kappa

Page 153, bottom

Bruce Yonemoto, Norman
Yonemoto, and Mike Kelley
Kappa, 1986

b. 1949, San Jose, California. Lives and works in Los Angeles.

Sometime during the late 1950s, | remember looking out the window of my family’s Pontiac station
wagon. We were probably returning to Santa Clara after seeing a new Cinerama movie or visiting

a museum show and after having dinner in San Francisco's Japantown... From the window, | was
struck by a giant Sherwin-Williams animated neon sign. It showed a can of red paint pouring over the
earth. “Cover the Earth” is the paint company's slogan. What did this mean? Toxic paint covering the
earth? Or was it the art material of paint creating a new world culture? — Bruce Yonemoto

At first a childhood memory, this scene was also a catalyst for Yonemoto's latest body of work in
which he paints and repairs spinning globes, broken kitchen utensils, and ceramic emblems of
Western popular culture. Yet in the artist's works, the vibrant red of Sherwin-Williams is replaced
with the shiny glow of multicolored lacquers—a significant shift to a material imbued with cultural
associations that have long been synonymous with Asian identity.

In the Japanese art form of kintsugi (/ &), organic lacquer—extracted from tree sap,
and known for its artistic, medicinal, and reparative qualities—is used to restore broken or cracked
ceramics and then covered in powdered metallics. In the midst of destruction, kintsugi offers
transformation—a mending whereby a fracture is both illuminated and made whole. After the tragic
earthquake and tsunami in Japan in 2011, Yonemoto began incorporating kintsugi into his practice,
repairing domestic objects that had intimate value to the families devastated by the environmental
catastrophe. In his most recent work, Yonemoto applies the organic lacquer of the East atop an
underlayer of the synthetic, toxic lacquer of the West (commonly used to create European imitations
of Eastern lacquerware), enabling connection and contradiction to be held within a single sculpture.
Such a conflation speaks to the artist's ongoing investigations into Asian American identity—its
fractures and entanglements—particularly amid a culture increasingly dominated by capitalism
and spectacle.

In addition to its lacquer application, gold is also used in Yonemoto's earlier work realized
with his late brother, Norman. Frequent collaborators, Bruce and Norman Yonemoto first began
working together in the 1970s on various projects that troubled and exposed the cultural mythologies
propagated by mass media. In their collaborative work Asexual Clone Mutation (for our father)
(1995), gold is applied to the petals of red carnations. The work is an homage to Bruce and Norman'’s
father, Takeshi Yoichi Yonemoto. Known as Tak, he was a floriculturist and plant pathologist who
discovered and cultivated new flower variants, with a specific focus on carnations. In doing so, Tak
followed in the footsteps of his own father, who owned and ran a nursery in the early 1920s in Santa
Clara, a radical act considering California’s Alien Land Law of 1913, which barred non-citizens from
owning land and specifically targeted Asian Americans. In forming a carnation mutation of their own,
Bruce and Norman take up this patrilineal heritage, proposing a golden variation that is at once a
family tribute, a whimsical act of imagination, and an impossible evolution.

Gold appears again in Bruce Yonemoto's Hanabi Fireworks from 1999, this time as
subject, not material. In this three-channel video installation, Yonemoto engages the “Golden Age”
of Hollywood, a period in cinema history dominated by five
major production studios: MGM, Paramount, Fox, Warner
Brothers, and RKO. In Yonemoto's work, their logos come
into view, assuming a spectral quality as they bend, blur, and
flash across the screens—a manipulation that somehow
mirrors the manipulation and theatricality of their cinematic
productions. Eventually, the logos and accompanying jingles
are overcome by the sights and sounds of fireworks. Watching
fireworks is often a communal act. Sometimes, to bring us
together, something needs to burst. But as kintsugi reminds
us, breaks and bursts are part of our becoming. Like the
neon sign from Yonemoto's childhood memory, the resulting
dispersion of firework flames begs the question: Is this a toxic
covering or a hopeful reimagining, an act of destruction or one
of rebirth?

— Amanda Sroka
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