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EERCHERAENEA, EEEARMIZEE AN BE"HFROSTHE, MMEFHEN XML
FABHAIER?



A "calling" originally refers to a person, as a medium, being guided by the authority of some higher
will, wisdom, or power, whose consciousness receiving divine will, hitherto giving one's words and
actions a more self-evident justification and irrefutable legitimacy. This notion and literature on the
"calling" can be found across traditional cultures around the world, such as "effectual calling," "Ti
HU Guan Ding (being filled with wisdom)," or "heavenly mandate", etc.

Despite living in a generally secularized world today, people's "mystical" experience of a "calling"
has not disappeared due to fading religious dominance. On the contrary, people often cling to be-
lieving in this irresistible experience beyond sufficient reason, resulting in contradictory words and
actions that lead to conflicts and crises.

With this in mind, the exhibition A Higher Calling inquires, in a contemporary context, how the expe-
rience of a "calling," both physical and mental involuntary, takes place? If we look beyond religion
and the occult, can we map out the mechanisms by which "calling" arises and operates? In 1998, the
sociologist C. Sommerville concluded that, on a macro-sociological level, "secularization", or "differ-
entiation', is a process by which all spheres of society (including economic, political, legal, and mor-
al) become increasingly divided and different from one another. At the same time, individuals and
groups at the micro-level are also affected by differentiation.

Therefore, can we conceive the "calling" under secularization as a specific conscious experience in
a differentiated society? Suppose people's consciousness and actions are shaped by their differenti-
ation from each other. Are the existence of differentiation itself and the differentiated interpersonal
interactions the reasons for people's undeniable ways of speaking and acting? Moreover, would any
adjustment to differentiation imply a changed experience of "calling"? Suppose we can effectively
understand and apply this mechanism and process, can we somehow reconcile the differences be-
tween words and actions brought about by the "calling" and thus better face the increasingly turbu-
lent and crisis-ridden times?
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CHPATER 0: PRELUDE AS EPILOGUE




i EB{F CHRISTOPHER K. HO

HBRRXAUH | Endorse Patriarchy

2016/2021
EaMittE sound and carpet
3'50", BEEEF sound loop

fi— N EERIERE, LA K. RIH. M, EEMAEM A URERXNRERFERR? MRS FE(HRERRNE), HREH
ABEXIFHE:

“‘SHBNB I, BISSIE, N F A B FRERENIFRNIEXRILE, AAEENEFIRKENRE.

EAFE— U RSRHARSERFEE,

E R EIREN I EHIFEER, MEERNSEF R
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KR8, REMERFERAR—ENREEE LR T @B RNT —XEMOMETAEXNSY, bERFNFERENR
Br, XA gES | R E T RAEMAZHHEBZEARLIE,




Can being a positive role model - a parent, a mentor, a teacher - be as effective as negative critique or punkish rebellion?
This question guides | Endorse Patriarchy, the soundtrack of which elaborates:

Because providing stability and semantic security for a child is healthier for that child than self-questioning and
undermining authority.

Because taking a single position can be as important as being open to other positions.
Because the opposite of the school of resentment is not the school of respect, but rather the building of new schools.

Underfoot is a carpet in shades of brown and blue drawn from a Renaissance painting of Joseph, Jesus' foster father.
Joseph, long overshadowed by his son and his wife the Virgin Mary, provides an apt figure for the kind of patriarchy
proposed here: modest, hardworking, and happy to play a supporting rather than a starring role. So too does the snail, the
unfurled shell of which forms the carpet's pattern. Lowly, earthy, and slow, a snail nonetheless aggregates a golden spiral
on its back over a lifetime - the product of patience and pragmatism, qualities endemic to good parenting, and that might
guide artmaking based on responsibility rather than radicality.






B—E —Mi=rmnF
CHAPTER 1: A DYNAMIC SOCIETY

EFEEGERZK)PIRE, " A&, A X, RiZE, BAB A MRANEE "BE " X—FHBEY
FEDERRET X5 8", Z2EENEHBEANMREE—FEFHRR?

FEEHMES|ZT, KIS BEEE R, CRBESLAHBAKE,; KFAWIEEMMRIBEEE
5, HItHERTETSHRBHEEX. BABYERLENERZH, FESHHNZERMBRATIELME
&f. Bk,

HRTEFEEHKEBIENGE, ZEEFEREEHE - FLE(Auguste Comte) F+H Attt MHiR
HHEAE NES, AEERABARZ(CHEHERYER)NER . ES. REBNAEZRBBRMNEZTAE
HEMNEARME : RGESEMRERENEEEE “E5  (difference) , ZERNEEVATERE At
Rk 7 I~ XB“7” (force)H=4r XH R (flow); ‘A7 HIEES . R XA REMHFEMMELE
FHIHERIBFE,

BA, MEREFEREMGERRABHEHER" (M5B BN BT HEFF), MR EDEEPE
“ERERNERNSERERN, RREEL T HERNPEMEE EXANBTASEE(R")?

LA EMARR R N GRE BRFEMT MR Az LB, RS AT IR AR IFrEIGE R
“!E‘E\E”ij*i?

EE/RW5E -8 Z =8 (Ulrike Grossarth) (164 % chEV4{&N (16 Moving Things)™® , =il ixHY

REEMORRNX B EEMIZERE FPIKE, ohF a2 ERE, FelTiFsEz it
FSER T —H T ETUNA X aN1E dp ARV AR 38t 5 = E A (Taiyo Onorato & Nico Krebs)Hy
(LELOMRIZE TS FLHESHFX D , AR IR RIMAEEBEE RN 2 FHE—FIaER Rk EMIH
FRIKFRZEES|, (hERART—H BT, MAEEN(EE BBREHEA)(Spice Moon Cycle) IR ¥RICEAD



NIXEBAF AT FY RSB HNER, BNAER S HIHE ERARNE NERT, BB, 2
R, AMmE A EFIIEF(Yuko Mohri)BI(I/OMERTHHEHEEMERIEEE, TEFR
AR T U RGBT, ST RIREE, EFRENHE—K‘ERXMN NELESS
R 1ok, B - £R/R(Nina Canell) B¢ FRE3 28 ) (Disconnector) B 1E B MBI R B &= 15 I A K,
ZREI, BURMENER—NFREA NS A DFE. FER AR ENE2RETNEXRRSAR
%0

In the Tao Te Ching, Lao Tzu said, "Man follows the laws of the earth, earth follows the laws
of heaven, heaven follows the laws of the Tao, and the Tao follows the laws of nature." If
people believe that the seemingly mysterious experience of a "calling" comes from "heav-
en" and the "Tao", shouldn’ t we adopt the laws of nature to see what it is all about?

Due to the gravitational force, water flows according to the earth's topology, converging
into rivers and merging into the sea; the sun's radiation is felt at various temperatures on
the earth's surface, which generates air circulations into the wind. Amid their differences, all
things in nature are governed by multiple forces, constantly in motion and transformation.

In contrast to Lao Tzu's highly abstract and generalized saying, the French philosopher Au-
guste Comte proposed the concept of "social physics" in the mid-nineteenth century, trying
to explain and explore the development of human society by appropriating ideas, concepts,
principles, and methods from natural sciences (especially physics). "Differences" exist in
systems and structures at all times and in all places, which inevitably generate gradients,
thus forming a "force" that produces "flow" in the general sense; the strength, rate, relation-
ship, stability, and other attributes of the "flow" structure the complex social operation.

Thus, do the various "differences" (gender, personality, income, education, class, etc.), in-
herent or acquired by individuals or groups, and the action and reaction in their interactions
due to "differences" shape their integral approach and tendency (flow) in which they inter-



act? And can we conceive these inevitable but invisible "forces" jointly and continuously ex-
ert on individuals or groups as a course of facing a "calling? "

In Ulrike Grossarth's 16 Moving Things, three seated performers fidget with long sticks, un-
hinged and repetitively, pushing the objects on the platform in an unpredictable but fatal-
istic pantomime of movement and collision. Taiyo Onorato & Nico Krebs' LELO captures the
traditional Georgian game in which two confronting villagers are led by a ball that never
appears, as if circling the void, under the established rules. While Haegue Yang's Spice Moon
Cycle and Chen Fei's Incense Fire attempt to reveal how people's needs for material and
spiritual goods are shuffled around and exchanged by the "invisible hand" of trade and mar-
ket, and so on. Yuko Mohri's I/0 is a sophisticated, complex, and dynamic installation in the
exhibition space, where various elements move in tandem to present a "thunderstorm" eco-
logical scene at sea, powered by invisible electrical forces and particle disturbance on site.
In addition, Nina Canell's Disconnector and its variants will appear several times in different
phases of the exhibition to characterize and imagine a vast and intertwining system that
travels between the visible and invisible spaces, transmitting or disconnecting energy.












e - £R/R NINA CANELL

PR=3288 Disconnector
2020

=EMRESS, HKE, £, W high voltage disconnectors, rain gutters, zink, steel

142(h) X44X12 cm

“Hoxon iR fRER. EF BE— A ER Y AR EERYEE IR AN ZHBEE S W BREMEMEREE:
EEYHR BB EM LI X, MRFZEEXHNE S, MAELV WERNFEE UEH MM S HME, HELENBRITER, iF
AR TR AN IBRATHB K BITEE it 75, {5 REB B H 1S 2, ik X B Eh L, RAMIMEREF N H —8. KEB—MEIER
X, BBEFEFEBSE A PRUEBEHFIERE S —MEE. EBREN, TR BL XEHELTUAR BN, NEEMEMEEM—
R, AR — A W A T EEAEER, MRS BRI E XS,

“WEE TR BT, (EE),2020

"Gutters, switchboards, disconnectors, pipes, tubes-there's no need for a flying carpet. All these tubular matter devices,
tamed vibrations and light-bending are efforts to concoct some kind of structural magic: to make things disappear, dissolve,
or reappear. To teleport, if not ourselves, then at least the objects we wish to position in other places or bring closer to us,
seemingly without physical effort. To pour our dirty water elsewhere, to postpone pollution to else when, to automate
fire, to suddenly appear on the other side of the Atlantic. Plumbing is a form of magic, a portal to wherever. The source of
central heating comes from another dimension. It updated by itself, without wires. These carriers have to have agreements
on how to make objects and processes disappear from one location and appear in another. For it to work, materials have to
speak the same diameter."*

* Excerpt from Robin Watkins, Dits Dahs, 2020






BIREBER -1 &P iEF ULRIKE GROSSARTH

16 ™% EhR94ME 16 Moving Things

EEHRR Dresden 2005

=ANFKEEBITH action for three performers
BREEIERY | RiEE costumes/performers: Ulrike Kampmann, Anke Zeissig, Andreas Kempe

29'20"

(let+BohME) B —HREZ SR, BEEPEE=MTENE XA E (EAFRFEFHNIRHIRIE) . T E R8T BHIE LUK
—RENEPRNIX EZNFIRRER, BRI KTFELESEROYEMNESRETETERR ERNFEEANZEMNES.
ER R EIRAR MR LU BB == BVIR S FAR(S , # R N RIRNY BRAINEYNFAREZBAT BT, Ed 5 B A XN
12, 1 RESEHL MENARE XA NS F A 8E, ENM S TR IR,

16 Moving Things is a video tableau in which the acting figure of the king, as the symbolic top of a hierarchy, is tripled.
Through aimless acting with a concentrated but simultaneously broad state of consciousness, contact is established by a
rod to a level of arbitrarily compiled items in front of the figures. The actors equally have themselves, the mediating rod,
and the items and voids in mind. | am convinced that evolutionary potential, expansion of consciousness, and a different
view of things can only come into being through action, i.e. through processes connected to the body. New modes of cogni-
tion have to be connected to the body, of they are not to turn into ideologies.






P e+ HAEGUE YANG

E¥EIB+HREHA Spice Moon Cycle

2015

LmENR],. Rb4E. TR, EZ§. HEH Screen prints, sandpapers, spices, herbs, framed

BRE 2, BHY, AR, BAIBDE, R, B8, 7oAk, TR, BEEY, TEH,
RERHNKD, BEAHIRD, EEK, J\BK, R, BMER, @E5R, K&, HEY, &%
Ingredients: ginger powder, chili powder, cumin powder, garam masala, ganthoda powder,
coriander powder, mustard powder, cardamom powder, white chili powder, clove powder,
black pepper powder, white pepper powder, turmeric powder, star anise powder, cinnamon
powder, nigella powder, root of tuber fleeceflower, da huang, licorice root powder, mo yao
#2014, =4 27.8X22.9cm

twenty parts, 27.8X22.9 cm each

F#rh03% STPI - Creative Workshop & Gallery #I{E

Produced at STPI - Creative Workshop & Gallery, Singapore

FAAULEE, E Private collection, China

RBENLWENR TZHRE S REHNELS(FR AEFR) R ERNAFRIRERE B IIRAE T, ENE—MWEZh e
ERRERE BRI B BN XURTRXE, KM, UREHREE L, #ilKE S EA R EONERRK L,

RIGERRE AR LMENRIR 75 7R/ WO EBEMRER A L, AL RER, AR EMEXNELHH R BHELE. 5—R“AR"80EH
REARAG AR ELIEII 2757, ERAEE LEUR T LRMENRIRARNEEMRENRIT FRHUE MR REROE LR T XHE
BRI — X —ERTNEERFRAGAN — B LU RRE A B9REL i, REBEIT MM EMRTESER, HRT —
PRFIARBREANASHELRHFE.

Haegue Yang's experiment with the screen print process involves spices and herbs. Gathered from the local markets
in Singapore, the twenty different ingredients featured in Spice Moon Cycle (2015) are signifiers of greater historical
narratives: the power of the spice trade, its key to the transformation of civilizations, globalization, and on a micro level,
Singapore's own colonial history as a commercial port city of Southeast Asia.

Acrylic adhesive was carefully applied onto sandpaper in circular forms using screen-printing methods, before various
powders of spice and herb were laid upon in layers. The clean - cut outline of each 'moon’' and even coating of adhesive and
spice is heavily dependent on the accurate registration and consistent execution of the screen print technique. The varying
location and surface areas of the circles intensifies the challenge of precision - an element that is needed in the assembly
of the work-built to reflect the cycles of the moon. Here, Yang skillfully combines tactility with olfactory to bring about a
universe of geometry, sensory, personal and historical experiences.






4. THPH- BBEHHTE & BEl - REWH
TAIYO ONORATO & NICO KREBS

LELO

2015

16 2XRAEBEHFRERS (E€, §F)

16mm film converted to digital HD video (color, sound)
5'30"

(LELOMERT REAERE ST LA —MUShukhutif W ERN—F—E  AENABNKREEEET AR, ERATHBSAMESR
E1HIE, ERF LERNZOR— N FIHFR20 A ERIRIK, EEER T 1 EMEN 897 FH B RIM bR At m A 7L
—MRIEEMIAM#ITHSR &G, RRREEENEM L BMIFRALY800 M7, BREEEEMEE M EX N E 2 Pk
&, X—IBEFERKES/NE XNERFERREE, HEEELIT T RE ML BT, ERBRIKEER, ¥ F FEREEFEXKBERE
=4 BAMNBERAMNHESHFE, UREEBRIKED, 55| SMREH—HEFH0. JLFE LA RN,

LELO documents an annual, ritualistic ball game that happens in a small village called Shukhuti in western Georgia. On
Easter Sunday the men of the upper and lower village meet in the middle to compete against each other. The centerpiece
of the game is a handmade, 20kg heavy leather ball, filled with sand from both village parts and local wine blessed by
the priest. Both teams are playing in the honor of a recently deceased person and in the end, the ball is placed on the
chosen grave. The whole village becomes a battleground of around 800 men and sometimes even houses and gardens
are destroyed in the process, which takes up to 5 hours. The game is said to be ancient and practices for many centuries.
It is claimed to be the origin of Rugby. In the film, neither the ball nor the scenery is visible. The frenzy of the men, their
gestures and hand signs, and the waves of energy direct the viewer through a strange and almost unreadable ritual.






5. F57% CHEN FEI

&N Incense Fire

2021

TR, A& acrylic on linen
290X230cm

(FA) LT R CTEAARNETHYEMNSELRE KA — BEEZ A/ NNERRETEEZF.ERTIMFA TR
HEREZNAFNFEE B ST, EH T ERGURIFERIEES MR ( A BE . EB. B REKESF ) LT AN ST
HWEXRZS5ER XHHRFEZ TENHTEE RNGRHHHPENAZNE LHEE , AMME ERERADE LR EENEN
RUETX—EEER LAAEENELR—S—SHRBRNEAYERR, HEXEBSHEKRELLMR ERE TRRSIERER L
RBTFE—XEB—IRLRERERERES TENEE AMPEXERGRETH LR FETHBEENTT, XHFmERiE
T T EHREMLEEH SBERES HE, URANBERBITF I EIHaX— "ERRNF AR S RENEE,

Incense Fire extends from Chen Fei's recent experiments with still-life paintings. Buddha sculptures of vary in size, num-
bers, and kind are gathered in this picture. The artist adopts the rich and varied features of acrylic and solvents to render
the tactile variety (including wood, ceramic, metal, fabric, leather, cement) of the statues and their environment, providing
viewers with realistic visual and tactile senses. The scene appears at first glance to be a realistic depiction of a corner at any
Chinese antique market, yet the different lighting on each statue constructs intricate perspectives that "betray" the overall
truth of the scene-each Buddha statue comes from a specific source. The vast majority of the images are actually sourced
from search engines or online trading platforms hence this work conjures different times and spaces. Yet whether these
statues come from online trading platforms or real markets, the work reveals a desire and urge to materialize and possess
beliefs, and how people's spiritual expectations are constantly exchanged and circulated through the "invisible hand" of
the market.






EF1EF YUKO MOHRI

1/0

2011/2021

H®E, Tk, WE, #F, LED T, R, AF, NfK, &ilHE
roll paper, bamboo charcoal, bell lyras, dusters, LED lights, toy,
spoon, toilet tissue, aquarium, etc.

R~XA/ha]Z dimensions variable

CI/OYB— T IET BENESRANKE Fm, AP RS IRIER S MM E R55E THRS FUTIGEHE , K EME M
PR o TR ENIE AR I H L A BN EY “SaN- T BB FE S MMM T ¥R EE, LLINPERMIBRERE (REN) HEFEW
HERFHZE, EREFEDRVFITE —aFEE, EEMAFEFRBE —RESHMAZTHRRREZRIFESE . HE
B E—TANNFRE, BT HKREFIHIRR EFREE— T EEEMHENESRAR, ILBASATHEERS,

Et#, REEHFOERESEREITH NAXAYAER NHZHFEHIRHERI — —MelET B8N Eth XA X AR
BIRSH R X EFNERN, REEFFERMIEACSEANIBERYP X, BREEENERENBRNITRRENHNFE...E
RRXEERRIRERRT , AEHE—RBEANFER,

X ERERBEHEFRAFITIAEMPerth Institute of Contemporary Arts, 308 2 —EE A5 ENEF M T iR R BRI HEF
“Indian Ocean” (ENEE¥) LA “ Input/Output” GaN/faH) WEFEH,



1/0 is an installation that creates an organic ecosystem where the form and movement of the work respond to exhibition
conditions in a flexible manner.Gently cascading rolls of paper pick up the charcoal powder, dust, and other debris. Their
traces are scanned and converted into random input-output electric signals that cause a constellation of objects, such
as feather dusters and old musical instruments, to move. The site-specific characteristics-including movements of air,
humidity, and the undulating surface of the floor-that remain in the white cube, which tends to be regarded as flat space,
are picked up by the rolls of paper, gradually permeating it with the unique features of the exhibition space. The result is
an organic environment where the same phenomenon never occurs twice. In this case, the gallery might be likened to a
biotope-like ecosystem that interweaves the natural and artificial.

The rolls of paper, too, seem to behave like living beings themselves: an ongoing manifestation of the ancient Japanese
divine spirit of Yorishiro-a religious awareness or worldview that is responsible for creating the characters seen in Japanese
anime and other cultural forms. Faced with Mohri's work, viewers cannot help inserting themselves into the scene,
imagining that the pleats and creases in the overlapping rolls of paper are actually sentient beings---but this link soon
unravels, and the rolls of paper dissolve into the environment once more.

This work, which was first exhibited at the Perth Institute of Contemporary Arts in Perth, Australia, a city that faces the
Indian Ocean, takes its title from the first letters of both "Indian Ocean" and "Input/Output."






BT RREYEREEH

CHACPTER 2: A FAILED COMPASS

IEN{Ea( I/O)HFREEREVERHF , — M EE T ELMIE RN R KB LS R Z EIRINA F (B E)HY
Fil, EEmH ER EITMIMNED TN, ZREZERFEINHRAMER EX—ET, KX ZE
2, FIAMAE " ER A RERGNIRE, “ 075 R R EEERNR I, #i “RE " F £ S
BIfRZE,

2959 - Bi A& (John Skoog)BY(4I1R ) (Shadowland) LAEE BB R T AIEA, (A 7 4 RIS R AR R

THREBA R, BN ES A ANFEE TN IEX S ZEY, GREONEIESEMELSR, M
Z a2 R tH R Z MBI X R, FEMERIGLIRENR B, 3EEATEHTR - T EEREHT(Francisco
Rodriguez)E{EIE B ARNRE S5k, EMNEAMEE T EMBINENZEIFIED,RTHE
EEHFRAENEEERMNEMEH - 151X (Tala Madani) IR AR N (The Audience) %
EERAN: — N FTHBEMERRERNIEEDERGENOUR, — N EEELESARFEMEZEHEFL
FETEZREIA, —R B FHEERENRNNFEF — RS R E ANB KL B
FRLEEFRBENE IR NS, EBEE - K15 E8rE @ (Pathompon Mont Tesprateep)HI(IEIE
) (Lullaby) ,— i RE R LHFEHEMERNE T —BEIE, G E S HMAMENIKER R E
EBERD, HIEM T IEEHURMAEREIRESHERA Z B8 7R MEEHREE S —3 R
CGEFIBSEFEE) (Fatimah and Kulit)® , £ A LN EIRTFNEAREBREFES , #1758 —155 X"
EE5ME.HESESENB R T




As I/0 suggests, the operation of a system in a natural environment is inevitably disturbed by
unexpected factors (variables), just as a compass loses its original direction and fails when
an additional magnetic force is introduced. In this chapter, we will look at how "forces" and
"flows" would be impacted when applying and transforming "differences" and the context
in which they take place; hence would such a "calling" deviate?

John Skoog's Shadowland adopts the blueprint of the American film industry, parodying the
early Hollywood black-and-white cinematography while taking full advantage of California's
diverse geography and landscape. With sophisticated editing and reorganizing footage, the
piece disguises the diverse Californian landscape into worldly sceneries, leaving the viewer
unaware of the illusion. Francisco Rodriguez's works on canvas project the gaze onto the
school campus and the street, where the fictional protagonists are placed in a kind of for-
mulated learning environment, implying the impact of learning by example and immersion.
Tala Madani's animation, The Audience, consists of several short episodes, including a spec-
tator who involuntarily mimics a violent act of self-harm, an oddly dressed person attacked
by a group of people, but cannot escape, a hand frustrated from trying to out-win a spring.
The film subtly reveals the solidified power structures shaped by human self-discipline, a
small group mentality, etc. In Pathompon Mont Tesprateep's Lullaby, a native Thai Buddhist
teacher surreptitiously rewrites a nursery rhyme, embedding his descriptions and percep-
tions of local discord, thus blurring the line between lullaby and hypnosis disguised as ideol-
ogy. In Fatimah and Kulit, Tesprateep's other work, the protagonist's consciousness wanders
between two personalities in a self-dispute about past and present, history and amnesia.





















£9%8 - BrEERE JOHN SKOOG

%118 Shadowland

2014

16 2XRAEHFERERS (B, IFR)

16mm film converted to digital HD video (b&w, stereo)
15'00"

(£1R)2X EE R M BREZHENHY BI. e T RHRBEE PN EEER M RN REHRR EMIBER X 2 . XEF
BT T HIEFHRNTESN(REREH R EPH)XUATEE.

998 - i BB SR (X L KR T R P RVER , e TRA . (LR TR HLERR, HFORBIR T T BRI R, B KtmEA
180 295 - B AR R IRV PR Bt R B AR T RIS BB &2 Tl AR (Rt SR EL st X9 E 5 INF 48 fE T3t X B9 2 4 3t i RE S AR 4P = 0F . B L.
BISHDY R SERHRMGEEF/REHL . MAHTNTASMXMER, N2 TR E RN FaEFEA <. R A, mFER
TE—4“ERERM”  BEFENIRED, ENRIM— SRS — M ANUEREIRHE. 16 2RKRANCHAESXLERERE
WETKENRER BEYRBEGRERMRAFEETRN AREENRE, CHBIE T ANNEREE -2 BFNRE.
MERNR R, UNBEB SR BAXBENE S, MBZBENAXRMEE —EAORIEFA—BEXRIIM R/ NENCRANZEE
LRI A BRZEIEERE,

Shadowland is a subtle re-enactment of the topography and filmmaking in the American West. It lingers on the
iconographic imagery and atmospheric resonance of places and their geographical meaning from earlier films. The film
suggests a layering of cultural artifacts (the history of American filmmaking) within geography itself.

Skoog makes these landscapes appear anew by escalating their filmic heritage. Shot in the vicinity of Los Angeles,
Shadowland is a rolling sequence of vast landscapes, seascapes, and geological formations. All the locations, that Skoog
has captured, were once used by the Hollywood film industry as stand-ins for other parts of the world. The diverse
topography of the Californian region is able to replicate areas and countries from Afghanistan, Tibet, Sahara Desert,
Sherwood Forest, French Alps, Alaskan Rivers, and fictional places such as Aladdin's Cave or the Garden of Eden. In the
film, California is a 'non-place'; throughout it the landscape appears as a series of locations that morph from one place to
another. Shot on 16mm film, the black and white footage has a timeless quality. Some scenes feel like they are cut directly
from silent cinema. Equally, the film merges place and time through sound: a dense mix of field recordings, fragments of
dialogue, and sound clippings taken from films related to the locations. Shadowland oscillates between a documentary of
a catalog of places/landscapes to scenes from movies/film history.
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e - £R/R NINA CANELL

PRE5 28 Disconnector

2020

=ERERE, HKE, %, W

high voltage disconnectors, rain gutters, zink, steel
145(h) X46X15.5cm




JEEBFGERE] - BEEI8HF FRANCISCO RODRIGUEZ

1£i5 E At the Street
2021

fmEhE. ¥. 72A oil, enamel and sand on canvas

152X117cm

EER IV At school IV
2021

#m;HiE oil on canvas
60X40cm

28 1 At school |
2021

#EHE oil on canvas
60x40 cm

28 School

2021

#m@HE oil on canvas
150X260 cm

FEARH PRERHETHHRATFERONLEIXEE , REFREAENE S MNARES I RBEMNE , SIEHEREYIIN
B, HFBENEEZRRHEPBENNER R B, MRERLE, EESS5EBRBIN, — M RIRNFALERTFTE T 17503
BALHEFRRAKITIEAChristian Viveros-Faunéfi 8 ZEEEIER , “NE—F =T, —EREN T XEZE—ERIEH
B9iE1Z, ZEERHTNEEELS T RIRNAESRES—BERRRENEE, MR ESHER.”

The world that Francisco Rodriguez paints is one of magical realism, a hybrid of the fantastical and the everyday. His visual
language references that of film and comics, creating a storyboard of compositions and inviting the viewer to explore the
potential narrative links between them. In doing so the audience is rendered complicit, both participant and outsider,
insomniac voyeur awaiting the next act. New York - based, Chilean curator and critic Christian Viveros-Fauné has described
Rodriguez's paintings, "Like a strange dream, a great song or a blurred memory, Rodriguez's pictures describe inner states
of consciousness - ones that are recalled less as fact than an emotion."












10. B5E - 15 - E8rE 8 PATHOMPON MONT TESPRATEEP

$—E845: B/ Part I: Pleng-Krom-Dek (Lullaby)

2019

16 EXKRFEHFES (1.33:1, £Q, §F)

16mm film converted to digital video (1.33:1, b&w, sound)
8!00"

(BEHMEETUEZMChehe S SEEMMNSIER, HEMARS XL BIAKS R T MIEZAN BNNESHEFHE
B SFEEIA P E5— I REHREN—MLEARZREZMSiriporn Thongchinda&d F, ttERB— B EREEN T T, W2 Chehers
=R R, B 2 S BRiA, 5 B SN FREMXARTIEN IR E ZBMANE R, (B E i Vi E SN S i Eth R H S B hERE
IRFEAS IR Z B89 7R

Pleng-Krom-Dek ( Lullaby ) consists of four new renditions of traditional Chehe dialect lullaby tunes. Mostly written by
the locals, the traditional lyrics often reflect their ways of life, doctrines, and unique mixture of languages. In Pleng-Krom
-Dek, Mont collaborates with a Thai Buddhist and a retired teacher Siriporn Thongchinda, who also works as a youth-
rehabilitation social worker and a conservator of Chehe dialect, in rewriting the lyrics focusing on her attitude towards the
current religious and cultural disharmony. Pleng-Krom-Dek is an attempt to blur the border between local lullaby and its
implicit disguise as ideological hypnotism.



Before going to bed, there is a story to be told of scary things,




BED: EBHIBSEFIF Part ll: Fatimah and Kulit

2019

16 Z2KRAEHFEH (1.33:1, 2H, BF)

16mm film converted to digital video (1.33:1, b&w, sound)
11'00"

GEEBSEFE) BT Assanee Pollajan* ( Nai - Phee ) B9 {Ni-tan-kan-meung) ( BGAE RV EE,1946-1960 ) Ay —LE5E &N
1R, EAZEHMER, PollajantfSithds & T MM EEE AEFIDMEFE, BREEHMTNER— A, XEONESHEHIUY
R MBGATIZENE R T AFBMEFNRER , BAHERNE A S AR AMREPR SRS — RS X SIEZ B RE
R, BESHEZIEMEER.

*Assanee Pollajan 5% Nai-Phee —{iiF A MERMEIK S Fo 1942 F£E 1944 F, T X E R EBIEIOEEPollajan5 SR ALER, WIEREMES BT, BTFA
ERFRAPBIMEZBANEL, PollajaniiBEB IS — 1N a9, BETIER,PollajaniINT REHS=R, HRERT, Pollajan F 1987 FE£ A,

Fatimah and Kulit is based on some of Assanee Pollajan* (Nai-Phee)'s short stories in his Ni-tan-kan-meung ( Political Short
Story collection, 1946-1960 ). In most stories, Pollajan conceptually names his main protagonists Fatimah and Kulit without
specifying that they are the same person. The focused stories in this part are all set in the political turmoil in the Deep
South at that time. For Fatimah and Kulit, the original dialogue is rewritten with the artist's interpretation towards the
characters' state of flux-to question the link between the past and the present, the link between amnesia and history.

*Assanee Pollajan or Nai-Phee is a poet, writer, and activist. He was a public servant as an assistant prosecutor in the Deep South from 1942 to 1944.
Pollajan allied himself with Melayu in fighting against the colonists and Siamese government. Due to he had used tricks of laws to protect Muslims from the
government's oppression, Pollajan was forced to transfer to the other province. After quitting his job, Pollajan joined the Communist Party of Thailand and
eventually exiled himself. Pollajan died in Laos in 1987.






11. ¥&Hi - 33:5E TALA MADANI

MAX The Audience
2018
BiinhE (&, B5)

single channel animation (color, sound)

16'08"

(XAXN(2018) B IFA AN KRHENE , R R BTN TR T B & B RHE M MR DA RHEMF R X BT, AT R
BE AN B EDB T BARE R BB RRA. R AARR AR E )UIBLER T BRI AT SR R H1 2 , X 2 A H
PIZFIFRME SN D OB DIAN)LREERITEFHNERE, —TRRERNBEH BRI DEG. KNSR ERUES
AR B REFR YRR, L ERRREE . A7 LB S E N2 E BB R — N S MR = A B sk L T3t £ Figah. — 881N
AL ETE SRS TR F T 46 HER , B F H BAEIS T A tEIR. A, KX RS SR8 LR L TBE. thFRms E R,
W& B RAIERE , BBRE ASER T ESSIHR T EE . Al HIRI R AR LRI E , FHIZ Tt AVREK T A B RV RHER 7 ith, & F
AR, BRI IE, BEE R BT EAYETEREEARNNBEERER, BE N RNEM TN REE £ XAEH R
TTHEH.

The Audience (2018) is comparatively long for Madani's animations, covering the menial miseries we impose on ourselves.
If Madani's other films project the visualizations of her men's frontal lobes - their selfish, darkly indulgent sexual impulses
ascend over stabler, nuanced emotional expressions, problem-solving, and communication-The Audience (2018) illustrates
the power of the ventromedial prefrontal cortex, the segment of the brain controlling doubt and belief. Four little men
watch something like the little theatre of our minds, the one screening snippets of our day. We are director, actor, editor,
and audience: viewing and reviewing footage from the day, letting it play out as it did, as it could have, or as it should have.
A man smoothly moves up and down the three sets of escalators. A gang of identical men emerge at the top of the stairs,
and start to push, chase, or trip our star. He tumbles and falls, losing a limb here and there, which travels up or down a
few stairs ahead of him. He literally starts to fall apart. His decapitation is the last straw for the gang; having achieved their
mission, they exit the scene. The front-row audience looks on, finishing off their popcorn. His own doubts have literally
destroyed him, so he can finally fall into a deep sleep. The movie is over, and the screen goes black. By placing these figures
in situations where they are subject to humiliation or violence, Madani performs a critique of patriarchal structures of
power, fundamentalism, and sexism.






B=E kFLEEHAT
CHAPTER 3: A PERSISTENT WRESTLING

BETFRRNBREAR, B HEH#H—D R WE. G B EEUNERUN " ER S, Tt
EFEHNER MMRE D" HEEX R, ST BRIt B HER AT AR “RE " FIaE? K
MEUZARRMMNEmPESNRAEREAMLRNX—LEHFENEE" IR kLA
N ERRTX—BESEFNEBIEEIRL SE M EE,

AP IR R SLLECHURRIE) (Multiple Visits) 5{zIEE ) (The Sound of Cloud){EHIE T Ikir &
BB, e HBRE T FAENENFEZERNSZLETIPRYEN, R TREHNE T FeEMHE M
8o XIFFE R FIT B (B2 EEN P , LAt/  tH B R BARVIEYI FE K BB FH L Hi (Georg Eberhard Rumphius)
NERNR, FLEN T BB RIAE(RNEFIE) (The Ambonese Curiosity Cabinet) 331 Z4)
M NFHEANER, FELEFEYERTFEBTINET, NS 7HENKES RO HELIHA AR
HFErAE IR ROER, LUIETHEREREFINER WS E M IS B, skERTECIRDEL )
(Guai Li Luan Shen series) PRIB R EFER RKBEF AR KEHITHRENSMARMT TEE
FEMBERAANGEH, XLEBSE N SEANGEHRIRE ANTEIRNSREMEOEETERLR
SEZXNER, MXRAEENEERANBIFEREH? RFAFHARFNNELLE BN ) (Anthill)g)iE
T—MAEBNENKER T THEHR HURK. EFERNTES £ MET I L BiFit
IR, A R EE X W W EM T A ST ERETRE AR, M H— N BRI KEE.
@) AN SER E=SARGEB(REBIRS ) (Yield Point)® , #Zs2 (Aki Sasamoto) RURH{E
YA S VB E Al seE DBV R P AR IR , B F—HFIRMIT R I 1L B IR IEE SREV AR & , [ BF
R ENSHF S N TFEEEPEFHSZANEEN,

5—18,1aH R /R - B & (Pascale Birchler) 2B B % 538N (Junge mit Katze)ZRNRBR7(4LE
FEFANEINEAR, BET —1MENKTABEENEZ, B HERMER 7E#H R HEMNFIEDI
TRESZENRB.ERSH - 1AFILR (Vajiko Chachkhiani)WRIG(K=EZ2 T ) (Lower Than the



Sky)Hh, MMM BE FENABEFENBTEEZEEZ R, FFMUT UERZAI AN A EREBRES
BE.BR. BB AENZBELEETLH, MALTHNES ML T RIS, AR EARLInLR
RMERELHWNE—AHEERREAEPEESEKEZNRE, R1ES - 4 ET (Andro Wekua) B9$#
Mh4e E(REE) (Wings)iE— 1M BENARHNEZF. — WA ESHNERESIEMMEANERESE—T
BERE5MREEQAFEEASEHBZRZENDETE,RETHEAEERFLRRERAREIENA
HEMEMDZE, BIERT —HEERMEEIEUBEHRAENE L —REXHE HERIHE
EBEFHBREREFT (Simon Fujiwara) W AR S EHEWRMEEIF T AERESHRXERZ, B
THAYHEMESHEXRTERRE, B BEHEREPNIFZEET  MEBWMR - HIBRLE
(Marianna Simnett) B9{ S 538 ) (The Bird Game)H , E A LMTIEESIBMIBER TR FH—I17BXK “k
AEEHNERZIK, mMHRIEMEA M TFIRS R IBFIIN 2R A B EENEER, RRNERMF
FHABARR, BT K (transformation) 7 27k 18,

Based on the two clues mentioned above, we try to inquire further: can observing, question-
ing, resisting the solidified or even alienated "difference"itself, and actively producing new
"difference" to change the "force"shape the possibility of a more fluid and positive "call-
ing"? Through the prism of the artist’ s works, we will re-examine and respond to such a flu-
id course of a "calling." The "persistent wrestling" is a reminder of unexpected turnarounds
and recoveries of this transformative process.

Su Yu-Xin's landscape paintings Multiple Visits and The Sound of Cloud use non-industrial,
homemade paint to address and question the rules of image perspective and cartography in
landscape, suggesting alternative possibilities for viewing the world. Liu Yu's project series
Cabinet of Curiosities takes the sixteenth-century blind botanist Georg Eberhard Rumphius
as the subject, and she hand - painted illustration from imagination, out of the descriptions
of many species in The Ambonese Curiosity Cabinet by Rumphius. By tracing the botanist's
footsteps in Southeast Asia, she profiled Rumphius and the world Rumphius faced that we
are unable to see, highlighting the necessity of challenging limits of imagination and open-
ness to life experiences. Zhang Xiao's alternative figure of the Bodhisattva in Guai Li Luan



Shen derives from the artist's ongoing research on folk beliefs and adopting a new Buddhist
statue system at a temple in Ningbo. Are these "misplaced" and tradition-defying Buddhist
statues reflecting the unconscious desires and complexity of current beliefs, debasing or re-
newing the existing system? Ouyang Chun's irregular diptych Anthill creates an alien world
that lurks underground like an ant's nest where an infinite number of different elements
and individual beings reveling in an unstoppable frenzy, the whole world seems to take on a
constantly flowing quality under the painter's "sticky" brushwork, mapping out a seemingly
chaotic, yet vastly rich, and well-connected social model. Aki Sasamoto’ s three-channel vid-
eo installation Yield Point not only suggests that any object or structure can collapse under
the pulling tensions but transforms into a narrator in an absurd performance that illustrates

the importance of coping with stress and maintaining "resilience" for those who are lost.

On the other hand, Pascale Birchler's sculpture Junge mit Katze (Boy with Cat), inspired by
Rilke's Letters to a Young Poet, portrays a seemingly confused but determined boy, showing
the character of resolute solitude and love in a hostile and challenging environment. Vajiko
Chachkhiani's video, Lower Than the Sky, unfolds with two ships, carrying a group of ref-
ugees, gradually approaching from the distant horizon, only to have to turn around again
before their imminent landing. The waves, the sounds, and the light change from moment
to moment, but the two ships in each other's company remain the same. Those on board,
staring at the camera without a flinch, seem to voice the hopes and losses of human nature.
Andro Wekua's collage painting Wings brings together a contemplative woman, a pair of
disembodied wings, and a blurred and closed pane in a liminal space between figuration
and abstraction, between objective and subjective interpretations. Metaphorically, it trans-
forms everyday life experience into a process of reflection and indicates a desire to reshape
the past by writing alternative histories, even though such efforts may be futile. Simon Fu-
jiwara's giant sculpture of golden earrings revisits the pivotal moment of triumph of the
French Revolution, demonstrating the immense transformative power of joint forces while
exposing the paradoxes and arbitrariness that lurk within. In Marianna Simnett's The Bird
Game, the protagonists are tempted by crows to go on a quest to "never sleep again", will
they win the game or become the accomplices of the evil one? The end seems unforeseea-
ble, but only transformations are eternal.
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12. EEHl - 147518 VAJIKO CHACHKHIANI

XK= ZTF Lower Than the Sky
2021
B 2K RGE (B8, F)

single 2K channel video (color, sound)

16'25"

B =% EARZELE commissioned by Kunstmuseum Brandts

(REZTIHRT — M EXAMBERBRFANERE EXAMERRNTZ AP, BRETIOERBUMEGIREN A REEERN
BERMRERGISIEEI SIRIAELS, HEMIT, M &R ER R BEMR TR, 3iXE S HRNEN , MRS UE M L5
ENABAMEMRAMFRE LRZE, ATFEMHRECIBIEET TR, HZIEE , BMIEE T ENHNRSHBIRERERBNR

b, REITEKEES, FIbZREH, BR.ETNALLEENYTMRENEN, MAENERAEMLES FRIAIBEEE, LUk EARLLIRL
R ERLHNR —ABERREAEPRFESKEZNRE CHRAT —MTF BB CABRHAE, MRS BABENRTEE
5. EX L, ERFENNRAANEES S, MAMFIANEYHIHIHRLER, —NESENIE,

Lower Than the Sky is a story about people who are forced to displace and become homeless. In this meditative film, two
fishing boats carrying refugees from Sukhumi, Abkhazia since the 1990s slowly emerge from the depths of the Black Sea.
They are next to each other, side by side, slowly heading toward land. As the boats get closer, the sound of the motors be-
comes clearer and the viewer can see the people they are carrying. However, before the boats seem to come ashore, they
slowly stop for some reason and turn around one by one, heading back to where they came from and disappearing again
off the horizon of the Black Sea, leaving only the sound of the waves. During this process, the waves, sounds, and light
change subtly and continuously, but what remains the same are two boats, keeping the company of one another, and those
on board staring at the camera without a flinch, as if voicing the interplay of hope and loss in human nature. The film shows
the power of emotional and sensual contemplation, and the intrinsic logic of nature: the fact that what remains unchanged
is the law of nature itself, and that all other things appear and eventually disappear, just like the process of life and death.






13. taHTE/R - {8558) PASCALE BIRCHLER

BE 5 Junge mit Katze (Boy with Cat)

2019

&, Kk, BEBHLT, M, I8, K, AEX%, RE
metal, wood, modeling clay, glaze, pigments, paper, artificial hair, straw
B 1% Boy: 150(h) X48 %50 cm, j# Cat: 70(h) X40X20 cm

‘AT UEZHRRE CHABRBLRE, AMEN—HFEFABEEAENZFEVASHE, BENREEEEFE” FAXRIEKRE
BRER(H—UFERFANG), WA THEY, —MEE. AR ANNEYEINEN R A Z], ©HACILEE, R B HiXEH
R5 EMIHIRE , H BikiE 7T — & E BB G EAIA R A IRAVBT B RTEM . AESHEEXN AR E—HRENER, ME 2 BIE
miEAEARERERNNES SEINE, EH ENRILERP~=ENINE 8—MRIZINYE, SEFREREINR ERNETE, EB—%
BRI HEREY, YIRS RUBEIRUE, — MRBENAB=EF H , X FEERE N FBRABEIND. — P TR RE LN ERRE
NEM, HEZEF AR EEREYRES BRAFTTEERE, PLER. EZNEESHBITEARRRAE—BFEE. BES
W, —XE, W ] — RN T XMEREBZ, AIH R EF N, ME2IMEH MRS, — BRI, — R

"We could easily be made to believe that nothing has happened, and yet we have changed, as a house changes into which
a guest has entered." The beginning is made by a passage from Rainer Maria Rilke's Letters to a Young Poet. The moment
is described where something new enters us, something unfamiliar, unknown to anyone. It stands there in the very middle
and is shtum. | addressed the moment, which attempts to capture this condition. | chose the hour which, similar to a room,
has the boundaries of a beginning and an ending. It is not the individual work that | am interested in here, it is the groups,
the repetitions, and the isolation in between. Each individual thing, also these, which do not consider themselves to be art,
are in that moment necessary. And as the carpet mutes the noises, inner space is assumed, which, however, with all the
leaves shifts to the outside again. An unstable image ensues, which expands in the space and completely encompasses it.
But | do not need to fill it; the gaps, the empty walls are as important as the things which have just installed themselves.
The boy with the cat, the chairs, a pair of shoes, the leaves... together they all stand for this strange hour, which cannot be
anything image - like, anything but a feeling, a duration, a condition.






14. Y LIU YU

SERREYIE Caecus Creaturae

2019

WIS RE (B, ILFmE)

two-channel video installation (color, stereo)
X Ambon: 32'53", fai= Netherlands: 27'37"

$%145.S) Drawing Exercises
2019

4 E7AM& acrylic on paper
13.5X20cm X2, 20X17cmX21

BRURKE - {8 - BR B ZHi (Georg Eberhard Rumphius,1627-1702)2— i+t LR B FHERINEQATDNEYER HEEZEF
(ZEMITEFT)BERROEVIMNS A —TRE Y, ESBRHaZNNE =T, BE TR DG G X EY A, B
B THAEMRERHBIEERER T R/R M3 (Carlvon Linné) E—t E=FE BN — &%, EEAXHE AN ZMEREG I T BRFH
REHRFR AR XN A& BB 7ML iR , R Z IR AR B 89F F Bt

HERFEMENFHXNFRZL, BHELHE—NtOFAFTHIRMS BT LKA, MEEREHTYFRR LIE EHNEAMRHERE
FERREICHESEYNER, S ZMEFER T AENLEERERYM, B SRTSMIEN, BE A ALMERRER—IREY. L
—HPTARNREIERERICIZ. BERESEY, FEXEEMEMREPTRILT 5 — MR BESHERNE,

BHEEINATENTE2018FESWBERRHNAASLEF 2R, ESBBERPHEXXAHER BT KEHEISHBILRA.
HAMa 4> 1 8930 h B FER SR RETTE( RN FE)— B, MIFH B ATE B AL R A R B F AR , T XUEF N =B K BR 36 R ey
FRABEKK,

XIFEMERF RHTEV R R H T E M T BAENREER, ME R I A SIS R 75 X AR TRZFRAZBERNTFIAR At 57
S5RIEXUFERNER, REXN T AN RS ARENAREZREMBENRR? FEREM—MXUERZ T, ELAMER 1892
EHRRNEES —MRAENEFDED BENNEE, MXBEREEMEREFNRERE FEZ B LR AL TERISFSH
EEFFERBEESHBARY, (BIRATIEEARN , BAAEIER?



Georg Eberhard Rumphius (1627-1702) was a biologist employed by the Dutch East India Company in the 17th century,
his important work Herbarium Amboinense covers up to 1,200 botanical species, 930 with definite species names, laying
the biological groundwork of Maluku, Indonesia. The extensive research data left by Rumphius also indirectly led to the
formalization of Carl von Linné’ s binomial nomenclature. Some supporters even believe that Linné had stolen Rumphius'
research. This era of big nomenclature became the beginning of species documentation and has evolved into the scientific
basis of our current understanding of plants and animals.

In contrast with other biologists, Rumphius became completely blind due to glaucoma in 1670 but was able to continue his
research work on species. If we look at Rumphius' descriptions of plants in his notes, we would realize that he used a large
number of comparisons to describe species, including olfactory and tactile ones, and he even described plants with human
personalities. By using a personal and perceptual interpretation to remember, map and document these creatures, he had
created another kind of abstract database in his mind.

The exhibition Cabinet of Curiosities is a collection of Liu Yu's research and extended interpretations of Rumphius from
2018 to the present, including documents on Rumphius, dozens of drawing exercises, and two documentaries. The text of
the drawing exercises is from Rumphius' book The Ambonese Curiosity Cabinet, in which the forms of the species are trans-
formed into abstract textual descriptions. Liu Yu attempted to retransform Rumphius' adjectives into images.

Liu's study of Rumphius does not focus on the reorganization of natural history, but on capturing a certain way of interpret-
ing the world by human beings. Comparing the world we know after the scientific era and the world of primitive cultures,
is there still some kind of sensibility interwoven in the way people interpret everything? In either cultural system, the pro-
cess of "knowing the world" requires another kind of reverse productive activity: the explosion of imagination, which is
also some kind of original state when art is created. No matter how hard we try to depict more things in this world, whether
through "comparisons," "personification," or "metonymy," we still fail to describe what makes humans frenzy.
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15. 750 SU YU-XIN

BURRIE Multiple Visits
2021

Atk AR, |CEL. L. HHR. . BERSEMFIEMN
coral pigments, ferric oxide, soil, realgar, sand, clam fossil powder, and other hand-made
pigments on flax stretched over board

200X110cm

EERCEURRIS Y, KB RTIER T U S AKIE SR RMBFR A& H A B BB, EX G ERP, RENYIREAILLLE.
TKBERE.BE ZARERTPRELH —EFHENRE, NS T ENA BRI —RREX—EENLE T BT 7 BHEi
BIBEHTR R o XN E I APAR SE S AR £ 1 Bl 2% SE NI 5| FA B Albrecht Diirer (1471-1528) F15255% H kR Treatise on Mensuration
— B = “BIEEEAAEEE” ( Construction of a Serpentine Spiral ) ,7E BRI —F ALK, FHEBRESUHNERERAELES
7%, HeHH T REN=RAEEHFE (trigonometry ) FiaZz—,

In the work Multiple Visits, a large area of the sky is filled with a blue sandy pigment developed from the artist's collection
of horned coral, in which the sky's materiality is more stable and profound than the rocks and water. The artist repeatedly
painted the fall of a circular curve in the sky, allowing the landscape space to carry its repetitive action like a vessel, leaving
behind a residue of the curve’ s movement in the passage of time. The linear curve that appears to be the falling or rising
sun is a reference to Albrecht Diirer's (1471-1528) sketch Construction of a Serpentine Spiral from his book Treatise on Men-
suration, published in 1525. In the book, Diirer started with a line and gradually developed a complex image to investigate
the method of linear perspective, finalizing one of the first manuscripts of trigonometry.



Z=ZHEE The Sound of Cloud
2021

AR EEWEE. BL. HEERGRE. ME. FEAK. KEX. ZSUHKESHMFIEN. B
ferric oxide, soil, carmine lake, sulfur, lazurite pigment, crystal dust, titanium dioxide and
other hand - made pigments on flax stretched over board

215X120 cm

John RuskinfE+AHEBHREEN—RBXE, i 28t BHEFFRERN HEgEN EREN FoiiEsz L, BERR ‘T &
LLEERERNIIR, AT, X—75EMNIE T M5 S HIEARARN M — B LR, RN BV EH T ER, ARt FETRZFR
LUBER A, REANEXN THEZENERF, BN 5 E M. TER(ZNEE)E, FH RN REMKE T LMESWEEN , A—F
TFRETT B FHEERNARATIERT 2, ZAMENRYOKENTHB L, F BB HFH AR HNHEENR, MEXREFT S
FEE A HEE RS, fE# ZKannis XenakisB— R, FE R P , XenakisHIELUZRMKFHE G ZBMRER (BFR)  MEMUER
MBFHEERER S,

In a mid-nineteenth-century essay, John Ruskin applied the so-called checkerboard perspective widely used in cartography
to unify the use of clouds in the history of painting. This attempt, however, proves instead the relativity of vision and car-
tography-there are times when what is perceived is often incorrect; on the contrary, a particular element can be perceived
only because it undermines a given logic, such as clouds and perspective. In The Sound of Cloud, the sheep-like clouds ap-
pear to abide by the laws of linear perspective, arranging themselves in the sky in an orderly but almost sacredly grotesque
manner. Yet, the auxiliary lines they vaguely follow are not derived from a cartographic perspective of the mathematical
resolution, but rather a sketch by Romanian-born French architect and composer lannis Xenakis. Instead of reproducing
melody (music) by adopting an architectural and mathematical approach of cartography, Xenakis chose an architectural
and mathematical method to create sound.






16. #7452 AKI SASAMOTO

g : RBIRS Movie: Yield Point

2017

BifiEER & (¥, B/E) single channel HD video (color, sound)
21'44"

Zeghillist - $M, 3K - $ / $R Flex Test - Steel, Tensile Test - Steel/Brass
2017

BiNEiER G (36, BF) single channel HD video (color, sound)
12'57"

hitk &5k MRk Trash Bag Tensile Test

2017

BiNEiER & (6, /&) single channel HD video (color, sound)
18'46"

“rEZRE? 7

YIRALEFE, RS FERZER T BIFRENEEIRERRN T, ERTFZCRE—R. RIEEFEESRENEFILERE,
BIRIERERGANE N EREESTIERET . DA IHINIGR R, BB T SRR, BEHE —RSKE
B XMBATA—REARETEFZMHO.

BHEWE AR TENREF=EHLS, EREREEMEBXE, T—RHEEMBIRRREEN, EXMR B ERES S HE—M U
RNEYMRE (AR ELEHEEF) . BIIC0E, BERIEH/ N EIFM ARG OMGEEM RMERXAENER,

MERTEYMEREEFRFINE—MHF, SIEHBITE— XS E. RERAFHNEN B RTREE, HHERMREBRE
RN, BEREN T ERFEHHFANER. (RHE, (FELEERRRZEND BB



"How elastic are you?"

When | am stretched, my body fails first. Perhaps my thought process fails beforehand but | am dysfunctional to register
that. Crazy life events in a row would make me collapse, only to realize | had already started to collapse some time before
the event of the shutdown. Backtracking to uncover an exact tipping point, | collect multiple hypothetical scenarios, often
with exaggerated tragic glimpses. This is how a single collapse generates many wounds.

I have empathetic bond with the droopy elastic band of a worn underwear. Sometimes | feel just like it. | wish to learn from
the broken and elongate the healthy life of the material the next time. | swear to each object | greet (a new underwear, a
new notebook, a new partner, etc). But the chicken race to approach a threshold multiplies my wounds anyhow. i am now
an expert in the stretch.

Measuring is the first thing to be learned in a Physics lab. Every event produces a graph or multiple graphs. | love the task of
making graphs with manually measured displacements. My graphs are never perfect but | enjoy bending eyes with antici-
pation for an expected result. You know, cheating happens past the yield point before the break."












17. EXPHZEF OUYANG CHUN

3K Anthill
2021

REHFS. SHEE. LYHIG oil paint, oil pastel, found objects on canvas
RN INEXE diptych with different dimensions
L top: 105X160cm, T bottom: 180X180cm

(AR~ overall: 285X180cm

FAFERN AN EE(WFKIENET — MIEBNENRER T H THRER —ZARNIAZL. TR BRMEEN. MFR
PORRERAEXE, ZATESR.IEESHE MESAR. FESHEUHRERE LE EGHANSETNIERUS Y, HE
HREMNBTMAA BN KB EB AL BRKRETERL BE AR BEFEFS, IERURK. SFERANEGMES TR
F UL XE LUt IR B 577 5K “RET” BV R T (5 45 2T REURBI B, AT — N BRI AF E . L&/ At =
1REL 5 ERY , XA R INF REETE R R PET B RIE , MEFRINER L BEIMR T FRENER MRS,

Ouyang Chun's irregular diptych painting Anthill creates an otherworldly space that lurks underground like an ant's nest,
mixing a broad spectrum of the artist's personal experiences, consciousness, emotions, physical changes, and chemical re-
actions. Stories of love and hate, sanity and madness, integration and division, contradiction and dramatization unfold in-
cessantly, tributing to the indistinguishable or effectively inseparable relation between the impulse of life and the breath of
death. An endless list of living things - ants, birds, beasts, humans, elves, angels, demons, earth, tunnels, rivers, and houses
-can be found indulging in an unrestrained frenzy. Ouyang's somewhat "sticky" brushstrokes seem to have rendered the
whole world with a constantly flowing texture, mapping out a well-connected societal model hidden in a hotchpotch of vast
abundance. In the end, it appears to us that this world is destined to further submerge and self - circulate, while the path
that penetrates the surface and leads us to the outside remainsiillegible.









18. 5KB% ZHANG XIAO

ZAHEM &% GuaiLi Luan Shen Series

2021

FEAK, SHE, &% camphorwood, paint, acrylic

17 4 pieces
%R~ dimensions variable

“ENEHHBGEE), “FRBENE NI XAEEY TERSWEN, RAFARAFRARNBEREN S Z , fLF %
IEARTEHIE LR R “RNEA NFERRTHEXTER BN R B ZE,

XABIBRES: 7 KX R E RiEH SRR KT KR Z AN RSERBIFER SRS , BEE RENEFMHEEYREHLS
BTRNER, MR NEN MR 2 MR BE T EXEENPES S, EXFXERAFENREIE. XLE
MENAGTHRE, AN R U REZXMRANZITEL, XERTE THEEHERITR T RBREREHE0H
HEAR, EMERTEZEUREFAMSE— NS5 ZWEHNETE,

KR IEEH AT RIEEIAMEBHITR, EZHNEREZENZIMN S THEE. IMREGENEFENS HHESHAEE,
FIFXEREFEMHFEAR—MRE, AERZERREFENEFLARBIEFRAZEN—TES, XERGAMEE
ENEEN, ESHNEARRE—MRRNEFLTEIR. I ERERELEN FREMEMHFER, tITEEMXEI KO
BREMOERER XEMERAMMIRET — M EANHE, B AFEHR I EENH O REXEEFRITFHATMH
B2z L, FARS AEMARZE,



Guai Li Luan Shen ( “(271EL#’ ) stems from a line in the Analects of Confucius, "The subjects on which the Mas-
ter did not talk, were: extraordinary things, feats of strength, disorder, and spiritual beings." ( ‘FFRi&IRHE 1
#iL#’ ). There are many interpretations of this quotation today, but the most scholarly would be that Confucius
did not talk about ghosts and gods that were not on the divine list. In a literal sense, the phrase Guai Li Luan
Shen also refers to things about bizarreness, courage, rebellion as well as ghosts and gods.

This project continues Zhang Xiao's ongoing interest in Chinese folk society. While many of Zhang Xiao's previ-
ous works originated in his hometown and explored folk society in depth around folk aesthetics and their ap-
preciation of beauty, this project extends from the artist's native place in the countryside to the larger Chinese
rural society, focusing on the rich forms of Chinese folk religion. These newly created deities are exceedingly
strange with their images corresponding to all walks of life in our time. The icons rooted in the present breaks
down the original belief and aesthetic system of religion and turn into ad-hoc bodhisattvas that embody what-
ever the people desire.

Zhang Xiao is not criticizing this kind of folk religion and kitsch images; he merely tries to lay out their current
existence. Forms of folk religion as such are pervasive in China's rural society, which probably do not compose
a religion in the strict sense or can be rather understood as a religious mutation in the process of China's eco-
nomic development. The imagery is primarily raw and direct, reflecting more of a collective unconscious of the
people. At the same time, it also speaks to the need for religion and faith from the civil underclass, who are ea-
ger to seek psychological comfort and suggestion from the divine. The statues provide the people with a crude
and straightforward vehicle to navigate and find a way out in their lives-although these bodhisattvas may not
be on the divine list and are hardly mentioned by the believers.









19. Biff - £P3/K NINA CANELL

PRS2 Disconnector

2020

=EMRE2E, HKE, $#, W

high voltage disconnector, rain gutter, zink, steel
145(h) X 15.5X23 cm




20.

RED - 4T ANDRO WEKUA

127€ Cherry Blossoms

2020

etk EomEEEl,. $BE. ZRENRIREMFR

oil paint, silver leafing, silkscreen ink, and varnish on aluminum panel
#HR T framed dimensions: 126.7X86.7X4.4 cm

BEE Wings

2019

etk EhEEE. RE. ZMENRIHENER

oil paint, silver leafing, silkscreen ink, and varnish on aluminum panel
¥R~ framed dimensions: 141.9X202.2X3.8 cm

R{ED - HETREZALERNBEARERMIST DA, EELIET —RIGERMEFm, #—TRET v KALIE
FR R TFEERS X HBRRZENASTIE, R RSP HIBERIRIAERBIEERAHENXY), TREZAR LS
B RERHFESLE T XEFm, AUERSENEERIRHEF TRELEFE, X—RIERKARARIETR T H
BHBRER, REPHN—RILE(FRUHISENEIES NRE T B BEFLNE RN R BIEHNALREMENE
B XELEFRPES T EET KILIERATHMNBE G TR EARKBEGULMENRIB A XENHERRZ L, BT
B E L TR AR E, EEE L ER. R ESFREERNBEUARUNARZN T EARRTERBHEE, &
MR MERRBZERONTEI EETRMEBRRNIREREX T EMRERSR, his T 7T —HEEFEREI AU
BEHERENE N —REXME NETEREESH.

Known for the multidisciplinary nature of his practice, Andro Wekua has created a series of paintings and
sculptures that continue his career-long exploration of the liminal space between objectivity and subjective
interpretation. In works that are redolent with the artifacts of an ambiguous and undefined history, Wekua pre-
sents a series of tableaux that reveal themselves to us as emotionally familiar in spite of the artist's gestures
of obfuscation and his conscious disavowal of the formal tropes of narrative. Using collage and assemblage
as metaphors for the cognitive machinations that transform lived experience into reflection, the exhibition
features a group of paintings that redeploy imagery recurrent throughout Wekua's oeuvre. Silkscreened onto
aluminum and subsequently overpainted-often gilded with silver leaf-the images of palm fronds, photographic
portraits, dolphins, and sections of wrought iron fence present themselves as sites of contemplation analogous
to traditional icons. The artist's continual reconfiguration of the images that define his visual lexicon indicates
a compulsion to reorder the past in a search for alternative outcomes, in spite of the futility of ever finding sat-
isfaction.









21.

FEEFEE= SIMON FUJIWARA

—IHELEIDN - RERNSHIE TS 73R F AR A £ R 8 HIF
A Dramatically Enlarged Set of Golden Guillotine Earrings Depicting the
Severed Heads of Marie Antoinette and King Louis XVI

2019

WEAK, $8, &5E rigid foam, aluminum, gold leaf
a4 208X 52.5X 27 cm each (2 parts)

BRERATHX—BERRTERFHRREMEWRN—KEDRR , BRRFHN—NEXRER ka0 R, EEiES
B RERERBLXENEERZ AL EG XNER ST ZEARE S a GEEMHEEN. BRUBRFAXEHMEAKXT
X ER, Qe T — T AREERARENME, HIUF IR E25HE,

WEARRKER, IWNEFZE “W— N ALHBANSERNSHER, XTHERAEIEREFEERE N ARINE B ESR
ZIEFHIEH ‘REMN B, EaRNFSEERNEFEXY L. X EmSHETHITHXTFAL-Fm-YmXRBEH
R, RS KEEITER “—" B Mt , B ERZINE R ENEN AR L FEA—MEHRESCNERN AN —H
AREFREVRE, (B th 2 AR — IR E A KR B e R SUE B IR 8 B0, EXMIER T , BEHFEE
HFREFR—IT RS ENEBTHEELNEIENREE —MHES”

The point of departure for Simon Fujiwara's new sculpture is a black and white photograph in the collection of
the Carnavalet Museum in Paris, depicting a pair of earrings in the shape of two guillotines with the heads of
Queen Marie-Antoinette and King Louis XVI hanging from them; the earrings were made and sold around the
time of the French Revolution. Fujiwara has digitally reproduced and enlarged the earrings to create a sculp-
ture milled in polyurethane foam and hand-gilded with gold leaf.

For the artist, the earrings are an "excessive depiction of the attitudes of a historical period that celebrated
violence through commodity production. The Revolution time seems antithetical to the production of gold
earrings when we consider the 'democratization' that began in its wake. The work connects deeply to my ongo-
ing study of human-product-object relations, and the commodification of 'everything' that is reaching a peak
today. They are a gruesome but glorious reminder of the ways human capitalize and reinvent almost any kind
of event but a celebration of human ingenuity to convert everything into some form of object or celebration, in
this case, the perversity of celebrating the fall of a kingdom that was plagued by excess and overspending by
making gold earrings."
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22. ISR - FAIBAYF MARIANNA SIMNETT

B19583%% The Bird Game

2019

lemm RR##HFEREFG (B8, 5.1 1F4%HE)

16mm film converted to digital HD video (color, 5.1 surround sound)
20'00"

(BRI B— N MENEIFRE WEP, AF R  AMESTH—RREFAR BN SIEE AN & FSIEE—MEE
RE, HE—RTIRENIBLPLEMINTE. €98 7T S GERADMREFI(ERICINERE, BER—MRRAN R
“GHA". SHEFAREE—NER, Bttt B— LR, —MHRENS T S EEEmHR T Nmm A — R, — &%
. AREZNLRE AFHAEXTEXEFSERENBERFHNEE RRIRSROVEEHR. F5oHE T ERE. 18
%%O

MIBMRM- ABRNSE, BRI AR SEE BRI EERS , H3E BXEHIE, TLt - ImRBSCHAR16mmERH,
TR AFIESES, ZF%HE - RURE R. XN SEMEZFRET REHTER,

The Bird Game is a wicked fairy tale in which a loquacious and bloodthirsty crow, voiced by Joanne Whalley,
lures six children to a secluded mansion and snares them in a sequence of deranged games. It mixes dis-mem-
bered parts of Sleeping Beauty and Ovid's Metamorphoses into a sinister witch’ s brew. Crow may be a villain
but she is also an enchantress, a masterful storyteller, and in her climactic retelling of how she became a bird,
a strange and scarred kind of heroine. Also featured in this hellish tale of childhood and transformation are a
wolf-haunted lullaby, dirty Disney costumes, eels, and an enucleated eyeball.

Directed by Marianna Simnett, co-written by Marianna Simnett & Charlie Fox, produced by Sophie Neave, shot
on 16mm by Robbie Ryan BSC, starring Joanne Whalley as "Crow", music by Oliver Coates, and performed by
live birds and children at Waddesdon Manor.
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HERE/R - {35 §h Pascale Birchler

TAETR/R AT G EXENEREE I EE
HZR, F20I8FRBAREBERKRELZR
AR, 2011F 201645, i 5HEBArienne
Birchler®4A& B E T 2EMMIAR tHET £
IR-HEFHNIERE2005FEEFENBIEE
FREH. 202198 , i \i&ESwiss Art Awards
22V AEHTEEREMRUEHRUEIE
(8B4 AT R1EYIIE, 7738t (2020); Fif/RIBS T
EE, AZEH (2020); HHSZURMR S ZAR M=,
HEEZUIETIE 35 (2019); SaEN- BIEZARFDL, &
et (2018); HEFE4FZARFIL, ER(2018). 2
RREERUE T AHZRE M, BARIMN, UK IAHR
SRZARFN (BER) Fith, Haus Konstruktiv
BEERBNN2020FEERER, MRBTH
RNV B S FIEY, it W EISR B 4149 ISCP
TT%IF2022/23 iR R ER 12N B TIE
EX.

Pascale Birchler studied illustration and fine
arts in Hamburg and Bern. In 2018, she com-
pleted her Master of Fine Arts at the HKB
(University of the Arts) in Bern. From 2011
to 2016, she formed a collaboration with
her sister, Arienne Birchler, which received
national recognition. Birchler's work has
been shown in solo and group exhibitions
since 2005. In September, she exhibited in
Basel as one of the finalists of the Swiss
Art Awards 2021. Recent exhibitions have

been presented at the following institutions
(selection): Museum Haus Konstruktiv,
Zurich (2020); Museum Helmhaus, Zurich
(2020); Kunstverein Friedrichshafen, Frie-
drichshafen (2019); Shedhalle Zug, Zurich
(2018); Pasquart Kunsthaus Centre d'art,
Bienne (2018). Works by the artist are rep-
resented in the collections of the cantons of
Zurich and Zug and the Pasquart Kunsthaus
Centre d'art, Bienne among others. As part
of the Werkschau 2020 at Haus Konstruktiv
she was awarded a grant from the Canton
of Zurich. She also received a twelve-month
studio grant from the ISCP (International
Studio and Curatorial Progam) New York,
which is planned for 2022/23.

23 EPI/R NINA CANELL

B RRRFIMOFHETFIRAFT RS, B—
BMRZEARK, WEFLIEFREM I ZARSE
BIRXESERRT IENERMEBNDH N
MK HIFmUUBLRIIRES BRI
FEG, UAENXRSEE AR R TRER
MEBRTARIR MY, RN N = E 8B E
BRHEN. N ERBEETENERRK
R, FHMEFS T EMB R,

EHTREECRE-BEERZAE(2019);
S.M.A.K, R4} (2018); ZMEZAEYIE
(2018); ALYZARINE, ALY (2017); $HBLH

HAEANE, S (2017); BEXKZEARZE
REEARE, B/R (2016), IESF/RELHKER
I8, STEEREE (2014); EFESFHEDLIEYIE
(2017€) ; E/RArkoZRFN (2016 EF) ; HiE
SREMRERE Q0L4E) ;R FBEZ R
Al (20144F) ; HAMONE A ZEIL (2012) F1RE
REBBEEEFEARE (011D . B E5HWNER
BIEERHTWER, BEENER, EBNER, X
INIER, FIYBNE RS thSIMNEEaE:
AHNMAZAENE ERARE. B Witte
de WithHRZAF L EHICA FE/REBIBHIR
BN, URFHEFIE-B % T /RiManifesta 728

DR

Nina Canell (b.1979 Vaxj6, Sweden) is a
visual artist who lives and works in Berlin.
Her practice explores the nature of process
and the distribution and loss of energy.
Grounded as much in chance encounters as
in close study, her work is characterized by
a syntax of relations and transfers. Thinking
beyond the tangibility of material, she sees
sculpture as a conduit that is highly sensi-
tive to spatio-temporal variables. Her work
has been presented in major international
exhibitions and featured in numerous mon-
ographs and publications.

Recent solo exhibitions includes Staatliche
Kunsthalle Baden-Baden (2019); S.M.A.K
(Stedelijk Museum voor Actuele Kunst), Gh-

ent (2018); Kunstmuseum St. Gallen (2018);
The Artist’s Institute, New York (2017); Museo
Tamayo, Mexico City (2017); Arko Art Center,
Seoul (2016); Moderna Museet, Stockholm
(2014); Camden Arts Centre, London (2014);
Hamburger Bahnhof, Berlin (2012), and Frid-
ericianum, Kassel (2011). Her group shows
include the Venice, Sydney, Lyon, Gwangju,
and Liverpool biennials; exhibitions at the
Museum of Modern Art in New York; Palais
de Tokyo, Paris; Witte de With Center for
Contemporary Art, Rotterdam; the ICA, Lon-
don; Guggenheim, Bilbao, and Manifesta 7,
Trentino-South Tyrol.

REE#- 14551 VAJIKO CHACHKHIANI

RER-1aF L1985 FEFHRETIWELLF
1, BRI TREBE T MM S L FIHT. #2013
FERATFRMERKE, FIMMETIE - e
B EZ A, th B FELLRERAKRFEZES
BFESERFBTFLNIERTENTTFIMEER
ARG Z 8B R H#HITIEIE, AR
AR B FORAR FA VS A SRR AR R E
BB Rt EF S B FRE B ERTRER
TR MTTED, FAMRE T XHIER X FEHmRR
MHE X BRI MENEE R, RHEMR
W7 MM FHMEESOERR, HIEE
MN5EREBUE XFMIFRN E AR RTE—E,
R X E-BAR, UM ISR N AL ETE
Z BRI ER R E H I F R,



HERNEITREE, ‘WE, HRANZERE
1B, 2015; “FSEmERABIETREL”, A
MIAEIBEARIE, 2015, EEREE, BEEN
ZAREYIE, 2018, FF. 2017 F, thHfF@mT
BENENFEENEN “E/FP.ENNET
BEMZ B K EIMREHFMRN ERPREL.F
F, e ERGEN R BRI TE R E I F B
SEMWIERL. B NERR B ZAREE
B8, 2017, thFRREVRINE S | A HT R R,
2017; B HIFIERENE, 2018; FHRATIEHIR
Bh#,2018 F. BER - RFLRHICIIES KRR
B TR URAREEE,

Vajiko Chachkhiani (b. 1985 in Thilisi, Geor-
gia) lives and works in Berlin and Thilisi, He
studied at the University of the Arts (UdK),
Berlin, with Prof. Gregor Schneider until
2013. Previously, he studied Mathematics
and Informatics at the Technical Universi-
ty of Thilisi. Vajiko Chachkhiani operates
somewhere between the outside world and
the human psyche, bringing the shadowy
aspects of our conditio humana (human
condition) to awareness through subtle and
intriguing visual poetry. Frequently based
on performances or transformative actions,
many of his sculptures have an affinity to
minimalism. At the same time, they are
charged with narrative meaning. Through
sculptures and installations, he seeks to ad-
dress psychological conditions such as lone-
liness, violence, and angst, weaving them
with topics from religion, politics, literature,
and poetry. Reoccurring themes in Chachkh-
iani’ s work are conflict, culture/nature, and
the oscillation between the outer reality and
the inner life of the individual being.

His solo exhibition "Both" at Museum fir
Gegenwartskunst, Siegen and "Many Live
Passing Through While Imitating Death" in
2015, an outdoor installation at Kunsthaus
Dahlem, Berlin in collaboration with the

Neue Berliner Raume, and Freie Universitat,
Berlin, in 2017, his works has shown in two
group exhibitions at the Hamburger Kun-
sthalle: "WAITING. Between Power and Pos-
sibility "and " Wieder und wider". His latest
solo exhibition was "Heavy Metal Honey"
(Bundeskunsthalle, Bonn). In 2018 Chachkh-
iani received Villa Aurora Fellowship in Los
Angeles and a Residency Grant Tokyo. In
2017, his work Living Dog Among Dead Lions
was shown in the Georgian Pavilion at the
Venice Biennale, curated by Julian Heynen.
Vajiko Chachkiani was awarded the Rubens
Promotional Award in 2017. He is currently
nominated for the Kunstpreis BottcherstralRe
2018, which is affiliated with an exhibition in
the Kunsthalle Bremen. Chachkhiani's work
includes films, sculptures, performances,
photographs, and large-scale installations.

F%7% CHEN FEI

1983 FHAEF AR, R FIbRBRF,
MIEERTIERMBNEETESRE L
BT “‘HETX—PAAS Y X —BAN
SRR T R F2RUS S it RhpyhE
Ko MNAERITMIMEH B, B BARAE
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K EAL, BT EGSHYNEFETI. KA
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LUK RIS R R BRRISRIN , S T SR ERT
“EAZE, ZESHHHREE. Wizt W@
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EENRRE. IMARENENFE  WRZ
BEERNERTHREHTEMELEIXER
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o REZAEIEH I MR HBIAIRE, B
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BFRYRERBE LBAFEANE, AR RARE
ANIE, ERPRERZREANE, ERREER
I8, BERA4 =ARE, M EISHEARIE, 1M Me
ERE, RNAERERESNRR FmHt
BORIZHERILEALE, HEM+ ERIE, LBR
TEMESEAIE, LiBEAE, EisEBEYIE, L
R E AN ZARESSEEN MR, H7E
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ANIE, RS BEARIE, IUEE E R4, B2,
FE, ZPERILR, AREFNEEDII R
B27E2012 FREIEF “KERRZEARES
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Chen Fei, (b.1983 in Hongdong, Shanxi)
graduated from Beijing Film Academy, and
currently works and lives in Beijing. Chen
Fei's creation mainly involves easel painting.
Through the bright thread of "portrait" and
the dark thread of "still life", he faithfully
reflects the current situation of China in a
globalized and diversified world. How to be
self-aware, self-reliant, and autonomous in
the drastically changing reality has become
the source of his painting. In his practice,
there exists a constant questioning upon
"the division between liberty and authority".
In fine art, he completed the new answer
to the contemporary painting's "beauty
of beauty, the beauty of beauty" through
the equal view of portraits and still lifes,
the spatial contrast in Eastern and Western
paintings, the intersexualization of film
splits and screen construction, and the par-
ody of acrylic on different materials. At the
core, it directly refers to various issues in
artistic creation and social reality through
the concrete representation of "abundance"
and "difference". The pyrotechnic world of
Linlang presents the mighty and vast cultur-

al roots on one side, but on the other side,
it reflects the barrenness of majestic China.
This kind of barrenness has caused various
oligarchism and populism in the abundance
of history, the proliferation of materials, and
the prosperity of the world and has further
increased the local dense and rootless duck-
weed culture. Geographical, political, and
social concerns are mixed in the alternation
of people and things, projecting modern
citizens' concerns and questions about the
status quo of society: abstracted people,
anti-competitive pseudo-fairness, ambigu-
ous public, and private domains, and basic
rights and obligations...The painter used
painting to ask questions about the future of
Chinese art and Chinese culture and shoul-
dered the mission of a historian. Although
artistic creation is not social research or po-
litical subject, only by confronting this shad-
ed poverty can the true home be revealed.

Chen Fei's works have been exhibited in
different museums and institutions such as
Shanghai West Bund Art Museum, Denmark
Aarhus Art Museum, Beijing Central Acad-
emy of Fine Arts Art Museum, Beijing Min-
sheng Art Museum, Chengdu A4 Art Museum,
Suzhou Jinji Lake Art Museum, Berlin Me Art
Museum, Shenzhen He Xiangning Art Muse-
um, etc. His works have joined the collection
of Los Angeles County Museum of Art, Hong
Kong M+ Museum, Shanghai Yuz Museum,
Shanghai Long Museum, Shanghai Aurora
Museum, Beijing New Century Contempo-
rary Art Foundation and other important
institutions. He also held solo exhibitions in
Shanghai Yuz Museum of Art, Downhill Art
Museum in Japan, Beijing Today Art Muse-
um, Gallery Perrotin New York, Paris, Hong
Kong, and Galerie Urs Mile Beijing, Lucerne.
In 2012, he won the Martell "Focus on Future
Artistic Talent Award" and in 2007, he won



the China Emerging Painting Award.
FEFEFEE SIMON FUJIWARA
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Simon Fujiwara is a British Japanese artist,
born in 1982 in London, living and working
in Berlin. His work takes multiple forms in-
cluding theme park-style rides, wax figures,
robotic cameras, 'make-up'paintings, and
short films that address the complexity and
contradictions of identity in a post-internet,
hyper-capitalist world. Fujiwara often in-
vestigates themes of popular interest such
as tourist attractions, famous icons, historic
narratives and mass media imagery and has
collaborated with the advertising and enter-
tainment industries to produce his work in a
process he describes as 'hyper-engagement'
with dominant forms of cultural production.
His work can be seen as a complex response
to the human effects of image fetish, tech-
nology, and social media on his generation.
Fujiwara is the recipient of the 2010 Baloise
Prize at Art Basel and the 2010 Frieze Cartier
Award. He was shortlisted for the Preis der
Nationalgalerie 2019.

Fujiwara's recent solo exhibitions include:

new work, Kunstinstituut Melly, Rotterdam
(2021); Who the Baer, Fondazione Prada,
Milan (2021); Hope House, Blaffer Art Mu-
seum, Dallas (2020- 21); Joanne, Arken,
Ish@j(2019); Revolution, Lafayette Antici-
pations-Fondation d’ entreprise Galeries
Lafayette, Paris (2018); Joanne, Galerie
Wedding, Raum fiir zeitgendssische Kunst,
Berlin (2018); Hope House, Kunsthaus
Bregenz, Bregenz (2018); Joanne, The Pho-
tographers’ Gallery, London (2016); Figures
in a Landscape, Kunsthalle Diisseldorf,
Dusseldorf (2016); The Humanizer, Irish Mu-
seum of Modern Art, Dublin (2016); White
Day, Tokyo Opera City Gallery, Tokyo (2016);
The Way, Yu-un, Obayashi Collection, Tokyo
(2016); Three Easy Pieces, The Carpenter
Center, Harvard University, Cambridge
(2014); Rebekkah, Contemporary Art Socie-
ty, London (2014); Grand Tour, Kunstverein
Braunschweig, Braunschweig (2013); The
Problem of the Rock, Dazaifu Tenmangu
Shrine, Fukuoka (2013); 1982, Tate St. lves,
St. lves (2012); Welcome to the Hotel Mun-
ber, Power Plant Contemporary Art Gallery,
Toronto (2011); and The Personal Effects of
Theo Griinberg, Julia Stoschek Collection,
Dusseldorf (2010).

Among recent biennials and group exhibi-
tions are: Intimacy: New Queer Art From
Berlin And Beyond, Schwules Museum, Ber-
lin (2020-21); States of the Arts, Bundeskun-
sthalle, Bonn (2020); Manual Override, The
Shed, New York (2019); 16th Istanbul Bienni-
al: The Seventh Continent, Antrepo 5, Istan-
bul (2019); Preis der Nationalgalerie 2019,
Hamburger Bahnhof -Museum fiir Gegen-
wart, Berlin (2019); The Seventh Convent,
Istanbul Biennial, Istanbul (2019), Distance
Intime. Chefs-d'oeuvre de la Collection Ishi-
kawa, MO.CO. -Montpellier Contemporain,
Hotel des Collections, Montpellier (2019);

Our Happy Life: Architecture and Well-Being
in the Age of Emotional Capitalism, Canadi-
an Centre for Architecture, Montreal (2019);
Is This Tomorrow?, Whitechapel Gallery,
London (2019); Motherland in Art, Museum
of Contemporary Art in Krakow, Krakow
(2018); Sur/Face: Mirrors, Museum Ange-
wandte Kunst, Frankfurt am Main (2017);
The Happy Museum, Berlin Biennale 9,
Akademie der Kiinste, Berlin (2016); Joanne,
Okayama Art Summit 2016, Okayama (2016);
Storylines, Solomon R. Guggenheim Muse-
um, New York (2015); Un Nouveau Festival,
Centre Pompidou, Paris (2014); Sharjah
Biennial, Sharjah (2013); Shanghai Biennial,
Shanghai (2012); Gwangju Biennial, Gwang-
ju (2012); Sao Paulo Biennial, Sao Paulo
(2010); and the 53rd Venice Biennale, Venice
(2009).
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Ulrike Grossarth (b.1952 in Oberhausen, Ger-
many) lives in Berlin and Lublin (Poland). In
1969-75, she was educated in Dance. Since
1976, she started her public exercises series
on spatio-temporal action. Since 1984, she
started to make video films and attend ex-
hibitions. She participated in Documenta X,
Kassel in 1997. Since 1986, she started guest
professorships, lectures, and workshops.
1998-2018, she was a professor of 'Expand-
ed Concepts of Art / Mixed Media' at the
'University of Fine Arts', Dresden.

Since 2004, she started methodological
research on hybrid forms of mental and em-
pirical cultural contents, especially as travel
projects in Eastern Europe, (Hungary, Po-
land, Serbia, Czech Republic, Ukraine). Since
2006, started projects in Lublin, Poland. In
2014, she founded the School of Lublin, a
mobile institute for studying Jewish topics
in authentic places of learning in South-East
Poland. Since 2015, she SYMBOL gotowy /
sklep. Renting a former tailor's shop in Lu-
blin as a public project space for visual pro-
cessing of European cultural archives. Since
2019, her work has been focusing on the vis-
ualization of economic and anthropological
topics and themes.

In 2019, She received Kathe-Kollwitz-Prize,
awarded by the Academy of Arts, Berlin, and
the Medal of the City of Lublin, Lublin. She
is a member of the Academy of Arts, Berlin
since 2014.
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Christopher K. Ho is a speculative artist
based in Hong Kong. His practice encom-
passes making, organizing, writing, and
teaching. He is known for materially exqui-
site objects that draw from learned material
about, and lived encounters with, power
and otherness in an unevenly decolonized,
increasingly networked world. He has had
solo shows at 56 Henry, the Bronx Museum,
and the Brooklyn Academy of Music in New
York; and at de Sarthe Gallery and Tomorrow
Maybe in Hong Kong. His multi-component
projects have additionally been exhibited at
Asia Society Hong Kong, UCCA Beijing, the
Times Museum, ParaSite, the Queens Muse-
um, the Cranbrook Art Museum, MASSMoCA,
and the RISD Museum. The New York Times,
Artforum, ArtAsiaPacific, South China Morn-
ing Post, ArtReview, Art in America, Modern
Painters, LEAP, Frieze, and Yishu, and have
featured his work. He currently serves as Ex-
ecutive Director of Asia Art Archive.
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Starting from 2014, Liu Yu gradually devel-
op a series of field studies of documentary
nature as a kind of working methodology in
relation to her artistic practice. How human
visions the world, how attributes of spaces
change, and how things are constantly be-
ing defined in a system-these all contribute
to giving an account on the progression of
humanity. A series of works are later created
with a research focus on less visible com-
munities marginalized by structural societal
factors. The existence of these communities
often reflects the intricacies of its contem-
porary society, and, furthermore, offers
a sample of a specific historical moment
with regard to a grander context-a bound-
ary-breaking reexamination that helps
disrupt strictly defined scientific methodol-
ogies and the science institution with which
we are all too familiar. The work draws on a
variety of video vocabularies, from textual
publications to documentary video. The
extensive fieldwork and documentation she
has collected in the field has also prompted
her to rearrange these linguistic possibili-
ties, making a tightly interlinked and com-
plementary integration of spatial, historical,
video and narrative fragments.
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Born 1981 in Tehran, Iran, Tala Madani lives
and works in Los Angeles. Tala Madani's
painted canvases and animations conjure up
enigmatic scenes, often populated by anon-
ymous, bald men. These men appear as if on
stage where, apparently unconcerned about
whether they are being watched, they laugh
at each other, touch each other, paint each
other, and even torment each other.

Masculinity is deconstructed in Madani's
work. She breaks down preconceived roles
and stereotypes to explore power structures
and the construction of male identity. The
men in her painting and animations enact
pitiable, compulsive violations on their
flabby, aging bodies. Humour punctuates
the tension of these awkward situations,
but laughter is never a simple release in
Madani's work: comedy and humiliation un-
comfortably coexist.
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Yuko Mohri(b. 1980 in Kanagawa, Japan)

and currently lives and works in Tokyo. Yuko
Mohri is an installation artist. Her kinetic
sculptures, using reconfigured everyday
objects and machine parts, highlight various
facets coming from the encounter between
objects and invisible energies such as mag-
netism, gravity, wind, or light. She authoriz-
es uncontrollable and nonhuman elements
to conduct within their networks, which
are often compared to a self-contained
"ecosystem", incessantly channeling the
surrounding environment. In sound-based
assemblages, Mohri’ s approach has alluded
to experimental artists Erik Satie, Marcel
Duchamp, and John Cage, particularly
through their relationship to chance. Mohri
brings contingency and improvisation into
her installations, aiming to capture the ap-
pearance of the world and human essence
through the eyes of new materialism. Her
kinetic sculptures can be observed through
the keywords such as coincidences (what
happened by chance), errors (what should
not have happened), portents (what might
happen), and silence (what did not hap-
pen?). In recent years, she also works on vid-
eo and photography using scanner, through
these ideas.

Mohri's recent solo exhibitions include SP.,
Ginza Sony Park, Tokyo, Japan (2020); As-
sume That There Is Friction and Resistance,
Towada Art Center, Aomori, Japan (2018);
Voluta, Camden Arts Centre, London (2018);
Dissémination, The National Museum of
Modern Art Kyoto, Japan (2018); and her
work has been included in group exhibitions
such as: Glasgow International 2021: Atten-
tion, Glasgow (2021); The 5th Ural Industrial
Biennial of Contemporary Art: Immortality,
Ekaterinburg (2019); Weavers of Worlds: A
Century of Flux in Japanese Modern / Con-
temporary Art, Museum of Contemporary

Art, Tokyo (2019); The 9th Asia Pacific Trien-
nial of Contemporary Art, Brisbane (2018);
Childhood, Palais de Tokyo, Paris (2018);
Rehearsal, Tai Kwun Contemporary, Hong
Kong (2018); Japanorama: New Vision on Art
since 1970, Centre Pompidou-Metz (2017);
14th Biennale de Lyon (2017); Kochi-Muziris
Biennale 2016, Kochi (2016), etc. Her works
are in the collections of Centre Pompidou,
Paris; M+, Hong Kong; Musée d'art contem-
porain de Lyon; Museum of Contemporary
Art Tokyo; The National Museum of Modern
Art Kyoto; Queensland Art Gallery | Gallery
of Modern Art, Brisbane, etc.

In 2015, Mohri received a grant from the
Asian Cultural Council for a 6-month resi-
dency in New York. In the same year, she re-
ceived Grand Prix, Nissan Art Award. In 2016,
Mohri has undertaken a residency with the
Victoria and Albert Museum, London, and
had in residence at Camden Arts Centre,
London. In 2018, Mohri, as an East Asian
Cultural Exchange Envoy, visited 4 cities in
China.
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Taiyo Onorato and Nico Krebs (both born
1979) have been working together as an
artist duo since they met at the Zurich Uni-
versity of the Arts in 2003. Their diverse
projects are revolving around photography,
also involving sculpture, installation, film,
and book publishing. Their work has been
shown internationally in many galleries
and institutions, among them solo shows
in MOMA PS1 NYC, Kunsthalle Mainz, Foam
Amsterdam, Fotomuseum Winterthur, Kun-
sthaus Aarau, CAC Cincinnati, Swiss Institute
NY, LeBal Paris, and KINDL Centre for Con-
temporary Art, Berlin.

They published several artist books, among
them The Great Unreal and Continental
Drift (published by Edition Patrick Frey),
both awarded with the Most Beautiful Book
Award 2010 and 2018. Taiyo Onorato & Nico
Krebs received the FOAM PAUL HUF Award,
Amsterdam in 2013, and were shortlisted for
the prestigious Deutsche Borse Photography
Prize, London in 2017. They won the Swiss
Design Award, Basel 2011, the Most Beauti-
ful Swiss Book Prize, 2010 and 2018, and the
Fine Arts Award Kanton Zurich, 2018. They
regularly hold workshops and teach at many
academies and universities around Europe.
They live and work between Slovakia and
Zurich.
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OUYANG Chun was born in 1974 in Beijing,
the political, cultural, and economic center
of China. He moved to Xian with his family
and received an art education there. Ouyang
now lives and works in Beijing. Deploying
a variety of painterly techniques, Ouyang
Chun's works narrate episodes from the
world he lives or he sees. Fascinated by
truth and the sometimes-cruel absurdity
that accompanies it, Ouyang Chun draws his
primary inspiration from the contradictions
and incongruities of contemporary China.
Truth and fiction, the pursuit of spiritual
purity mirrored in minute detail in his paint-
ings, have rendered expressive through his
brushes with his instinct and sentiment.
The psychological depth of his painting
language comes to full expression when the
fascination in the paintings becomes certain
metaphors drawing from his own experience
and the social context. His paintings feature
his understanding of his artistic language
and his quest for a formulation adequate to
himself.
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Francisco Rodriguez was born in Santiago,
Chile, and lives and works in London. He
studied BFA Painting at Universidad de
Chile, Santiago, and graduated with an MFA
from the Slade School of Fine Arts in 2018.
Recent solo exhibitions include 'In the night
we believe', Chapter Gallery, Cardiff; 'Cuad-
erno Canario', Galeria Leyendecker; Madrid;
'Midday Demon, Steve Turner Gallery, Los
Angeles; 'The Burning Plain’, Cooke Latham
Gallery, London and the Museum of Con-
temporary Art in Santiago. Group exhibi-
tions include 'The Drawing Biennial 2021/,
The Drawing Room, London; 'Gran Sur', Sala
Alcala 31, Madrid; 'Wolves by the Road, As-
sembly House, Leeds; 'Colectiva 92', Galeria
AFA, Santiago, Chile; 'FBA Futures 2019, Mall
Galleries, London and 'Bloomberg New Con-
temporaries 2018', South London Gallery,
London.
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Aki Sasamoto is a New York-based, Japanese
artist, who works in performance, sculpture,
dance, and whatever more medium that
takes to get her ideas across. Her works
have been shown both in performing art and
visual art venues in New York and abroad.
Besides her own works, she has collaborated

with musicians, choreographers, scientists,
and scholars, and she plays multiple roles
of dancer, sculptor, or director. Sasamoto's
performance/installation works revolve
around gestures on nothing and everything.
Her installations are careful arrangements
of sculpturally altered found objects, and
the decisive gestures in her improvisational
performances create feedback, responding
to sound, objects, and moving bodies. The
constructed stories seem personal at first,
yet oddly open to variant degrees of access,
relation, and reflection.

Sasamoto has exhibited her large-scale
performative installation works at the Yoko-
hama Triennial (2008); the Whitney Biennial,
New York (2010); PS1's Greater New York,
Long Island City (2010); the Gwangju Bien-
nial, Gwangju, South Korea (2012); and the
Shanghai Biennale, Shanghai, China (2016).
Her works are also featured in the field of
experimental dance theater and have been
presented by Chocolate Factory Theater, The
Kitchen, and Movement Research. Solo ex-
hibitions of her work include Strange Attrac-
tions at Take Ninagawa, Tokyo, Japan (2009);
Secrets of My Mother's Child at Jerome Zodo
Contemporary, London, United Kingdom
(2011); No Choice at Harmony Murphy Gal-
lery, Los Angeles (2014); and Delicate Cycle
at Sculpture Center, Long Island City (2015).
She is an assistant professor of Sculpture at
Yale University.
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Mariannna Simnett (b. 1986) uses film,
installation, drawing and sculpture to
challenge how bodies are perceived and
imagined. Simnett completed her MA at the
Slade School of Art in 2013. She won the
Jerwood / FVU Award in 2014 and was short-
listed for the Jarman Award in 2017. Her
work has shown in many museums interna-
tionally, including Kunsthalle Zirich, 2019,
Copenhagen Contemporary, 2019, FACT
Liverpool, 2019, the Frans Hals Museum,
Haarlem, 2019, the New Museum, New York,
2018 and MMK, Frankfurt, 2018. Upcoming
exhibitions include IMA Brisbane and Castel-
lo di Rivoli,Turin in 2020.
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Born 1985 in Malmo, Sweden, John Skoog
lives and works in Copenhagen. In his films,
videos, and photography John Skoog com-
bines research into the history and everyday
life with a poetic and fictional atmosphere
that is grounded in the film and literary tra-
ditions. His work explores social contexts
of individuals and communities; unpacking
their complex relationship to collective
rituals and historical forces, as well as to ex-
istential and natural scenarios of transition.
Skoo's works make clear references to myth-
ological iconography; they remind us of the
profane origins of myth and in this way they
aim to demystify both nature and society.

In 2015 Skoog won the 12th Goteborg Festi-
val's Startsladden, one of the world’ s most
prestigious short film prizes. In 2014 Skoog
received the Baloise Art Prize at Art Basel
for his film Reduit (Redoubt), in addition to
prize money, the film was donated to two
European museums-MMK, Frankfurt and
MUMOK, Vienna. Skoog has been awarded
the '1KM film scholarship' from Stockholm
Film festival (2013), the Hessische Kul-
turstiftung travel grant (2013), the ARS-VIVA
Prize (2013/14), Malmé Art Museum 2013 Art
Grant, Aase & Richard Bjérklund fund, and
the ARTFILM Prize, Lichter International Film
Festival (2013) and a one year working grant
from Stiftung Kunstfonds, Bonn (2014).
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Su Yu-Xin (b. 1991) considers painting as a
place where multiple disciplines and various
perceptual capacities intersect. Painters
have always played a vital role in the visual
art industry, and the medium of painting
reflects the discovery and re-invention of
the material world. Hence, paintings bear
witness to the history of the exchange be-
tween cultures and nature and project the
painter's role through wars and migrations;
they manifest territorial invasions and res-
titutions, and the exploitation of pigments
and their trades. While the history of paint-
ing often emphasizes the stylistic evolution
of image production, the technology of color
pigments also evolves contemporaneously.
Su Yu-Xin collects, studies, and processes
these color substances scattered on the
earth’ s crust and invents a new order on
the painting surface through drawing, com-
pression, and accumulation. For her, such
landscape painting is a geological practice
of rearranging plants, minerals, organic and
synthetic matters.
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Pathompon Mont Tesprateep was born in
Bangkok but raised in Isan (the northeastern
region of Thailand). He graduated with
a Master degree in Fine Art from Chelsea
College of Arts in London. Since 2014, he
has been working on a series of hand-
processed 16mm and S-8 short films:
Endless, Nameless (2014), Song X (2017) and
Confusion Is Next (2018). His films has been
shown at film festivals, including Locarno
Film Festival, International Film Festival
Rotterdam, BFI London Film Festival,
Berwick Film & Media Arts Festival, Les
Rencontres Internationales, Curtas Vila do
Conde, Hamburg International Short Film
Festival, etc. He is currently developing his
first feature film.
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Andro Wekua was born in 1977 in Georgia,
and studied visual arts there and in Ba-
sel, Switzerland. Wekua's work explores
notions of memory, history, and desire
through a mixture of personal iconography
and fragmented narrative. Whether object,
landscape, figure or portrait, the hyper-real
beauty and irrationality of Wekua's works,
their detachment from the world and their
self-referentiality unfold in an exchange
between familiarity and detachment, inti-
macy and distance. Wekua creates intricate
environments in which the various elements
form unexpected and often dream-like rela-
tionships.

Recent solo museum exhibitions include
Kunsthalle Ziirich, Switzerland; Garage
Museum of Contemporary Art, Moscow; Kol-
nischer Kunstverein, Germany; Kunsthalle
Wien, Austria; Kunsthalle Fridericianum,
Kassel, Germany; Castello di Rivoli, Turin,
Italy; Wiels, Brussels; Neue Kunst Halle, St.
Gallen, Switzerland; Kunstmuseum Win-
terthur, Switzerland; Museum Boijmans
van Beuningen, Rotterdam, Netherlands;
Camden Arts Center, London; the De Haalen
Haarlem, Netherlands; Le Magasin, Greno-
ble, France; and the Benaki Museum, Ath-
ens. He has participated in various group
shows including "ILLUMInations" at the 54th
Venice Biennale (2011); "Contemplating the
Void" at the Guggenheim Museum in New

York (2010); "10,000 Lives," 8th Gwangju
Biennale, South Korea (2010); "Life on Mars:
55th Carnegie International," Carnegie Mu-
seum of Art, Pittsburgh, and the 4th Berlin
Biennial (2006).
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Haegue Yang was born in 1971 in Seoul,
South Korea. Currently, she lives and works
in Berlin and Seoul. Her works are known
for their eloquent and seductive sculptural
language of visual abstraction out of her re-
search on historical figures and events. Yang
has participated in major international exhi-
bitions including the 16th Istanbul Biennial
(2019); the 21st Biennale of Sydney (2018);
La Biennale de Montréal (2016); the 12th
Sharjah Biennial (2015); the 9th Taipei Bien-

nial (2014); Documenta XlII in Kassel (2012);
and the 53rd Venice Biennale (2009).

Selected recent solo exhibitions have been
held at Tate St Ives (2020), Museum of Con-
temporary Art and Design, Manila (2020), Art
Gallery of Ontario, Toronto (2020), National
Museum of Modern and Contemporary Art,
Seoul (2020), The Bass Museum of Art, Miami
(2019); Museum of Modern Art, New York
(2019); South London Gallery (2019); MO.CO.
Panacée, Montpellier (2018), and Museum
Ludwig, Cologne (2018). Recipient of the
2018 Wolfgang Hahn Prize, Yang’ s work is in-
cluded in permanent collections such as the
Centre Pompidou, Paris; Museum of Modern
Art, New York; M+, Hong Kong; Tate, London;
The Solomon R. Guggenheim Museum, New
York; Remai Modern, Saskatoon; The Bass
Museum of Art, Miami Beach; Walker Art
Center, Minneapolis; and the Art Gallery of
Ontario, Toronto.
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Born in 1981 in Yantai city, Shandong prov-
ince, China, ZHANG Xiao graduated from
the Department of Architecture and Design
at Yantai University in 2005. He was a pho-
tojournalist for Chongging Morning Post.
Zhang won the Robert Gardner Fellow in
Photography of Harvard University in 2018.
He won the Three Shadows Photography
Award in 2010 with the They series. He also
received the Second Hou Dengke Documen-
tary Photography Award in 2009, The Pho-
tography Talent Award (France) in 2010, and
the Prix HSBC pour la Photographie in 2011
with his Coastline series. Zhang has partici-
pated in several solo and group exhibitions,
including The World in 2015 and Civilization:
The Way We Live Now, Ullens Centre for
Contemporary Art, Beijing, China; Unfa-
miliar Familiarities, Fotostiftung Schweiz,
Winterthur, Switzerland; Photoquai, Quai
Branly Museum, Paris, France; Apple, Lian-
zhou Photography Museum, Guangdong,
China; Social Geography: Ten Journeys with
a Camera, Shanghai Centre of Photography,
Shanghai, China; Photography and Video
Experiments in Southwestern China since
2000, A4 Art Museum, Chengdu, China; The
Farm, chi k11 Art Space, Shenyang, China,
etc. Zhang currently lives and works in
Chengdu city, Sichuan province, China.
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